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BELLINI'S NORMA featuring CECILIA BARTOLI

This tragic opera is set in Roman-occupied, fiesttary Gaul, features a title
character, who although a Druid priestess, is inynwgays a modern woman.
Norma has secretly taken the Roman proconsul ellas her lover and had
two children with him. Political and personal essarise when the locals turn
against the occupiers and Pollione turns to a renarpour. Norma “is a role
with emotions ranging from haughty and demandiogigsperately passionate,
to vengeful and defiant. And the singer must coralepf this while
confronting some of the most vocally challengingsiwever composed. And if
that weren't intimidating enough for any singéormaand its composer have
become almost synonymous with the specific andrioatsly torturous style of opera knownlaes canto—
literally, ‘beautiful singing” (“Love Among the Quids: Bellini'sNorma; NPR World of Opera, May 16,
2008). And Bartoli, one of the greatest living cpdivas, is up to the challenges the role bri(igew York
Public Radio’s WQXR'’s “OperaVore” declared that fBai is Fierce and Mercurial in BelliniNorma;

Marion Lignana Rosenberg, June 09, 2013.) If yoalready a fan of this opera, you've no doubt heard
recording spotlighting the great soprano Maria &a(end we have such a recording, too), but asdtes with
the Bartoli recording point out, “The role of Normas written for Giuditta Pasta, who sang what ytxla
listeners would consider to be mezzo-soprano robeaking Bartoli more appropriate than Callas asri
Making this performance even more compelling isffue that the Orchestra La Scintilla used a naticat
edition of the score and performed on period imsgmts. The CD contains extensive liner notes hed t
complete libretto. This is truly a history-makiregording.
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MAHLER under the baton of CLAUDIO ABBADO

One of the premier additions to our collection reeent recording of Gustav Mahler’s
Symphony No. 9. The"® Mahler’s last (he died before completing hi§jl@vas also |
his most complex and compelling. In it we hearvbige of “a vibrant, passionate manie
who, facing a foreshortened life, tries at one tnredsame time to confront death and tcg
evade it. Brave and terrified in turn, Mahler. plays hope against despaiwky
Mahler? p. 168—this book is also a new addition to outemion). The Camden
Library now owns this phenomenal work on DVD, tltd@ recording of the Lucerne
Festival Orchestrander the baton of the legendary Claudio Abbadp2003, Abbado, §&
dedicated to Mahler, formed the Lucerne ensemble tlaey have now recorded eight ¢
his symphonies.) We also have a 1999 CD recorditigeoBerlin Philharmonic with
Maestro Abbado at the helm.
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RACHMANINOV performances by VALENTINA LISITSA

SITSA

RACHMANINOV

Truly a musician for the Zicentury, Valentina Lisitsa turned to YouTube
when her concert career seemed to be faltering ohline response was
tremendous—40 million hits since 2007! This 2013 {@om Decca
Classics showcases Lisitsa performing RachmanirfouisPiano
Concertos and the Rhapsody on a theme of Pagaitincenductor
Michael Francis and the London Symphony Orche&naen the praise
she has garnered online, it's not surprising thatdritics also love her.
Rachmaninov wrote passionate piano music, andskisibes these works
justice. “What a heart-melting performance of tinstfconcerto thisis . . . .
[and] Lisitsa’s control of rhythm, touch and phragin Piano Concerto
No. 3 is just as miraculous . . .. The LSO areghiarp in their responses

and there’s a powerful sense of the players sittingpt attention during the solos. Lisitsa’s ¢ a big,

muscular sound but it is a lithe, well-toned one&] ahe lights up this most familiar concerto in wagcarcely
thought possible” (Dan Morgan, MusicWeb InternasipnNot the heavy-handed performances one somgtime
hears of Rachmaninov, these are lush, intelligmd, stirring. Reviewer Norman Lebrecht found #asto be
“the most compelling full set of Rachmaninov coniesrsince Vladimir Ashkenazy's with André Previn 40

years ago.”

VERDI's OTELLO and MESSA DA REQUIEM

2013 is the 20D anniversary of the birth of Giuseppi Verdi. Werdgust
purchased a DVD of Verdi'Mlessa da Requiethat is described as “a
Verdi Requiem with a dream line-up of soloists #melforces of La
Scala, Milan, directed by one of the greatest massif our time. . . .
Barenboim and his magnificent partners recordeirittasterpiece around
a live performance at La Scala, Milan, in 2012.upexb quartet of

IRCHESTRA E CORD DEL

soloists — Jonas Kaufmann, Anja Harterosh&IGarata and René Pape £LINA GARANCANSIRTEATRD ALLA SCALA
— stamp their authority on this terrific performah¢MDT). This is “one i

of the enduring masterworks of the choral repettOvpix des Arts).
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VERDI
OTELLO

RICCARDO MUTI
CHICAGO SYMPHONY ORCHESTRA
K IDRS ANTONENKO
Tt
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RENE PAPE DANIEL BARENBOIM

The first time conductor Riccardo
Muti recorded with the Chicago
Symphony Orchestra, the resulting
album—also music of Verdi—
garnered two Grammys. Muti and
the CSO again joined forces in 2011 for a live rdow of Verdi's
penultimate operadtello. This has been described as a “benchmark
[recording] in Verdi performance and interpretatimnone of today’s
finest conductors” (ArkivMusic). Th€hicago Tribunedescribes Muti as
“the greatest Verdi conductor of our time” and Ksiasira Stoyanova
(Desdemona) as possessed of “a rich, gleamingdgpcano.” “The
performance on this recording . . . is a preciogtance of all members of
a large musical team being fit, focused, and déedcto the task of
making music at the highest possible level of deoek” (Voix des Arts).
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MOZART’'s DON GIOVANNI and COSI FAN TUTTE

Yannick Nézet-Séguin conducted the 2011 Baden-B&édstspielhaus
performance obon Giovanni.“A better-cast Don Giovanni than this one
would be hard to find nowadays. With ideal or nigl@al singers in six of the
eight roles, this recording has to be consideredranthe best available”
(Robert Levine, ClassicsToday.com). The singezssdys “are truly dramatic
animals, and each of them gives us a vivid portraidon Giovannihas been
widely regarded as the greatest opera ever compdbatls a pretty bold v =
statement, but however you rank it, Mozart's ojpeeabrilliant combination of MOZARE _
stark human tragedy and touching comedy, set tacnafiimitless genius”
(NPR’s “World of Opera, November 2, 2007). Thighs first of a landmark ==
series of Deutsche Grammophon recordings of Mazageras.

The second of DG’s Mozart operas spotlights Coratudézet-Séguin with
lighter Mozart fare in the form of the charmi@gsi fan tutte“Cosi fan tutte
enchanted the Baden-Baden Festspielhaus audiersreratorded in concert
in 2012, with Nézet-Séguin inspiring his stellastc® feats of vocal derring-
do. . .. Youthful exuberance tempered by deptingight make[s] this a rare
Cosi a must for even the most seasoned opera loveki(Music). Set in
18"-century Naples, Mozart's 2-agpera buffas a tale of youthful love,
flirtation, and tested fidelity. As part of a wagewo callow soldiers

Wi R challenge the virtue of their beautiful fiancésinomic plot that relies on
VAnN ok ISR ‘B?FPE, i multiple disguises. Although light and brimmingtivbeautiful musicCosi

B A= “bluntly reminds us that our most cherished relahups can often be fragile
and tenuous, and in doing so it shines a harshdiglthe barest of our vulnerabilities” (NPR’s “Webof

Opera,” May 4, 2007).
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The most successful and innovative composers ofene Franz Joseph Haydn (1732-1809) and Wolfgang
Amadeus Mozart (1756-1791) lived in the same sityared family connections, joined the same Masonic
lodge, and over the years became friends. St&dee, inThe Cambridge Music Guid€ambridge, UK:
Cambridge University of Cambridge, 1985), descrilbesn as masters of “the mature Classical style242).
They also admired each other’s work.

This month’s additions to the Blake Collection umb recent acquisitions of works by these two T@thtury
greats: symphonies, piano concertos, and an opesarxell as works by Wagner, Elgar, and Britten.

Haydn: 12 London Symphonies

“It would take readings of an ultimate dullnessiwff out the variety,
inventiveness, colour, urbanity and shiegs de vivreof the 12 wonderful
symphonies that Joseph Haydn composed for hisrtwmphant 18-month
London visits in the early 1790s. And these latesbrdings are never dull.”
(Bayan Northcott, BBC Music Magazine). Marc Minkskivand his Les
Musiciens du Louvre performed these symphonie®092n Vienna
(Haydn’s hometown). And there is a Maine connechiere: Minkowski
studied at the Pierre Monteux School in Hancockhis July 31, 2010,
review, The Observés Nicholas Kenyon described these recordings as “a
really fresh look at Haydn's masterpieces.”

Mozart: Symphonies Nos. 35-41

Haydn’s and Mozart’s music, “though clearly of 8@me era, is
remarkably different in character . . . . Mozannpwsed a lesser quantity
of music, but he excelled in every sphere” (Sauli42). Judge for
yourself by listening to Deutsche Grammophon’ssitasecordings of
Mozart’'s Symphonies 35 through 41 performed byBhadin

Philharmonic under the direction of Karl Bohm. $bere Mozart's late
symphonies and include the “Prague” (Symphony Ny—3'A piece
designed to entertain, but from its slow introdoctthe ‘Prague’
symphony is set apart as something slightly mooeding. Tense and
mournful in places, wistful and beautiful in othelvéozart shows us once
and for all that his music is capable of a widegenf emotions” and his
last, the great “Jupiter” symphony, “A pinch of yial naivety, a dash of . .

European grandeur, and a hint of operatic humaomth in for good e

measure: the majestic C major blaze of the ‘Jusignphony takes the best features of Mozart'sestyld fits
them all together in a fantastic five-movement roalsjigsaw. . . . It's a fantastic conclusion to Adot’s
symphonies; perhaps he knew it would be his laSiEgsical FM). Although the performances are from t
‘60s, “they still represent 'big orchestra’ Mozatrits most congenial” (Edward GreenfieGGkamophong
1995).
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Mozart Piano Concertos 14, 20 & 25 and 22-24

Mozart displayed his compositional skills in cortosrfor numerous
instruments—27 for the piano—and we now have sointieeolater
piano concertos in a pair of DVDs featuring Rudglichbinder
conducting the Vienna Philharmonic from the piahloese live
performances were part of the 2006 Vienna Festeigbration of
MATR] ot s 10 : Mozart’s 250th birthday. “Buchbinder’s are perfamses of

‘ admirable composure and his evident joy in the momking is
very appealing” (Michael Greenhalgh, MusicWeb Int&ronal).
And no orchestra “know([s] their Mozart better thha Vienna
Philharmonic” (Jeremy Siepmann, DVD liner notes).

Mozart: The Last Concertos

Gramophoneaave this CD its “Editor Choice Award,” describihgs “Two
late favourites beautifully recorded - the piana@arto particularly telling.
The great glory of this set is the work of Andr&aier on the fortepiano.
The German delivers one of the most satisfyingirggdof the Piano
Concerto No 27 on record.” The Clarinet Concestthe only one Mozart
wrote for the instrument, but he wrote it for tresbett clarinet, an instrumen §
different from the modern clarinet (primarily, inat it has a lower range). ;
Lorenzo Coppola, performing on this disc, is “oi¢he most sought-after
clarinetists in the field of historical performanaeactice” (CD liner notes).
For both pieces on this disc, “the performers hgaee back to the original
manuscripts to unearth the detailed traces of dngposer’'s own performing
practice” (CD liner notes).

Mozart: Le nozze di FigardThe Marriage of Figaro

Last month we addedosi fan tutteo our collection. This month, we have
another—and perhaps the most well-known—Mozapera buffa, Le nozze di
Figaro. This outstanding DVD was recorded live in Felbyu2006 at the Royal
Opera House, London, and garnered rave reviewhis*“T. . is in some ways the
ultimatelLe nozze di Figaro. . [it] seems to get to the heart of arguablyziit's
greatest opera more successfully than almost drer production of the
composer's stage works I've seen in the last twibree years. As day turns to
night and the characters leave the house to refiodwedisputes in Tanya
McCallin's verdant garden set, the performancestakea warm glow; it's just so
emotional, so involving, so poignant. Shot in hdgifinition and in surround
sound, this is a luxury package and one that shoeijdurchased and treasured by
every opera lover" (Dominic McHugh, MusicalCritigiscom). “The sound is
splendid and the video direction excellent. . hisTis one of those DVD operas
that requires to be seen again and more than d@oean Forsling, MusicWeb
International). This compelling production remingsthat opera can be beautiful, moving, and laédgn.

oPu li:.‘\.l{'l'l
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If you find yourself more and more in love with Ma¥s music,
please have a look at the newly acquired bbo& Treasures of
Mozartby John Irving

Wagner: Die Meistersinger von Nurnberg

Acknowledging the bicentennial of Richard Wagnee,we added his
Meistersingelto our collection.Die Meistersingefalone among his operas,
leads to a happy ending, and only here does Ithagpiness prove to be
lasting” (CD liner notes). With a literally mor@wn-to-earth storyline than
| most of Wagner’s operaBje Meistersingenonetheless exhibits the
“atmospheric intensity” for which Wagner is renowneAnd this is a
superlative recording: “the finest Meistersingeaitable. . . . confirms
Kubelik's claim to be one of the great Wagner camahs. . . . The music flows
effortlessly with superb clarity and with that anmagy flexible long line that
remains the hallmark of accomplished podium worlMagner. . . . Don't miss
this incomparable musical event” (David HurwitZ)f there's a better
Meistersingeron record, I've yet to hear it. [It] exudes woridkress on every
level” (Jed Distler, ClassicsToday.com). If yolike to watch this opera rather than simply listert, we
have a Met Opera performancelé Meistersingeon DVD. And if you'd like to explore further, amt
Stephen Fry examines his love/hate relationship Wiagner in a DVD entitleWagner and Me.

Elgar: Cello Concerto

“This is a ‘Great Recording of the Century’ if @tbere was one.
Recorded more than forty years ago it sounds ahb fis ever . . . .
Elgar’'s Cello Concerto is a standard work in cohbatls around the
world . . . . | believe that this is to a certakient thanks to the present
recording. From the very start one can feel theoatrtranscendental
rapport between the young soloist [Jacqueline @i, Barely turned
twenty, and the ageing maestro [Sir John Barbjrdline can dip into the
recording at almost any point and feel the magic.this recording [goes]
directly to the heart. And that is exactly whateXaBaker’'s singing obea
Picturesalso does. . . . Behind and above Jacqueline @ait Janet
Baker looms Sir John’s spirit, loving and sensitig@oran Forsling,
WebMusic International). Du Pre made her markhenworld with her
performance of Elgar’s Cello Concerto. This isna-of-a-kind
recording, and you won’t want to miss a chanceetar lit.
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Britten: War Requiem

, For the 100th anniversary of the birth of compd&emnjamin Britten,
s we’'ve acquired the CD of the remastered 1963 recgrof Britten’sWar
20 Requienunder the direction of Britten himself. Accorditwgthe original
album liner notes, th&/ar Requieniwas an immediate critical and
popular success and seemed to give people somehigpgvanted and
neededo hear.” From the Latin text from tivissa pro defunctiand the
poetry of Wilfred Owen, Britten created a timelesasterpiece. Along
with the London Symphony Orchestra and Chorus,gliformance
features the Bach Choir, the Highgate School Clooganist Simon
Preston, and singers Galina Vishnevskaya, Dieffisbher-Dieskau, and
Britten’s partner and muse, Peter Pears. “Theopmdnce itself comes
over superbly . . .. The boys’ voices float dowont a distant heaven just
as Britten asked. Anyone who cherishes this mastestk should have
this version. It is hard to think of another pi@fenusic that was fixed so
firmly in the composer’s own interpretation as tiwsrk has been” (FANFARE: J. F. Weber) For a mstd
the composition of thRequiermand a detailed analysis of this recording, readgibWeb International’s
review.

i« S-HT
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This monthwe bring you a lot oBeethovenand a dash ddvorak!

Dvorak: Violin Concerto

In hisreview at Classics Todaipavid Hurwitz labeled this disk “Mutter’s
Miraculous Dvorak Concerto.” He goes on to decthre “the finest version yet

to appear outside of the classic Czech traditidvidtter, he says, “treats the work
in the grand style, turning in a performance otdbgéstures, hugely contrasted in
tone, tempo, and dynamics. . . . Mutter truly ‘§s#hrough her instrument, and
what she says sheds an entirely new light on Dvaa#t repays the closest
attention.” Michael Cookson was rapturous in hiaige: “The boldly melodic
and lavishly coloured romanticism of the openiiegro is matched here by the
soloist’s richly lyrical playing. It's hard to fa&nd her unerring sensitivity in the
centralAdagioconveys a dreamy rhapsodic quality without reagrto
sentimentality. She raptly underlines the optimafithe memorably upbeat
Finale: Allegroresisting any temptation to drive the music owandior too fast” MusicWeb International

This combination package contains June 2013 stediardings on the CD and a live February 2013 atnce
recording on the DVD. (If you'd like to have adironline sample of Mutter’s performance, checklaart
YouTube video

DVORAK mune-sopkie mutren
BECUNST FRELBIOmanRET | mOcITed HonetH

Beethoven: The Late Piano Sonatas

In the final years of his career, Beethoven wrote piano sonatas of
profound and monumental brilliance, including taembusHammerklavier
which Richard Osborne in the CD liner notes deswrifs “less the ‘Mount
Everest’ of sonatas, more the Mount Etna, the cmhicy fugue an act of
Titanic rage. More than anything else Beethoveot&vin his entire career
the sonata was a conscious attempt to write of wbthcompromising
greatness.” All the pieces on this recently reerast disk are wonderful.
“Pollini's recordings of the late sonatas, whichnvilbe 1977 Gramophone
critics' award for instrumental music, contain phayof the highest
mastery” (Penguin Guide).

Beethoven: The Symphonies

“It was with the explosion of the genius of Ludwign Beethoven . . . that the classical era reabbdda
climax and a dissolution. . . . Beethoven’'s musibedied a new dynamism and power which not only
demanded that it be listened to in different waysakso symbolized the changing role of the compuse
society—no longer a servant . . . but its visionés/hero-figure” (Stanley Sadie and Alison Lathdrhe
Cambridge Music GuideCambridge, UK, 1985, p. 261). Power, dynamisenpit are all words that come to
mind when listening to Beethoven’s music, and lm& symphonies span much of his career, from 1800 t
1824, and with some of these works—the Symphones$Nind No. 9—breaking new ground in startling
ways.
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We've added to the Blake Collection legendary rdocws of Beethoven'’s
Symphonies 5 and 7, by the Vienna Philharmonic wathductor Carlos o
Kleiber, and the Ninth performed by the Bayreuth Festhpig$ Orchestra anc ON@‘?
Chorus under the direction of the legendary Wilh&ntwangler The liner o
notes for the Kleiber tell us that “in these recngd, Carlos Kleiber and the
Vienna Philharmonic Orchestra united the inspiratba live, concert
performance with the painstaking, detailed
G g oo accuracy that be achieved only in the studio.. .
i Whediimund  The critics responded with superlatives.” And
@ superlative is the word for the Furtwangler
@@ & 3 recording of the Ninth. “Just as it was for theitgyof the foundation stone in
1872, so Beethoven’s Ninth Symphony was on therarage for the reopening
\ of the Beyreauth Festival in 1951. Under Furtwarigloverwhelmingly
- emotional direction, all the performers—includifng tFestival soloists in the final
=

chorus—gave their all” (CD liner notes).

29. 308 1951

QREEO

To immerse yourself in Beethoven’s symphonies, @s®mmend the
complete symphonies on DVjerformed live between 2008 and 2010
by Christian Thielemann at the helm of the VienhdHarmonic.
Thieleman and his orchestra give us a Beethovenisvhresponsive and
alive . ... rigorous, intellectual and well catesied . . . and the playing
is outstanding throughout . . . . a bold attempetapture and redefine
Beethoven for the 21st century” (Simon ThompsonsieNyeb
Internationd). In addition, this set contains a series of mine-hour
documentaries, one for each for each symphony|ysing the
background of the work and deconstructing Thielemsmterpretation.
The presenter of each documentary is Joachim Kdfsegrand old man
of German music criticism. In each film he gives dwn view of the
symphony and then engages Thielemann in a coni@rgattease out
why Thielemann has come to the interpretationsas (8imon
Thompson).

Beethoven: Fidelio

Beethoven wrote only one opeFdelio, and the library now owns a
remastered 2-CD set of a remarkable 1978 perforenahthis work
performed by some of the great voices of the tirth the Vienna
Philharmonic and Vienna State Opera Chorus condumtenone other
than Leonard BernsteirHilary Finch, inGramophonedescribed this
performance as “a brilliant coup, typical of Begistas a man of the
theatre.” Thigridelio, according to the liner notes, was “a fresh and
powerful vision of Beethoven’s masterpiece” and fkea one of
Leonard Bernstein’s greatest triumphs in Vienna.”
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Beethoven: Piano Concertos 1-5

“As a pianist Beethoven, according to reports eftime, had immense fire,
brilliance and fantasy, as well as depth of feelihgno other musical medium
could he be so bold or so wholly himself’ (Stan&adie and Alison Lathanthe
Cambridge Music GuideCambridge, UK, 1985, p. 263). In a recent 2-DSéD,
Daniel Barenboim performs the Piano Concertos itebwith the Berlin
Staatskapelle Orchestra. “These concertos e.madels of emotional
consistency, technical wizardry, and tasteful eration,” saysSteven E. Ritter
of FANFARE, who goes on to say, “l don’t think | can recomuihéms set highly
enough” and that the camerawork “is excellent, appate, and non-intrusive,
only adding to the experience.”

| BECTHOVEN
Wiprms T bk
Lig-3id-%

DANIEL
BARENEDIM

STFGTFERL LY S

END

And if all this Beethoven music leaves you wantioggnow more about this incredible
composer, we direct you to Lewis Lockwood’s firate biographyBeethoven: The
Music and the Life
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This month’s FEATURED NEW RELEASE: Cosi fan tutteon DVD

- Austrian filmmaker Michael Haneke took an Oscat Yeesir forAmour, and last April

he turned his hand to a new production of Moz&tsi fan tutteat Madrid’s Teatro
Real. According to one reviewer, Haneke’s eleganatiern take on this beloved classic
is “one of the best Mozart productions | have eviénessed. . . . Rarely is a production
so understatedly intelligent and intriguing . Haneke transforms the work into an
anxious, contemporary drama simply by changingathg the lines are delivered”
without compromising the comedWYe Left at the Interval” reviews We are

delighted to have this as part of The Blake Caibect (You might also want to check
out Thomas Assheuer’s interview with Michael HanékeZeit Online)

Last month we brought you several works by thetgtdassical composer Beethoven. This month, wegbri
you works from two great composers of the Romaariac Schubert and Brahms, as well as a number by
Bruckner. “In the Classical world, form and ordeme first, in the Romantic, expressive contensdoe.
Romantic artists tended to . . . fill out the ttamhal Classical patterns with ideas ever moresting, attractive,
and laden with emotion” (Stanley Sadie and Alisathiam,The Cambridge Music Guigd€ambridge, UK,
1985, p. 281).

SCHUBERT

The Rough Guide to Classical Musays of Franz Schubert that “in his late chambesiopiano sonatas and
symphonies Schubert created works that mark hinndasithe first great RomantidClassical Music: The
Rough GuideJoe Staines, Ed., Rough Guides, London, UK, 200442). Stanley Sadie says he’s been called
a “Romantic Classicist” (Stanley Sadie and Alis@ilHam,The Cambridge Music Guid€ambridge, UK,
1985, p. 299).

The Late Piano Sonatas

Schubert’s “piano music achieved a climax of greasnn [the] three last
sonatas” (Stanley Sadie and Alison Lathdime Cambridge Music Guide
Cambridge, UK, 1985, p. 296). These three soratageatured in this 2-
CD set from Deutsche Grammophon’s “Legendary Perémices.” The set
also contains the C-minor Allegretto and the “Thiregno Pieces (Deutsch
catalog no. 946).” Maurizio Pollini, performing aliese works, “reveals
himself as a gentle lyricist” (CD liner notes).

Symphony No. 9

Schubert'sSymphony No. 9, “known as ‘the Great C major’. . is on a large | &
scale; all its ideas are extended and fully wortet (Stanley Sadie and
Alison Latham,The Cambridge Music Guid€ambridge, UK, 1985, p. 295). |
is a remarkably balanced mixture of Romantic arak€ital elements,
sometimes with an air of mystery, sometimes dedicait other times full of
energy. (Itis likely that Schubert, who diedla fige of 31, never heard this o=
masterpiece performed.) This wonderful “doublé’ IGD from Deutsche L L
Grammophon’s “Legendary Recordings” series of reerad concert
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performances contains the Berlin Philharmonic utkderbaton of the renowned Wilhelm Furtwangler, end
addition toSchubert’s Symphony No, 8ontaindHaydn’s Symphony No. 88The liner notes reveal that
Furtwangler was a master of both works: “[A] digilished German music critic . . . wrote . . . ‘Hayvas the
only one of the Classics with whom Furtwangler almared himself to a relaxed balancing of the forcesNo
one had a more monumental conception of Schub&néat C major’ Symphony.”

BRAHMS
Piano Concertos and Fantasies

The First Piano Concerto is “a creative debateawat conflict” that makes
“heavy demands on the pianist . . . . Yet, temperdaily, Brahms [who was a
pianist] was kinsman to his beloved Clara Schumarmanist noted for the
clarity and restrain of her playing” (Richard OsherCD liner notes). The
Second Piano Concerto is “a very different worktjéo and yet at the same
time more playful” (Osborne, liner notes). Emilge® performs with the
Berlin Philharmonic and conductor Eugen Jocumaddition to the two
concertos, this 2-CD “Legendary Recordings” setaimis the Fantasies, Op.
116, also performed by Gilels. Bramophonegeview that appeared at the time
of the recordings said that Gilels and Jochum bienifpese performances “a
rapt songfulness that in no way detracts from Brgihrheroism” (Jerrold
Northrop Moore, quoted in liner notes).

Complete Symphonies

Brahms “clearly saw himself as Beethoven'’s sucaeissthe role of the 18
century symphonist” (lvan March, liner notes).dbk him over 20 years to
complete the composition of his first symphony. Btien he finally premiered it
in 1876, it was worth the wait. It contains elensenf “heroic triumph,”
passages that are “contemplative” and “lyrical’ag8¢y Sadie and Alison
Latham,The Cambridge Music Guid€ambridge, UK, 1985, p. 360). When hi
found that his first symphony was met with acclaBrahms felt free to continue
composing symphonies. “His Second Symphony [isleogether gentler and
more relaxed work than his First, though no legsrously put together” (Sadie
and Latham, p. 361). It was composed in 1877, thiéhThird and Forth shortly thereafter, in 1888 4885,
respectively. These recordings of the four sympgswere made in 1977 through 1978, by Herbert Von
Karajan at the helm of the Berlin Philharmonic.r&an “felt himself the natural bearer of the Gennradition
of Brahms interpretation” and he had a “great, ammique gift of consistently achieving a sense of
spontaneity in the recording studio” (CD liner rg)te

Symphony No. 4

We provide a contrast to the Karajan recordindnef$ymphony No. 4 with an
offering from Deutsche Grammophon’s “Legendary Rdrws” series—Carlos
Kleiber conducting the Vienna Philharmonic. “Carkgiber’s famous version is
a performance of real stature and much strength, the attention to detail one
would expect from this great conductor. A grippargl compelling performance
... . DG have successfully remastered the 198f@dsovhich now has more than
sufficient weight in the bass and more bloom thefoie” (Penguin Guide
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And if you want a bit more Brahms, have a listea ©©D that was already in our collection—Brahma4alin
Concerto in D and his Double Concerto in A minmerformed by Julia Fischer and Daniel Muller-Sthath
the Netherlands Philharmonic and Orchestra Amsteranducted by Yakov Kreizberg.

BRUCKNER

Almost an exact contemporary of Brahms, Anton Bnekbegan his career primarily as a church orgahigt
style of symphonic composition was influenced dyelay Beethoven (whose Ninth “gave him the basic
outline”) and Wagner (who “provided the time-scafel some of the harmony”), but “Schubert was hes et
predecessor in matters of form. The result, howasavholly original” (Stanley Sadie and Alisontham,The
Cambridge Music GuideCambridge, UK, 1985, pp. 388-89). “I've alwaysahd that [Bruckner] is underrated.
But most everyone | know reveres him as a masiher 06 the most valuable, lovable, and necessaryosars
we have. If his symphonies aren’t canonical, there canon” (Jay NordlingerMusical Love Letters to

God” The New CriterionSept. 2011). (And did you catch the Bruckneemefice in season 4 of “Downton
Abbey"? To the Dowager Countess’s comment thatf"€an always rely on Puccini,” Mrs. Crawley respgnd
“I prefer Bruckner.”) This month we add to the BéaCollection four Bruckner symphonies on DVD.

Symphonies 4 & 7

This DVD contains live recordings by the Munich IRarmonic with music
director/conductor Christian Thielemann from 2006 2008. Thielemann “is widely
regarded as the leading Brucknerian of our age haderformances with the Munich
Philharmonic . . . enjoy cult status all over therld. This DVD features a world
premiere of Bruckner’s two most popular works, $yenphonies No. 4 and 7, which h
interprets as sublime cathedrals of late Romantisiop impressing his listeners in way
that few other conductors can dé&r¢hivMusic. We invite you to read Richard
Maynard’s detailed review headed “These are perdoes that should be heard by al
lovers of Bruckner’'s music” at that site as well.)

Symphony 5and Symphony 9

Bruckner “is apt to create internal echo effect th
demand the depth of a spacious acoustic. Notking i
more damaging to his orchestral imagination than th
dry and clinical acoustics of present-day concaltsh
The sound of the great church at St. Florian isagban
his ears, and the silent pauses he so frequentgsrare
not really such—they should be filled with awesome
reverberation” (Robert Simpsohhe Essence of
Bruckner,London: Gollancz, 1992, pp. 233-34)

We now have a live recording of Bruckner's Symphor
No. 5 performed in Bruckner’s beloved home chu&th,
Florian, as well as the Symphony No. 9 performed in
Vienna. Both are by the great Cleveland Symphorch€&stra under the direction of
Franz Welser-Most. “When Franz Welser-Most is gdalis very, very good. . . . Bruckner’s natutehgent
here seems [to be] a quiet intensity that proviethalmore striking as the huge sonorities growaiut or
subside back into it. Bruckner’'s many silencesgagping, and Mr. Welser-Most is fearless in exiegdhem
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to the full” James R. OestreicNew York Timgs Each of these DVDs includes a brief discusbipivelser-
Most about the symphony on the disk.

Symphony 8was already in the library’s collection. This BGet features Herbert von Karajan with
the Vienna Philharmonic.

Bruckner by Derek Watson

Composer, pianist, broadcaster, and lecturer Dé&fatson, who has also written
books on Liszt and Wagner, brings his prodigioulissto bear on Bruckner, whom
he describes as having “no parallel . . . amongtore artists.” See for yourself in
this biography, part of the “Master Musicians Sgtiedited by Stanley Sadie.

BRUCKNER

DE
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CLAUDIO ABBADO, 1933-2014

This month we are highlighting additions to thek&&ollection that feature Claudio Abbado, who died
January at the age of 80he New York Timegescribed Abbado as “a conductor whose refineztpnétations
of a large symphonic and operatic repertory won thiendirectorships of several of the world’s mestared
musical institutions — including La Scala, the LondSymphony Orchestra, the Vienna State Operatand t
Berlin Philharmonic.” Born in Milan, Abbado servitere as the music director of La Scala for 18s.€80
beloved was he in Milan, that thousands came t@hbim after his death, and appreciations of Hentaand
influence appeared from all quarters. Of speciat moe the extended appreciation by Jessica Duufttbe
Independentwho wrote that “Claudio Abbado’s Mahler Symphadyg.9 with the Lucerne Festival Orchestra is
among those rare concert experiences that willwithyme forever. . . . No wonder he was widely sidered
the finest conductor of his day; he was certaihg/lbest-loved of them all. It was not the monumantenusic
that set him apart, but his humanising of it. Hprapched orchestral works as chamber music, givisig
players space to contribute their own artistrywding them out with his ability to listen — and oftwith his
sense of humour — rather than imposing a will @it In a_tribute in the Stradstanley Dodds who performed
with the Berlin Philharmonic under Abbado, saidieé# conductor that “as a source of inspirationhadl dive

on to the many of us he touched for the rest ofligas.”

Claudio Abbado: Hearing the Silence

This DVD biographyClaudio Abbado: Hearing the Silentean “intensely moving”
documentary about one of the world’s great musgiarhis film, described as “sketches,”
was drawn from multiple interviews in which the dotor talked about artistry, music, and
his personal history. David Billinge of WebMusiddmationalsays that over the course of
the film “Fascinating facts emerge, such as howatlaband his student friend Zubin Mehta
joined the Vienna Musikverein chorus as a meargetiing in to watch normally closed
rehearsals by some of the great conductors ofréneéqus generation.” In the booklet that
accompanies the DVD, Peter Esterhazy speaks ahlabgut what he calls Abbado’s
“elegance”: Elegance and drama are not mutualtjuswe. Perhaps it is not proper, but |
wish to talk about his face, his new face, the fafter his illness, because it is relevant to tigect—not to
Abbado as a private individual, but as a musicidin.were romantically or nostalgically inclinetld say that

his face has become more spiritual, that it hasecewen closer to the essence of music, to usedan ol
expression.

FROM ABBADO’S EARLY CAREER—Verdi: Six Great Operas

The operatic gem we are adding this month is afs&k Verdi operas, five of
which were recorded at La Scala, where Abbado inasdnductor/musical
director for many years. “Claudio Abbados' Vertiardings with La Scala, Milan,
have gained iconic status in the course of timeeHsong with a magnificent
Falstaff. . . they are presented complete in a singlefbothe first time” (George
Hall, BBC Music Magazine The set contain&ida, Un Ballo in Maschera, Don
Carlos, Falstaff, MacbetrgndSimon Boccanegravhich feature performances by
such greats as Placido Domingo, Shirley VerregeJoarreras, Piero Cappuccilli,
and many others, all in top form. (Visit Georgdlidaeview for the details.)
Should you want more details about Verdi's opdran you find in the booklet that
accompanies the CD set, we recommend Julian Buglfiee'biography of the

composer
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If you want yet more Verdi as brought to life byl#dulo, you should listen to his recording of Verdifessa da
Requiem

ABBADO AT MID-CAREER—Beethoven: The Symphonies

Claudio Abbado assumed the podium of the BerlithR@hmonic following Herbert
von Karajan, who recorded the Beethoven Symphdhese three times.
Nonetheless, Abbado’s recordings feel new, fregh‘donducting seems to have re-
invigorated the orchestra . . . . [these recordarg$ more taut and ‘classical™ than
Karajan’s (Dominy Clements, MusicWeb Internatignalhe review goes on to say “I
A suspect most listeners will become as addictelddset recordings in the same way as

e the reader of a good novel will find it hard to e book down without finding out

S how the story continues, relishing what happeng,rad being reluctant to finish.

Abbado’s attention to detail, his clear affection the phrasing and shape in the

music at both micro and macro levels and his camnmeto the freshness of Beethoven'’s ideas arasplécts
which make this set a highlight in its own righbl#ado is at home as much in the sensitively ingnaatthe
overtly heroic.” (This lengthy reviegoes into great detail about the performances.)

ABBADQO'’S LATE CAREER—Mahler Symphonies 1-7/Prokofiev Piano Concerto No. 3

Abbado founded four orchestras: The Chamber OrchesEurope, the Mahler Chamber Orchestra, the
Orchestra Mozart, and the Lecerne Festival Orcaesihe Lucerne Festival Orchestra isn't any omgina
orchestra. It's an ensemble made up of the filageps in Europe, many of them big names on their, dut
this is no rock star type line-up. What makes aiestra is the players’ ability to interact in enbée. Many of
these musicians play together regularly at Lucérrtenot always in the same combination. The mixggems
to ignite because the atmosphere, at Lucerneecsriel. These are players who can achieve with tleatike
intimacy, yet understand their role in the broa@epvof orchestral perspective. In Mahler's own time
orchestral standards were not as high as theyaaveand the music relatively unfamiliar. Musiciaishke
this shows just how visionary Mahler was, for playike these are so technically assured that theyfocus
on the spirit of the music. The more we know Mahllee more, perhaps, we can appreciate the irdeltig and
complexity in his music{Anne Ozorio, MusicWeb International

“Mahler followed Bruckner in expanding the dimensamf the symphony . . . [and Mahler’'s symphonies
represent] diverse stages in a spiritual autobigra(Stanley Sadie and Alison Lathathe Cambridge Music
Guide,London: Cambridge University Press, 1985, p. 3Tlave Billinge of MusicWeb Internationhhs

written a lengthy review of this DVD set. He salyatt“as video recordings there is nothing betteth@enmarket

at this time. . . . As for Abbado’s approach to Mahit is accepted by most that with his Lucerestival
Orchestra he has achieved both technical and enabiiosight, something done by very few, if anyheot

current conductors. . . . This set is as good gst&.” As for the Prokofiev Piano Concerto thHares space on
the DVD with the Mahler Symphony 1, "Yuja Wang &éudio Abbado combine youth and experience in the
Prokofiev and the combination is extremely sucads#ftranspires that Abbado saw Wang play thet iano
Sonata on French television and was so impressetharing her with Martha Argerich no less, thairheated

her to perform with him in March 2009 and agaithatt year’s Lucerne Festival. The Prokofiev Corweras
apparently Abbado’s choice of repertoire, but ia &vent he could not have chosen more happily apaming

for the concert” (Brian Wilson, MusicWeb Internatad). (And if you want to hear what Abbado heard when he
attended Yang's performance of the Liszt sonatdhave_a performance on QD
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This month the Library’s Blake Collection shines gpotlight on the concerto and several importalat giano
pieces. The concerto “began, in the seventeemituige as a composition in which a small group lafyprs or
singers was set against a much larger group.vildped into the solo concerto and the concertesgrof the
early eighteenth century. The Italian composeridivwas one of its leading figures; he compose st
hundred concertos, any for a solo instrument (guallin) and orchestra. Some, for two or moréoggis, are
called ‘concerto grosso’ (‘large concerto’). With the nineteenth century, the concerto increggibecame a
vehicle for the virtuoso—first in Beethoven'’s oftstormy concertos for the piano, then in thoseistt,
Schumann, Brahms and Tchaikovsky. The violin caond®o flourished in this period: there are splien
examples by Beethoven, Mendelssohn, Brahms andKistsky. The fine comradely balance of Mozart's
concertos is replaced by a sense of the lone $alkoiging to hold his own against the full weigiftthe
orchestra, an exciting contest although we knous ladways bound to win, whether it is a thundeprno or a
gently poetic violin. There are also examplescielto and a few for wind instruments. Almost alhcertos
are in three movements, on the fast-slow-fast pattéStanley Sadie and Alison Lathaihe Cambridge
Music Guide Cambridge, UK: Cambridge Univ. Press, 1985, p77%). If you want to know more, we
recommend Michael Steinberg’s excell&hie Concerto: A Listener’'s Guide

Beethoven & Mendelssohn: Violin Concertos

% LIVING STEREO ;: @

i ™ The legendary Jascha Heifetz takes the stage metBoston Symphony and
JenGoeoinD ) conductor Charles Munch for these performanceseBeethoven and
£ Mendelssohn violin concertos. “These classic raoggineed little comment
| from me on artistic grounds. Heifetz's accountef Mendelssohn never has
been bettered for sheer dazzling virtuosity and L love [the Beethoven's]
unaffected, truly classical purity. Besides, yosoajet Munch and the Boston
Symphony, no mean bonus” (David Hurwitz, Classi@&ycon).

HEIFETZ « MUNCH

Brahms & Tchaikovsky: Violin Concertos

This classic recording showcases violinist Jasobidekt, with his

distinctive, influential “blend of fire and ice,doked by the Chicago
Symphony Orchestra and conductor Fritz Reinertlé.iteed be said
about these justly famous performances from 19561&5%7. The Brahms|

has great drive. . . . From soloist and orchesika,ahis is a note-perfect | i « " WL

. . : . L 15 CONCERTOS
performance in a vivid recording. . . . The Tchaikky offers more of the | | & &8 HEIFETZ
same . . .. The performance is extroverted yefagie truly debonair, RS

benefiting from the soloist’s rich tone and sustdiphrasing and & | 4 " SYMPHONY
Reiner’s incisive partnership” (James Réglnfare). ' REINER
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Chopin: Piano Concertos Nos. 1 & 2

Awarded a Gramophon& Choice” designation, this recording is
“essential.” “Krystian Zimerman was in his earlyemties when he

i

AR
Chopin: Prano Concerros Nos. 1 &2

el i o recorded the Chopin concertos for DG two decadeswigh Carlo Maria
SRR £ s & Giulini conducting the Los Angeles Philharmonicr ke long-anticipated

e

remakes the 43-year-old virtuoso directs the Pdtisstival Orchestra from
the keyboard, an ensemble he founded and traioed $cratch. . . .
Zimerman'’s ultra-polished fingerwork and colouggiifts stress Chopin’s
jewel-like symmetry and lyric beauty. [RecordedlBB9], a year rich with
offerings to celebrate Chopin’s 150th anniversdigyerman’s
achievement stands out like a proudly hand-crafédentine”

(GramophoneMagazing.

Chopin: Piano Sonatas Nos. 2 & 3

We offer this recording of Maurizio Pollini’'s perfdance of Chopin’s Piano
Sonatas 2 and 3. As Joan Chissetsedmophonavrote, “Authoritative is 1, SHOFIN- POLLINT

| Klaviersonaten:Piano Sonatas: Sonates pour Piano

the key word here. Whatever Pollini does is dornté& wonviction as firm as Theded
his tone. . . . Pollini's aristocratically authative way of doing things is
superb.”

Dvorak Cello Concerto & Tchaikovsky Rococo Variations

This digital remastering from Deutsche Grammophobégendary

| Recordings” series features real legends: Céligtslav Rostropovich and

' the Berlin Philharmonic under the baton of Herlvert Karajan. “The

| Rostropovich/Karajan partnership is an inspired ame these are great

. performances. Rostropovich's sense of nostalgiaeirsecondary material of
| the finale of the Dvorak Concerto is quite memaoeglelspecially towards the
close) and he brings a comparable feeling of Ragsi@lancholy to the
lyrical pages of Tchaikovsky's splendid variatiomsisically this is in a class
of its own” (lvan MarchGramophong The recording brings us “the
incandescent brilliance of Rostropovich, a virtuosthe emotions as well as
the cello; . . . the peerless powers of coordimadind motivation of the
world-renowned conductor; and . . . the animatiod eolour [of] the Berlin
Philharmonic Orchestra” (Peter Cosse, CD liner siote

AR
DVORAT g
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“Ballad for Edvard Grieg”

This disk was released in 2007 to mark the 100ivansary of the death of
Norwegian composer Edvard Grieg. A compilatiomemfordings made at different S EMI
times, it includes the Piano Concerto, the Balladd?iano, and the Lyric Pieces, all “ f..}_k‘.?']"k‘ :
performed by Grieg’s countryman Leif Ove Andsnethwie Berlin Philharmonic, GRIEG
Mariss Jansons conducting. The performance ofdhearto displays “strength and
bravura in abundance” (Jonathan Woolf, Musicwebrimtiona). Woolf saves his
greatest praise, however, for Andsnes’s performahtee Ballade: “The Ballade . . .
is what elevates this disc. It's a superb perforreant a very tricky piece to gauge.
He plays the rather angular Norwegian folk tuneéhwitcipient introspection and a
feeling of growing gravity. It's a performance ammanding sweep and tremendo
brio in the sprightlier dance variations and he agas to balance refinement with bravura, sure paaith
control of incident. . . . a terrific performandgdbnathan Woolf, Musicweb Internatiohal

Krystian Zimerman—The Liszt Recordings

“Krystian Zimerman made two Liszt discs for Deutsédrammophon . . .
one of the two Piano Concertos armtentanzwith the Boston Symphony
Orchestra under Seiji Ozawa, the other of sologrmansic, comprising
Liszt’s masterwork, the B minor Sonata, and a $ele®f late piano works
— spooky, often unnerving pieces, suciNasages grisndLa lugubre
Q ~—— o gondola Il Both are generally regarded as benchmark reagsdin. . Of
(/A the Concertos disc, The Penguin Guide wrote: ‘# paise and classicism
— T " and, as one listens, one feels that this musidaoot be played in any
Z- other way’” (ArkivMusic.con). “Zimerman brings to bear a combination of
Lmermaﬂ ardour, forcefulness, drive and sheer technicamvehich are
tremendously exciting and for which | can thinknaf direct rival”
(Gramophong

Krystian

Prokofiev & Ravel: Piano Concertos

This great disk—performances of Serge Prokofievés® Concerto No. 3,
Maurice Ravel's Piano Concerto, and Ravel's “Gagir la nuit” melodic
poems for piano—from the Deutsche Grammophon’s éoelgry
Recordings” collection is a true classic, teamimg young Martha Argerich
with Claudio Abbado conducting the Berlin Philhamo “There have been
others to match the bustle and brilliance of Arg@s Prokofiev, her
coloristic range, her drive, her flashiness, hexising at the leash. But I'm
not sure | could name anyone who has so satisfyicmibined all those
gualities, who has given us such a rocket-launckealpitulation in the first
movement, such circus-routine vividness in theofwihg variations
(Prokofiev grew up in a Russia where ‘circusizatdnhe arts' was one of

GUGIHIL IAEE T s

the 'in' concepts), or such monstrous, hyperbaliy4tale imagery in the e
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finale, and all done with the most engaging reckisandon. The Ravel Concerto is another bundctaefy. |
had forgotten how miraculous is the blend and piégr of piano and orchestra, and how ecstaticattyefich
weaves around the cor anglais restatement in threrslovement. . . . Argerich@aspard. . . is a version of
Ravel's devilish triptych which is unusually faithfo his subdued dynamic markings, quite aparnfits
breathtaking agility. The results ring poeticallye at the same time as defying criticism in pigoterms”

(Gramophoi.

Rachmaninov Piano Concerto No. 2/Tchaikovsky PianG@oncerto No. 1

Another in DG’s “Legendary Recordings” series, tiisk showcases
Sviatoslav Richter playing these two great Russ@rcertos. The

SUATOS 3 \0::;:? Rachmaninov, performed with the Warsaw Philharmanid conductor
““”jm“‘“lz;'_,.;f'i‘”“ - Stanislaw Wislocki, “surely qualifies as a 'greatfprmance on record’; the

' CD catalogue would have been incomplete withou@didan Chissell,

Gramophong “I'd have to have this with me on a desertndldt's one of the
best examples of a master getting to grips witbugar work and recreating
it anew—it's sensational” (Huw Edwards, Helen Wel8BC Music
Magazine June 1, 2007 The Tchaikovsky, performed with the Vienna
Symphony Orchestra under the baton of Herbert varajdn, is equally
compelling; the CD liner notes describe it as “pduléy contained, intent on
looking inwards—{creating] a new shade to add ®ghlette of Tchaikovsky on record.”

LCHTER ip \o 2

Schumann/Mozart Piano Concertos

This CD from EMI’s “Great Recordings of the Centucygllection featuring
renowned pianist Dinu Lipatti. The Schumann isftrst on the disk, a 1948
studio recording with the Philharmonia Orchestrd Herbert van Karajan. A
certain tension between the conductor’s “supersatasn” and the pianist’s
romanticism results in “rather effective tighteniod] the music's drama and
making the most of its range”—not surprising, siftbere is always a special
balance of classicism and romanticism in Schum#heiry Barfoot,
MusicWeb Internationgl

Lipatti teamed up again with Karajan for the Mozartive performance with
the Vienna Philharmonic at the 1950 Lucerne Felstiyast a few weeks \
before Lippati died. “The music gains from [thepsé liaison [of conductor &%
and pianist]. Mozart's concertos are miracles btlsunterplay and the balances are beautifully enddhere is
a compelling intensity and sense of occasion whan makes the dim sound recede in the listener's
consciousness” (Terry Barfoot, MusicWeb Internadipn
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THE GLORIES OF ITALIAN OPERA

Opera may be “the most powerful of all theatriogderiences, one where emotion, that most precibus o
human commodities, is distilled to purity, and @wer is crystallized in a few lines of music” (Ted
Libby, The NPR Guide to Building a Classical CD CollectibtY: Workman, 1994, pp. 441). This
month the Library’s Blake Collection focuses ori#ta opera. “The story of Italian music in the
nineteenth century is essentially the story of apand the story of Italian opera is essentiakydtory

of the music of four men: at the beginning of tkatary, Rossini; in the early Romantic years, the
1830s and 40s, Bellini and Donizetti; and thereafierdi” (Stanley Sadie and Alison Lathaiihe
Cambridge Music GuideCambridge, UK: Cambridge University Press, 2@®334).

Rossini: Il barbiere di Sivigliaand William Tell

“The Barber of Sevilleras commissioned by the impresario of the
Teatro Argentina at the end of 1815, when Rossas nearly 24
years of age. In deference to Giovanni Paisiellmppular Italian

1 BARTOL | MATIEUZZ @ composer who in 1782 had himself based an opetheon

Bl HUILA, FISSORE
WA E TEAn

Beaumarchais play, Rossini called his own walkaviva (The

title was permanently changeditdarbiere di Sivigliafor the
Bologna revival August 10, 1816, after Paisielldésath.)
Nonetheless, the production was viewed by Paissefiopporters as

' an affront; a group of them came to Rossini’s permiand they
booed and hissed throughout the performance. Tak®werall
sentence . . . . Not surprisingly, for the opes®sond performance
Rossini decided to stay home. But this time theenat—
presumably lacking Paisiello’s disruptive fans—walslly
enthusiastic . . . . Before long, productions weminted across Europe and beyond; in 1825 the opera
became the first to be sung in Italian in New Y@iky” (Britannica Academic Edition Online

“Rossini’s choice was risky but successful . No.comic opera has ever been as much loved or
performed. . . . The music sparkles from starinsh” (Sadie and LathanThe Cambridge Music

Guide p. 335). “Cecilia Bartoli made this recording wheghe was still in her early 20s, a mezzo with a
rich, vibrant voice who not onlgopes brilliantly with the technical demands bubvahso gives a
winningly provocative characterization. Like thendactor [Giuseppe Patane], Bartoli is wonderful at
bringing out the fun”The Penguin Guide).

The Barber of Sevillevas one of Rossini’s early operas, and
William Tellwas his last. Of the concert performances recorde
for this EMI Classics set, critic Jack Buckley ofisicWeb
Internationalsaid that conductor Antonio Pappano “is an
acknowledged master of immediacy, and this occasasino
exceptionGuillaume Tellis the grandest of Grand Opera. . . .
that occasion, William Mann (théerhe Timesnusic critic) was
sitting next to me. ‘I had no idea that Rossinilddee so
magisterial, I'm speechless,’ he said. With Papfmafreshness,
immediacy, vitality (call it what you will), the dnity, nobility,
majesty and grandeur of the score’s musical arctoite takes
second place. That is not to say that it is lost.But with
Pappano, never fear. For all his attention to fdtainever loses
vision of the overall structure. Ar@uillaume Tellis multi-structured in its magic, not least in its
architectural conception. . . . Gerald Finley coudaldly be bettered in the title role. His Frengh i
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impeccable, his tone round and filled with warntitke the personality of Tell. He has a magnetic
legato, which colours his delivery with a notewgrthusical intelligence, and is also supremely
respectful of all Rossini’s indications.”

Bellini: La Sonnambula

lay in exquisitely shapely vocal lines” (Sadie aratham,The
Cambridge Music Guideg. 336). In this CD of Bellini'da Sonnambula
those shapely vocal lines are sung by Cecilia Bajtoned by Decca’s
other big opera star, Juan Diego Florez, and thelyena striking pair. He
is all vocal fireworks and liquid tone, she luxursoof voice, dramatically
intense. . . . [a performance] full of life” (Jdehdsow,Fanfarg. This
recording of won an Editor’'s Choice award fré@ramophonanagazine.

Donizetti: L’Elisir d’Amore and Lucia Di Lammermoor

Gaetano Donizetti outlived his rival Bellini “by methan a decade and it was he above all who darrie
Italian opera into the era of full-blooded Romaistia. . . . Donizetti began his career as the nhtura
successor to Rossini: a prolific composer readypiay his skills to the creation of works that sng
could effectively perform and audiences enjoy. Donizetti’s ability to control dramatic tensiamsing
line, harmony or color, was remarkable” (Sadie hatham,The Cambridge Music Guidpp. 336-37).

Our DVD recording oL Elisir d’Amore features tenor Rolando Villazon and

GAETANG DoNIZETTI

[ Elisir d’Amore | soprano Anna Netrebko with the Vienna State Opeca€3tra and Chorus.
ANNA NETREBKO “Villazon is a remarkably versatile tenor . . Hi§] voice gleams at the top, the

Rovanpo VILLAZON
Lro Nvoct s [inemnasio DPARCAYGELD

baritonal bottom adds tenderness in introspectigenents, and he handles the
coloratura handsomely. . . . Villazon makes evenghhe bumpkin Nemorino
says and does seem spontaneous. With his mop-toartbbig eyes he seems
to be channeling Harpo, Chico, and Chaplin at oHess a born ham--he
juggles three pieces of fruit while singing oneaaiand he offers one of the
most delightful portrayals of the role ever. Theggous Russian superstar
Anna Netrebko is his beloved Adina and she sedmwise relaxed; she
executes endless streams of coloratura with beataiie and ease, and she's
truly alert and appealing. The two share a one-teihang kiss that has the
audience erupting in applause. Bass lldebrandadiyelo makes a nicely snide, mellifluous, younger-
than-usual quack Dr. Dulcamara, and veteran bait@o Nucci still has it as the boastful soldier,
Belcore. Conductor Alfred Eschwe clearly realizedhias struck gold with the casting . . . and hddea
an energetic and tight reading of the scoreA real treat” (Robert Levine,

ClassicsToday.con

Our CD recording oLucia Di Lammermoois an incomparable classic: a
1971 recording featuring Dame Joan Sutherland arnthho Pavarotti, with
conductor Richard Bonynge leading the Royal Opeyadd Orchestra and
Chorus at Covent Garden. This is the legendarlye3laind “in probably her
best role. . . . Pavarotti sings with predictabénes Edgardo, and with grea
feeling in the last act. Ghiaurov makes a sonoRaisnondo. Bonynge
conducts with buoyancy . . .. [This recordinghisessential” (Alan Blyth,

Gramophong

LUCIA DI LAMMERMOOR
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Verdi: Four Operas

Giuseppe Verdi (along with Richard Wagner) “dom@tabpera in the high Romantic era . . .. The
operas of these two provide the backbone of thertery of the world’s opera houses, and . . . thaye
in common—a search for the profoundest and mdstidgetxpression of dramatic truth through music”
(Sadie and LathanT,he Cambridge Music Guidp. 337).

Nabucco

Verdi’s second opera was a failure, and recenttjowied with two
children to support, he “went into a depression i@stlved to give up
composing. He was nursed through it by the Sca&tir, who found
a libretto, on the biblical story of Nebuchadnezzaifire him. The
result,Nabuccgwas a triumph when, in 1842, it reached the stage;
within a few years it had carried his name to eveigortant musical
center in Europe, and then beyond, to America,sasitwell as north”
(Sadie and Latham, p. 338). This 1965 recording wi#h the Vienna
State Opera Orchestra and Chorus under the dineatibamberto
Gardelli. “Elena Suliotis was only twenty-two aethme of this
recording and with hindsight she should have bestodraged from
such a voice-killer as Abigaille. But when the netarrived she was The Sensation. Fearless, whole-
hearted, intense and with a voice that put pratfieaery other soprano at the time - bar Birgitdson

- into the shade. She wasn’t the subtlest of ssgat the world hailed her as the natural heir trii
Callas. She even surpassed Callas in a couplespéces: steady tone and greater beauty. Returaing t
her reading so many years later it is the samk #md the same astonishment that overcomes me”
(Goran Forsling of MusicWeb InternatiophalHe goes on to say that he has at least twondoze
recordings oNabuccoin his collection but that “but none has surpagsadielli’s. Throughout the
opera there is a natural flow in Gardelli’s readihgt still makes it irresistible. . . . so commdttand
well sung a performance as Gardelli’s it standsasuh great work. This recording should be in every
Verdi-lover’s collection.”

Rigoletto

Based on a Victor Hugo storRRigolettois one of Verdi’s finest
operas from his middle years. This recording ofi€Ctaria Giulini
conducting the Vienna State Opera Orchestra anduShath “with
[Piero] Cappuccilli, [Elena] Cotrubas and [Placid@dmingo is
exceptional: searching, humane, powerfully regester . . With
Giulini in rapt attendance, Cotrubas has a heatl ®tar her rivals
as Gilda . . . Domingo's is one of the greatespvacts of the role
ever recorded. . . . [This set is] necessary listefor anyone
interested in Verdi” Gramophong
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Il Trovatore

i xd “This recording is the stuff of legend. . . . dwycould choose to be

IHR"M]'"RE present at only one evening in the history of taiBurg Festival,
W Ly it would surely be this one. . . . we hear the gneaestro [Herbert

- i i van Karajan] at his greatest in the element in tvinie thrived the

IIEREHEI UON Hﬁmm‘ most: the live performance. . . . Never have | caress a live

: "" opera recording with such a palpable sense ofredigt . . . The

soloists are all at the peak of their form. .Ledntyne Price’s]

voice is caught in full flow. The rich, creamy toiseravishing . . . .

yet she also summons all of her dramatic powerkédor. . .

confrontation with the Count. . . . As the Countkelf, [Ettore]

Bastianini has never sounded better on disc. Heaes the almost

impossible by making this stock character sympatlastd

believable. . . . The stand-out star among thessldhowever, is

Glulletta Simionato Who redefines the role of Azmmelt is well known that Verdi was originally ggin

to name the opera after Azucena and he saw haeagsincipal character. Simionato hammers home her

primacy in the drama . . . . Caruso famously daad &ll you need to perforifrovatoreis the four best

singers in the world. On this recording you getth€Simon Thompson, MusicWeb Internationdfie

calls this recording “sheer theatrical magic pratuby the best in the world in live performance.”

La Forza del Destino

Supposedly Verdi retired in 1860, but as evidertpethe
fact thatLa Forza del Destinpremiered in 1862, he was EMI
ambivalent about abandoning opera. This is “aifiasing A m VERDI CLAssIcs
but rambling opera, in which a tragic personal draran )
accidental killing and the vendetta that arisemfib—is set
against a rich pageant of military and monaste lif. . the
music is thrilling and varied” (Sadie and Latharhe
Cambridge Music Guidep. 342). This recording from La
Scala, released in 1990, features Placido DomikNige|la
Freni, and Giorgio Zancanaro with conductor Ricoard
Muti. “Domingo's Don Alvaro is as memorable . . . a
performance which will guarantee the set a lasting
importance. . . . Domingo's partnership with Zaracans a
great success, Zancanaro's Carlo—»brutal, sullen,
earthbound—the ideal foil for Domingo's chivalr@isaro. . . . Throughout, Freni is every inch the
experienced singerGramophong (Gramophondisted this as one of Domingo’s top ten recordipgs
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Giordano: Andrea Chenier

Umberto Giordano was roughly a contemporary of Giac
Puccini, andAndrea Cheniers considered his masterpiece. Th
classic recording is of a live 1960 performancehuiite Vienna GIORDANO - ANDREA CHE
Philharmonic and the Vienna State Opera Chorusis‘ias one ion Vorioi
of those nights when everything in the opera havsg‘on.’ . . .

. The conducting is splendid throughout. . . . Twe truly great
modern Chéniers since World War Il have been MBgb
Monaco and Franco Corelli. . . . [The great Renbgdaldi . . .
is at home in one of her signature roles. If thveas ever a more
beautiful natural soprano voice, | haven’t heatid B0 years of
listening to live and recorded opera, and her adfeel for the
shape of this kind of music was inborn. Gerard alas one of
[Ettore] Bastianini’s signature roles, and I've eetieard him [T  ORIO
sing it any better than he does here. . . . Inyeway, this is a SRR EE—
classic recording of theerismoschool of Italian operaéAndrea Cheniers, first and foremost, about thrilling
grand operatic singing—and you get that for evenyute” of this performance (Henry FogElanfare).

Puccini: Tosca

“The age of Debussy in France, Mahler in Austrid Bfgar in England was
in Italy the age of Puccini, whose operas domin#tedtalian stage from
[his] first production . . . in 1893 to his death Bears later” (Sadie and
Latham,The Cambridge Music Guidp. 419). And infosca Puccini proves
himself “master at playing with the audience’s elor” with “a remarkable
sense of theater: a sense that is manifested comsnand of color, motif
(and especially its use for raising dramatic temsand harmony”The
Cambridge Music Guide. 420-21). “It is no exaggeration to say tliet 2
performances of oscaat the Royal Opera House in July 2011 - with Aagel
Gheorghiu, Jonas Kaufmann and Bryn Terfel as thése were opera history
in the making and by far the hottest tickets inrtowor the majority of us
who weren’t lucky enough to be there, it has besgtured on this DVD”
(Arkivmusic).

We also have the classic 1953 Callas recordinpgta This recording was
included in EMI's “Great Recordings of the Centtry.
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A Marvelous Musical Mix!

This month, the Library’s Blake Collection bringswya marvelous mix of composers (Mozart, Brahms and
Bruckner, Wagner, Schuman and Mahler), genres (Bgmips, operas, lieder), and formats (CDs and DVDs)

MOZART—A Birthday Party and Three Operas

“A Mozart Gala from Prague”

“Prague’s Estates Theatre is tantamount to the saased of cathedrals to Mozart-
e S8 b FAGE  Jovers, the luxuriant setting for the premieresSgimphony No. 38, the lone clarinet
i concerto, and Don Giovanni . . . .This particutdease recreates those galvanizing
occasions, and with a notable commitment to fe&lharon Kam performs her part in K
=¥§ .= 622 on basset rather than standard clarinet, ipikgavith Anton Stadler’s original
October 1791 performance. . . . Nominally, this DMItled, ever so accurately, “A
Mozart Gala from Prague”—is a celebration of Moza260th birthday, but the disc’s
actual, guiding concept would work in any yearhamage and re-imagining of Mozart-
specific events, in a specific locale, with broastdrical implications.” (Colin Fleming,
Fanfare.

“Mozart composed happily and eagerly for every medibut it was in opera that his chief passion lay.The
operas . . . which have always stood firmly in plsblic taste are thredhe Marriage of FigarpDon Giovannj
andThe Magic FluteLike Shakespeare’s comedies, Mozart’'s comic ap@s all these three are) are not
simply funny. . . . Mozart . . . [infused his opgravith a new humanity and depth of feeling. For the
characters Mozart drew . . . are not the pastebmmidatures generally found in the theater [oftimee] but
recognizable human beings. Mozart’s music givegthfe” (Stanley Sadie & Alison Latharithe Cambridge
Music Guide Cambridge, UK: Cambridge University Press, 2q(0,256-57).

Le Nozze Di Figaro

This 1955 recording from the Decca Legendary Perémces series features th _,,,,,  Mozart =<
Vienna Philharmonic with conductor Erich Kleibemasoloists Hilde Gueden, @@ 1€ nozze di Figaro
Suzanne Danco, Hilde Rossi-Majden, and Cesare.Si&pe Vienna ’v‘?c“’ B e
Philharmonic were in wonderful shape . . . . Kleibe. had the ability to let the
music unfold and breathe naturally. There isn’ingle tempo on this set that
doesn’t sound right. . . . Siepi's, Gueden’s antldD€asa’s assumptions of thei
respective roles have never been surpassed\a Figaro has more humour an
more black wrath than Siepi’'s, no Countess hagancier voice or a more nobl
bearing than Della Casa, no Susanna is more l@arelywarmer than Gueden”

(Goran Forsling, ArkivMusikc
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Don Giovanni

Like The Magic FluteDon Giovanni‘deals with the tensions of class and sex: Giovann
is a Spanish nobleman with an insatiable desiredaual conquests. Ultimately he is
consigned to eternal damnation in a great sceneevthe statue of a man he has
murdered (the man was defending his daughter’'sha@omes to sup with him and
drags him, unrepenting, down to the flames of hell. [Clearly]Don Giovannitouches

' on serious issues; but [Giovanni’s servant] Lepoigpresence, and his common-man’s
comments, wry or facetious, ensure that we doedttit as tragedy” (Sadie & Latham,
Cambridge Music Guide. 258). Despite the unquestionably serious efgmof the
opera, Goran Forsling describes this as “one ofrtbst joyous productions of the opera
[he has] ever seen. Stage director Francesca Zbntizedn’t missed an opportunity to
make something enjoyable out of every comic paiat there is a freshness and vitality
about the whole performance that is infectious.American bass-baritone Kyle Ketelsen makes arkup
Leporello. The mercurial and charming Miah Pergsdhe Zerlina to the life and Joyce DiDonato istelly
believable Donna Elvira. All four are also vocatblly top and Ms. DiDonato is a wonder of vocal beauny
expressivity. But there isn’t a weak member indhst . . . . Ramon Vargas . . . delivers his twasawith
elegance and style. Sir Charles Mackerras is aweetd Mozartean and he paces the performance tegpieri.
The video direction is cleverly observant and weemething extraordinary happens the cameras am@’the
(MusicWeb Internationgl For a taste of the glories of thid®n Giovannj have a look at the YouTube Video of
the “Masked Trio” from Act Il

Die Zauberflote

The last of Mozart’s opera’sThe Magic Flutds aSingspiel a German-language
opera with spoken dialogue—indeed it is the supreraenple of the genre”
(Sadie & LathamCambridge Music Guide259). Mozart was a Mason, anbe
Magic Fluteis filled with Masonic symbolism, and with its émagician and the
Queen of the Night, it has a fairy-tale feel. Biti§ is a philosophical opera, abot
two people’s lofty quest for realization and idealon” (Sadie & Latham,
Cambridge Music Guide. 259). The music is incredibly varied and undbly
gorgeous. “The principal jewel [in this productias]Fritz Wunderlich’s Tamino,
incomparable in its lyric ardour, musicality anddile characterisation. There is
a rock-like Sarastro from Franz Crass and fine @mefrom Hans Hotter. Evelyn g
Lear is a radiant Pamina, and Roberta Peters bastrditospheric measure of

Queen of the Night” (Patrick Carned3BC Music Magazine

Mozart: A Life

If all this Mozart music has made you hungry fotails about the composer, we direct
you toMozart: A Life by biographer and historian Paul Johnson. lt'gile pleasure to
and increase the understanding of old Mozart hasdsgell as those reading for the first
time about the man. . . . Johnson outlines Mozéaf&sfocusing on the music. He also
economically portrays Mozart’s relationship witls lwife, with other composers of his
time, with the librettists and musicians with whbmworked, with the sometimes
demanding and stingy royal patrons who employedadmged him, as well as with his
musician father, Leopold, who abandoned his oweeraio promote that of his precocious
, son. . .. Like his . . . subject, Johnson newikest a false note” (Larry Thornberrhe
el  American Spectatrin his review, Jay Nordlingesays, “Johnson argues that some of
what people ‘know’ about Mozart is wrong. Mozailtfe, though short, and acquainted

MOZART
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with grief, was not especially tragic. Mozart haalibles with money, yes, but he was far from poat ia fact
lived very well. Furthermore, people make toodiitif the religious element in his life: He was ligieus man
(as well as a Mason). . . . Mozart is pleasant,atet you read this biography, you might listerite piece that
Johnson considers the most perfect Mozart worklofihe Clarinet Concerto in A major, K. 622.”

BRAHMS--Complete Symphonies & Discovering Brahms

Conductor Christian Thielemann is “capable of gssatsitivity and of a passion that
borders on ecstasy,” an approach that “allow[shBra to evoke the most sublime -
impressions of nature” (Julia Spinola, DVD linetteé®). And Thielemann has enjoy:
a long and happy history with Staastkappelle Drnesdiose “distinctive sonority . . =
coincides exactly with [his] particular predileatm the strings form an altogether
homogeneous group in every one of their regisggmjucing a velvety and fully
rounded tone even when playing extremely quietlyijevthe horns have a golden
sheen to them and the woodwinds blend together arfuity well, evincing an aura
all of their own. . . . Thielemann brings out theughful ardour and . . . exuberance - 3
this music . . . placing it firmly in the world ofature. . . . Thielemann takes all the k[

liberties he needs . . . in order to bring Brahneg'smos to life” (liner notes). On R

DVD bonus diskDiscovering BrahmsChristian Thielemann describes his approa

to the music, demonstrated with selections fronpr®ormances.

BRUCKNER

The Mature Symphonies:_Symphony No. 6

Daniel Barenboim directs the Berlin Staatskapelieh®stra in this live 2010
video recording of Bruckner’s little-known SymphoNg. 6. “The musicians
clearly love Bruckner: the tender slow movementainglows and every
section leader excels. The camera strikes a juticionfussy balance between
overviews and close-ups, in a way that supportsrithgical argument.
Barenboim’s relaxed, unshowy direction concentratethe big picture,
contouring and terracing the musical edifice rathan commenting on detail or
ratcheting up the crescendos. In short, the leasiifir of Bruckner’'s mature
symphonies is allowed to speak for itself, andrésalt is unexpectedly
powerful” (Andrew ClarkFinancial Time¥. “Barenboim brings a real sense of
direction to the musical argument. The narrative loa seen moving inexorably
towards a thrilling and purposeful coda...the Be8taatskapelle plays superbly
throughout, and special mention should be madkeoébsolutely marvellous solo horn playing of R&iri
GerstenbergerBBC Music Magazine, May 2014
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Symphony No. 8

We benefit again from Conductor Christian Thielemamature and comfortable
relationship with Staatskapelle Dresden in thigréing of Anton Bruckner’s
Symphony No. 8. “The Staatskapelle Dresden cdythimsn't lost its touch with
Bruckner, and happily Christian Thielemann alsosdais best work in this live
performance. He paces all four movements just apedeéctly . . . . as a live
production it really does convey the thrill of hagibeen there in person” (David
Hurwitz, ClassicsToday.com

WAGNER--The Flying Dutchman

“The idea of salvation through love is a commaentle in Wagner’s work,

and it first emerges iDer fliegende Hollandera work inspired by the legend
of a Dutch sea captain whose blasphemy led todirgglcondemned to sail the
sea for eternity, unless he could be redeemedfaiyhdul woman” The Rough
Guide to Classical Musjd.ondon: Rough Guides, 2001, p. 562). This disk
offers a live 1955 Bayreuth Festival performanaestly famed as one of the
finest performances of this opera ever recordeahgels A. AltenaFanfare).
Among the production’s strengths, “foremost is Henm Uhde’s Dutchman . .
.. [who is] second to none in vocal and interpefrowess. The production is
rock-steady and seamless from bottom to top; @athrcontrol, dynamic
shading, and diction, exemplary; his charactewratone of utterly haunted,
centuries-weary desperation forlornly in searchisfangelically promised
shred of hope. . . . Ludwig Weber provides a riolcgd, secure Daland, who . . . is properly presskas a
sympathetic character, whose fixation on the Dutfisriches stems from a desire to free both hihasel his
beloved daughter from a life of grueling toil. Rgrof rarities, both tenor roles are well cast,hwiYolfgang
Windgassen a forceful . . . Erik, and Josef Traxslveetly winning steersman, while Elisabeth Sehafters

an appropriately vinegary Mary. The chorus singsesghly, projecting intoxicated exhilaration, stéekror, and
ghostly menace as required, while the orchestrgsplath discipline and commitment. . . . a defirfitst

choice as a performance of the standard one-asiover (Alteng.

SCHUMANN--“Schumann at Pier 2: The Symphonie$

“It's hard to know what to call this immensely igerating, good natured and artful DVC
set!Projectdoesn’t remotely do it justice. But it seems filiinector Christian Berger and %
conductor Paavo Jarvi undertook to film and explagaSchumann symphonies in a spe!

Schumann’s psyche. The hall acoustic, converselyniinous and bright, perfect for an
orchestra of 50 or 60. Backdrops are attractivereal projections that change with each,
symphony. The stage is set low and appealinglynithated. This is industrial modernism
its most tasteful and inviting. The audience id,r@ad one notices that couches filled wit*
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young people are in the forefront. Grayer membanabit more traditional seating away from the caser
attentions—not a complaint! But there is, in fadmething youthful and alive about the whole endeakhis
is due to the best video work | have ever seencongert setting. . . . My biggest pleasure ineeung this
DVD set is simply to say there is not one phony raptin it. These DVDs represent what ‘music apatsmn’
ought to be” (Steven Krugefanfarg.

MAHLER

Das Lied von der Erde

This “valedictory song cycle . . . is one of Matdanost personal works and is
perhaps his most beautiful, combining symphoni¢esaad structure with the
narrative clarity of a song cycle. The six songssettings of translated
it O Chinese poems conveying the relationships betweathdind nature, with

: human life presented as a transient stage in theremewing processes of the
earth. . . . The cycle calls for a tenor and mesazarano, who alternate
between songs of defiance and resignation. . terins of the vocal quality of
both soloists, this 1964 recording has never betteted” The Rough Guide
to Classical MusicLondon: Rough Guides, Ltd., 2001, 297). “Fritz
Waunderlich [is] the greatest tenor who has eveonged the music, and . . .
Christa Ludwig a mezzo soprano scarcely less inspres Sonics are glorious,
and the conductor’'s measured direction impartsikirgj sense of grandeur”
(Ted Libby, The NPR Guide to Building a Classical CD Collectitiew York: Workman Publishing, 1994, p.
104). This disk is one of EMI Classics’ “Great Retings of the Century.”

CLASSICS

Symphony No. 10

An unfinished masterwork—Ilike Mahler's Tenth Sympke-presents
unusual challenges to performers (What did the as@apintend here? How
would he resolve that?), but it also presents enaswcreative opportunities
for the right conductor and his orchestra, andrc®rding of the Tenth bring
together the right conductor, Simon Rattle, anditdjiet orchestra, the Berlin
Philharmonic. “Over the years, Rattle has perfatitine work nearly 100
times, far more often than anyone else. . . . f[@aptechnical standards are
unprecedentedly high . . . . Rattle makes the ggshpossible case for an _
astonishing piece of revivification” (David Gutmd&aramophong “This is a T BSNGHRATTIE
performance where every accent, trill and instruiaenterjection means
something. The beauty and sheen of the stringehatiful flute-playing in
one of Mahler's longest and most poignant melodRestle's control of the multi-tempo second movetnand
his ability to obtain some magical pianissimosaaldl up to a special performance. The close, vetdrding is
very fine: the performers' intensity and conceitrais palpable. Rattle's is a 5-star performaremabse of his
unflinching belief in the music—he knows every aantof it” (Colin Anderson, MusicWeb-International
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RUSSIAN & CZECH MUSIC

“We should use technology for good to make clasgimasic] more accessib— not meaning cheap or t
light, but just to have a closer emotional conrtto music. There is a moment of love, a momeitespair
a moment of sadnesa moment of drama, a moment of humor in evesgepof music. We want to show tl
music is about us, each of us, and each of th&swtiho are playing have the same emotions anexaiely the
same human beings as any of the audience memblersurse, they have different talents and differ
qualities, but still, the music is about our livedon’t want to have this feeling that classicalsic is
something that is only like a museum, or 200 yegs and something that we can’t touch.” (Bo
Symphony Orchestra Music DirectDesignate Andris NelsonJeremy D. Goodwin interview Boston
Globe,July 10, 2019

This month the Blake Collection brings you the ligaund passion of great Russian and Czech n

“Apart from the products of the eccentric geniukhiil Glinka (180-57), Russian music before the middle
the nineteenth century wasovincial affair. . . . there was the emergency diighly gifted generation «
creative individuals, led by [among others] Moddsissorgsky (183-81) . . . and Pyotr Tchaikovsky (1¢-
93)” (Stanley Sadie & Alison Lathamhe Cambridge Music Gui, Camlridge, UK: Cambridge Universit
Press, 2000, p. 369).

TCHAIKOVSKY

“Of Tchaikovsky’s ten operas onBugene Oneg andThe Queen of Spades [Pique Da are part of the
repertory” (Sadie & Latham, p. 371).

Eugene Oneqin

“Eugene Onegq is one of Tchaikovsky’s supreme masterpie | find it an
almost painfully moving piece, and this not onlgaease of Tchaikovsky’
superb music: though it has its grand scenth hig drama, it is also a ve
intimate piece Indeed, three of its seven scenes involve onlygeaple
onstage, and | find quite extraordinary the intgnsith which Tchaikovsky
focuses upon the fraught personal situations ttegplayed out in the
. scenes. . . IndeeEugene Onegirs one of the trio of works by Tchaikovs
& > that | would choose to keep if (heaven forbid!)dre/forced to sacrifice &
4”7 except three of his compositions” (David BrovTchaikovsky: The Man ar
Bolhoi Theatre Chorus and Orchesir his Musi(, New York: Pegasus Books, 2007, p. 155). BasePushkin’s
prose poel of the same titleEugene Onegitells of Onegin’s love fo
Tatyana, the young, romantic daughter of a couatrgowner Because of
ill-considered decisions and unhappy happenstance, Omeginflee Russia, returning many years later t
homeland and Tatyana, only to learn that she caerree his This historic 1956 performance with t
renowned Bolshoi Orchestra and Chorus underirection of Boris Khaikin features Eugene BelovGagegin
and the legendary Galina Vishnevskaya as Tat This is a performance not to miss!

If you'd like to seeOnegin the Library has a DVD of the wonder2007 productior-one of the MetOpera
HD-Live performances-featuring Renee Fleming, Ramon Vargas, and Dmitorbistovsk.
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Pigue Dame

Like Eugene OnegirPiqgue Damas also based upca story by Pushkinn
his obsessive pursuit of the secret to succesarnbling, the protagonis
Gherman, causes the death of two women, one of whdis lover. “The
opera was premiered in St. Pebeng) in 1890, over ten years afOnegin by
which time Tchaikovsky’s technique had become fararsophisticated. |
The Queen of Spadhe combines nineteer-century realism with the
elegance of Mozart's world and the Rococo styl€atherine the Grit’s St.
Petersburg. . . . as [Tchaikovsky] wrote to histtweo Modest (his -
librettist)—Unless I'm terribly mistaken, the opera is a mgstece™ (The
Rough Guide to Classical Musicondon: Rough Guides, Ltd., 2001, p. 52
“The reason this set remna . . . near the top is Rostropovich, who unded
the sickly quality of the story and whips the orstna into a frenzy that’'s similar to Gherman’s detre
There’s little upperclass gentility here; this is a cruel story of tikaly vicious peopl, madness, and gree
The love music is euphoric in such an intense @asthat it also seems s-the obsessive character
Gherman overrides anything sane. In other words jsha thrillingPiqgue Damé& (Robert Levine, Classic

Today).

Symphonies 4-6

“Tchaikovsky composed three supreme masterpi. . . the OperEugene
Onegir . . . the balleThe Sleeping Beauty . [and the] B minor Symphon
his Sixth, the Pathetiqu The originality and power of the piece
prodigious; it is also one of Tchaikovsky’s moshsistent and perfect
compose( But it is no wonder that some in its first audiemesre evidently
bewildered by it, for the total experience it prasds unique, and son
passages may still provide something of a chall: But its totality is
overwhelming” (David BrownTchaikovsky: The Man and his M, New
York: Pegasus Books, 2007, p. 4.

These three symphoniesreluding the Pathetig—were performed live in Salzburg and Vie by the
Vienna Philharmonic with Valery Gergiev at the he Gergievbelieves in this project: "I think Tchaikovs
was always ready for immortality . and with his final three symphonies
secured his place in the pantheon of Great ComposeWhen recording liv
we go for energy, we go for excitement, and siipefully, we go for goo
musical quality." And according tdichael Cookson of MusicWe
International these are “Opulent, dramatic and powerful pertoroges. Thi:
well recorded Philips set would be a welcome addito any collecon.”

Two Films: Tchaikovsky’'s Wome and Fate

These two recent films by director Christopher NufEncourage us to loc
afresh at Tchaikovsky's tormeed life. . . Tchaikovsky’s Women . covers
Tchaikovsky’s heightened sensitivity and his frairelationship with women
beginning with his close, obsessive attachmentgoniother. . . . sympathets
emotionally charged performances of well chcexcerpts from [a selection ¢
Tchaikovsky’s works] demonstrate how the composee
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closely empathized with the plight and anguishisfiieroines. . . .The second filFate, begins where

Tchaikovsky’s Womesnds. . . . Most anguished of all is the siof the difficult development of the™

‘Pathetique’ Symphony which at length Tchaikovs&gagnized to be his masterpier These films provide “a

frank and harrowing portrait of a misunderstood,atidl, a too little appreciated geniuslan Lace, MusicWeb
Internationa).

And for a more irdepth examination of the man behind the music,egemmen{David
Brown’s first+ate biography of Tchaikovs, quoted above. Brown is an expert’'s exg
Among the numerous books on English and Russiamposens Professor Brown wrote w
a fourvolume study of Tchaikovsky, “the largest -andworks of a Russian composer e
published,” of which “the official Soviet review lawowledged: ‘Frankly we have nothil
like it™ (from the jacket copy

MUSSORGSKY: Boris Godounov

Mussorgsky’s “musical education was erratic, hietbas a civil servant ar
wrote music only partime, influenced few if any of his contemporariésd
early from alcoholism, and left a small bocf work. Yet Modest Mussorgsky
was a towering figure in nineteenth century Russiaisic. His works exhibit
daring, raw individuality, a unique soundJames Reel, All Music Guifle‘Boris
Gudonovalone . . . would be enough to establish Modestddigsky's place &
[an] outstanding composer. .Gudono, based on Pushkin’s play about the t
who followed in the wake of Ivan the Terrible, pided Mussorgsky witl
opportunities for great splendor in his ancient$fars style, using the old mo
and the sounds of great bells; it also gave hinchance to explore some hig
contrasted varieties of musical character, fromstterrnine, possessed t
himself to hs lively children . . ., or the solemnly chantimgtorian monk Pime

to [a] vulgar, folksongsinging pair of itinerant friars” (Sadie & Lathapy. 37¢-

77). This 1997 recording showcases Valery Gergiadihg the Kirov Theater Orchestra and Chu

PROKOFIEV: Symphony No. 5

“The tide of World War 1l had turned by 1944, theay Prokofiev set to work ¢
... his Fifth Symphony, which he described as thimination of a long peric

Eranae
[

Svmphony Mo.5 in B flat Op 100

T L MELMAC of my creative life.” . . Theenfant terriblewhose iconoclastic creations had |

ey alLidienes electrified and confused through the 1920s kad beplaced by a ne
- B composer—one who, in his own words, had ‘gone down intodbeper realms ¢
music’ in search of a more direct and simpler styléh emphasis on emotion
expression rather than relty . . . . The symphony . . . with its ruggedrgtaur
and wealth of material, its strong motivic connecs between movements ¢
supple orchestration, remains one of the great svoflhe literaturc Prokofiev
rightly considered it his finest creon” (Ted Libby,The NPR Guide to Building
Classical CD Collectio, New York: Workman, 1994, pp. 1-32). This disk
features the Leningrad Philharmonic Orchestra wathductor Mariss Janso
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PROKOFIEV: Piano Concerto No. 3/RACHMANINOV: Piano Concerto No 3

“Although at first they may seem odd bedfellowshirfiev and Rachmaninc
makea splendid pair in these absolutely superb andinggerformances of the
respective Third Piano Concertos. Pletnev and Bpstich (who conducts tt
pianist's erstwhile orchestra) together juxtapbse'thythmic" and "melodic
elements of Prokofies'spiky work with a view to Rachmaninov's flair-
romantic thrust, allowing the listener to make rexahle but not readily evide ; !
associations between the two composers that stoetgdnd their shared RUSS| e - —
heritage. . . . Rarely do you hear thehmstra and piano so together as '
ensemble . . . Pletnev's technique is so fine that the climadtic-movement
glissandos sound as if they are played note fa,mather than with hands slidi -
back and forth. . . . [T]hese are personal, ridharacterized performances unlinc

any others, captured in wonderful sound, and shoolde missed"Michael Liebowitz, ClassicsToday.cy).

|
\

(v

|
|

SHOSTAKOVICH: Symphony No. 5

Dmitri Shostakovich was a young rising star whafielm grace in the face «
Stalin’s condemnatn of his operd.ady Macbeth In a frantic attempt to rega
his standing, Shostakovich created his Fifth Symghta conventionally style
and structured symphony . . . beginning on a tragte and leading to a hert
conclusion. . . . Completed in 17, symphony No. 5 works brilliantly as pt
music, and it has justifiably become Shostakovichést frequently performe
symphonic work” The NPR Guide to Building a Classical CD Collec, p.
166). This live 1979 performance by the New Yorkidrmonic under the
baton of the legendary Leonard Bernstein is a “@&Sterworks” recordin

Czech composers Antonin Dvorak and Leos Janace& paet of the late nineteel-century eastern Europe
movement to assert national identity.

DVORAK: Symphonies No. 8 and 9

Much influenced by his countryman Smetana, Dvorakleyed Slavonit
dance rhythms and evarpolka in his early work, and his Bohen-influenced
music was beloved by audiences at home and al He traveled widely
across Europe, and from 1892 to 1895 lived in NekYdirecting the
National Conservatory of Music ther®vorak’s Eighth Sympony was
composed before his time in the United Stateshlsuivel-known Ninth, often
called his “New World Symphony,” was inspired bg time there. “At 8(
years young, Charles Mackerras remains one ofrmegt gonductors of our et
. . . His unfailig musicality, intelligence, and sheer joy in peniorg
communicate vividly in these two glorious perforroas, beautifully recorde
live in September, 2005. . . . What really distiispes these performances
their sheer excitement and vital sense ow, a function of rhythmically characterful phragiallied to ideally
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transparent textures. . . . The Prague Symphonge3ta responds to Mackerras' direction with angagusto,
as if it doesn't already know the music backwardsfarwards . . . . tls truly is as good as it getsDavid
Hurwitz, ClassicsToday.com

JANACEK: Kat'a Kabanova

Like his fellow Czech, Leos Janacek was influenogtoth his country’:
traditional music and the modern sounds arisinund him at the turn of tk
twentieth centur Kat'a Kabanovas “a story of adultery in a tyrannical fam
setting . . . . This is probably Janacek’s -constructed work, and it contai
some quite extraordinary love music. The openirgsjgecially ine—a brooding
orchestral prelude in which the melodic line keewaing in on itself befor
reaching the glorious melody that is associatel Wat'a throughout the oper:
(The Rough Guide to Classical M, p. 252).The Rough Guidrecommends this
recading featuring Sir Charles Mackerras with the GeBailharmonic and a ca
of outstanding Czech singe

And don’t forget these marvelous Russian and Creasterworks featured in earlier newslet

Dvorak Cello Concerto & Tchaikovsky Rococo Variati (cellist Mstislav Rostropovicl

Dvorak: Violin Concertqwith violinst Anne-Sophie Mutter)

Rachmaninov Piano Concerto No. 2/Tchaikovsky Pi@ancerto No. (pianist Sviatosla'
Richter)
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ROMANTIC FRENCH WORKS & MORE

Classical music “has the potential to speak toyewer at some point in their lives. And we need akensure
that people know it's there. That it's there fanth This is not the kind of music you listen to background or
for dance. This is music that is by its very natoogh thought-provoking and invites repeated listgh
(Concert pianist Orli Shahgrmon “The Diane Rehm Show,” WAMU 88.5, Washingtbg;, July 22, 201%

6

The Blake Collection’s thought-provoking and inmgiofferings for August include a selection of Fien
masterworks from the Romantic Period and the editla century, as well works from a pair of undesdty
underappreciated composers, and a trio of fabll@ndi operas on DVD.

BERLIOZ

Symphonie fantastique, etc.

BULER BN L RNIRINIWERY The “quintessential Romantic” compos&hé Rough Guide to Classical Music
% LIVING  STEREO 2 London: Rough Guides Limited, 2001, p. 64), He@erlioz was passionate
; ——— 01| 200Ut Goethe and Shakespeare, influences reflactas RCA “Living
Masters” disk of th&ymphony Fantastiquend the “Love Scene” frolRomeo
and Julietperformed by the Boston Symphony Orchestra wittdaotor
Charles Munch. Berlioz composed thgmphonyn 1830, after having
immersed himself in Goethe’s poetatgd Beethoven’s symphonies. ltis “a
Wl staggering achievement. . . . the first symphonyéadke thorough use of . . . a
J ll single melody that reappears in different guisesutph the work. . . .
MIBEL Furthermore, although composers had written saenisic before . . . and
simple musical onomatopoeia had been common fduges . . . no composer
used instrumental music to present so specifiai@tinge drama. In short, this symphony is an opathout
words” (The Rough Guide to Classical Mugpp. 67-68). This performance by the BSO of $lyenphony
Fantastiquéhas fire in its belly. . . . RCA's 20-Bit remastey has wrought wonders. You can feel the bass in
the floor. The inner details are delicious. The ighbing is a sonic wonder experience that tickhesback of
my brain. . . . As for the coupling [of the “Love&he” with theSymphon)y | happen to like it a lot”_(Robert
Stumpf, 1l, Classical.ngt

Symphonie Fantastiqu@and Harold en Italie

For a different take oBymphonie Fantastiqueve offer this DVD of Christoph
Eschenbach at the helm of the Orchestre de Pdris disk pairs th&ymphonyvith BERLIOZ
Harold in Italy, inspired by Byron’Childe Harold’s PilgrimageEschenbach’s directiongs el it el
evokes “intoxicated rapture . . . . [He] is notyalgreat conductor but also a great act ke i
whose podium presence projects both control arekeited awareness—an animated ;
satisfaction—at the creatures of air he’s evokatl@mpelled; he validates, as no othe
the visual medium. . . .. [violist] Tabea Zimmemné& entrance [iiHarold in Italy]
establishes absolute authority with an articulaselried croon breathing life into Chlld
Harold’s soliloquies while evincing a Byronic swagg. . . Primary. Indispensable. 3
‘romantic agony’ at full strength” (Adrian CorlecmFanfare
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GOUNOD: Faust

We see Goethe’s influence again in Charles Gourfealst “Best known
among [Gounod’s] operas .its lyrical expressiveness and its sense of the
theatrically effective made it for many years thestioved of French
operas” (Stanley Sadie & Alison Lathairhe Cambridge Music Guide
London: Cambridge University Press, 2000, pp. 38B8-3However, Faustis
a lyric French opera first, and only second a tigdesed on Goethe.
[Conductor Sir Thomas] Beecham, ever mindful ofgheper spirit of
things,” gives us &austthat is “graceful and appealing . . . . The singsg
wonderful too. [Georges] Nore's voice is excitingth a tight vibrato that
enlivens Gounod's most traditional phrases, ané& st is a believably
romantic figure. . . . [Margarite/Georgi Boue’s]ive is a perfect match for Nore's . . . . Her higes—
tremulous with passion, not weakness—send shiva@u any spine (the good ones) in the final trio. . .
Finally, praise also must be given to Roger Rica.His is a gentlemanly Mephistopheles in thd Besnch
tradition. He is charming and sophisticatedly magki. . . It is one of the beBaustperformances on disc”
(Raymond Tuttle, Classical.net

BIZET: Carmen

Faustwas displaced as the most beloved French ope@ebyges Bizet'€armen,
“recognized as a masterpiece for its powerful pgdl of emotion (especially
jealousy and female sexuality), its brilliantly edul and varied score and its Spanijie
atmosphere. It brought to the lyric stage a newsman its handling of passionate
feeling” (Sadie & Latham, p. 334). This DVD se&i®2010 recording of live
performances by soprano Anna Caterina Antonacti thi¢ Orchestre
Revolutionnaire et Romantic and Monteverdi Choiedied by Sir John Eliot
Gardiner. “Behind the near-mythical figure of threancipated woman, the dazzling
spectacle of the group tableau and vibrant seductioche Spain of dreams, all its
authenticity and brilliance have been restoredhéovtorld's most performed opera i
the opera house where it was first performed irb187. . By presenting it here in a
brand-new version with instruments of the periodam endeavour to rekindle the
original musical and theatrical flame, Sir JohroE(ardiner and Adrian Noble have
reconstructed the unusual movement of the chordgldiicult dialogue between characters as a huroamal
tragedy” (DVD liner notes). “It's a joy to see amelr a cliche-free Carmen . . .. Soprano AnnarDate
Antonacci . . . is ideal in the role . . . . Dorsdas American tenor Andrew Richards, who makestiaeacter
utterly human: his transformation from a nice coyiioy in Act 1 . . . to a raving loony in Act 4qmresses as
it should—organically, from the situations he'sddaevith. . . . The remainder of the cast, most lobm are
home-grown French, is excellent, and their enurarias glorious. Picture and sound, as well asatiioe for
the small screen, could not be better, and subtite in all major European languages. A 20-mimigzview
with Gardiner, Jerome Deschamps (the Comique'stdig and Agnes Terrier (the dramaturg) is anregeng
bonus” (Robert Levine, ClassicsToday.gom
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MASSENET: Werther

Goethe’s fingerprints are also on this opera bgslMassenet, based upon
Goethe’s autobiographical novBhe Sorrows of Young Werthékike

Puccini, Massenet was obsessed with melody. Tesdeetly sensuous,
never violent or uncomfortably dramatic, his meésddetermine the texture
Albo vilLizok SOPHIEKIE  of the music as a whole . . . Wiiderther. . . he achieved a perfect balance
s womintee M between drama, characterization and beauty of sound'he opera is

ANTONIO PAPPAND

remarkable for the pathos of much of the music,ithdasts moments of
thrilling atmosphere”Rough Guidep. 304). This production &ertherwas
recorded live in 2011 at the Royal Opera House @o&arden conducted by
Antonio Pappano and features Rolando Villazon @ntithe role. It is
“stunning . . . [Villazon sings] with emotional ai@on . . . the top notes ring
true and grand, the rest of the voice is both bieduaind filled with his usual dark resonance. Aaglalways, he
sings the words as if they are happening in rea ti. . The rest of the cast and Covent Gardehe&3tra, led
with a combination of Italianate passion and Fremaestral filigree by the remarkable Antonio Papp

make this a must-have recording of this opera” gRbbevine, ClassicsToday.com

SAINT-SAENS/DEBUSSY

Camille Saint-Saens said that he lived “in mudie & fish in water,” that he
composed as naturally as “an apple tree produgptea’ Rough Guidep.
421). He had been an off-the-charts prodigy witihiédhood that “suggested
Mozartian potential”Rough Guidep. 421). Saint-Saens’s contemporary, o
Claude Debussy, “by reason of his influence,could be classed as perhaps BOSTON SYMPHONY/MUNCH
most important composer of the twentieth centurygwfes as diverse as = T
Stravinsky, Bartok, Ravel, Webern, Messiaen andéall admitted a debt tg »
him. He is also one of the most approachaldRsugh Guidep. 141). Works b - B
these two French luminaries share space on thidmdis the RCA “Living
Stereo” series. “Still the greatest recording @& f8aint-Saens] Organ
Symphony ever made, this latest remastering soewels grander than the
previous Living Stereo incarnation, with a moreger@ and bass-rich organ making a positively cygsaalc
experience out of the finale (sound sample attacliaoh as the loud bits are, to be honest it'sstheetness of
the strings in the slow movement, and the amaziag [@onductor Charles] Munch gets the orchestma [th
Boston Symphony] to really dig into the agitategthim of the first movement’s main theme, that tbgetset
the seal on this interpretation. He gives the thically coolly ‘classical’ Saint-Saens a remarleatange of
expressive depth . . .. The same general obsengadipply to this remastering [of the Debussy]"\ida
Hurwitz, ClassicsToday.com
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KORNGOLD

Like Saint-Saens, Erich Wolfgang Korngold was aoer@ishing musical prodigy, composing works in his-p
teen years that won enthusiastic responses frofikdegeof Mahler, Puccini, and Straus&ofugh Guidep.

259). Born in Vienna, the son of music critic dslKorngold, Erich wrote works that were perfornedreat
acclaim across Austria and Germany before he wakl@®noved to Hollywood in the mid-1930s, where he
wrote much of the music for which America rememlbyens, including the scores for the swashbucKldre
Adventures of Robin Hood, The Sea HaavidCaptain Blood Sadly, the music from his Hollywood years has
overshadowed his more accomplished works, someénmhwve feature this month.

Die tote Stadt

GBS EEE  Korngold wrote his most famous opelag tote Stadtin 1920, when he was
just 23! Puccini declared it to be “among the muesautiful and the
strongest hope of new German musiRd(gh Guidep. 261). The opera is
based on a French symbolist novel about the ttage affair between a
widower and a dancer who resembles his late wifé,the score veers
between a quasi-religious profundity and a honesyeeketness”’Rough
Guide p. 261). This 2004 Salzburg Festival productioreated something
of a sensation, and now makes its welcome arrindDb. . . . the sound
quality here is exceptionally vivid for a live even. [Soprano Angela]
Denoke has an attractive voice and joins [tenosfeor Kerl sweetly in the
famous dueGluck, das mir verbliebThey both hurl themselves into the
increasingly violent scenes as the fantasy affaigpesses. [Baritone Boje] Skovhus is his usuahglaus self,
doubling the roles of Fritz and Frank, the faitrjulardian of his friend's sanity. [Conductor Dopd&dnnicles
and the Vienna Philharmonic play the piece with,flsringing out every one of Korngold's ragbag wédmi,
Strauss and Wagner allusions. . . . [W]hen it woalsit does her®ie tote Stadstill packs a punch”
(Gramophonge2010.

Symphony in F sharp major & Much Ado about NothingSuite

Winner of the 1998 "Critic's Choice" award fra@eramophonenagazine, this - .
disk pairs an early work, Korngoldiuch Ado About Nothin§uite, compose (GG » 2 | HMHGMD i
in Vienna before 1920, with his masterpiece, thm@yony in F sharp major, g J f '

composed in the States about 30 years later. gtital to see Andre Previn _ “MNcH A0
championing the music of Korngold . . . [giving] yest another different view (G : ABOUT NOTHING™SUITE
this magnificent work, which is good for a symphdhgt, after 40 years, is stitld \S&4P) LONDON SYMPHNY
only just beginning to acquire the status it sdlyuseserves. . . . [H]e coaxes Fgh® _ ORCHESTRA
wonderful playing from the [London Symphony OrchaktThe sombre Adagi,’ -/ < ANDRE PREVIN

is superbly controlled and beautifully crafted , and in the finale Previn > '

responds readily to the movement’s optimistic alagfpl spirit. Overall he -y
achieves a very satisfying and balanced interpogtatf this symphony. As a /
filler Previn gives us the short but genilich Ado about Nothinguite, Op. 11,

for chamber orchestra. . . . Previn once againresaleftly shaped performances and reveals hiraselfvery
fine Korngold conductor. . . . a strong recommeiuttéit(Michael StewartGramophong
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We have also added Jessica Duchen’s biogrdptiigh Wolfgang Korngoldto the

Library’s collection. “It is an intriguing lifetery and in Jessica Duchen's highly readable
z 1 new biography, the first comprehensive book omtia@ in English, he emerges as a

.| sigClassical music “has the potential to speakvaryne at some point in their lives. And
we need to make sure that people know it's thdrat iT's there for them. This is not the
kind of music you listen to for background or f@ne. This is music that is by its very
nature both thought-provoking and invites repeéittdning” (Concert pianist Orli
Shahamon “The Diane Rehm Show,” WAMU 88.5, WashingtB, July 22, 2011

PHAIDON

SCHMIDT: Symphony No. 4 and selections froniNotre Dame

If you’ve never heard of Franz Schmidt, you're atmne.“Far better known
within Austria than outside it, Franz Schmidt (Deabeer 22, 1874 - February
11, 1939) has long been regarded by his countryasddruckner's natural
successor{Steve Schwartz, Classical.petSchmidt’s successful
[professional] career is sharply contrasted ta#ilser less fortunate personal
destiny. The composer was dogged by bad healthwbnean he married, his
childhood sweetheart Karoline Perssin, was notpmpd to deal with life and
was placed in a mental institution in 1919. Ternryéater followed the death
of their only daughter, Emma. This was yet anotieavy blow for Schmidt,
but it also formed the nucleus for what is gengratinsidered to be his best
work. In his Symphony No. 4, Schmidt found an &disutlet for the grief he
felt at his daughter’s death. The subtitle he gagesymphony wasRequiem
fur meine Tochter(Requiem for my daughter)” (CD linder notes). iz Schmidt is the composer of four
symphonies, three of them among the strongessyinmphony-rich twentieth century has produced.[l]f .
Bruckner speaks to you and if in general you aseeptible to expansive utterance, it may well baimfor
you. The Fourth Symphony especially is an elogaedtarresting document. . . . [It] happened tdedfitst
music by Schmidt that | ever heard . . . and I regall only a few other occasions when | was sppgd at first
encounter by the opening of a work” (Michael SteirhThe Symphony: A Listener's Guiddew York:
Oxford University Press, 1955, pp. 454x6@\n “excellent performance of Franz Schmidt'sstegul Fourth
Symphony . . . . a disc worth hearing on purelyicalggrounds . . . | highly recommend it” (Davidikditz,
ClassicsToday.com

. Franz Schmidt
Symphony No.4in C

orchestral music from
“Notre Dame”
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VERDI

In Italy, in the first half of the 19th century, @&ga “had been dominated by the comic genius of iRipsater,
[Giuseppe] Verdi with his powerful handling of drarand his appealing use of the human voice, emearged
figure comparable in stature to Wagner—and moreslyiddmired because of the directness of his music”
(Sadie & Latham, p. 84). And while it is alway®at to listen to such glorious music,
opera is dheatricalform, and it may best appreciated when a wondgrétidged
performance is seen aheéard. We have, therefore, added to the Librargikection

DVDs of Verdi’s three wonderfully staged operasmdd from Shakespeare plays, and
to enrich your enjoyment of these operas, we dtiditzer-Prize winner Garry Wills’s
Verdi's Shakespeare: Men of the Theathr this dazzling study of the three operas that
Verdi adapted from Shakespeare, Pulitzer Prize @viand lifelong opera devotee Garry
Wills explores the writing and staging of thesarmphant works: Macbeth, Othello, and

Falstaff. An Italian composer who could not readlaad of English but adored
Shakespeare, Verdi devoted himself to operaticymtians that incorporated the
playwright's texts. Wills delves into the fast-pdaeorlds of these men of the theater, as
they contended with every possible obstacle whileging these tours de force to the
stage. The two men worked in theatre conditionk wiiny similarities. Both were
supplying pieces on a heavy schedule to audienitksaworacious appetite for what they wrote. Botre
producing two major theatrical works a year atrtfwst intense times and were engaged in other poetic
musical compositions, as well as managerial anettbrial duties along the way. Both were busy & th
companies they worked with, active at each stadgbeoproduction of the plays and operas, Shakes@saan
actor in his own and others' plays, Verdi as a boocach and director. Theirs was a hands-on lifthefstage,
and this is a close study of the three storiesrtimated both men to produce some of their greatestst (book
jacket).

Macbeth

“This is a DVD release of [the Royal Opera Hous#lsicbeththat was relayed into
cinemas in 2011. It's very good all-round, welhfgéd and well captured in excellent
sound but, as it should be, it's the performanddbetwo leads that will capture the
attention. Simon Keenlyside and Liudmyla Monastgrgkve one of the finest portrayals
of the couple that | have come across. In bothscagwt lifts them into the category of @
the very special is the way they manage to charttaracter’'s development. Macbeth Fif$
a role that Keenlyside has grown into. He has &g the charisma and the energy th
make the role complex and interesting; more thgreat soldier laid low. His baritone i<
rounded and complex, just right to capture the nfaogts of the character’s journey. . . g
He is partnered by an equally exciting sopranoiudinyla Monastyrska. . . . She, too,
charts the character’s development brilliantly, e does so with quite extraordinary
vocal tools. ... For these two alone this DVDuwdobe required viewing. . . . The
chorus, so important in this opera, are very gooeéed, whether playing witches, murderers, soldiers
refugees. The orchestra are fantastic too. [Conddaitonio] Pappano’s direction is thrilling thraugut. . . .
He shapes a compelling, dark vision of the scotkhas a whale of a time while doing so. . . . Anedbent
release, altogether, and something that any faineobpera would enjoy” (Simon Thompson, MusicWeb
Internationa).
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Otello

This not-to-be missed recording from La Scala festiPlacido Domingo in his final
incarnation as Otello, a role he has continueddavgnto over 26 years. “La Scala’s
WOINEE®RE opening night of 2001 signaled Domingo’s I@dello in the vastly stylized Graham
Vick production. It is a highly emotionally chargedent and he sang miraculously well
.. .. His coolly restrained Desdemona is the ksweeBarbara Frittoli, showing lustrous
tone . . .. As expected, the veteran Leo Nucdaveed a subtly powerful if cautious lago.
The undoubted hero of the evening is Riccardo Mt gave one of the most
electrifying versions oDtello on record. The austere, exquisite cylindrical stagd rich
costumes . . . makes an effective contrast betweeabstract and the figurative, at
times evoking Pre-Raphaelite images. Sound anderaegexcellent” (Chicago
Classical Reviey

Falstaff

Like theOtello, thisFalstaffis from La Scala’s 2001 season and is directetVeydi
specialist and Musical Director of La Scala Opeouse . . . Riccardo Muti. . .. The
mainly young singers included 31-year-old shoositey Ambrogio Maestri in the title
role, exciting young tenor Juan Diego Florez agéieand internationally acclaimed
Barbara Frittoli as Alice. Recording was made pedormance in Busseto, Verdi's &
birthplace. There, in 2001, a whole series of evemrked the 100th anniversary of ths
composer's death. Thislstaff performance constituted the high point of the eewrsaryf
celebrations. Scenery and costumes were recraatedaf historical performance of

1913” (Arkivmusig.
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“Music . . . will help dissolve your perplexitieaé purify your character and sensibilities, antinme of care
and sorrow, will keep a fountain of joy alive inu/dDietrich Bonhoeffer 20-century German Protestant
theologian, pastor, writer, musician, and poethpps most well known for his participation in ateatpt to
assassinate Hitler, for which he was executed).

This month the Blake Collection celebrates two {ofthe-last century composers loved the worldrarel
revered in their home countries—Jean Sibelius andaRd Strauss.

JEAN SIBELIUS

“Strauss’s near-contemporary Jean Sibelius wa®nssiple for the main Nordic extension of the sympho
tradition,” most notably capturing théalevalg the national epic of his homeland, Finland, & d¢horal
symphonyKullervo, “whose successful premiere in Helsinki in 189niediately established him as his
country’s leading composer. That position wasfdrighe rest of his life” (Stanley Sadie & Alisoratham,The
Cambridge Music Guidd.ondon: Cambridge University Press, 2000, pp-é05

Violin Concerto, Serenades

s KE@ Sibelius was a promising violinist as a youngstet ariginally planned to
RN SIERIG . VIR CONCERTO pursue a career performing on that instrumentoltly fitting therefore, that
Stamshagele Drestin Aort previn we have some of the composer’s violin works. Weehsslected this CD of

Anne-Sophie Mutter, with Andre Previn and the Dess&taatskapelle,
performing selections of the composer’s works far tiolin. “Gaunt, severe
and craggy, there’s an implacable, ice-cool rasieeabout Anne-Sophie
Mutter’s reading of the Sibelius Violin Concerto iatmis mightily
impressive. . .. Mutter unfolds the desolate apgparagraph with chilling
resignation; her ferocious, case-hardened techrigligles every monstrous
violinistic obstacle, and the cadenza is dazzlMgtter goes deep and
support from Previn and the Staatskapelle is elogue. . Mutter’s
heartrending Adagio (she sounds vulnerably humenrioe) is deeply
communicative in its mingled passion and fragilifye finale finds her in defiant mood, and theispind
bravura with which she dispatches this fiendishkirig movement underscore the sure-footed objégdi
this performance. . . . Mutter proves herself atimoand distinguished Sibelian” (Michael Jamegdlassical-
Mmusic.con.
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Symphonies 4-7

“It is a pleasure to hear this kind of emotion iKaajan performance. . . .
Sibelius is said to have considered Karajan thedmsluctor of his music . . . .
The Berlin Philharmonic manages Sibelius’s rougwihehrases with
uncharacteristic directness . . . . | found themgopmances to be fully worthy of
their legendary status” (Christopher Abbieanfare,November, 1999 The set
also includes the tone poehapiolaandthe Swan of Tuonela

We have added three CDs of Sir Colin Davis dirgctire London Symphony Orchestras in Symphonie®fl-6
Sibelius.

Symphonies 1 & 4

“Although influenced by Tchaikovsky, Sibelius drew his native Finland for
much of the inspiration for his first symphony deban to develop a
distinctive style that would lead to him being colesed one of the great
symphonists. The fourth symphony was written folloyvsuccessful treatment
for cancer and is his darkest symphony, in whickedrdronts his own
mortality” (London Symphony Orchestra). Winner oét1997 Gramophone
award for "Best Orchestral Recording," this CD gsmus Sir Colin Davis at
the podium, directing The London Symphony Orcheéttas in terms of
imaginative insight that Davis scores. . .. Ddalsees us completely inside
[the world of the symphony] — we become part @it feel we inhabit it. To
my mind Sir Colin's Fourth is the finest and mastvprful reading of the work to have emerged siheedays
of Karajan” GramophoneJanuary 1997

Symphonies 2 & 6

“This second installment of Davis’s . . . Sibelm&le is purest gold. Hardly a
phrase in these performances passes without natbi@ng shed on it, and yet
there is a strong feeling of spontaneity throughbatvis’'s readings are far from
conventional; he often focuses on the darker sfiisese symphonies, bringing
out rarely heard depths in the Second and addfagcnating new dimension to
the Sixth. . . . Davis is admirably served by tl80. The strings respond to the
detail of his interpretation with superb flexibylitand wind and brass groups are
richly voiced. There is a wealth of magically obszt orchestral detail . . . .
These performances command attention and willfgdisseners for many years
to come” (Jan SmacznBBC Music Magazine
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Symphonies 3 & 5

“Nowhere is Sibelius’s logic more apparent thathi@ Third Symphony . . . [with it
general simplification of style and greater sulytlgtt utterance . . . . The Fifth

[Symphony] was accepted throughout Europe as theesie work to date of the
greatest living symphonist . . . . The popularitgre Fifth Symphony has much to d
with its remarkable variety of moods, textures aadorities, with the ‘new’ form—
lean, clarified, reined-in—evidenced in the Thirgh®hony . . ..” (Herbert Glass, C}
liner notes). |

Symphonies 1,2, 5& 7

“In the mid 1980s, Unitel began recording a cortgtyy/cle of Sibelius symphonies
with Leonard Bernstein and the Vienna PhilharmoBg&rnstein’s death in 1990
unfortunately cut short this project after the aske of Symphonies Nos. 1, 2, 5 and
7. Recorded live at Vienna's Musikverein, theseaticsperformances were the
object of stellar reviews. On this double-disc Betrnstein’s unique and by now
legendary interpretations of Sibelius are reledsethe first time on DVD”

LEDNARD ndary
ITHIIM  (Arkivmusic).
SIBELILS,,

5 mior

We also offer a DVD and a biography to provide yath greater insight into the life and works of dea
Sibelius.

Sibelius: The Early Years: Maturity & Silence

“This is an intimate account, using film and Sibgls music and words, of a great
artist’s struggle with his medium, with the worlddawith himself. The films set out
also to try and free Sibelius’s reputation from soofithe unnecessary encrustations
of history by looking at the composer’s own dedlairgentions, so poetically
expressed, which are earning the increasing atteatid respect of composers
today” (Allegrofilms.con). “The visual elements of the films are strikidg to be
expected, there are many views of Finland’s lakekfarests through the seasons . .
. There is archive film of Sibelius walking neamala and many portraits of the
composer at different times of his life. . . . Té#ssence of these films is Nupen’s
telling selection of quotes from the composer’s fmsl wife] Aino’s letters and
writings. These show the pains and triumphs ofptiogress of a creative genius. . . .
Vladimir Ashkenazy conducts the Swedish Radio SyomgtOrchestra in powerful,
illuminating performances of well chosen excerptsf all the seven symphonies except No. 6 and Tapio
The orchestra is joined by the talents of BoriskBe&s soloist in the Violin Concerto and by th@eessive
voice of the renowned Elisabeth Soderstrom in targs including Sibelius’s orchestral song, ‘Sirfoent |
have questioned no further’ a work that mournsttaesience of life and love” (lan Lace, Musicweb-
Internationa).
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Sibelius

No less than the UK Sibelius Societynsiders Robert Layton “the Sibelius authority.”
“A senior member of the BBC music staff from 19691890 . . . [Layton] has received
the Sibelius Medal and the Order of the White Rafdéinland [Sibelius’s homeland]
for his services to Finnish music. . . . He isgleaeral editor of thBBC Music Guides
and co-author of the annual PengQib Guid€ (jacket copy). “Robert Layton’s
Sibeliusis a revealing guide to the life and to the wokisoxe all, he provide
illuminating analyses of the music, both tracirge formal means that Sibelius
developed at each new phase of his career, antifigleg the events and experiences
that left an imprint on this extraordinary musipatsonality” (jacket copy). The volume is part ch8mer
Books’ “Master Musicians” series.

AT S

RICHARD STRAUSS

Richard Strauss “enjoyed almost from the first aeggeus measure of public acclaim, so that for niwae 60
years he was regarded as the outstanding Germgposemof the age” (Sadie & Latham, p. 399). “Ridha
Strauss’s career withstood two world wars and erswWle shifts in musical aesthetics. The Staatsdkap
Dresden [performing on two of the offerings belowith which he maintained a relationship for overy@ars,
has similarly weathered the forces of history. Gaamgis oldest continuing orchestra, it never disteahduring
World War 11, clinging to tradition even after it®use, the Semperoper, was reduced to ruldide Strauss
never served as director of the company nor liveldriesden, over half of his operas were unveiled"h@ew
York Times, April 10, 2034

Don Juan, Till Eulenspiegel, Metamorphosen

Strauss was only 25 when he published his tone @@@mJuan and it “established him g
as the most important young composer in GermangdigS& Latham, p. 402)Till -
Eulenspiegelanother tone poem, followed about five yeargl&&auss wrote
Metamorphosem 1945 as “an elegy for the Germany that was bdexgjroyed in the
bombing raids on Dresden, Berlin and other cit{&die & Latham, p. 405). This disc’
“‘justly acclaimed performances” (Raymond Tutifanfare are part of EMI's “Great B8
Recordings of the Century” series. “Nothing is domerely to create an effect, and yet g
music’s dramatic and pictorial potential is notigbleanged. . . . One can't find an ¢

orchestra that understands Strauss better thethaiakskapelle Dresden. These recordings haveathtpstf
authenticity” (Tuttlg.

Ein Heldenleben, Tod Und Verklarung

Another from EMI's “Great Recordings of the Centusgries, this disk also features
Rudolf Kempe directing the Dresden StaatskapeReddlf Kempe’'sEin Heldenleben
stands with the best . . . . What it has is tremasdatharacter, a genuine sense of fun,
and a certain ‘Gemutlichkeit’ [a sort of cozy sduliy] that’s really the essence of
Strauss. . . . The same virtues apply equallygmther two itemseath and
Transfiguration. . . is swift, dramatic, and at its conclusiothyajuminous. Once again
Kempe proves himself to be a master of Strausgiatas. . . . A vastly entertaining
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disc, then, and an excellent introduction to whigtiably remains the greatest series of Straussdiegs ever
made” (David Hurwitz, ClassicsToday.chm

Der Rosenkavalier

The operder Rosenkavalieis a “highly sophisticated, sentimental, and humane 3
comedy” (Sadie & Latham, p. 400). “We have Chaistirhielemann's immaculately Q

bittersweet conducting and Renée Fleming's Marohaling and acted with superb [

conviction. . . . Wernicke's staging, updating dipera to the years before the first wo
war, has a brittle, cool quality: the set, a whyglihall of mirrors, continually reminds u
that we are in a world soon to be irrevocably gratt, while the shotgun-toting thugs e
that form the retinue of Franz Hawlata's charmihginister Ochs hint at the dangerov ™
emergence of the postwar far right. Watch out, mexéle, for Jonas Kaufmann's brief,e« w4 |
but sensational appearance as the Italian Tenari f&hley, The GuardianDecember fige &
10, 2009.

nnnnn

aaaaa

Die Frau Ohne Schatten

_ Strauss again teamed up with librettist Hugo vointémnsthal (who wrote the
RICHARD STRAUSS book forRosenkavaligrfor this “symbolist fairytale” opera (Sadie & lbetm
=0 402), the title of which translates The Woman without a Shadowonductor
[CCHATTEN Karl “Bohm's d|re_ct|on ha_s ‘a fantastl_c, absolutappropriate d_ynamlsm’ .
BT NUSOR throughout the Vienna strings play with an unmabbh&traussian glow, while

the rest of the orchestra cope unflinchingly wittstunbelievably complex score. .

. [the legendary Birgit Nilsson] gives a performa of a role that demands a rich
lower register as well as a gleaming top [surpasker earlier roles] in sheer
involvement and moving utterance. Anyone who mayehthought her a cold
singer needs to hear her remorse when she retiie@snguish she has caused her husband, Barakhseteg-
as it was a few years ago at Covent Garden—wittpayinetic warmth and generous breadth by WalteryBerr

. [who] is so obviously singing from deep witliimself. Leonie Rysanek has remained unrivallethas
Empress . . . [giving] an interpretation of . epth and understanding . . . and soars to the tseigh . [Other
recordings are] hardly likely to surpass the comoly@rchestra and cast assembled here, all of whexn
benefited by career-long experience of the workld, @nvey with entire conviction the moral dilemnaasl
psychological confusions of Hoffmannsthal's inval\weenario. Strauss is well served by the@rafmophone
February 198p

lmlli EV\AI[K- iIJlN HESSE

Arabella

“This recording is a marvel! . . . Being in the Racatalog for many years, it '
has long since become a legendary recording [arsti]listands as one of the
very best. . . Arabellawas the last collaboration between the composgr an
Hugo von Hofmannsthal, librettist of Strauss’s mmstcessful operas. . .. Th
cast is the real highlight here; Lisa Della Casa w@henomenal Mozart and
Strauss interpreter, ranking among the finest ssxgkher time. She performe;
and recorded the role of Arabella frequently, et@wie with great success. Hel = USABELLA Cas

m-rnm PERMOTA | LORDON

she’s in the prime of her career; fresh and peneeptwithout any unnecessarg = S EEEE ey
exaggerations. Otto Edelman is simply terrific aaf@®Valdner, as is George _ e L

London as Mandryka, the mistrustful, rich stran@ath Hilde Gueden as — - :
Zdenka (Arabella’s sister) and Ira Malaniuk as Aad (their mother) sound very fresh, singing with

astounding virtuosity. Conductor and orchestramgreat shape, too. Georg Solti obviously feelnimtable
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with Strauss’s orchestration, and he leads thenédPhilharmonic with fire and insight. His eversi@rd
pushing approach to the music works particularlyl+a#ringing great passion and excitement. As alwaith
Strauss, the score is tricky for both singers awtiestra; but isn’t that what we have the Vienngh@monic
for? It produces a gorgeous sound with full basseswarm strings . . . . this performance has been
wonderfully re-mastered and [includes] synopsis ldrétto” (Bart Verhaeghe, Fanfgre

To broaden your understanding of the man behinthisllmarvelous works, we have

Richard also added Kurt Wilhelm’s biograplRichard Strauss: An Intimate Portrato our
Stl‘auss collection. “A delightful and very informative styaf the composer and his life in
U Bttt Piletwnit music. The author is a personal friend of the Sgdamily, and so the book is filled
with anecdotes, quotations, and personal remincgsehy the family and many
contemporaries. In addition, nearly every pageaiostphotographs of Richard
Strauss and the Germany and Austria of his timenyMae family snapshots never
before published. There are eight pages of colotqgraphs of the composer's home
in Garmisch, which today houses the Strauss Arcfiilie wealth of information,

_' verbal and pictorial, as well as the lively prosdes makes this book one that can be

Kurt Williclm enjoyed and appreciated by the scholar as welleagéneral reader. Highly
= recommended” (W. Ross, University of Virginia).

6

What Makes the Vienna Philharmonic So Distinctive?

“How different do great orchestras really soundrfrone another in the 21st century? If you closead yyes
and opened your ears for a blind, Pepsi-challepge-$ound test, could you really identify who ws/mg —
given the high level of musicianship at top ensesplhe same core repertoire and the influencecatiee of
jet-setting conductors who shape orchestras all heworld? Ask musicians about this, and many lawhent
that a kind of homogeneity has crept into orchégleying, and that the idiosyncrasies that onstirjuished
ensembles have faded. They will often exempt theim orchestras from this critique and then poird to
handful of others that retain distinctive, recogiie styles. Those shortlists may vary, but onbesta is
almost always mentioned: the Vienna PhilharmonM/& invite you to learn more about this world-class
orchestra in “A Sound Shaped by Time and Tools: M¥ekes the Vienna Philharmonic So Distinctifieom
The New York Timg&ugust 3, 2014)Two of the recordings featured this montBie Frau Ohne Schatten
andArabella—are performances by the Vienna Philharmonic.
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The following recordings were previously donatedh® Library by Mr. Blake and are now being addethe

collection.

BEETHOVEN

P % Anne-Sophie

Mutter

6

SYMPHONIES, CONCERTOS & SOLO PIANO

Violin concerto/romances

Anne-Sophie Multter first recorded the Beethoveiiviconcerto with Herbert
Karajan when she was still a teenager. In thisnding, she revisits that piece, under
the direction of Kurt Masur, and also performs Begen’'s Romances No. 1 and 2.
“The playing is, as ever, technically and styliselynning. [Mutter] has the kind of
tone that forces you to listen” (Stephen Johnsdas<ical-Music.com

BRAHMS

Violin concerto in D, op. 77
Winner ofGramophongs “Editor’s Choice” Award, this recording pairs Johannes Brahms
Brahms’s violin concerto and double concerto amdinvist Julia Fischer and Juli Fsche. Doniel Milie S

cellist Daniel Muller-Schott in live performanceghvthe Netherlands
Philharmonic Orchestra under the direction of Yakogizberg. “Now well in
her stride as a recording artist, German violidigta Fischer offers this ideal
Brahms coupling in strong and sympathetic readijogsed in the Double
Concerto by her brilliant young compatriot cellisaniel Muller-Schott. . . .
Fischer and Muller-Schott are relaxed and easiigdy in the slow movement,
brilliant and thrusting in the finale. An outstangdidisc which stands high on
the list of this perfect coupling” (Edward GreeidigGramophongAugust,

2007).

BRUCKNER

" Anton Bruckner
SYMPHONIE NO.8
Wiener Philtharmoniker
Herbert von Karajan

-
!

R
“»

3

ar

aniel Miiller-Schott
d

P ic Orchestra
Yakov Kreizberg

Symphonie no. 8

“As if by some strange act of providence, greatdumtors have often been
remembered by the immediate posthumous releaserad ine and representative
recording. With Beecham it was Strauss's Em Heé&barl, with Bruno Walter it
was Mahler's Ninth Symphony, and with Karajan this Eighth Symphony of
Bruckner, perhaps the symphony he loved and rewasede all others. It is also,
happily, an exclusively Austrian affair, the musicthe country's finest symphonist
played by their finest orchestra under Brucknemnsst Austrian-born interpreter”
(Robert OsborneGramophoneOctober, 198p
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Symphony No. 9

“This disc is . . . a marvel. The Minnesota Orchesutplays the Concertgebouw,
and the recording really blows away all the contmeti (David Hurwitz, CD
Finde). "The performance is massively authoritativee Paying of the Minnesotz
Orchestra should cause concern in those Europes@rsehat have traditionally
claimed preeminence in Bruckner performance" (Matldamesori-anfarg.

CHOPIN/LISZT/OTHERS
Sonatas and Etudes

This selection of piano works of Chopin, Ligetiri@bin, and Liszt, was the
debut recording of then-22-year-old Chinese piaYiiga Wang. “Make no
mistake, Yuja Wang is one hell of a pianist. Barri987, she’s still got a lot
of development ahead of her . . . but she has@létuipment to be one of
the most exciting pianists of her generation. A a®a stunning technique
she has a fabulous range of sonority and colout $ae’s been superbly
caught by DG’s engineers). She is also very corabbetwith extremes of
dynamic and expression, and this gives her plagiagiking intensity” (Tim
Parry, Classical-Music.com

-]

CHOPIN/SCHUBERT

Krystian Zimerman Plays Chopin & Schubert

“Humphrey Burton's beautiful filming from 1987 dfe 30-year-old Krystian KRVSTIAN
Zimerman has a wonderfully timeless quality. Theypig is a marvel of finely ZIMERMAN
balanced sensitivity, fire and colour” (Jessica BricBBC Music Magazine
November 200B “This DVD contains some of the most magnificprano-playing
that | have ever heard. Zimerman's pianistic stiptteatches not-for-note his deep
involvement with the music, which seems to growafutim, creating itself as he
plays. | completely concur with the British crileremy Siepmann, who writes in his
booklet note: ‘The range of color, the extent afaiocontrol, the layering of
contrasting levels and characters of sound onalydpére are as phenomenal as the
sheer unalloyed beauty of tone Zimerman produces) the softest to the loudest .
The recital is a gold mine of great piano playinigie filming, which took place in >
1987in the Rosenhugel Studio in Vienna, holds uy well, and the audio quality is superb . Tdhase
performances that burn with white heat, even ingiietest moments of the Nocturne and the Improspitu
every piece there is a musical vision, an innerisity that begins before the first note soundscamtinues
without interruption—through rests and fermatas-threlease of the final note” (Charles TimbrEfnfare,

January 2000
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MAHLER
Symphony no. 9

= “This [recording] is superb without equivocation.. Abbado has made the work his
R e own . . .. He has solved how it goes without stonbn detail or sacrificing structure
anmossmoo | don't know another performance in thegige” (ClassicalCDReview.cgm

“In playing and interpretation it takes its placeang the finest and | recommend it
warmly” (Tony Duggan, MusicWeb-International

MAHLER

SUK

Asrael Symphony for large orchestra in C minor, op. 27

“This is the first totally non-Czech recording dbgef] Suk's tragic masterpiece,
and it's brilliant. In case you don't already knibw story, Suk wrote this
harrowing, five-movement symphony to expiate tha pad grief of the double
loss of his wife and father-in-law (who happenethédDvorak), both of whom didees
within about a year of each other. Asrael is thgehof death, and the music refe HS LA F]_
directly to Dvorak's Requiem (in its second movethand seemingly to Slavonig
church music as well. While often dark in tonasiby no means lacking in color
contrast. The third movement reveals Suk as a maktke creepy scherzo to riv
the Mahler of the Seventh Symphony, while the fignsed major-key ending is
anything but facile, and achieves precisely thbaais that Suk intended. This
performance is magnificemisraelhas been recorded before, and very well, by magpm€zech conductors . .

. [Conductor Vladimir] Ashkenazy's performanceehis as fine as any of them; indeed, he bringsersbeer
excitement to the finale than any other conductodisc, and the playing of the Helsinki Philharntogives
nothing away to the Czechs . . . . If you loveshmphonies of, say, Mahler or Tchaikovsky, then geally
must heaAsrael (David Hurwitz, ClassicsToday.com
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OPERA

BELLINI

Norma

“From 1950 to 1964 (and arguably both before andeyi Maria Callas was the
greatest Norma available . . . . Here she wasriivéeal prime. The voice is in
control at all volumes, and from blazing top toedftragic low notes her
coloratura is flawless, idiomatic, and always &t $lkervice of the music and text.
And this security allows her to ‘read’ the role kvgearing insights, offering us
equal parts Norma the Woman and Norma the Wainahort, it's as nearly
perfect a performance of this role as we're everggm hear” (Robert Levine,
ClassicsToday.com
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BIZET
Carmen

This 2003 studio recording features Angela Ghearghthe title role, with
Roberto Alagna as Don Jose, Thomas Hampson as Hscamd Inva Mula as e
Micaela. “Any Carmen depends on the contributioihsomductor, soprano (or (armen
mezzo) and tenor. Michel Plasson draws some veeygdiaying indeed from tt %
Toulouse orchestra, and his choice of speeds sestmgght, never resorting t LR
extreme effects. . . . Gheorghiu and Roberto Aldgmae obviously worked ve [N

hard to achieve some fine moments. . .. Alagnais really inside the LATLION
character [of Don Jose] . . . . Once | got to thalfduet in this 21st-century -
Carmen, | was completely gripped — by Alagna, wiiaile sounding distraugt
still manages to produce some lovely tone, and lhgd&hiu, who. . . is a
remarkably dramatic lady-in-distress” (Patrick Oi®or, GramophoneMarch 2003.

DONIZETTI
Anna Bolena

“Though Callas’s performances Asna Bolenawvere limited—a dozen in all—
the role stands as one of her most exacting claizations. Her remarkable
identification with Anna’s tragedy comes as a culation of all the wronged,
wounded characters she had previously portrayedhéemotions of one role
provided fuel to ignite another. But here the gied of conflict, melancholy, and
sacrifice are changed and chastened. Callas isedhat she is not dealing with a
personal drama, but with the fate of a woman judgetistory” (John Ardoin,
The Callas Legacy: The Complete Guide to Her Rengsdon Compact Disc, 4th
Ed., Portland, OR: Amadeus Press, 1995 p. 117).

PUCCINI

La Boheme

“This recording ol.a bohemeaindoubtedly belongs to the best things [Conductor]
Thomas Schippers ever recorded on disc. . . .a#teventually [Mirelli] Freni's
magnificent and disarming charm [in the role of Njithat made this performance so
unique. . . . Nicolai Gedda, [an] ever-reliable aedsatile tenor, was . . . Rodolfo.
Together, Freni and Gedda formed quite a remarlahlple. . . . Schippers’ conducting
is energetic and his eye for detail proves thawvae a really great conductor” (Bart
VerhaegheFanfare. This is one of EMI's “Great Recordings of ther@ury.”

Madama Butterfly

“For years this has been the benchmark Butterflyand re-hearing it now, it still is. . . .
Renata Scotto was at the peak of her vocal powers[and] she gets Butterfly
magnificently. . . . Carlo Bergonzi, too, is at hisneyed best, with the voice beautifully
produced from top to bottom . . . . Rolando Parge®&tarpless is well-drawn, and he's very
effective in the catastrophic second-act conveysatiith Butterfly. Anna di Stasio sings
Suzuki sympathetically, blending well with Scottothe Flower Duet. The sound is superb.
This is a study in sadness that can't be beat”¢Rdlevine, ClassicsToday.com, November
9, 2003. This is another one of EMI's “Great Recordirfglee Century.”

MADAMA BUTTERFLY
Giwcomo Puvoind
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Turandot

“This set has been a crucial part of opera lowaiections for more than 40 years BRIy BEs
and it's still a necessity. . . . [The] the singisgavishing. [Birgit] Nilsson is still the MRS
y....[The] oing g. [Birgit] TUERbOL

Turandot to equal . . . with blazing, secure higkes and an icy security that fairly
knocks you for a loop. . . . [Renata]Tebaldi stald the high, floating pianissimos =
needed for Liu . . . and she treats the text sealji. Giorgio Tozzi is thoroughly
involved and gives a warm performance as Timur,[@whductor] Erich Leinsdorf
leads a thrilling, red-blooded account of the st@Rmbert Levine,

ClassicsToday.com

-

ROSSINI

Il Viaggio a Reims

“Written as part of the festival programme surrdimg the coronation of the
Bourbon Charles X in 1824, viaggio has some claim to being the best of all
musical parties . . . . The array [of talent irstperformance] is stunning. . . .
Abbado's conducting is masterly. His ear for Rassgonorities cannot be faulted.
The wind playing is exemplary and the strings e@f @hamber Orchestra of Europe
wonderfully catch that peculiarly Rossinian souie, and ice at the same time.
Rhythmically, Abbado is exceptionally brilliant;ig a very alert performance,
passionate and precise” (Richard OsboGr@mophoneJanuary 1986

VERDI
Macbeth

From the 1964 Salzburg Festival, this performaric¥erdi’s Macbeth*was a
musical event of the first order, exciting to haad powerfully acclaimed at the
end. This was due not least to Wolfgang Sawallsdnamatically gripping
conducting of the Vienna Philharmonic, but alsamoexemplary pair of
protagonists. In complete control of his formidabteal gifts, Dietrich Fischer-
Dieskau provided a multifaceted portrait of the ptew and unfathomable figure
Macbeth, while Grace Bumbry was no less impresas/eady Macbeth, bringing
to the part an unusual degree of demonism andmydwi be in total command of
the part’s tremendous vocal difficulties in ternistamina, range and artistry. This

was Bumbry's debut role at the Vienna State O@dsa,in 1964, and her first as a soprano, haviaigest as a
mezzo in 1960. She was the first black singerng at Bayreuth, eliciting 42 curtain calls . [Her] voice is in
pristine condition here, aged only 27.” (Presto€iizs).

Luisa Miller

“The strength of this DG reissue is the singinghaf three principals. The
production of LuisaMiller at the Royal Opera HouSeyent Garden, on which the
set was based, probably marked the high point tiaKicciarelli's career. . . .
[Placido] Domingo sings Rodolfo with a voice of mleds firm and glowing as
bronze . .. .” Gramophone Classical Music Guid2010). “Though taut in his
control, [Conductor Lorin] Maazel uses his stagpezience of working with these
soloists to draw them out to their finest, most pgthetic form. Ricciarelli gives one
of her tenderest and most beautiful performancegoord” Penguin Guide2010
edition).
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La Traviata

A “stunning newTraviata, fresh from the stage of the [2005] Salzburg Westi. .
Anna Netrebko's Violetta is significant. . . . Hé#rarisma comes through even on =
disc; the voice is gorgeous; she uses dynamlcsbm"alh to great dramatic effect .

. She exudes an aura of fragility and melanchognéan the first-act duet with venl | @
Alfredo . . . . There are no complaints to be maldeut the Alfredo of Rolando laTraV'aTa W

ANNA NETREBKO
Villazon. . . . Throughout, he and Netrebko singetihier as Nureyev and Fonteyn  feti
danced--ideal partners, full of similar subtletiesaking the performance hard to = "
resist. They have more chemistry than GheorghiuAdagna. Wow!” (Robert

Levine, ClassicsToday.com

Aida

Placido “Domingo has recorded Radames commerdi@liytimes, but | dare say
that this performance, taped live in Munich in 1Qir@ler the baton of Claudio
Abbado, then head of La Scala and arguably thatfiierdi conductor at the
time, overall is the most satisfying . . . . MaatiArroyo was a superb, under-
recorded soprano. . . . her plush, well-placedejaitter commitment and
sincerity, and superb musicianship made her aureaand we're lucky to have
this recording to prove it. She's wonderful throogt) the voice big and ringing in
climactic moments, gentle when it needs be. Domsiggs Radames with a
freshness, ardency, and eagerness . . . thattheespression that the drama is
unfolding here for the first time. And his tonegslden. Fiorenza Cossotto's
Ampneris is thoroughly convincing and as strongtasls . . . Piero Cappuccili . . .
sings handsomely . . . . Nicolai Ghiaurov's Ransfiterrifying--and beautifully intoned. . .. [@ductor
Claudio] Abbado, here, on tour with his La Scalés, [is] on fire, with the drama primary, the ipadadeal,
and his entire cast a great ensemble” (Robert lee@assicsToday.com

Requiem

Not, of course, an opera. It has, however, beeorithes! as “operatic in style; . . .
the kind of music [Verdi] wrote for the expressiofistrong emotion was o O
inevitably operatic” (Sadie & Latham, p. 344). Reted from live performances
with the Berlin Philharmonic, this set features AlegGheorghiu, Daniel
Barcellona, Julian Konstantinov, and Robert Alagmajer the baton of Claudio
Abbado. “Alagna . . . struck me as impressive,least during the Ingemisco
where his tone was both even and glowing. . . .i®amarcellona [is] thrilling . .

. Julian Konstantinov [is] surely one of the mesciting basses of recent years.

. Angela Gheorghiu stands head and shouldengeater colleagues . . . . The

voice is magnificent. . . . [Abbado’s] conducting..is a revelation. He coaxes the
most sublime dynamics from both orchestra and d&idiMarc Bridle.
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This month the Blake Collection adds outstandinggoemances of music of Mozart and two Verdi operas
DVD.

MOZART

Piano Concertos no. 25 and 20

“Mozart’s middle years in Vienna reached a clinmaxhe piano concertos of 1784-6 [when our featured
concertos were written]. This was the time whenMlenese public recognized and admired his gessus
composer and pianist and readily flocked to hisceots, which he gave during Lent, when the theaters
closed. Inthe 12 piano concertos of these yeagdatly enlarged the concept of the concerto.Mozart’s
two minor-key concertos [one of which is his comaero. 20] . . . are among his supreme achievemieatk
begin with materials that is essential orchestratyle, which the pianist cannot take up—so irhezase the
solo entry begins with a new, lyrical theme of gaar pathos and gentle beauty. . . . There igratogy
between the piano soloist in a concerto and thgesiaf an operatic aria; it is no coincidence tlazart
excelled in writing for both” (Stanley Sadie andsdin LathamThe Cambridge Music Guid€ambridge
University Press, 2000, p. 254).

This disk contains two Mozart piano concertos pented by long-time
collaborators pianist Martha Argerich and condu@taudio Abbado. “The
only problem with the artistry of Martha Argeriatme of the most brilliant
pianists of modern times, is her occasional witdadt . . . . But with the right
colleagues in chamber music and the right conductooncertos, reined in
just a bit, Ms. Argerich is often incomparable. $fas an ideal colleague in
the conductor Claudio Abbado, who recorded two Miozancertos with her
live last March at the Lucerne Festival, now issas@ recording. The
performances of the Concerto No. 25 in C and NandD minor are
phenomenal, with Ms. Argerich’s vibrant, colorfuhaginative playing held
in check just enough by the masterly conductinglidado, who draws
exciting playing from the festival’s Orchestra Mazd hat Abbado died in
January makes the recording even more special’h@y TommasiniNew York TimesAugust 20, 2014

The Last Symphonies

“Mozart wrote few symphonies in his mature yearajnly because piano
concertos served better for his public appearaimcégenna. . . . However . . .
in the summer of 1788 he produced [the three andisk]. . . . the finest
manifestation of counterpoint in Mozart’s symphomuasic comes in the
[Symphony No. 41] . . .. This, called the ‘Jupitstands in a tradition of _,
ceremonial music in C. major, as the presenceuafipets and drums in the il '
orchestra and the military rhythms attest. . fittiag culmination to his Z A R EeX
symphonic output” (Sadie and Latham, p. 256). “Ndbpbas done more to
change the sound of Mozart than the Austrian cotddikolaus |
Harnoncourt, a descendant of the Emperors for whiamzart played. For over O R e ntus Musicus Wies)
60 years, Harnoncourt has been retuning our eargxgrectations to the Harnoncourt
instruments, practices and tempi of Mozart’s lifezi— often (as here) with his

wife, Alice, leading the first violins of their delgial ensemble, the Concentus

honies
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Musicus Wien. . . . [Harnoncourt's] premise in tresording is that the last three Mozart symphoaresa
single work with 12 movements, designed to be coregbiwhole. ‘I am now fully convinced of this unitthe

conductor declares. He has a point. . . .. Heard Without interruption, the symphonies gain ihe&sion what
they lose in distinct character. . . . This iswythistorical set, practically indispensable” (N@n Lebrecht
VERDI

Simon Boccanegra

“Simon Boccanegraomposed for Venice in 1857, is a grandly sonpliece,
concerned with political power in medieval Gendw, tivalries of the nobles and the
plebeians, and a love affair that crosses thogeebsir (Sadie and Latham, p. 341).
This DVD recording spotlights the legendary Pladitmmingo in the title role. “At
age 69 Placido Domingo remains a vocal miracl¢hiagelease attests. . . . Just as
important, he is never just a singer, but a trtistaever expressive and alive to his
text, always inflecting its nuances. . . . The gbguoality is excellent, the camerawork
free from fussiness” (James A. Alte@nfareg). “As an acted portrayal Domingo’s
Boccanegra is among the finest on record . . .midgo conveys the totality of the
character in his demeanour and acting and alsdlyacdahe many more lyric pages
of the score. Overall . . . [he] gives a penetgaind convincing interpretation of one
of the great Verdi roles. . . . The Royal Operai@b@nd Orchestra under Antonio
Pappano deservedly share the limelight with Domjige conductor seeming to have a natural flaiMerdi’s
drama with a fine balance between the lyric andentivpamatic parts” (Robert J Farr, MusicWeb Intaamet]).

Don Carlo

“Verdi had regarded himself as retired from compg$rom about 1860. Each operJgEs
composed thereafter was undertaken simply becaus&hted, for one reason or
another, to undertake it . . . . One particuladgigng challenge was offered i3on
Carlos a Frenclgrand operaafter a play by Schiller. This work touches olrtla
themes that had appealed to Verdi: nationhoodhe rival power of church and statef§
.. male courage and comradeship; the confliceolegations; and above all love” sy
(Sadie and Latham, p. 342). “National Theatre dineklicholas Hytner’'s new staging

of Verdi's grandest—and arguably greatest—opema Carlg was the highlight of the
2007/2008 Royal Opera House season. This new piodunarked Rolando
Villazon’s much anticipated, triumphant return be thouse. . . . With sets and
costumes by Bob Crowley, direction by Nicholas Hytand an enviable cast, this
production of Don Carlo is worthy of the greatnes¥erdi’s original, masterful
work” (Arkivmusic). “Villazon's stirring, beautiful sound caught nbreath, and he acted with gripping
intensity. Poplavskaya revealed a powerful voicectvimixed fire and ice in equal measure. In the/uitonio
Pappano was in top form. There was thrilled apga(&/arwick Thompson, reviewing the performance
recorded on this DVDBloomberg NewsJune 9, 2008
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Verdi with a Vengeance: An Energetic Guide to tlie &nd Complete Works of the King@pela

et

VENGEANCE

October 2014 Newsletter

“Have you ever found yourself wondering who prebjisAidi is, and why all the
fuss? Are you embarrassed to admit that you'veamthky idea whaRigolettois
about? . . . Whatever it is you could possibly wtarknow about Verdi—from the
composer’s intense hatred of priests to histogoakces for all the operas to a
detailed discussion of what to expect from a pentorce—it is all inverdi with a
Vengeance. . . a book as indispensable for the newcomériggor the expert, a
unique book that is as fascinating as it is heJ@slfunny as it is smart” (from book
cover).

58



This month the Blake Collection features the incampIeHerbert von Karajan conducting
works of Beethoven and Verdi.

“I cannot teach you how to conduct, but | can slyow how to rehearse in such a way, that when youweco
the concert itself, you will barely need to condyeterbert von Karajan).

“His art was to make the orchestra listen to its€lfitics sniped, but for musicians, what he dadered on the
miraculous” (Conductor Mariss Janson).

“Herbert von Karajan always rolled out a magic earpr us, the singers. With him, our musical wtwoéik on
another dimension” (American soprano Jessye Noyman

Conversations with Von Karajan

“Herbert von Karajan was one of the dominant figurethe performance of music
between the end of World War Il and his death f84]; the world bought more than
100 million copies of his recordings. . . . Onelwd purposes of Richard Osborne's
Conversations with Von Karajas to bring the conductor into closer view as enan
being, a personality and an anecdotalist, andtlasker about music and the things
music is about. Another of Mr. Osborne's aims isdoect widespread assumptions
about Karajan and widespread reactions to his wehkch made him a controversial
figure throughout his career—the conductor's obsesgith the elusive goal of
perfection in performance, and his commitment oghlrpetuation of his own work
through several generations of technology. . .thénconversations, which took place
in 1977 and 1988-89, Karajan proves sage, prowsgatharming and cagey”
(Richard DyerNew York TimesAugust 5, 1990). In this book, “we meet a marhwit
a passion for musical perfection, introspectiveigod, kind, often amusing, always brilliant. A mane would
have loved to meet” (jacket copy).

BEETHOVEN

“Beethoven is a singularity in the history of art4ef@enomenon of dazzling and disconcerting forcenéte
only left his mark on all subsequent composersalad molded entire institutions. The professiomahestra
arose, in large measure, as a vehicle for the saceperformance of Beethoven’s symphonies. Thefart
conducting emerged in his wake. The modern piaostde imprint of his demand for a more resonadt a
flexible instrument. Recording technology evolveithvBeethoven in mind: the first commercial 33 L£8m.
LP, in 1931, contained the Fifth Symphony, anddbeation of first-generation compact disks wasdieat
seventy-five minutes so that the Ninth Symphonyl@omfurl without interruption. After Beethoven gth
concert hall came to be seen not as a venue fergiymeandering entertainments but as an ausenerial
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to artistic majesty. Listening underwent a fundatakchange. To follow Beethoven's dense, drivingataves,
one had to lean forward and pay close attentioe.nibisicians’ platform became the stage of an ibh\si
drama, the temple of a sonic revelation. AboveBakthoven shaped the identity of what came tonmevk as
classical music.” (Alex Ross, “Deus ex Musicélie New YorkeiOctober 10, 2004

Violin Concerto

“By and large, Karajan'’s studio recordings with cerio soloists were
not among his most important achievements on disis. is not to

Ludwig van Beethoven ‘

belittle the distinguished artists he accompanigd included the | VIOLINKONZERT-VIOLIN CONCERTO ||

. . . . . . . . . Anne-Sophie Mutter
pianists Dinu Lipatti, Walter Gieseking, SviatosRichter, Geza | _Berliner Philharmoniker - Herbert von Karajan

o STERED o

|
—-|

Anda, Alexis Weissenberg and Yevgeny Kissin, tHestéMstislav
Rostropovich and the violinist Christian Ferraswdwer, those
partnerships rarely extended beyond a single pr{geeetimes
involving several works), with one major exceptitime first female
German violinist of international standing, Annep8ie Mutter. She
became his devoted collaborator, their recordirigaajor violin
concertos being made over 11 years. The storyradieeovery by
Karajan is already legendary: how in 1976 the 18~@d girl from
Wehr near the German-Swiss border auditioned ffamous
conductor, who listened raptly to her playing af #ntire Bach Chaconne and movements from two Mozar
concertos, and promptly invited her to play the Bibvzvorks in Salzburg the following year under dhiection.
A best-selling recording followed and Deutsche Grasphon executives were impatient for another. But
Mutter refused to be rushed, claiming she couldhlealy one concerto per year, so this, her sececaording,
was scheduled for late 1979. It is an unusuallgisps Beethoven Concerto, but, as the Penguin Guities:
“the slow basic tempi of Anne-Sophie Mutter’s béfalireading on Deutsche Grammophon were her own
choice, she claims, and certainly not forced ondyener super-star conductor. . . . The purityhef $olo
playing and the concentration of the whole perfarogamake the result intensely convincing” (Richard
Osborne, liner notes).

Symphonies

“Karajan 1963 set of Beethoven’s symphonies wasdrhark in the

history of the gramophone. Never before had akrsymphonies been
recorded and released in a integrally planned sighemn set. . . . Fifty
years on from its original release, this set reméie best-selling
Beethoven cycle of all time” (Richard Osborne). €8k performances were
first released in 1963. The Berlin Philharmonic hgdhen developed to a

N ‘ . point of virtuosity allowing Karajan to exploit auth more aggressive and
‘ precise approach to the nine symphonies of Beeth@emparable to
BEETHOVEN Toscanini's recordings from over a decade eathes ,highly coveted
The B Symphonies Karajan stereo set, from the early 1960s is artiegotlassic embodying of
Berliner Philharmoniker . .. . .
HERBERT VON KARAJAN the art of conducting, performance and recordinlgssKArkivmusic).

| o I
e = — < M COLLECTORS EDITION
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Symphony No. 9

“Beethoven, Karajan and the Berlin Philharmoniong of the most perfect
combinations ever to have emerged from the cldssigaic world. When the Ninth
Symphony is performed at a New Year’s Eve conddrgcomes an even more
spectacular event. Karajan’s rousing interpretatibBeethoven's most admired
symphony has long acquired legendary status. Nawdtis is releasing it in a
recording made in Berlin’s Philharmonic Hall on N&ear’'s Eve 1977 in celebration
of the conductor’s 100th birthday this year. BarrSialzburg on 5 April 1908, Herbert g
von Karajan was one of the most widely respectefbpring musicians appearing in EEER0 ==
the past century. He influenced fellow musiciand public taste for generations KARLIAN i
through his live appearances and recordings, ealpetri the role of Principal "/ .
Conductor of the Berlin Philharmonic, which he fedmore than 30 years, moulding .
the orchestra into an ensemble of peerless powrsa beauty and stylistic flexibility.
The Ninth is an affirmation of optimism and beawtyitten when Beethoven was
almost completely deaf and the final movement issatered by many to be the composer's crowning/glor
had been Beethoven's lifelong dream to set Schkifl@de to Joy’ to music, for the poem expressed th
fulfillment of Beethoven's most passionate degeace and brotherhood in the world. Giving elogweite to
this plea are the world-renowned soloists Anna Twe&intow, Agnes Baltsa, Rene Kollo and Jose vam.Da
This concert recording on DVD has all the eleméimés audiences came to expect from Karajan—strong,
elegant conducting and a truly moving musical evghatkivmusic).

VERDI

Messa da Requiem

“Arturo Toscanini, who proved himself a radical ametentless reformer during his
legendary reign as director of the Teatro alla &adied on 16 January 1957 at the
biblical age of almost 90. On the tenth anniversdryis death, the chorus and
orchestra assembled on the stage of the opera famse&ommemorative concert.
Herbert von Karajan, who had fallen under thedralnaestro's spell in the early years
of his own career and spoke of his great predecegfoveneration all his life,
conducted Verdi's Messa da Requiem in Toscanianetr, with a quartet of soloists
whose names are inscribed in the roll of honouhefgreatest Italian singing:
Leontyne Price, Fiorenza Cossotto, Luciano Paviantt Nicolai Ghiaurov. In order
that the theatre should not be flooded with thelimdight required by the television
cameras during the commemoration itself, the rengrdias made before empty seats
on 14 and 15 January 1967. The French directori&ewrges Clouzot filmed the
simulated concert in a mixture of reportage, intetgtive commentary and studio sequences. He detade
make conscious and artful use of the optical ditivas and ‘inappropriate’ elements of filming: ted)
microphones and spotlights got into the pictureetimes the eye was led away to choir memberstlsilen
listening, even to inattentive orchestral playgiging awkward smiles or gesticulating. This irgnic
unconventional cool (very '60s) has acquired ardisve historical charm in the intervening decades as a
study of Karajan as conductor, however, that Clgszbrection raises this film to the standing ofaduable
document in the history of interpretation, evemufsic itself. We watch Karajan overseeing the entir
performance with an unparalleled, paradoxicallgxetl concentration, using fluent gestures, prexiss (no
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baton) and discreetly sculptural movements of ingefrs to allow the music to speak out in its oaumguage.
Not an Italian of course, but Karajan took it feagted that Verdi spoke to his God in Italian, &echimself
testified that he had learnt the language of Ibgfibrasing from Toscanini himself as an awestrutnder of
countless rehearsals. In 1967 however, Karajandiframbodied complete mastery, unbroken traditiah the
radiant ideal of the beauty of Italian music” (Wgahg Stahr, DVD liner notes).

6

More Change for a Traditional Force: The Berlin Phiharmonic Comes to New York

“During Karajan’s 35-year tenure [with the Berfilharmonic], which ended just before his death989, he
buffed the ensemble’s sound to a cultivated shieaincould focus to fearsome concentration. [Annpksz]
Mutter, who made her professional debut with thehestra in 1977, recalled a performance of Bruckner
Seventh Symphony in which the slow second movenmvastso intense that she had to leave the hall’h@gc
Woolf, New York TimesSeptember 28, 2014 Because Karajan was so closely identified whtnBerlin
Philharmonic and had such influence on its devekinwve invite you to read Zachary Woolf's entirgcle
on the orchestra, “More Change for a TraditionalcEoThe Berlin Philharmonic Comes to New Y&6rk

November 2014 Newsletter 62



This month the Blake Collection features the ghdatia Callas performing works of
Bellini, Donizetti, Verdi and Puccini.
My candle burns at both ends;

It will not last the night;
But ah, my foes, and oh, my friends—
It gives a lovely light!

— “First Fig” by Edna Stirnent Millay

“At the time of [Callas’s] death, Tito Gobbi, onétbe few singers in a class with Callas, obseriaf must
not forget that her beginning was hard and difficaihd only with tremendous will and supreme degoadid
she become the legend. She was unique. She warediff She was a like a vivid flame attractingattention
of the whole world. | always thought she was imraand she is!” (John Ardoiffhe Callas Legaqgy

“No one before her had ‘heard’ Lucia the way shie Nior had they been able to articulate Donizeftiissic
with such deep and specific feeling. Lucia becamecagnizable human being. . . . After Callas, hycucia
di Lammermoagrand the entire bel canto repertory would nevethBesame. We are still dealing with and
reeling from her revolution” (Terrence McNally, plaright).

Maria Callas: A Musical Biography

“Maria Callas was almost as famous for her pershieal-her jet-setting, her
staggering weight loss, her tigress-like temperameas she was for her
singing. Of Greek parentage, the New York-borrgnmationally famous
Callas was the most influential soprano of the 2@titury, reviving a school
of singing—bel canto—that had been forgotten foy&ars. Unlike most of
her generation of sopranos, she was a superb aatés vocally and
physically: her voice encompassed many colourssaecembodied each
character she portrayed. After seeing or hearimgnhe role, it was said, it
was difficult to imagine another singer attemptingo fierce was her
individual stamp. Her status went beyond cult; themphs and failures
appeared on the front page of newspapers all beeworld. This profusely
illustrated musical biography covers Callas's difel career. A final third of
the book analyzes the tracks on the two CDs [whadompany the book], describing what made Callaguen
what made Callas Callas. Listen for yourselvesadivina (‘the divine one’), as the Italians dublent, and
be amazed. Robert Levine is an internationally kmowsic writer whose work has appeared in dozens of
publications. He is senior editor of ClassicsTadam, one of the most widely read classical musbsites in
the world” (Jacket copy).

ROBERT LEVENW ¢
i 3
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| Puritani

“Callas is stupenduous from beginning to end. ldprrtotes irSon vergin
vezzosare crystal clear anQui la voceis the definitive highspot—certainly [
among the very best Callas ever did. . . . the mmstand the colouring of the
voice in Callas’s reading are unsurpassable. Tdg@aesis something to be
savoured over and over again. And her singingerakt act is fabulous too”
(Goran Forsling, MusicWeb InternatiohalThe arrival of Callas upon the
scene came at a time when the general thirstfevigal of great singing had
become almost desperate. . . . The demand hadargglbéen countered by the
answer that there were no longer singers for solgs . . . . Yet here, in Callas
. . was a singer who pre-eminently could undertaken. Moreover, she
invested them with a depth of feeling” (John Stediner notes).

Lucia di Lammermoor

In this early recording, Callas’s “singing is toechby genius, but it is a genius
which has freer access through the relatively fumd indeed often beautiful
instrument that her voice could be at the timehd, tthe first of her great series of
EMI opera recordings"GramophoneOctober 198p This is a definitive

recording of the opera and a definitive performamg€allas. The recording “is
the performance that puticia di Lammermooback on the operative map. . . .
[and Callas provides] an object lesson in how titdbaucharacter out of notes and
syllables” (Richard Osborne, liner notes). Thisoreling is included in EMI Great
Recordings of the Century.

Tosca

“It's the CallasTosca. . . reissued in EMI's Great Recordings of tlkeatGry
series . . .. It has the incomparable Callasy fyet also touching and
vulnerable where necessary, the lusty-lunged Gpeseép Stefano shouting up
a storm, and the best of all possible ScarpiastmGobbi. . . . The legendar
Victor de Sabata . . . certainly stands with thstlzonductors of this score”
(David Hurwitz, October 4, 2004, ClassicsToday.tom
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Maria Callas at Covent Garden

“Now for the very first time Maria Callas’ legenddive performances from the
Royal Opera House, Covent Garden, are availab@\dd. These two memorable
concerts from 1962 and 1964 celebrate her triumptednrn to the Covent Garden
stage. Repertoire from these performances inclutdiVTu che le vanita (Don
Carlo), Bizet: Habanera & Seguedille (Carmen) andcihi: Tosca (Act Il complete).
Her vivid portrayals of the tragic Elisabeth de &da] the tantalising Carmen, and her
vulnerable Tosca (directed by Franco Zeffirelliptaed the hearts of the London
audiences. This is Maria Callas as the world remegmber” (Arkivmusic.com
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This month the Blake Collection featufesnco Corelli.

“He was the greatest dramatic tenor that ever lived—Luciano Pavarotti

“He was the most impressive tenor | have heard livelhere was this unbelievable amount of
easiness . . .this sort of animal instinct whichlfed the theater and really got to you, this heroic
sound. It was sensational.”—Placido Domingo

“A voice of heroic power, yet with great beauty otone; darkly sensuous, mysteriously
melancholic . . . but above all, a voice of thundeand lightning, fire and blood.”—Herbert von
Karajan (referring to the Salzburg Il Trovatore).

“In the opera world, certain singers define thease particularly tenors . . . . the 1960s belongeitie
magnificent Franco Corelli.” Corelli “had a voicétauly sensual beauty, its ardent warmth like thfathe
Mediterranean sun. He looked as good as he sounkisdruscular physique and chiseled features made hi
the perfect romantic hero. [He] sang with a rapiitg-grained vibrato, the natural pulsation likattlf a violin
or cello, typical of earlier 20th-century singakelCaruso. And it lent a flamelike urgency to sisging. . . .
Mr. Corelli knew how to impart additional pathosa@hrase with a weep in the voice. But he wasmave
lachrymose singer. . . . Because he was essemdifiyaught, Mr. Corelli was widely regarded adrastinctive
singer. In fact he was an extremely deliberatertetdéin [with] rock-solid technique [who] spent hiie
perfecting his instrument” (Barrymore Laurence 3ehe'Franco Corelli, the Accidental Opera Stat/all
Street JournalNovember 4, 2003

Franco Corelli was an “the Italian tenor whose pdwese voice, charismatic presence and movie-stza g
looks earned him the adoration of opera fans fioen1950's until his retirement in 1976 . . . . ldened great
respect from the fearsomely demanding [Maria] GaNeho in Mr. Corelli finally had someone with whaine
could act. To the soprano Birgit Nilsson, he wagudlthe only tenor who could match her power indtuts
Turandot . . . Mr. Corelli became indispensable to the Metging 19 roles in 15 seasons for a total of 365
performances” (“Franco Corelli, Italian Tenor ofviRer and Charisma, and Pillar of the Met, Dies at
82,”"Anthony TommasiniNew York TimegOctober 30, 2003

6

Franco Corelli: Prince of Tenors

~ “There were, to be sure, other great tenors avkbieduring his reign, but there was only

one Prince—Franco Corelli, ‘Mr. Sold Out,” posseseématinee-idol good looks, an
. athlete's physique and an unequaled heroic tenoe as bright and as big as the sun, which
! was at the same time a breathtaking, lyrical ims&mt capable of a legendary high B-flat
diminuendo, as Verdi demands but few deliver inléS&e Aida.” The double debut of
s Corelli and Leontyne Price at the Met in Januar§1lé Trovatoreled some critics to praise
his stage presence and vocal power while quesgdmsimusical finesse. His triumphant
Turandotwith Birgit Nilsson and Anna Moffo one month latkenced the critics for good
~ and led to a total of 369 Met performances of martdifferent roles between 1961 and

' 1975” (Todd B. Solis, OperaNews.chriThis is “a scrupulously researched, chronoldgica
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account of Corelli’s life, which . . . sets exemlatandards of objectivity and comprehensivenesglt]
deserves a wide and appreciative audience” (RidNandolson, ClassicalSource.cpm

The Blake Collection now has four recordings oélperformances featuring Franco Corelli at the ot of
his career. They are, in chronological order ofgegormances:

Cilea: Adriana LeCouvreur

“This [1959] recording has . . . [the] white-hotcéement [of opera as it had
never been experienced]. [Magda] Olivero’s Adriaa lesson in diction, voc
shading, nuance and full throttle emotional comraitinall at once. Her

delivery of the famous arias is spectacular, taughpoignant as one would
expect. . . . Supporting her is a cast that coatde bettered. Corelli, here at
his youthful peak, is peerless for the spin, theadyic shading and the
prodigious upper range of his voice. He is featiesexpressive” (Ira Siff, CD
Liner Notes). This is “perhaps the most acclaimedgsmance of Cilea’s ope
ever given” (Lynn Rene Bayle¥anfare.

Puccini: Tosca
Luecin: . ["‘E This performance, with Leontyne Price in the titee and Corelli as her lover,
£ ' Cavaradossi, was “recorded at the Metropolitan &pering the matinee of April

2, 1962, [and] features the most impressive singirgnyToscaon disc. Both
. Leontyne Price and Franco Corelli had made theisaonal Met debuts the

| previous season, and what we hear is big, exocitimges—the kind, I'm sorry to
say, we really don't have any more—in their prilece lightens her tone when
needed and unleashes waves of gorgeous, expressind, and Corelliwas . . . a
fearless tenor, with dark, baritonal low and middlees and high notes of
{ tempered steel (which he was not ashamed to hotd)on. . This is a thrilling
ride” (Robert Levine, ClassicToday.com(For a sample of this performance, see
Corelli sing the aria “E Lucevan le stelle” frohoscaat YouTube)

The Met

ropolitar
Opera

Mascagni: Cavalleria Rusticana

“This live performance from December 7, 1963, [adpgmight at La Scala] is
one of those legendary recordings that has beeimm#ie circuit of opera
lovers for decades, usually accompanied by sutbrsents as, ‘They don’t
sing them like that anymore,” and ‘They were gdugk then, gods, | tell
you!” None of this is true, but what is undeniafaet is the visceral power of
communication on display in th{3av, a matter of theatrical expressivity
employed by three of the best Italian opera singétke day at the top of thei
careers. . .. In operas he knew and understoade[ld was not just a tenor
but a living presence, and one capable of fineBse.serenade here is about
ardent and splendorous as they get, just as itétha, but Corelli’s attention
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to phrasing . . . begins to show just how much katweyond the stereotype. Then there’s the pdifgthess
of tone to the start of “Mamma! Mamma, quel vingemeroso,” and even more so with a marvelous figati
tone on “E poi, mamma, sentite,” and the diminueoadds’ io non tornassi.” When volume is requir€arelli
has it, along with a golden sound that never fpakhed; but what really makes this and many obttisr
finest performances work is that he creates credibiman beings out of music. . . . So does Gialiett
Simionato. She had been on the stage for morettinae decades by the time of this performance han@dnce
bright mezzo had darkened and grown richer withythaas. There’s a regular beat to the voice irctest, but
she’s frankly incandescent . . . this and much rpoiet to a major interpretative artist giving therformance
of a lifetime—and none of this, mind you, at therdace of the written note” (Barry Brenes&anfare).

Puccini: Turandot

Gl This performance ofurandotgiven on opening night of 1964-65 season at La
Scala was “one of those special evenings whemalstars in heaven and
onstage align to create a performance of transcertd@auty and heart-
stopping excitement. Fortunately, tAisrandotwas one magic night that was
recorded. It has entered the annals of great lggpterformances, and no

| collection should be without it. Maestro GianandBsvazzeni brings his
innate theatricality to Puccini's score, paintingngerful broad strokes while
highlighting minute orchestral details, encouragipgntaneity and expression
but keeping the performance moving. A great de#thefoverall success of the
performance is owed to him. But foiTarandotto be a triumph, much
depends upon the singing; the casting here coultlyjhbave been bettered at the time—or at any time.

Birgit Nilsson and Franco Corelli . . . are botlvimg a particularly great night here. Nilsson s#iugh the
role's considerable vocal demands with alarming,ga®ducing a series of high Bs and Cs that |#ae
listener staring in disbelief at the speakers. Vlrabre, she offers Turandot's fire and ice—fignade, anger
rooted in fear, vulnerability, sensuality and aigefor release from her emotional bondage—in flastright
measure. . . .. Corelli sings magnificently, ateholy . . . Breath-defying diminuendos and spedtadigh
notes are abundant. One forgets how, before ‘Nedsuma’ became a tired pop anthem, it was simplgeaxiv
by this gentleman, who not only glorified himseithit but exalted Puccini as well” (Ira Sifhpera News
September 2012, Vol. 77, Issue 3, p. 76-77). (Wateldeo of Corelli's “Nessun dorma” on YouTupe

6

We would be remiss not to remind you about two ioEranco Corelli recordings already part of thekla
Collection:

Giordano’s Andrea Chenierin a live 1960 recording with Renata Tebaldi, EtBastianini, and the
Vienna State Opera Orchestra and Chorus underatioa bf Lovro von Matacic.

The 1962 Salzberg Festival performanc&/efdi’s 1l Trovatore, with Leotyne Price, Giulietta
Simionato, and Ettore Bastianini, Herbert von Kanagonducting.
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For February, the Blake Collection featuBed Canto Opera

“In its narrowest sense bel canto opera refersacetirly decades of 19th-century Italian operanaRessini,
Bellini and Donizetti dominated the field. But tbeerall concept of bel canto started much eangh a
consensus among opera enthusiasts that there wasgimore ravishing than a beautiful voice singing
beautiful melodic line beautifully, especially alogic line driven by a sensitive musical settingagfoetic and
singable text. The technique of singing that preduthe desired results valued smooth productiolegato,
throughout the entire vocal range. Ideally, youmid want to hear singers shifting gears as th@tes moved
from low to middle to high registers. Also prize@swthe ability to execute effortlessly all manner o
embellishments—rapid-fire runs, trills and such—ble¢ter to decorate vocal lines. So the use ajtddr yet
penetrating sound in the upper register was crtgidie style. . . . The melodic line is everything . . bel
canto” (Anthony Tommasini,Bel Canto: Audiences Love It, but What Is"It®ew York TimedNovember 28,

2008).

Rossini: La Cenerentola

iy La Cenerentolas “a semi-comic homily on the value of true leved the
LSRN  speciousness of rank, inspired by Charles Persdtitiderella.Perhaps the chief
reason for its comparative lack of popularity is florid writing for the title role,
a part that demands the combination of a contatanige with a coloratura’s
agility. . . . [It is] one of the finest female ed in Italian opera”’Rough Guide to
WBULE  Classical MusigcLondon: Rough Guides, 2001, p. 416). This Dewdsch
Grammophon reissue is from 1971 and features m&za@no Teresa Berganza
in the title role and Claudio Abbado conducting tleadon Symphony Orchestra
and the Scottish Opera Chorus. This recording ‘tsah® incandescent singing
of Teresa Berganza, who [gives] her character eamahing vivacity and
pathos” Rough Guidep. 416).

CLAUDIO

Bellini: | Capuleti e | Montecchi

Felice Romani’s libretto for Bellini’s retelling d2omeo and Juliet is based on 3 .
version of the story by Luigi Scevola, not Shakesess. This is one of the last =N
operas written with a major “trouser role”—a madad to be sung by a woman
The role of Romeo “provided prima donnas of the@s3®ith a flamboyant and
heroic role unmatched by any other Romantic Itatipara” (Simon Maguire, C i
liner notes). This live 2008 recording featuring ¥ienna Symphony and Vien
Singakademie “boasts three of the most admirecessngf the moment, all of
them in fine form. The performance is dominatedbyga Garanca's Romeo; s
easily suggests both the swaggering duellist aadowelorn youth. There are
times when her rich, velvety tones sound almost éilsoprano, and in the duets ’
with Anna Netrebko's Juliet, the two voices seemunadly to complement each othéCapuleti e i Montecchi
was one of the last important operas to employ zzmas the masculine lead. The tenor who singsldeba
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needs to be of equal strength to balance the dramdaJoseph Calleja rises to the challenge. obeR
Gleadow makes a strong impression as Friar LauremckeTiziano Bracci is impressive as Capellio.iéab
Luisi leads the Vienna forces in a performance Wwhilsough obviously sympathetic to the voices, ngasdo
accentuate the drama. It's certainly a star vebigtealso a satisfying account of Bellini's nearstegpiece”
(Patrick O'Connor, “Star Singers and Star-Crossaeets—A Recipe for Benchmark Bel Canto Brilliance,”
GramophoneMarch 2009%.

Donizetti: Lucrezia Borgia

TRt On April 20, 1965, Marilyn Horne was scheduleditggghe title role in
% ®  Donizetti'sLucrezia Borgiaat Carnegie Hall, but the singer was unable torgo
Those in charge of the production were scramblomgfreplacement, when
DONIZETTI someone “suggested a Spanish soprano who he hatlyeleard irFigaro at
lllGREZ A } Lausanne. Her name was Montserrat Caballe..wadta once in a lifetime
BOBGIA opportunity and [her performance was a] raging essc. . . Suffice to say

e T e D Caballe went from an unknown to the front pageyel$ as the arts pages, of the

 fertimdpni el ] next day’s New York papers. . . . To virtually #atire audience the opera was
JONE[, PERLEA 4 unknown, and so was the majestic-looking, 33-yediSpanish soprano singing
i 2. the title role. But after her intoxicatingly bedutisinging of the opening aria, it

was clear that a true, full-fledged prima donna @atved. . . . RCA came along

with a contract to recorducrezia Borgiathe following year during their annual recordirggsions in Rome.

The conductor was to be Jonel Perlea the sametlas Biew York concert performance. Alongside Caball
they cast the Canarian tenor Alfredo Krausgrere di grazieof recognised vocal elegance, particularly in the
bel canto repertoire. The cast also comprised tuegy American mezzo Shirley Verrett and regulavefthe
Met and Rome opera houses. The recording featsreseaof esteemedpera Magazins Thirty all-time great
recordings” (Robert J Farr, MusicWeb Internatignal

Donizetti: Maria Stuarda

This “musically splendid and intensely dramaticfpenance oMaria Stuarda. . .
stars the great American mezzo-soprano Joyce Didandhe title role . . . . Ms.
DiDonato’s performance will be pointed to as a madesinging in which all
components of the art form—technique, sound, coleance, diction—come
together in service to expression and eloguencerhis production has the right '
conductor in the pit: Maurizio Benini, who has ldmgpught a sure hand and insig DONIZETTI
to bel canto works. He draws a supple and glowerfopmance from the orchestra
and the chorus. . . . The cast is excellent. Intable Met debut, Elza van den
Heever, a 33-year-old South African soprano whaseer is rising internationally,
a vocally burnished and emotionally tempestuouzsabketh (Elisabetta). Her sound
with its earthy tinge and quick vibrato, is not geentionally beautiful. But her voice
has penetrating depth and character. She turidlaf coloratura passagework int
bursts of jealousy and defiance as Elizabeth calstanth the threat that Mary, a
blood relative, poses to her reign in England...Matthew Polenzani, who is :
becoming the Met’s go-to tenor in bel canto repgrto . brings melting sound and appealing vidbéity to

JOYGE DIDONATO - ELZA VAN D{N HEEVER
MH"CEW PﬂlENZMiI JOSHU.
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the role of the hapless Robert Dudley (Robert® Ehrl of Leicester. . . . Ms. DiDonato is simplggnificent,
singing with plush richness and aching beauty. f8vamoments, from the collective sounds of thedsi¢ol
chorus and orchestra, a pianissimo high note, dlmaadible, emerged from Ms. DiDonato’s voice vdlp
blooming in sound and throbbing richness” (Anthdimynmasini, “2 Queens, 3 Lovers and One Death
Warrant,”"New York Timeslanuary 1, 20)3Gramophonejave this live Metropolitan Opera DVD recording
its 2014 Editor’s Choice Award.Maria Stuardais based on a play by Schiller. If you want todgeper into
the background of the opera, have a looRext Brantley'sNew York Timegeview of the plawith
performances by the wonderful Janet McTeer andiétaialter as Mary and Elizabeth, respectively.)

6

Finally, the Blake collection would like to paytte to one of the world’s great bel canto artistariella
Devia. She rarely performs outside Europe and her feardings are not readily available. But in Jun&£0
she performed at Carnegie Hall: “Nearly fifteenrgeafter her last appearance at Carnegie Hall-vatbothe
Opera Orchestra of New York . . . Mariella Deviadaa thrilling, triumphant return in [Donizettils¢hly
dramaticRoberto Devereux . . it.was one of those rare nights in the theaterwhidibe remembered fondly
for a lifetime” David Laviska, MusicalCriticism.conAnd if you want to sample her talent, we recomche
these YouTube videoSCome Belld from Lucrezia Borgiaand ‘Casta Divafrom Bellini's Norma.

6

And perhaps now is a good time for you to revis# other bel canto operas already in the BlakeeCtdin:

Bellini:

| Puritani andNorma (featuring Maria Callas)
La SonnambulaandNorma (featuring Cecilia Bartoli)

Donizetti:

Anna BolenaandLucia di Lammermoor(featuring Maria Callas)
Lucia di Lammermoor(with Joan Sutherland and Luciano Pavarotti)
L’elisir d’Amore (with Rolando Villazon and Ann Natrebko)

Rossini:

Il Barbiere di Siviglia (with Leo Nucci and Cecilia Bartoli)
Il viaggio a Reims(Claudio Abbado conducting)
William Tell (Antonio Pappano conducting)
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For March the Blake Collection spotlights two greatsiciansMartha
Argerich andLeonard Bernstein.

MARTHA ARGERICH

“Argerich, a sixty-year-old native of Argentinajgas supreme over the feudalistic world of virtugsanists.
Rivals become mere fans around her, lingeringeatitior of her dressing room and then skulking a\ay.
concerts conjure up scenes from another placeisred grown men running down the aisles clutching
bouquets, world-renowned musicians pummelling #iéngs of the upper boxes, jaded critics brealirig
foolish smiles. Argerich brings to bear qualitibattare seldom contained in one person: she @raspiof
brainteasing technical agility; she is a charismatbman with an enigmatic reputation; she is arffanted
interpreter whose native language is music. Thasri@ay be the quality that sets her apart. A |ggiahists play
huge double octaves; a lot of pianists photograelh But few have the unerring naturalness of phgathat
allows them to embody the music rather than inegrpt (Madame X: Dinner with the Dark Lady of tReano,
New Yorkerby Alex Ross, November 12, 2001

Martha Argerich was just 24 when she won tRdrternational Chopin Piano Competitjaand years later she
served on the board of judges. (The board comprsnowned musicians from around the globe sutlad®a
Boulanger, the legendary teacher of Aaron Coplamtnaany others.) Winners of the competition have
included Maurizio Pollini and Krystian Zimerman.

Evening Talks

“Martha Argerich has long been hailed as one ofgifeatest and most uniquely
‘ imaginative pianists. She is most admired for theegoy of her music-making and
- her individual approach to each work, each sitmatiod each audience. A wild child
and a rebel at heart, this legendary Argentineasicran has often been surrounded
] by an aura of mystery during her long career. Hvening talks,’ a film by Georges
Gachot, a French film maker specialised in classmeic documentaries, lifts a
corner of the veil: Martha Argerich shares withhes memories, confides in us her
doubts, and transmits to us her incredible app&titenusic-making. Martha
Argerich has before admitted to feeling ‘lonely’ stage during solo performances
and now focuses on concertos and duo work. Thedita shows her performing
with some of her closest musical friends such agsigis Nelson Freire and Friedrich
Gulda and in various chamber music settings. Imafj@sgentina, where she was
born in 1941, footage of rehearsals in the corfeaitor at home, excerpts of recent concerts ackiizal
material complete this unique film portrait of aofethe most consummate artists of our time. Thistanding
documentation received several awards in EuropahendS and this DVD features a highly informative
booklet including international press articles rigmal languages and more than half an hour obtiginal
footage for the film in an extras package. An irtienglimpse into the life of a wonderful woman and

musician!” (Arkivmusig.

MARTHA ARGERICH
d A FILMEYE
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Martha Argerich: The Legendary 1965 Recording

“When Martha Argerich walked into the studio it weer dark, smouldering
looks which first struck me. . . . At first, herrids moved casually over the
keyboard as she tested the piano. Then she ladimuieeChopin’s Polonaise
Op. 53. Isatupin my chair . .. the balancerme®y said “Wow!” If this was
a sample of her playing, Argerich was quite the nhmsnidable player we
had ever come across. The big chords sounded theyajns between them choPm

clean; in the trio, a great showpiece, the diffiéeft-hand octave runs were ]{1‘};} el
even and the crescendo controlled. | peeped imtstidio to make sure that &S B
this wash of sound was really originating from $ip of a girl seated at the

piano. It was quite unbelievable. . . . Nothingubhave been beyond this
woman” (Suvi Raj Grubb, liner notes to CD). “Thi®@uly deserves its
legendary status. It was recorded way back in E@be start of what has
turned out to be one of the most exciting and faistg careers in history;
exciting because Argerich is arguably the greaiestist alive, and frustrating because she reftsgs/e solo
recitals, preferring the support of friends andesaues in chamber or orchestral concerts. Thaembgr rare
solo outings all the more precious. This disc dyatiplicates her debut recital for DG, which redeand
subsequent exclusive contract forestalled EMI urdiv. Rumor had it that the EMI was better, andhan
whole it is, though both are pretty exceptionabiny standards. The differences are relatively mibot
include an even more brilliant response to the ke in A flat, tighter rhythm in the Scherzo Bpand a
few incidental touches in the Sonata No. 3 andnisee. Chopin lovers and fans of this artist calyaneed no
further recommendation” (David Hurwitz, Classicsagqd

LEONARD BERNSTEIN

Many American television viewers in the ‘60s wargaduced to classical music by Leonard Bernstaiough
his “Young People’s Concerts,” where he condudiedNew York Philharmonic. The two Bernstein recogsi
we offer this month are of Bernstein with otherhastras.

Mahler: Symphonie No. 9

—— : “The most amazing Bernstein Mahler performancenycears, is his live
M e .l recording of the Ninth with the Berlin Philharmoh{élex Ross in response
BERLINER PHILHARMONIKER to “Questions for Alex Ros$New YorkerDecember 4, 2008Leonard

ikeanppD PERNBTE, ujms Bernsein “almost single-handedly resurrected the symphoriibtabler.

W

Why? One reason was a visionary desire to restasgkected repertory. The
other reason is equally clear. This was music anitiy a conductor for
conductors, and its mammoth complications wereldelanly by a
charismatic leader operating at center stage” @erilolland, “A
Department Store of Music” (a review of HumphreytBua's biography of
Berstein) New York TimedMay 22, 1993 Bernstein “had never been
invited to conduct the Berlin Philharmonic befanattnow historic concert of
4 October 1979, which was fortunately preservedhis recording. And it
turned out to be the only time Bernstein was tademh the Berlin
Philharmonic. “The program consisted of Mahler'sitdi a symphony that was especially close to Benmst
heart. He regarded the work as the composer’srvisi ‘his own imminent death’ as well as a kindarewell
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to the era of tonal music.” The orchestra and cotatuvere at first wary of each other, but thigé¢ineness
“soon gave way to a profound mutual understanding, the performance, as documented here, became a
testimony to the orchestra’s playing under a cotmughose art it was to experience only once aneémne
again. The musicians and audience alike werelspeid, and Leonard Bernstein remarked: ‘the orchegis
wonderful . . . never have | heard such exquisifegaying, and this in one of my favorite sympfesY (from
Peter Gradenwitz’s liner notes for the CD).

Shostakovich: Symphony No. 7 “Leningrad”

“No musical work embodied the siege of Leningraddeied, no piece of
music embodies any war—Ilike Dmitri Shostakovichév&nth Symphony.
Its Leningrad premiere, on Aug. 9, 1942, was pentx by starving
musicians and broadcast over loudspeakers atdhetty defy the Nazis and
hearten Russian troops. Abroad, it provided ‘a i@@emption for Stalin
and the Soviet regime,’ . . . especially for thesféen allies, who ‘wanted
badly to believe in the Russians, in their surviaad in their decency.’
Shostakovich’s private irony was that his music wasmerely a cry against
the Nazis but also against Stalinism. [It was]egjtriem for a noble city beset
by the twin monsters of the century” (Michael O'Breell, “The Strains of
War,” (a review of Brian Moynahaniseningrad: Siege and Symphony
Wall Street JournalNovember 7, 2014).

As with his one-off conducting of the Berlin in tMahler 9, this performance Shostakovich’s “Lenadjr
Symphony with Bernstein at the helm of the Chic&gmphony is the only time the conductor and orchest
worked together. This live recording “is magnifiteBverything goes right from start to finish. Bst@in holds
the first movement together magnificently. The apgrparagraph, with two wonderful tunes . . . isyweell
handled. . . . Then comes the middle section. Hegenstein slowly screws up the tension, keepinach-
steady tempo. By the time we reach the climaxelllis about to break loose and take over. But the
‘recapitulation’ bursts in and the music calms do®eautifully done here, the gradations of volume\eery
well handled. The final page, with its ghostly. reminiscence of the middle section is quite Inaising in its
simplicity. The delicate, dance-like, second moveme light and airy, feeling like ballet musictahes. The
unruly elements are kept in check and this isras din exposition of this movement as one could hopdhe
slow movement seems more beautiful and less stitebsin I've ever heard it before. Towards the end,
Bernstein injects the music with a large dose agedy and the movement ends in desperation, whicbw
the quiet opening of the finale begins. Before |dmgvever, Bernstein has pulled out all the stopbvae’re
plunged back into the fighting, tension and stiithe first movement. The volume grows, the ortiagi®n
fills out and the coda, which so often can sounahlastic, is built, not as a victory, but certainbt as a
tragedy, rather as real defiance in the face oéegity—whether it be Stalin’s subjugation of thesRian
people or the Nazi war-machine. This is a very igpeaformance in every way: the playing, the digcand
the intelligence which Bernstein brings to his iptetation. This issue won a Grammy in 1991 anah inat
surprised. The engineers have excelled in creatwwgle dynamic range which encompasses the veefagti
of whispers and the largest orchestral sound thrawthem—and there are some very big sounds frenfulh
orchestra. . . . It's doubtful you'll ever hear th@layed with such passion and searing, whiteihsight and
intensity ever again. Not so much a must-have@d-live-without” (Bob Briggs, MusicWeb Internatial).
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Keep in mind these recordings already in the Blakbdection as well:
Martha Argerich:

Prokofiev & Ravel: Piano Concert¢8laudio Abbado conducting the Berlin Philharmgnic

Mozart: Piano Concertos no. 25 and(@laudio Abbado again, this time with the LuceFRestival
Orchestra)

Leonard Bernstein:

Beethoven:Fidelio (Conducting the Vienna Philharmonic and Viennde&S@pera Chorus)

Shostakovich: Symphony No.(Eonducting the New York Philharmonic)

Sibelius: Symphonies 1, 2, 5 & @n DVD (Conducting the Vienna Philharmonic)
Other Winners of the International Chopin Competition:
Maurizio Pollini:

Beethoven: The Late Piano Sonatas

Schubert: The Late Piano Sonatas

Chopin: Piano Sonatas Nos. 2 & 3

Kristian Zimerman:

Chopin: Piano Concertos Nos. 1 & 2

Krystian Zimerman—The Liszt Recordings

Krystian Zimerman Plays Chopin & Schubert DVD
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The month, the Blake Collection features condudtbihelm
Furtwangler

“I have never known anyone else to use each momaeitlife to the full as he did, making
music, reading, learning, all in the knowledge thathe cultivation of beauty is among the
greatest gifts life can bestow on us” (Yehudi Menuh in CD liner notes to Bruckner:
Symphonie No. 5)

“Wilhelm Furtwangler was always a stranger in thiwld. He was someone who went his own way anddstoo
apart from the others: he could not be pigeonhmlethy one category, no matter how broad. Furtwariglthe
ultimate embodiment of the musician who refusesdapt to preexisting molds. . . . It's constan#ding said
that Furtwangler was conservative. But that's na t . . . Furtwangler had a deep-seated belafritusic must
evolve. Music is sound, and sound has to becontgusio'be.” As a result of this understanding, masic was
always new, and never just a question of the repertFurtwangler did not rehearse just in ordesdlh up

what he discovered in rehearsal for a concertaretrening. For Furtwangler, a Beethoven symphorsyjust

as new, just as vital as a piece composed yesterdayVilhelm Furtwangler stood for an engagenveitt the
music's content. All of us felt Furtwangler's irdhce: Claudio Abbado, Zubin Mehta, and_I” (Daniel
Barenboim, “Why Wilhelm Furtwangler Still Moves Usday”).

“You could say that although the great German cotaitcomposer Wilhelm Furtwangler passed from our
midst more than 50 years ago he still refusesdokirtwangler remains powerfully relevant . [E]very
musician who smacks at the face of fad or fashiands to learn from Wilhelm Furtwangler’'s example.
Gustav Heinrich Ernst Martin Wilhelm Furtwangldretonly musician in his family, was born in 188& t
same year as Edwin Fischer and Arthur Rubinsteid the year that Franz Liszt died. His mother Adillwas
a painter and his father Adolf a leading classazahaeologist. Young Wilhelm benefitted from belmyn into
a cultivated humanist environment, from a privataaation (principally by an archaeologist, a sai@ind an
art historian), the opportunity to accompany htbéa on excavations and from early trips to Itaig &reece.
These and related activities inspired a lastingepation of the personalities and principles igiant Greek
history as well as a love of Shakespeare, Goettie@trer major writers and thinkers. Hence the gaipaense
of awe that was at the very heart of Furtwanglgréatest interpretations.

Blessed with an outsize imagination and a prodgimemory Furtwangler soon gravitated to music,anthe
time he was 17 had written numerous works includirsymphony and settings of Goethe. Composing would
remain a vital function throughout his life. He alyg thought of himself as a composer first andnfos . . . .It
was largely through a desire to conduct his ownicilsit Furtwangler adopted his chosen professiat,as
well as a burning love of Beethoven, [and] an iases interest in the art of interpretation. In.addition to
taking the greatest pains over the music he cordumt played (he was also a very capable piahistgared
about his musicians as individuals. . . . Wheulied his orchestral players were devastated, sdrem even
going as far as to threaten to abandon the musfegsion altogether. Their leading light had bemrffed out;
Furtwangler was their inspiration, a trusty guideovcould draw them into an elevated world that dddrely
exist without him.

How then can we best define that unique artistry7A] Furtwangler performance didn't't so mudhrs as
emerge. . .. Recording the famous 1951 EMI Tmistad Isolde was a pivotal experience . . . .[He] that
uncanny ability to lift the notes off the page iway that would have made the great composersdestpair at
the limitations of the pen and shout for joy atitmg@ghts of a like-minded interpreter. But theeréhare some
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things that only a composer knows, and Wilhelmartgler was that, too” (Rob Cowan, “Furtwangler—Man

and Myth,”GramophoneFebruary 2006

Berlin Philharmonic.

Beethoven: Symphonien Nos. 5 & 7

“No symphonic work obsesssed Furtwangler or stitedl4is imagination more
than the C-minor symphony. It was central to tleetBoven symphonies, and it
was central to the art of Furtwangler. The Fiftaygld so prominent a part
throughout Furtwangler's concert and recordingerat®at it is hardly an
exaggeration as a lifelong grappling with its mgirhallenges and problems. It
was almost as though the work were an alien fdraegrovoked him into a duel
of wills. There was rarely a season when this weak absent from his
reportoire. Each new performance meant anotharcehtn attempt to solve its
expressive and technical complexities” (John Ard®ime Furtwangler Record
Portland, OR: Amadeus Press, 1994). This is aréeerding from 1943 with the

Beethoven: Violin Concerto & Romances

“Menuhin’s account [of the Violin Concerto] withélLucerne Festival Orchestra YehugimMenuhin
under Furtwangler has an authority and intensiy éne almost unique in this Vo Conarto & Romances

Wilhelm Furtwangler

repertoire” Penguin Guide, January 2009’ he Rough Guide to Classical Music
describes Menuhin as “perhaps the world’s greatestern interpreter” of

Beethoven'’s Violin Concertdjough GuideLondon: Rough Guides, 2001, p. 44).

These studio recordings were made in 1947 with_tleerne Festival Orchestra for
the Violin Concerto, and in 1953 with the PhilhamaOrchestra for the two

Romances.

Ludwig van Beethoven

Wiener Philharmoniker

TSH1IX 0 “«watoig»

Wilhelm Furtwingler ...

Beethoven: Symphonie No. 3 “Eroica”

“Please believe me: there is no contest. [This]tbd®e the greatest-ever
recording of the Eroica” (Rob CowaBramophone UK

“Beethoven’s music was at the heart of Furtwanglart. Each performance was
a new experience for him, a new opportunity to expent and search for a more
ideal balance between the expressive and structanéént of this extraordinary
body of music. To Furtwangler, its character wasieh and diverse as nature
herself. With Beethoven, he felt that for thetfirmme music had become capable
of expressing what in nature is the catastropl@meht. The catastrophe is no less
natural than is the slow organic development ofugian; it is another form of
nature’s expression. . . . The third, fifth andthisymphonies were the works of

Beethoven that formed leitmotifs that reverberbteughout Furtwangler’s career. He returned tonthiene

and again in an attempt to find the ideal propositor their anguish, depth, power, and anger” ¢dajl
This concert with the Vienna Philharmonic took glac 1952.

April 2015 Newsletter

77



Brahms: Symphonie No. 1

“Of Brahms’ fourth symphony, it was the first theaterted the most heated, Johannes Brahms
deeply immersed response from Furtwangler, onerévarberates intensely
with the wildness, fantasy, and demonic forces tiegperceived in the music
of Brahms. . . . From the first measures, [thi®rdimg of Brahms’ Symphony
No. 1] is granite-like and dramatic, with the irduztion weighted by the treac
of the timpani’s pounding strokes. The rise antidathe string parts above it
seemed stretched almost to a breaking point, angytha brief island of relief
is provided by the oboe solo just before the atiedris is, on the whole, a
performance that is ominous and tragic. The modts gver even into the
usually tranquil and flowing second and third moeeis before being
released again in full fury during the finale” (doArdoin). “If | had to choose BB withelm Furtwiingler

a single recorded performance to convince a listdra Wilhelm Furtwangler was one of the greatest
conductors to make records, | would most likelyad®this one . . . . Both works [Brahms’ Haydn ®aoins
are also on the disk] come from the same concadt{@ether they should completely overwhelm anyehe
cares about music” (Henry FogElanfarg. Furtwangler led the North German Radio SymphOnghestra in
this legendary 1951 double-bill performance, whiame to be known as “the Hamburg Concert.”

15613 LT “Ramgusty

Morddeutscher Bundiunk

Bruckner: Symphonie No. 5

“The sheer expanse of Bruckner’'s music, with itsoses sense of mission,
the way in which it reaffirms mainline Germanicrual structures, its

RTWAN _ elevated and frequently religious character, andhildlike sense of
BRUCKNER. wonderment, was tailor-made for Furtwangler’s imatjon and

ST Mplche. 2 personality. . . . [he] often spoke of Brucknettie same affectionate terms
i he reserved for Beethoven and Brahms, and he fBunckner’'s music
equally ‘timeless.” While Furtwangler did see Broek as part of his age,
he also realized that he stood apart from it. frarngler said of Bruckner],
‘He did not strive to achieve immediate success.d#li was not for time
but for eternity, so it was for eternity he work&thus he became the most
misunderstood of musicians.” (Ardoin).

This is a live recording with the Berlin Philharmofrom 1942.

2
e
=
=
=
=
=
| |

Wagner: Tristan und Isolde

“[T]his has been defined as a classic of the rdogrthdustry in the half century |
since its making by just about every commentatoo Ws written about it. . .. |
the conducting of Furtwangler . . . makes it ireg@able. . . . one would search
in vain for a more convincing architectural uniymore persuasive knitting
together of structure and impulse, than is to medeere. . .. Every single
phrase is connected to what precedes it and whaiviit. Although the
phrasing is supple, and there are many subtleti@gof tempo, everything is
perfectly prepared. The music breathes, breathasvay that is so natural that
we are ultimately unaware of the act of performaaoel aware only of
Wagner’s great achievement. Every aspect of thdwdnor’s craft and art is
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present and is applied to this whole—color, balatemapo, texture, chord-voicing, shaping, articolat—all of
this and more are sewn together to make this neiraich performance” (Henry Fog&anfare. This 1952
studio recording featured the Philharmonia Orclaesith Ludwing Suthaus and Kirsten Flagstad intithe
roles. This is one of EMI’s “Great Recordings of fBentury.”

6

And don't forget about these Furtwangler recordadgsady in the Blake Collection:

Beethoven: Symphonie No. 9

Schubert Symphony 9/Haydn Symphony 88

6

Article of Interest: We invite you to have a look at Tom Service’s &tien “conducting'’s next big question”
(The GuardianMarch 10, 201p This article, with its roster of possible carates to replace Simon Rattle as
conductor of the Berlin Philharmonic, is a who’sondf some of the leading conductors working today.
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For May, the Blake Collection offers
Puccini Operas

Opera is “an art which seeks, more obviously thanather form, to break your heart” (Julian Barnes,
Levels of LifeNew York: Knopf, 2013, p. 100).

And this may be most true of Puccini’s operas, Wtace “beautiful, touching, and rewarding. . . . In
their ability to examine the truest emotions of thenan condition, and in the human dignity they
inherently uphold, his operas convey a message# in humankind that is quite rare even in the
greatest works of art” (William BergdPuccini without ExcusedNew York: Vintage, 2005, p. 12).

6

Puccini without Excuses: A Refreshing Reassessmafithe World’s Most Popular Composer

Giacomo “Puccini is the most beloved composer @rapn the world: one quarter of all
opera performances in the U.S. are of his operasnbisic pervades movie soundtracks,
and his plots have infiltrated our popular cultiat, although Puccini’s art still
captivates audiences and the popularity of suctksvasTosca La Bohemeand

Madama Butterflyhas never waned, he has long been a victim etargnobbery and
cultural marginalization.

@ . . “Inthis witty and informative guide for beginneasd fans alike, William Berger sets
ECCETLE  the record straight, reclaiming Puccini as a sariaist. Combining his trademark
ey EXEUSES . jrreverent humor with passionate enthusiasm, Bestikes just the right balance of
“j-.lfi'i.“‘_‘ﬂ.'ff"‘;wl introductory information and thought-provoking aysa$. He includes a biography,
) discussions of each opera, a glossary, fun factsaaacdotes, and above all keen insight
into Puccini’s enduring power. For anyone who loRescini and for anyone who just wonders whattel t

fuss is aboutRPuccini Without Excuses funny, challenging, and always a pleasure aol'réfrom back cover).

CDs:

Manon Lescaut

“The first of [Puccini's] operas that shows thduehce of theverismoschool

[e.g., school of realism] iBlanon Lescau1893), the story of tragic love that b o
Massenet had set nine years before. Here he phowself a superior musician oG i
to any of his Italian contemporaries (and to Masggi{Stanley Sadie and — S,
Alison Latham,The Cambridge Music Guid€ambridge, UK, 1985, p. 420). b, A
“This ‘classic’ 1954 recording is indeed that: Be hard pressed to think of a “A"O“

better performance of this opera, either live odists. Soprano and tenor ‘ lEseA"T
completely inhabit their roles, and when you gghtidown to it, that's what the o asanese - sussi soaLne
success of this opera leans on. . . . [Soprana lAtthianese’s] flawless diction, e e s romosavoressoious

complete understanding of the Puccini idiom, refftsautesy-up or harden at ~ JONEL FERLEA
any point, and her utter honesty brings the charaattirely to life. She sounds
impetuous in the first act, troubled and then sveayy in the second, and downhearted, beaten,iafd ip
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the third and fourth. She sounds more frail inlast-act aria than any soprano | can recall It's a stunning
performance. And what a Des Grieux [Tenor JusieBjng is! Ardent, ringing, specific, tender, and
dangerously in love, all with that beautiful, intatle tone. [Baritone Robert] Merrill sounds luxaus as
Lescaut, happy, dumb, and believable, and [Bariteraaco] Calabrese’s Geronte is one tough cookie.
[Conductor] Jonel Perlea gets at the nervous ceftde second-act duet and captures the dreaminess
elsewhere . . .. What a show” (Robert Levine, §ltz oday, October 17, 2005

La Fanciulla del West

Puccini headed to the Wild West with this operadseing the California
Gold Rush. Soprano Carol Neblett “channels Minmilidntly. . . . [Baritone
Sherrill] Milnes embodies the Bad Guy Dressed iadRlin every Western
movie ever made. . . . [Tenor Placido] Domingmdist, was put on earth by
God to be Dick Johnson. The various miners argtlilly diversified in
vocal color, which is one of the most importanteasp of this difficult score.
Mehta conducts the score with broad strokes. Yt go wrong with this
performance” (Berger, p. 404). This 1977 perforneawih the Chorus and
Orchestra of the Royal Opera House, Covent Gaidérgm Deutsche
Grammophon’s “Legendary Recordings” collection.

“The bandit Dick Johnson could have been a rolertanade for Placido Domingo, and although theeear
couple of later recordings of him in the same pgéarsFanciullais perhaps the best of all his Puccini roles on
disc . .. As with all DG’s ‘Originals’ series, stbeautifully presentedPatrick O’ConnorGramophone
(London), July 1, 2004).

DVDs:
La Boheme

La Bohemas “a tale of aspiring artists and their loveshe ‘bohemian’ world of
mid-century Paris . . . . with a deeply touchintafiscene where . . . a girl dies of
tuberculosis, reconciled with her lover. La Bohemes Puccini's most popular
opera” (Sadie, p. 420). “F@ohemeon video/DVD, the Stratas/Carredase from

the Metin 1979 is a classic. Both protagonists look &l the parts in a unique
way . ... Stratas is in total commend of the fofeMimi], and even those who
thought they were jaded @ohemesat up for this one. Carreras may have been the
perfect all-around Rodolfo. He himself claimed @asnhis best role and the one he
related to best on a personal level. . . . theshang timbre of his voice itself is
enough to expose new depths in the score at eweryThis is not to say he couldn’t
act—far from it. No stage actor could have delkeethe role more convincingly in a
spoken drama than Carreras does here. . . LNa@drom the Met Bohenaso

shows the power of the Zeffirelli production whémvas new and attention was paid to the all-imptrta
details. And of course there was Renata ScotMusetta, who clearly had no intention of being agstd by
Stratas. She comes on like gangbusters and ontp®it up from there. . . . If there were ever one
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performance oBohemethat came close to showing everything this opasatb offer, this surely was it”
(Berger, pp. 398-99).

Madama Butterfly

“Most of Puccini's heroines are ‘little women’, whaffer and die for their true,

limitless love. One such is Madam Butterfly, tlag@dnese girl duped by an Americar

naval officer into marriage, then deserted; [Puitsficapacity to compel the Madama Butterfly
audience’s emotions in sympathy with his heroisgsarticularly striking here”
(Sadie, p. 421). “Patricia Racette’s Butterfly iagnificent. Her full-bodied voice is
imbued with a warm vibrato and her phrasing is retand sharply musical. But just
as crucially, she listens and reacts like a yourigagd her movements are
economical; her face registers her inner feelingseraarkable portrayal. Marcello
Giordani sings and plays Pinkerton with handsome tnd intelligence; his early
swagger is offset by the realization of what hedselin the final scene. Dwayne
Croft’'s Sharpless is sympathetic and Maria Zifckgkuzuki is grandly sung and well
acted: her silent reaction to Cio-Cio-San’s conegrso Christianity speaks volumes.
Patrick Summers leads with intensity and great tstdeding. Both sound and picture are splendits &ary
Halvorson'’s direction for the screen. . . . Thisfpagnance was filmed in high-definition in March@@ and
features James Levine conducting the Metropolitpar® Orchestra and Chorus (Robert Levingten Spring
2011,.

Turandot

Turandotis “a savage drama set in China . . . . [Pucdm@gl in 1924, leaving [it]
unfinished” (Sadie, p. 421). “The action is sePeking in ‘legendary’ times. The
evil Princess Turandot announces that she will ynidwe first man to answer her
three riddles—unsuccessful candidates will be démigpl” (Classical Music: The
Rough GuideJoe Staines, Ed., Rough Guides, London, UK, 200382).“This
Royal Opera production by Andrei Serban . . . .eaéb closely to Puccini’s original
scenario and [conductor Serban’s] dramatic conoep$ gripping . . . . Lise
Lindstrom in the title role of the icy princessoise of the very few Turandots on
video who can convince us that Calaf could falowe with her at sight. Slim,
beautiful and expressive, she fills the dramatimaleds of the role to perfection; and
her singing, steely and passionate by turns, gparg . . . . [Tenor] Marco Berti . . . .
has none of the sense of glamour that one founexample, in Franco Corelli, but
he compensates for this by a close engagementhattext and the drama. . . . It is rare indeeahiy recording
of Turandotto find an unsatisfactory Liu—the role is a gdtany Puccini lyric soprano—but Eri Nakamura
makes an unusually positive impression. She ssigsore, ascoltalith all the required delicacy without
swallowing her words in the final bars, and shadsaup to Turandot in the final Act with all thedeity of a
lioness defending her cubs. . . . The orchestigoregs well and with enthusiasm to the conductingerfrik
Nanasi who brings out the many subtleties in tlogesc . . The video production is excellent, emaplis to see
everything of importance and avoiding distractio(aul Corfield Godfrey, MusicWeb Internationalpdul 4,
2014,
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Other Puccini recordings in the Blake Collection:
CDs
La Boheme(Mirelli Freni and Nicolai Gedda with Teatro dé€dpera di Roma)

Madama Butterfly(Renata Scotto, Carlo Bergonzi, and Rolando Pangtta Teatro dell’Opera di Roma)

Tosca(Leontyne Price and Franco Corelli with the Metiajan Opera)

Tosca(Maria Callas, Giuseppe di Stefano, and Tito Galtlhia Scala)

Turandot (Birgit Nilsson and Franco Corelli at La Scala)

Turandot (Birgit Nilsson, Renata Tebaldi, Jussi Bjoerlirigtee Rome Opera
DVDs:

Tosca(Royal Opera House, 2011, with Angela Gheorghiuasdtaufmann and Bryn Terfel)

6

“The New York Philharmonic was, at crucial momeintsecent years, ‘an orchestra adrift.” New YorkyCi
Opera’s death, after years of missteps, was ‘adgjioot a homicide.” And all who care about thetidpolitan
Opera are entitled to ask how its ‘desperate firmmondition arose, and whether the steps takelate are
nearly enough to address it successfully.” Thugite Michael Coopés April 15, 2015 New York Times
article“"Reynold Levy's New Book Names Names, Including et and Peter GelbLevy, who was

president of Lincoln Center for a dozen years bagimon 2002, describ&hey Told Me Not to Take That Job
as “a celebratory book, but also a cautionaryt®ayone interested in a behind-the-scenes lodkoat major
arts organizations stay afloat—or don’'t—uwill waatread at least Cooper’s article, if not Levy’s bg¢due to

be published in mid-May).

TWO ARTICLES OF INTEREST

Is there a doctor in the house? If someone askstlthe Metropolitan Opera, the answer will likeky yes.
The Met has “several physicians who act as theloctor on call, each serving once a week in exgbdor a
free night at the opera and the chance to speredriegar singers they admire. The doctors’ job isonbt to
minister to the strained larynxes and occasiormaitéires of the cast and crew, but also to treatlmeesof the
audience, who are most commonly felled by preperémce overindulgence in wine and rich restaurawd.fo
For more on this fascinating little-known side lo¢ tMet, have a look at Anemona Hartoc@ligrticle“Doctors
to Divas, Stagehands and Opera Lovers at thé iMéhe April 27, 2015, edition oThe New York Times
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For June, the Blake Collection focuses on piano coartos and symphonies by great
German and Austrian composers

“Never in its 112 years, | thought, had this pide@n played by such a master . . . .[He]
seemed to distill the beauty, drop by drop, likealrmemist, into flowing notes of an almost
unbearable beauty—and, after this, there was ngthiore to be said” (Oliver Sacks,
Musicophilia: Tales of Music and the Brain

6

Die Klavierkonzerte/Chorfantasie op. 80

BEETHOVEN

“Munich’s music lovers still talk about these corise Although Rudolf Serkin
regularly performed in the city following his retuto Germany in 1957,
concertgoers had never previously had an oppoyttmitear the great pianist
performing over such an intensive period as theyddiring the late autumn of
1977. Together with the Bavarian Radio Symphongh@stra under Rafael
Kubelik, he played all five Beethoven piano conagrtogether with the rarely
heard Choral Fantasy op. 80, at three concertsiilerkulessaal of the Munich
Residenz, an acoustically and atmospherically idpate for a meeting of musical
minds whose like we shall probably never see ag&attfried Kraus, CD liner
notes).

“For at least a half century Beethoven's piano eaws played a central role in Rudolf Serkin’s répee. . . .
Yet out of all the Serkin Beethoven concerto cydeslisc, the present one, recorded over the caldirtbeee
concerts in October and November of 1977, offeesntiost consistent artistic and sonic satisfaction Serkin
must have drunk from the fountain of youth befatéry the stage for the Choral Fantasy (Kubeldq,tfor
that matter). The performance radiates inspirdtiom start to finish, highlighted by Serkin’s ardeet cannily
structured opening cadenza, the chamber episods8ukgive and take, plus massed choral and oncties
tuttis that at once communicate elemental powertextral clarity.” (Jed Distler, “Historical Gems:
Beethoven with Serkin and KubelikZlassics TodayJuly 25, 2013

Symphonies No. 4 & No. 6 “Pastorale”

Conductor Bruno “Walter recorded the Beethoven dyones in stereo for
Columbia in 1958-59, taping . . . Nos. 1-8 in Lasg&les with orchestras of
freelance and studio musicians who rose magnifigénthe occasion. Walter wag
in his eighties, but that didn’t stop him from goalg these works by the throat;
there is no mincing around, no effusive lingerimgiophrases, no ponderous
trudging either. [These] symphonies are sunny arigaing, full of the warmth the

conductor exuded during his Indian-summer yeatkerstudio. . . . The
recordings have held up extremely well; the soumthese 20- b|t CDs IS spacioug ]
yet detailed, with amazing presence and solidify¢d Libbey. —

June 2015 Newsletter 84



BRUCKNER

“The essence of Bruckner’'s music, | believe, lies ipatient search for pacification. ... By [el]il mean its
tendency to remove, one by one, disrupting or a@tsitng elements, to seem to uncover at lengthtatesgum

of calm, contemplative thought. The supreme a@ent of this kind is the Eighth Symphony, in whikh
movements seem successively to reveal each othefhe quality most notable in the search fohsale
expression is patience, and this is what, | thBrkickner's music really defines. But if you wanget the most
out of Bruckner, you must have great patience deoproperly to appreciate it in him. . . . At Qigatest,
Bruckner is able to achieve a deep composure, wigatan transfer to a receptive listener. Thecbefar this
composure is his life’s work” (Robert Simpsdrne Essence of Brucknérondon: Gollancz, 1992, p. 231-33).

Symphonie No. 7

“Franz Welser-Most here goes about his task irghliziconsidered manner,
with the care of a man placing himself at the seraf the work. . . . he always
makes high demands in his interpretive approadultieg in an astonishingly
‘independent’ sound. He commands his forces cenfig. What is surprising,
given his own youth and that of his ‘peers’ whoyphdath such healthy curiosity,
is that he possesses a natural authority, whickupmably arises from his
technical command and a certain maturity in his grevof persuasion. This is
not someone who plays for cheap effects, but imyeweasure displays how
precisely he has read this Seventh Symphony andhleas determined to
interpret it according to his own image of it... He is one of our finest assets for
the future” (Karl Harb, “How Young Musicians Ask @stions of Bruckner,”
Salzburger NachrichterAugust 21, 1989, quoted in CD liner notes).

The Mature Symphonies: Symphony No. 8
“To reveal the rests as vibrant silences, rathen thterruptions or gaps—this was the
artistry that Baremboim and the Staatskappell&ksibuly demonstrated. In this way,
everything about Bruckner became understandablestijleso captivated the listeners thg
some of them—especially in the unequalled Eight @yomy—were moved to tears”
(Frankfurther Allgemein&eitung)

“The work, the conductor and the orchestra arshadlwn in the best light. It is this kind
of experience that has you sitting afterwardsaftong time, wondering at the greatness
of what you have just heard” (Michael TanrBBC Music MagazineApril 2015).
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HAYDN

The Paris Symphonies

“For the pre-Revolution Parisians these were graoiks of powerful and
unrelenting invention, and Harnoncourt’s achieven&ito remind us of the
fact, revealing in these underrated masterpiedesliance and muscle that
can almost make us forget 200 years of symphostoiy. For that alone we
should be thankful, but these are also just abbmuhtost enjoyable and
involving Paris performances you are likely to comeeoss. The Concentus
Musicus are on superb form, serving up a sound tletlr and substantial,
with horns a more than usually dark flavouring. Atarnoncourt is typically
alert to every message the music has for us, doadniama, humour,
tenderness and colour at all turns, leaving therer nothing to do but gasp,
smile or glow in his wake” (Lindsay Kem@ramophong

MOZART

Piano Concertos 9 “Jeunehomme” & 17

Mozart’s Piano Concerto No. 9 is “one of Mozart'emmmental works that NI A
he never surpassed” (Alfred Einsteinli®01 Classical Records You Must - concerros
Hear Before You Digp. 154). et v

ANDREAS STAIER
CONCERTO KOLN

“The Piano Concerto no. 9 in E flat major, K27 lulcbjustifiably claim to
be Mozart’s first great masterpiece. Appropriaftelya work that signifies
a musical ‘coming of age,’ it was composed in teeyymonth that Mozart
turned twenty-one: January 1777. The concerto®oagrfidence, as
Mozart experiments with forms and styles. At igmtt is a tragic
Andantino in the style of an opera seria aria, mwielins setting an -
intimate, impassioned tone; none of Mozart's pragiooncerto movements s

had tapped into such a deep vein of emotion. Teathless rondo finale,

by contrast, bubbles with the joie de vivre of @kuffa. But Mozart has a final trick up his sleethe
energetic music abruptly comes to a halt, to b&aoeg by a complete unrelated minuet, whose elegant
cantabile theme is all the more magical for italtonexpectedness. Almost as suddenly, this episodver,
and the effervescent rondo theme resumes, bringiog rousing conclusion.

“Played on a reproduction of Mozart’'s own fortemaAndreas Staier’s performance with Concerto Koln
bristles with excitement. Listening to the gutsigullient playing of the period-instrument orchastine can
image how Mozart first performed this daring woikhe fortepiano is much lighter and more delicat®one
than a modern grand, making a revelatory differdndbe texture; Staier conjures silky beauty aaudhey
percussiveness from it. There are many splendiordengs of this concerto with modern instrumehts,
Staier’s deserves benchmark status for its sengg @ind evocation of live music as Mozart mightdanade
it” (Graham Rogers i1001 Classical Records You Must Hear Before You Digverse, 2008, p. 154).
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SCHUBERT
Symphony No. 8 “Unfinished” & Symphony No. 9 “Great

Symahony No.s “Bohm was a great Schubertian. His series incladesry fine reading of Symphony
Schubert | sy ues No. 8 (‘Unfinished’), which from the outset is ramscent of Furtwangler's in its deft
tempo management and serene authority. The mowéhiatcello theme (second
subject) in the opening movement is always difficahd Bohm achieves a faultless
transition. . . . these are Schubert performantegyb distinction, belonging to an
older tradition that’s still got plenty to commendhese days, thanks to Bohm’s
knowingly sympathetic direction and the fine playwf the Berlin Philharmonic”
= (Michael Jameson, ClassicsToday.gom

Beilin Pdhanmnne - Karl Behm

“These are marvellous performances: vibrant, cligzaracterful and effortlessly well played. Theorgkings,
too, still seem new-minted . . . . The Berlinend’ia the art that disguises art. Bohm never féedsneed to do
anything clever but just quietly sees to it thas guperb orchestra plays at its best. His way thightwo late
symphonies is, in fact, highly sophisticated. Theiklshed begins in what seems to be a leisuralgiéan but
his performance of the first movement catches Sehistmix of lyricism and high drama with extraardry
acuity. Conversely, the second movement seems Butitbrings the work full circle, with an equally
extraordinary sense of calm and catharsis in tie pages. The celebrated 1963 Ninth . .. usesa single
grand design to capture the symphony’s sense @festaand derring-do in addition to its lyricism, fldp and
earthy Austrian charm”_ (Review @ramophong

Perhaps you'd like to revisit these recordings fronearlier issues:

BEETHOVEN:
« DVD of Symphonies 4, 5, and 6, with Christian Thmhnn and the Vienna Philharmonic
 DVD of Piano Concertos 1-5, David Barenboim perfiomgnwith Staatskapelle Berlin

BRUCKNER:
« DVD of Symphonies 4 & 7, Christian Thielemann cociilwg the Munich Philharmonic
e CD of Symphony No. 8, Herbert von Karajan concgcthe Vienna Philharmonic

HAYDN:
e (CDs of the London Symphonies, Les Musiciens du keuwrenoble with Marc Minkowski

MOZART:
 CD containing Andreas Staier's performance of ithaed®Concerto No. 27

SCHUBERT:
e CD containing Symphony No. 8, Wilhelm Furtwanglenducting the Berlin Philharmonic
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For July, we featureITALIAN OPERA, works by Bellini, Donizetti, Verdi, & Leoncavallo

“Engrave upon your mind in adamantine letters: apeust make people weep, shudder, die through the
singing.” (Vincenzo Bellini, to librettist Count @a Pepoli)

6

Norma
“This recording can be counted among the most warflowning. At times
= the young singer is vocally gentle and serene,enttther moments (namely
e those with powerhouse veterans Fiorenza Cossottd/anio Del Monaco)
she is ferocious and fearless. Once thought ofvasrény successor to Maria
Norma Callas, the career of Ms. Souliotis burned hot lamef. . . . Originally
recorded for Decca, the opera makes its worldwatritifor which many
fans have been clamorinGramophoneeviewed this set when it was
released: ‘Elena Souliotis has the power, feroeihergy for the role’. . . .

BELLINI

BELLINI

s e D1IVIO Varviso conducts and the emphasis is ordtiagna and the creation of
wenemunesns  three-dimensional characters. It's an approachsthiéed Souliotis. Her
s interpretation ranges from the ravishing simplicifyher ‘Casta Diva’ to

desperate mood swings in the scene with the slgepifidren (‘Dormono
entrambi’) and in her dealings with Pollione. Mabel Monaco is as strong as ever as the Roman psoto
Pollione; his high notes ringing and unforgettaldalgisa is sung by Fiorenza Cossotto. . . reghlemany
as one of the finest mezzos of the twentieth cgntur. The received opinion is that Souliotiséslg
assumption of difficult roles damaged her voice€@amting for her early retirement from major roles
(OperaFreshBlogSppt

Souliotis’s “good fortune was to arrive on the @igrscene just as Callas’s star was dimming; hstake was
to attempt and give too much too soon. . . . | fimat her voice exercises a strange fascinatios sitich an
individual instrument. Comparisons with Callas ia&vitable, not to the detriment of either sindmrt because
both have such a gift for enlivening and declainterg and both make such telling use of their themt lower
registers . . .. We are blessed in the presentteeofoung Fiorenza Cossotto in one of her mostxated
roles, which she sang alongside Callas; she islgifigvless, easily encompassing the wide tessibfira
Adalgisa’s part and absolutely thrilling when simgiher duet with Del MonacoR@lph Moor¢.
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DONIZETTI

Roberto Devereux

“There were roles, especially ElizabetiDOavereuxwhich defined my career.
In fact, when I look back on Elizabeth, | realibattthat part may have been m
finest accomplishment. | worked hardest at it, aocbmplished most with it. .
| was reading the text &oberto Devereux| knew when | saw these words th
this was a part | had to do. It's the pivotal moiarthe opera, and Elizabeth
says to Devereux, ‘It would have been better far wincite the wrath of the
gods than to incite the wrath of the descendetti®terrible Henry the Eighth
(Beverly Sills quoted imThree Queens, One Sopraomp Anthony J. Rudel,
Hamburg: Deutsche Grammophon, 2000 (originally ighield in CD booklet)).

“Donizetti never thought of his three operas abiudor queens as a trilogy and scarcely anyonedadseither
until the soprano Beverly Sills sang them at thevN®rk City Opera in the 1970s. Each with a libodbly a
different author, they were premiered over a sexaar-period (1830-1837) in different Italian theafevith
different singers as the royal protagonists .The stories, familiar from both history and litgrdabrications,
are far apart chronologically. Yet each culminatean execution — Anne Boleyn’s in 1536 at the s¢loé her
husband, Henry VIII, for, among other things, aldgnfidelity; Mary Stuart’s in 1587 because of theeat she
posed to Elizabeth I's rule; and Robert Devereux’$601, for treason. At the heart of each plotare or
more love triangles, whether rooted in realityroranted. Authentic or not, the Tudor Trilogy igpay with
us, for these are fine opera8 (Tudor Queens, Each With Her Own Unhappy Endibg,George LoomigNew
York TimesSeptember 17, 2013

Beverly Sills is Queen Elizabeth in this 1969 relog made with Sir Charles Mackerras and the Royal
Philharmonic Orchestra. Sills has said that this {tlae role that took 10 years off her career, iadéed, it's a
fearsome undertaking. The very long role is comgaser a slightly larger than two-octave span, duede are
forte passages at both ends, both in ensembleslanel, and the sheer number of notes the chatzaseio get
out is awe-inspiring. Emotionally, too, the partigping: The elderly Elizabeth, in love with thafEof Essex,
who in turn loves Sara, the Duchess of Nottinghtorgét real English history), is a ferocious motarc
comfortable and powerful only when ruling, and rivate, a shattered woman, filled with vulneraeht Sills’
voice was at its pristine best in 1969, when thas wecorded, before she sang it on stage. Shaswlute
control of every resource she ever had: accuratlades, brutal chest tones, full-bodied high ndtes ability
to express both rage and joy, an impeccable bébdeare, stupendous breath control. What more exded?”
(Robert Levine, Classics Today

La Favorite

“The subject oL.a Favoritehas all the necessary qualities that enable sueep,
romantic treatment. It's an epic romance and arossjble love with a historical
context increasing the stakes that involves thg,kimreatens the very fate of the nation
and even has the Pope getting involved. . . . Taer@any number of Donizetti operas
to choose from that deal with similar sentimentg,for sheer overwhelming swooning
romanticismLa Favorite—the composer’s 1840 four act French Grand Operda+id

to beat. Performed in its original French versibtha Theatre du Capitole in
Toulouse—it’s more often played in the Italian sttion when it's played at all—it’s
given a simply gorgeous production here under trextion of Vincent Boussard that

naim W :
CHriO gl K e
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matches the warmth and the sweeping beauty of Btnsscore and arrangements” (Opera Jo)rfiak
Leonor, mezzo Kate Aldrich is wonderful, throwingrielf into the role of the misused ‘favorite’ betKing
with gusto, singing with warm but exciting tone.€TVoice is even throughout, and after a couple @hents
of wavering pitch early on, her big Act 3 ariahe tshowpiece it should be, and her final-act dutt kernand
is deeply moving. Chinese tenor Yijie Shi, haviagrhed the role in a few weeks when the desigrniatext
cancelled, is remarkable. He looks anywhere betw®&end 20 years of age, but the voice is splendid—
ringing, pure, easily produced, used with nuancksauperb attention to the text. His high notesiare and
fearless. He acts as well as he can—he looks gelythiorrified and bruised, not to mention confussedpod
deal of the time—and it would be wonderful if hegeer continued healthily on this path: he had s&®ging
mostly Rossini prior to this engagement, and Fednamot a light role. . . . Ludovic Tezier is desplid
Alphonse—nasty, selfish, and singing with big, rded tone. . . Chorus and orchestra sing and play
wonderfully for [conductor] Antonello Allemandi” (@bert Levine, Classics Today

Mezzo-Soprano Kate Aldrich, from Damariscotta, “pasformed in leading theaters throughout the world.
[and is] known for her vast repertoire and strooiyng abilities” KateAldrich.con).

For a sample of Aldrich’s beautiful voidésten to her in this duet frodMdormawith Daniella Dessi

VERDI
Ernani

This Bel Canto version d&rnani “has the best sound, and it is the one | give ERNANI
people when | want them to know what | sounded’ [{Ranita Cerquetti, Elvira Golah DELMONA;CO
in this recording oErnani, CD notes). BASTIANINI, CHRISTOFF; MITROPOULOS

Maggio musicale fiorentino, Florence, June 25,1957

“The calibre and strength of the singing here retwione how often today we il
up with third-best. Each of the four principals naty has a voice of essential
power but each has Verdian style as part of tiné@rpretative make-up.
Furthermore they are led by the legendary [DimMi{ropoulos, such a force fg
good at the Maggio Musicale until his untimely dedie easily encompasses §.
cut and thrust, the rudimentary fervour of one efdl’s earliest successes,
combining at once rude rhythms with lyrical breadtiphrase in supporting hi
admirable cast and firmly controlling the many enbkes, and his orchestra responds eagerly to Isisiye
beat. [Anita] Cerquetti, whose brief but distindwed career came to an abrupt end not long after thi
performance took place, had an evenly projecteatggioprano and used it with such command thatvsiseat
the time spoken of as Tebaldi’'s equal. She encosegasith confidence her taxing aria and cabalétiaea
beginning of the work, and makes the most of witié¢ kthe composer offers his soprano thereaftanisg
particularly in the final trio, where Verdi is aishmost inspired. As the eponymous hero, [Mariol enaco
shows conclusively that he was more than the stenttenor he was often portrayed as being in &is d
combining, in the lovers’ brief moment of reposeiet 2, with Cerquetti’s Elvira in a quietly refleee way.
Of course, where the supposed bandit breathedfglelonaco is there with the appropriately flaghtane
that made him so popular. Verdi gives his barit@en Carlo, the meatiest music. [Ettore] Bastiarimen at
the height of his appreciable powers, sings alkhiss with resplendent and keen tone” (Alan Blyth,

Gramophong

l Five titans at their poak!
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Un Ballo in Maschera

mmma  Un Ballo in Mascheras one of the most consistently satisfactory andmost
constantly exciting of all Verdi’'s operas. . . .€Thalian critic Massimo Mila
[described it is] a pure exclusive poem of love. the swirling, tragic poem of
an impossible and desperate love.’ . .. [Itjds\e all a drama . . . about duty
and responsibility. Gabriele Baldini, the authbr 0. The Story of Giuseppe
Verdiconsidered it, quite simply, Verdi’'s masterpiece.Ballo sums up all

refined and concentrated. . . . The music movesimgdy . . . . [and] it occupies
a special position among the ambitious operas efdvs] maturity”(Andrew
Porter, CD liner notes).

“Listening . . . to Abbado’s direction, | was stkugy his attention to detail , . . . his sensil@mpos. . ..
Ricciarelli . . . gives us the very epitome of thied [Amelia] torn between love and duty. [DomingpRiccardo
is as involved and as involving a performance asahhis Amelia; together with Abbado, they give a
eloquent account of the love dueGramophoneSeptember 1986).

LEONCAVALLO

Pagliacci

“This is one of the great achievements of 20th4mgntecording history. Since its
first release more than half a century ago, Re@atbni’'s Pagliaccihas been 1
praised for its unsurpassed singing, its dramati&nisity, and its transparent soun ﬂbUﬂ
Jussi Bjorling is the highlight of the show; hisr@ais ever-gripping and riveting.

. Leonard Warren as Tonio and Robert Merrill agiSiare both in great shape. ?ESIS?:%I‘%SS:ZS
There’s no doubt that the male cast on this setésfor the ages. Victoria de los  [EIIEEE ‘\'
Angeles’s sumptuous voice never really convincednmray of the roles she sang \
but here she puts down a very fine Nedda. She addsinct tragedy to her
character that emphasizes the underlying disdsa¢id at hand. Her pitch is accu
and her voice full-bodied, even seducing at timMié® RCA Victor Orchestra dates
from better days, when recording companies anarstditions still had their own orchestras at teposal—
being able to record under the best conditiondaia. This recording is a fine example of that coon
practice” (Bart Verhaegh&anfare Sep/Oct 2010, Vol. 34, Issue 1, p. 319

6

EMI
(8} CLASSICS

RCA Vick hastra
RENATO CELLINI

References
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ALSO IN THE BLAKE COLLECTION:

We have recordings of the other Donizetti operas thithRoberto Devereayxomprise the “Tudor Queen
Trilogy”: a DVD Maria Stuardawith Joyce DiDonato in the leaahd and a CD recording of Maria Callas in
Anna Bolena

Pagliacciis usually performed as half of a “double featuréth Cavalleria Rusticanawhich we have,
featuring Franco Corelli.

We have two other CD recordingsidrma one with_Cecilia Bartolin the title role, one with Maria Callas

And we also have Elena Souliotis in the role foichrshe is best known, Abigaille Werdi's operaNabucco
opposite Tito Gobbi

ARTICLE OF INTEREST:

For most of us childhood summer vacations meangthiike summer camp, family trips, or time speing
at a cottage on a lake. Not so for the youngstéis spend summer on the campus of SUNY’s Purchase
College in Westchester, New York, as part of thédwal Youth Orchestra. “As the ensemble’s nameldo
imply, there is more to this camp than the sheedglery of endless rehearsals — much more. On Friday
evening, in the inviting concert hall of the colkég Performing Arts Center (yes, the buildingsrame
attractive inside than out), the orchestra plagsfitist concert of a tour that proceeds to Carnéigikk on
Saturday [July 11], then on to Beijing and six ottiées in China through July 26.

“NYO-USA, as the orchestra calls itself, was fouthdby Carnegie Hall through its educational arm,\Whll
Music Institute, three years ago. It consists alpts aged 16 to 19: this year 110 of them, fromst8ies, along
with four apprentices studying conducting, managsroe librarianship. It tours with celebrated coottuss,
having traveled to Russia in 2013 with Valery Gevgand throughout the United States last year éwid
Robertson.

“This year the Swiss maestro Charles Dutoit corglaatolorful and demanding program: Berlioz’s
‘Symphonie Fantastique’; Beethoven'’s ‘Emperor’ Cama, with the Chinese pianist Yundi as soloist tre
Chinese composer Tan Dun’s ‘Passacaglia: Seci#trad and Birds,” commissioned for the occasion by
Carnegie.”

Learn more about what summer means for membelssofihique ensemble iMThe National Youth
Orchestra’s Moment in the Sfily James R. OestrecNew York Timesluly 9, 2015.
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For August, the Blake Collection spotlights works g
Donizetti, Gounod, Janacek, Massenet, Shostakovick, Tchaikovsky

“Undoubtedly | should have gone mad but for musliasic is indeed the most beautiful of all Heaven's
gifts to humanity wandering in the darkness. Aldre@alms, enlightens, and stills our souls. Itas the
straw to which the drowning man clings; but a tiniend, refuge, and comforter, for whose sakeitife
worth living.”

—Pyotr Ilyich Tchaikovsky

6

Don Pasquale

DONIZETTI

“In Don Pasqualghis late comic masterpiece, Donizetti plundeheddassical
heritage of Mozart to create a sort of operatimmedia delarte. Centering on
t SonizerT:  @n old man’s attempt to find himself a young wifes opera is remarkable for

DO PASGOAT its free-flowing conversational recitative and tightness of its orchestration
and vocal writing” Classical Music: The Rough Guid#oe Staines, Ed., Rough
Guides, London, UK, 2001, p. 152). Donizetti “pretsel his masterpied@on
Pasqualen 1842 in Paris—the most perfexera buffasince Rossini’dl
barbiere di Siviglia Donizetti finished the score in just eleven daysdespite
this impressively short period the compositionxsadlently arranged and
provides the singers with a perfect opportunitdigplay the belcanto style of
singing. . . . This wonderful recording was prodiioe 1988 with an all Italian
cast under the baton of Bruno Campanella” (CD lirees).

GOUNOD

Romeo et Juliette

nnnnn

This live 1947 recording “is the true gem” of Somyécent releases of Met ~ Gownd
Opera broadcasts, “a must-have for anyone witmt@nast in this opera, or Romeéo et
for that matter in opera in general. Although Bislayao is superb, and Emil ]uliette #
Cooper’s conducting is some of the most sensitivkveell paced this opera :
has received on disc, it is Jussi Bjorling who nsatkee set indispensible.
Where does one start with this tenor? | suppode tlvé sound of the voice
itself—if the word ‘golden’ was ever apt as a dgsor for a voice, it is this
voice. His scrupulous musicianship, his unerrirtigtpihis sensitivity to the
style of the music, all of those play into his g as Romeo. But it is more
than that. Here Bjorling sings with an abandon paskion that was not
always present on his commercial studio recordiijthout ever going over SE&
the edge into excess, he holds some high notesiddhgn you might expect

from him, and he adds just that extra bit of jum®en it is appropriate. | cannot imagine the raleresung
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better, and in fact | never expect to hear it sasgvell. His ringing high C at the end of the that is thrilling.
Sayao is almost as good. The voice has just atslighof bite in it, while mostly retaining sweetss
throughout all the registers. And she too showspteta mastery of the style. She and Bjorling blend
beautifully in the four big duets that are the ceafor this opera’s survival in the repertoire” (e Fogel,
Fanfare.

(Bidu Sayao—"a Brazilian soprano whose gossamerevand vivacious personality made her one of thetmo
popular stars of the Metropolitan Opera from thie E930’s through the 40s-was a resident of Lincolnville
for 40 years.)

JANACEK

Jenufa
“This 1982 recording is still th@enufato own. Charles Mackerras, long a
Janacek champion, understands the composer’s reyghchuses them as
they should be used—to underline the drama inrémgarkably theatrical and
beautiful work. Elizabeth Soderstrom’s Jenufa nesighe essence of this
poor girl, the noble victim who finds both redengptiand love, and . . . Eva
Randova . . . certainly can terrify and has nolitewith the big second-act
climaxes. Peter Dvorsky and Wieslav Ochman shinth@ as the half-
brothers, and the rest of the cast performs idimal and as a great team.
This performance is single-minded in a way thabtier has achieved; once
you begin listening, your instinct is to play th@ale opera through. Superb”
(Robert Levine, Classics Today, May 15, 2p07

MASSENET

Manon

“This belongs in the pantheon of great opera ranged In 1970 when the
performance was taped, Beverly Sills . . . wakafeak of her powers. The =} -

N
voice never was opulent or grand, but it was aldther things we hope forin éf B
great vocal instrument: beautiful, expressiveleaghoroughly even from the MANON - >
very top . . . to the bottom, with a flawless teicjue, extraordinary breath i) X

control, and a capability in any dynamic rangepnfrihe quietist pianissimo to
an impressive forte. These traits, coupled wililrely, curious, intelligent min
and a commitment to drama, made her the finestalrarmoloratura of the lat
‘60s and very early ‘70s. . . . Sills is girlishdademure at first, later alluring a
sure of herself, then cajoling and outright lustyhe St. Sulpice Scene, and
truly tragic at the end. Her coloratura is glitteyj her ‘Adieu’ heartrending.
Nicolai Gedda is a very extroverted Des Grieuxgssig with big, forward tone,

but also (as usual) with great sensitivity andraite to dynamics. Gerard Souzay . . . is a véagsy singer
and he does get the character’'s smarminess ad@adwiel Bacquier is a fine authoritative Countyg d@he rest
of the cast if superb. All sing in excellent Frenc. . The orchestral playing is all you'd wartbibe. The
sound . . . is now close to perfect. This is Rbbert Levine, ClassicsToday, June 22, 3004
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SHOSTAKOVICH
Symphony No. 10

“The composer whose music best summed up for HevbarKarajan the
human dimension of the tragic century into whichalass born was Dmitri
Shostakovich, the man he would like to have beemajan once said, if he had
been a composer. Among the works Karajan partigudaimired were the
Eighth symphony and the Tenth, of which he wasairiee great interpreters. . .
. Nearing its centenary year [when this recordimg wade, in 1981], the Berlin
Philharmonic, which [Karajan] had guided for oveguarter of a century, was at
the very peak of its powers. . . . Phrases such a®pic sweep’, ‘tragic
intensity’, ‘a powerful sense of sublimated angustppered the review”

ORI

A . (Richard Osborne in CD liner notes).

TCHAIKOVSKY
Eugene Onegin

“This is a unique and compelling rendering of T&lasky’s operatic
masterpiece. It features a relatively new producffoom 2006) in which the
Bolshoi replaced its historic version which ran 6@ryears! Imagine the THE BOLSHOI THEATRE
courage it took for director Dmitri Tcherniakovdompletely rethink the TCHAIKOVSKY
grandeur and majesty of the famous old producti@hgo in an utterly
different direction. That it succeeds in grippihg tviewer is quite a tribute. .
.. Tcherniakov has turné€dnegininto an intimate and completely human
drama, eliminating the spectacle element and cdratérg on the
relationships of the characters. Tatiana seemmast early in the opera, so

detached from what is happening around her aspgeamlmost autistic— i

going through the motions of living but feeling hiotg until she sees Onegin. e

Her letter scene is an emotional outburst, andréresformation into the AEO s

regal wife of Gremin in the final act is believalaled complete. Onegin N i

himself is less cruel, more human than he is shownost productions—still e

arrogant and cold, but not unfeeling. Lenski igstrdcted, naive poet. . .. - BelAir

There are some highly unusual aspects to the ptiodu©negin and Lenski

do not duel—but rather fight over the rifle, whigbes off accidentally and kills Lenski. Onegin hactually
tries to prevent the duel. This is in keeping viit more gentle, less cruel approach to Onegirasacier.
What will be most surprising to viewers is that émire opera takes place indoors (nothing of therLestate’s
garden), in a kind of timeless setting. . . . WWedrawn completely into the characters and thendraVhat
makes it work is not only the imaginative and sevsidirection, but also the performances. Tatidmaski,
Onegin, and Gremin fully inhabit their roles—andaasing them magnificently. Monogarova’s Tatianthes
standout (but then, Tatiana is truly the major ahtar in Tchaikovsky’s opera), believable from lnegng to
end. Even though this was shot during live perforces, there is not a moment of playing to the ancdiefrom
her or from anyone. These characters interact @atth other as well as do actors in a great stage thiis is
operatic acting at its highest level. Add to thairidgarova’s glowing, warm-toned voice, Dunaev’'slguyric
tenor, and Kwiecien’s rich baritone—and you haveiaforgettable performance. . . . This Eugene Onegi
unlike any other you are likely to see—strippextess, splash, and ‘Russian’ atmosphere, it istanate
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and deeply moving human story. | found myself tgtehught up in it, and would recommend it highdy t
anyone who loves this opera. You will not put it ofiyour memory” (Henry Fogel, Fanfare

Symphonies 4, 5, and 6

“As a symphonist, Tchaikovsky enriched the repegtand exerted a vital
WTN{EP%N%%% influence on later composers as diverse as Sihéhaukofiev and
muwinig Shostakovich. Of his first three symphonies, theoed (known as the Little

LENTNGRAD PRILHARMON Russian) has had the greatest success, mainlyseeoéis rip-roaring finale

IR 4d  and memorable melodic material. But it was only whe set to work on his
Symphony No. 4 in F minor (1877) that Tchaikovskscdvered — in the
expression of heated emotion — the key to melawpiration and mastery
of form, and as a consequence found his voicesggng@honic composer. His
final two symphonies, with interior programs knowamly to the composer,
are notably dark. The funereal opening, wide swofgsood and feverish —
though, in the end, implausibly festive — climaxtioé¢ Fifth Symphony
(1888) convey a psychological drama that could llgdrd put into words.
With the Symphony No. 6 in B minor (Pathetique)hdikovsky went much deeper, fashioning a symphdny o
the most profound personal confession, as origmi$ method and formal concept as it was in tane
emotional content. The English musicologist Davidwn has rightly characterized it as ‘the mostytrul
original symphony to have been composed in thee&dsysince Beethoven's Ninth.” The recordings hyeay
Mravinsky and his Leningrad Philharmonic, tapethie autumn of 1960 in London while on tour, are agio
the absolute classics of the catalog. They arangaaf the utmost intensity; no one else has haderve, or
ability, to play the music this way. The treatmisntery Russian: the passions more feverish, tHamkoly
darker, the climaxes louder. It has been saidttieastring musicians played as if their lives dejshon it.
Equally distinctive are the wind and brass timbthese who heard the Leningrad Philharmonic ingrarance
under Mravinsky say that no other ensemble soungladtely like it in pianissimo or fortissimo. Therscs are
remarkably strong for the time, though a little ydgthe loudest pages. These accounts leap dhedfpeakers
as if they were being played in the here and nawed(Libby, “Mravinsky's Supercharged TchaikovsKyPR,
August 25, 2009).

AND DON'T FORGET:
The Blake Collection contains other recordings of:

Eugene Oneginwith Galina Vishnevskaya and Bolshoi Orchestra)

Tchaikovsky’'s Symphonies 4, 5, and 6 (Valerie Geiev conducting the Vienna
Philharmonic)
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We also have other works by:
Donizetti:
Anna Bolena(with Maria Callas)

L'Elisir d'’Amore (with Anna Netrebko and Rolando Villazon, DVD)

Lucia di Lammermoos—two versions, one with Joan Sutherland and Luciano
Pavarottj and one with Maria Callas and Giuseppe Di Stefano

Lucrezia Borgia(with Montserrat Caballe and Alfredo Kraus)

Gounod: Faust (conducted by Thomas Beecham)

Janacek:Kat'a Kabanova(Charles Mackerras conducting)

Massenet: Werther(Rolando Villazon in the title role)

Shostakovich:

Symphony No. 5 (Leonard Bernstein with New York PHharmonic)

Symphonies 1 & 7 (Leonard Bernstein with the Chicao Symphony)

6

ARTICLE OF INTEREST:

“Cecilia Bartoli Has Dramatic Depth as ‘Norma’ at Sdzburg Festival’

The first item in the Blake Collection was a redngdof Cecilia Bartoli atNorma She is performing that role
again, this time at the Salzburg Festival, andishmagnificent” according to Anthony Tommasini bhe New
York Times “On one level, Ms. Bartoli’'s Norma emphasizes ltiel canto vocal style of the music as originally
understood. This is a role for a singer with sugedhnical agility, an artist who can dispatchntsicate
coloratura passages, vocal leaps and long-spurdindioes. But Norma is also one of the most seprin
dramatic roles in all of opera: A high priestessha&f Druids, Norma is a leader of her people duampgriod of
brutal suppression by the Romans, a woman deditatedigion who has broken her vows of chastitieh in
love with a Roman oppressor and borne him two oiidsomething she hides from her community. Baesh
power is not the only way to convey Norma'’s tormamd contradictions. The dramatic depth of Ms. @gst
performance comes from the incisiveness, coloramgsinflections of her singing.”
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For September, theBlake Collectionincludes a concert byMariella Devia, two Richard Straussoperas,
and performances byfive great Mahler conductors

6

“l always think that music is what language would love tdf iecould.”

—Irish poet and philosopher John O’'Donchue in “On Beinggrview
February 28, 2008, with Krista Tippett

6

Mariella Devia Concert: Works of Bellini, Donizetti, Gounad, Charpentier, and Delibe

= = = "By the highest standards of any vocal era [this concertlasmankable accomplishment.
M Mariella Devia ” [It] is one of the most demanding programs for a lyric laa one can find anywhere on
[’ — '.h'._';;,._{_._._m.;' disc—arias from Capuletti La SonnambulgRomeo et JuliettandLouise Mad Scenes

L from | Puritani andLucia di Lammermogrand the pyrotechnical Bell Song from Delibes’

TP e Lakme [This] CD is a singular recording of elegant singimgttis all the more stunning

i because it comes from a live concert and not a recording studie wihch difficult pieces
i can be taken apart phrase by phrase and reassembled. In puretgivosat is one of the

- - most perfectly sung recitals released during the 1990s” (Nishomansky.
fy , [ ATl “Whenever | am asked to make a list of the greatest sopratios ‘ofiodern’ era (the LP

IAREELL BT and later) one name is always at the top of my list—Marielladelvor many opera goers,
however, her name remains relatively unknown and that iisamsidering her
accomplishments. Mariella Devia is really a vocal anachronism, &tiaak to earlier

times when singers were prized for their vocal allure ratherdreamatic

accomplishments. That is not to imply that on stage shetpsds and sings. It is just that her set of artisiicipes lie

within vocal rather than dramatic standards. . . . Devia maleatpsinging seem easy but audiences often enjoy the circus-
tent aspect of operatic vocalism—the struggle, the overt dramaticid Devia is not the kind of artist who will distarvocal

line merely for dramatic effect or gallery approval. . . . &meains a ‘singer’s singer—probably the highest complineatt t

can be paid a singer by a colleague but not much to bank onitvdoenes to popularity with general audiences. . . . Mariella
Devia will never have the adulation of a singer like Callas tme3land, or Gruberova (her contemporary) but in the annals of
opera | suspect that she will come to represent those elusiviieguhht are the most prized in the art of operatic singing—
richness of tone, smoothness of emission, perfect modwddtiooughout the entire voice and expressive sensitivitynket
further explain the two schools of thought when it comesirtgers: one ‘school’ prizes vocal quality above all else (Deavia
Sutherland are good examples of this school), the other \dlaestic interpretation (Maria Callas, Magda Olivero, Renata
Scotto, Montserrat Caballe and Beverly Sills for examplegatetd arguments constantly break out among opera afficianados as
to which ‘school’ is to be preferred. What many fail talize is that there is room for both. To not be able torexpee either
would make all of us much more spiritually poor. Callastgas nowhere near the perfected instrument of Devia, noass it
beautiful. Yet, through her imperfections Callas was abletmeate the music she sang with her own personality. Devia does
not. She prefers letting the music and her voice speak fosétess. That is not to say that one cannot immediately reeogn
her work through the unique timbre of her voice or the viyuses it—or that she cannot be an exciting singer but ra#ter t
Devia rarely lets a personal agenda enter into her singingbditwen line is that it is merely a differing set of vopabrities.

Both schools are valid and it really is only a matter of petpreference” (Nicholas Limansky
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STRAUSS:

Der Rosenkavalier

“As to the performance, | have said many times that this wmailahy first choice
as a ‘desert island’ opera set, and | feel that more than evealibe principals
at their very finest—Schwarzkopf and Ludwig a supreme partipersh. this
intensely beautiful, polished yet passionate performance ratijdomore truth
than any rival, one of the supreme achievements of both Karajdregge”
(Edward Greenfield (reviewing original CD upon releg&gmophoneMarch
1985). BBC Music Magazindescribed this as, “a recording of Strauss’s ope
masterpiece that, today, remains unbettered. The Philharmamagarkling
form and Elisabeth Schwarzkopf gives the performance of lkeeKlérajan’s
passion for the music leaps from the speakers” (January.28i@ther of EMI's
Great Recordings of the Century.

CLASSICS

Capriccio

“Of all the recordings of Capriccio, this one still boastsitost cohesive
ensemble work, supplest conducting, and a level of singaig/tu'll be hard
pressed to find elsewhere. . . . What delicious, blue-blositididgs Elisabeth
Schwarzkopf and Eberhard Wachter make, while Nicolai Gedda’'s yummy
Flamand and the volatile Olivier of Dietrich Fischer-Dieskau\adid fuel to the
music’s gentle fires. Clarion, the actress, reveals the 30-simgéthrista Ludwig
in her element. Best of all, however, is Hans Hotter. Higgyal of the oafish
theater director La Roche offers a thousand lessons in whaiagsactor is all
about, just like his better-known Wotan. The smaller rolesabso cast with
distinction, and the Philharmonia Orchestra soars under $sohallithe,
eloquent leadership. . . . If you love late Strauss, lifé éemplete until you add
this set to your collection” (Jed Distler, ClassicsToday)com

MAHLER:

“In forty or fifty years, they will play my symphonied orchestral concerts as they now play Beethoven’s.”
—Gustav Mahler

“Art that is both high and low, original and derived, bieégting and banal, Mahler's music resists textbook analyisis.an
open-ended mind game of intellectual and ironic discourse, a@@jatiscovery that combines self-revelation, consolation,
and renewal. Each symphony is a search engine for inner tfdhsnow Mabhler is ultimately to know ourselves” (Norman
Lebrecht inWwhy Mahler? How One Man and Ten Symphonies Changed Orlat,Wew York: Anchor Books, 2011, p 18).
“Thrice homeless . . . always an outsider,” [Mahler] said.vHadien and lonely | feel at times.’ This lack of identificatioith

any roots is surely the fundamental cause of the contrasts iffidtsdn his music and therefore a source of artistic streng
Born in Bohemia, he developed very differently from his coptanary, the Moravian Janacek. He turns a quizzical, detached
musical eye on both the folksongs of his boyhood anddpaisticated Viennese music of his manhood. Yet this sénse
alienation in no way detracts from the emotional impact ofrhisic. Its compassion, its humanity, its wry humshme

through its complexities, its self-questioning, its asgad doubting. Those who love Mahler's music may givarigty of
reasons for thier love. Common to them all, | believe, dbel agreement with Schoenberg: ‘I sensed a human being, a drama,
truth, the most ruthless truth.” In a world of collapsing ealiMahler’s truth about music and about Mahler is something t
cherish” (Michael Kennedy iMahler, Oxford: Oxford University Press, 2000, p. 179).
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Mahler

“Celebrating its 100th anniversary, [Oxford University Biedlaster Musicians] series continues to
amaze and captivate its readers with detailed insight into thealicbs/ork of music’s geniuses.
Unlike other composer biographies that focus narrowly enritisic, this series explores the personal
history of each composer and the social context surroundénguisic. In a precise, engaging, and
authoritative manner, each volume combines a vivid portraiteofitaster musicians’ inspirations,
influences, life experiences, even their weaknesses, with an acceissibisidn of their work—all in wa
roughly 300 pages. Further, each volume offers superb referetegat) including a detailed life-and- = WUSTCIANS
times chronology, a complete list of works, a glossarylighting the important people in the MAHLER
composer's life, and a select bibliography. Under the sujpmmna$ music expert and series general |
editor Stanley Sadie, Master Musicians will certainly proceeelight music scholars, serious
musicians, and all music lovers for another hundred yearthislnevised edition, Michael Kennedy
has drawn on new documentary evidence which has enabled hive ta giuch fuller account of
Mabhler’s childhood and youth, and of his years as an operaictmndn Cassel, Prague, Leipzig, Budapest, Hamburg, and
Vienna. All Mahler's works are discussed, and the latest researttte Eighth Symphony ari2as Lied von der Erdbas been
incorporated’(Oxford University Press).

Symphonies No. 1 & No. 2

Bruno Walter, the great Mahler protege, conducts the New Fbithkarmonic Orchestra
in these brilliantly remastered performances from the late &@ early ‘60s. “Walter's
special brand of old world nobility brings its rewards. you would need to have a heart
of stone not to respond to the sense of completion andA@raonfidence” displayed in

; this recording of the Symphony No. 1. In the Symphooy 2 Walter's general approach
R e i is “spiritual over human, lyrical over dramatic, vigour ovarar, symphony over quasi-
operatic. . . . This impression is carried forward to thalfthorus, ‘Aufersteh’n’ (‘Rise
again’), which under Walter stresses a hymn-like quality amcttbre a certainty that is
palpable and touching” (Tony Duggan, Music-Web Internatjonal

b

Symphony No. 4

Grammophommagazine gave this recording its “Editor's Choice” award and iypaih 2009
article entitled “Fischer and His Brilliant Budapest Band GiveMighler with the Personal
Touch,” described it as “Another spectacular release in a Mahler digtygthat is shaping
up to be as exciting as any since Bernstein’s. Characteristidatiger and beauty go,
vertiginously, hand in hand and equally characteristically tbleestra sounds magnificent, .
abetted by stunning SACD sound.” “When | say that theme isetter-conducted recording of Lvan ToR
Mabhler’s Fourth Symphony available than this one, it' s very special context. True, g
there are a couple of things about it that strike me as lassdal, particularly the recessed
percussion—soft suspended cymbals and triangle in theniirgément and finale, for
example, and a tam-tam that certainly could be more terrifyiitg #ingle fortissimo whack.
But Fischer's achievement is so extraordinary, and the rémulishieves so unique, that
these few quibbles fade into insignificance. Let me give yowenedetailed example. The third subject of the first
movement’s exposition (that chirping little tune for ob@eraclockwork bassoon) is a conductorial minefield. Most
performances only approximate what Mahler requires. . . . Fisidesn’t just manage this test of idiomatic Mahlerian style
perfectly: he does it in a way that sounds natural, freshinavitable. The orchestra follows him every step of the aisyays
characterful, charming, and humorously easy-going. . . .Cédainly won't go to sleep listening to this extraordinasgrmly
engineered performance, but the contentment you will feel etdss surely the stuff of dreams” (David Hurwitz, Classics
Today). The performance is by the Budapest Festival Orchestra urdeatitn of its co-founder and music director Ivan
Fischer, with soprano Miah Persson as soloist.

Maller
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Symphony No. 5

This recording “is now generally acknowledged as one of the iggeatdings of a Mahler
symphony, replete with examples of [Barbirolli's] insight® the music, insights made
more explicit by his scrupulous tending of the texturethedsubtle nuances of his
phrasing. It is a spacious interpretation, in which he seéonesdhd Mahler's mind so as
to create the varieties of mood and the contrasts between exuberdmighamarish
fantasy which haunt the symphony. . . . The Fifth is itls¢ é¢f the purely instrumental
triology at the heart of Mahler's symphonic legacy. . . . Bgcdbed the Fifth as ‘man in
the full light of day who has reached the climax of his lifdie music moves from
tragedy to joy, from darkness to noonday, and to compaithiBeethoven'€roicaas a
manifestation of moral courage would not be an exaggerdtimhaunted by the military
sounds he heard in his childhood in Iglau. Bugle-callscanms sound through the
symphony as they do in Beethoven'’s Seventh. . . . Thelsymypends with a great shout
of delight, but just before that a chorale-theme for braki&h has first been heard in D
major duing the second movement, at last achieves the triumgghathieosis for which it was clearly always intended”
(Michael Kennedy, CD liner notes).

e _
EMI
CLASSICS

Symphony No. 6

“This blistering performance really is something rather étit® ordinary. . . . Londaibhal e
Tennstedt's is by no means the only way with Mahler bhisabest he is a gy =
supremely involving_ and co_mmi_tte_d guide to the Mah!er sym@soand | suggest S 'M'ﬁll'-ll_ié,.ﬁ .

he’s very much at his best in this live performance. his 16 a superb performance FEligElis

that gripped me from start to finish. | found myself ctetedy convinced by “Sentis lueThot 5 oeves
Tennstedt’s vision of the score. His orchestra plays likeanenvomen possessed Y L g
and meet every demand that he and Mahler make of them. . .R@heilze were o T
right to issue the recording for the distinction of theqgremance overall is such that
one can only be grateful to have it available” (John Quinn jd¥Wsb Internationdl

o

Symphony No. 8

i Mabhler’s Eighth Symphony “is at base a statement of Mahlersopat aspirations:
e o a belief in the ability of the inspired spirit to lift mand to the highest plain of
Wicnier Philharmoniker | achievement through Love in all its aspects and embodied spegificalhe
Eternal Feminine’ which, for Mahler, meant his wife Almamoom the work is
dedicated. Within that scheme there are a whole cluster of otberanhecting
ideas to do with faith, belief and theology which find reswe in the texts chosen
and the way they compare and contrast. . . . The Eighteasvahler in ‘public
mode’ in the same way as Britten in the War Requiem. .mitDMitropoulos was
a Mahler pioneer . . . . He gave the first American performafite &ixth
Symphony as late as 1947, shared the centenary cycle in NéwitloiBernstein
and Walter, and left a string of radio archive recordings atihesworld that are
only now receiving official release. . . . Mitropoulos’s N&hwas expressive,
dramatic and based on a formidable knowledge of the scoreEhe .sheer power
built up [at the close] carries all before it, crowning thisag performance with a
rare feeling of joy and release” (Tony Duggan, MusicWeb lat@na).

MAHLER - Y]
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Das Lied Von Der Erde

“Das Lied von der Erdis Mahler's supreme masterpiece because he, who was AR, Mahler

essentially a programmatic composer however much he may hawedvitsdeny this, O Das Lied von der Erde
. . . . - .. (53] 2 ok

found in it the ideal programme for the projection of hissival character and g e mmniia

capability. Itis music filled with his love of life, aue sharpened to the limits of . x"!‘-‘ﬁ'{ FERRIER - WALTER
poignancy by awareness of man’s mortality and the transitdtye of existence. | TREOV a3

do not find it morbid with death-obsession. As in&8wgh Symphony, he brought to
its composition an element of artistic objectivity and detachmvkiié at the same

time being gripped by intense emotion. When he said dilbtisehiedo Bruno

Walter, ‘Is it at all bearable? Will it drive people to dwey with themselves?’ he
knew that he had achieved his aim of expressing a passionaitegléorlife, not for
death. If, through some unimaginable folly, it were to éereled that only one work
by each composer should survive, there could be no hesitaboh@eservindas

Lied von der Erdellt is the best of Mahler, his speaking likeness; and adsnaf the
work have only to hear a fragment of it to be transporteded into its unique
atmosphere. It becomes part of one’s metabolism” (Michael Kennédahler, p. 165).
“Rather than try to find something new to say aboutfdrisous recording, | just want to make a few reflections.gessible to
ignore, while listening, a whole series of outside factoraflbt obsessed with death and clinging to the life he lovathévis
pupil Bruno Walter enjoying a rare opportunity to conduntajor work by the master whose work he passionately propagated
whenever he could (do younger listeners even realise how séidowork was played in those days?), on an almost equally
rare post-war return to his beloved Vienna Philharmonic, atidhis protege Kathleen Ferrier, who he had patiently guinled t
became a great lieder singer, in the full flower of her stupendoiace? And above all, Ferrier herself, just turned 48ipging

the Abschiedn full awareness that her own days were numbered (she @i¢alltwing year)? And if we could put all this on
one side, would it be right to do so? For all these factmmserge to make this not just a record, not just a perfanaior

even just a document, but a magic moment in time, mercifutlygoved for us” (Christopher Howell, MusicWeb Internatipnal

6

AND DON'T FORGET:
The Blake Collection also contains:
Mabhler:

Das Lied von der Erdéeaturing Fritz Wunderlich with Otto Klemperer conductihg Philharmonia Orchestra)
Symphonies 1-7, and(@laudio Abbado conducting the Lucerne Festival Orchestr)in

Symphony No. 9 (Claudio Abbado with the Berlin Philhanic and_Leonard Bernstein, also conducting the Berlin
Philharmoni¢

Symphony No. 1@Simon Ratter conducting the Berlin Philharmonic)

Strauss:

Der Rosenkavaliefa DVD featuring Renee Fleming with Christian Thielemann gotidg the Munich Philharmonic)
Arabella(Lisa Della Casa in the title role with Sir George Solti eanithg the Vienna Philharmonic)

Die Frau Ohne SchatteBirgit Nilsson, Karl Bohm conducting the Vienna State @per

Don Juan/Till EulenspiegeindEin Heldenleberiboth with Rudolph Kempe conducting Staatskapelle Dresden)

6
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ARTICLE OF INTEREST:

A New Host for the Metropolitan Opera Broadcasts
Fans of the Metropolitan Opera’s weekly broadcasts will be f@mifith the voice and sparkling warmth of long-time host
Margaret Juntwait, who, sadly, died last June. Steppionght place in the broadcast booth is Mary Jo Heath. Kogsr to
the Met, Ms. Heath, who has a Ph.D. in music theory frenttstman School of Music, did her first Met broadcast dver 3
years ago. Get to know Ms. Heath better—and learn the sogpidntity of her Eastman voice teacher—by reading Michael
Cooper’'s August 15, 2018lew York Timeatrticle
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Late Additions to the Blake Collection
(Added after the Newsletter was finished publishing)

SHOSTAKOVICH:

Symphony No. 4

ShOStakOViCh Barshai's Shostakovich Fourth is a top contender.

Symphony No. 4
‘““ n

“Rudolf Barshai’s cycle of the Shostakovich sympilesrhas been issued more than

once . ... All of the performances were estimal/ing been conducted by

someone who knew the composer well and who prechiggeeFourteenth

Symphony. However as with most such cycles sontkeeointerpretations stand out

I above others. One of these is this powerful accolitite symphony here. . .. The

il  Symphony No. 4 is a huge work in three movemerasshows the composer at his
(1174 most inventive” (Leslie Wright, MusicWeb Internatiai).

Symphonies 6 & 9

“Leonard Bernstein leads the Wiener Philharmonikeevelatory performances of
Symphony no. 6 and Symphony no. 9 by Dmitri Shastath—works that are as
much vivid historical testaments as they are exthiaary musical achievements.

“The short, festive Symphony no. 9 celebrates titead the war—a masterpiece
Bernstein calls ‘the least predictable and mogtrssing Ninth that exists™
(ArkiVMUSiC). SHOSTAKOVICH

LEONARD BERNSTEIN

The Noise of Time

“[Julian] Barnes’s short new nové@lhe Noise of Timealoesn't just tell the
composer [Dmitri Shostakovich]'s story; it presunb@shannel him. . . . Barnes
deftly covers three big episodes in the compodige’sdenunciation in Pravda and
subsequent implication in an assassination plettrip to America, where he is
humiliated as a Soviet stooge; and lastly, beimgef to join the Communist
Party. This story is truly amazing, as Barnes knamsarc of human degradation
without violence (the threat of violence, of coyrseerywhere). Barnes does
wonderful work on the key scenes—a negotiation \Bithlin, a meeting with a
terrifying interrogator who misses the second sesdiaving himself presumably
vanished into Stalin’s death machine—the whole Kaftadhouse brought to life”
(Jeremy DenkiNew York Timesviay 9, 2016.

Late Additions to Blake Collection 104



MOZART

Don Giovanni
“At last. The 1959 Giulini Don Giovanni has bedgitilly remastered and made .
available on CD. Philip Hope-Wallace, reviewing tiginal release, thought that i DON GIOVANNI 4

Wiachter + Sutherland

EMI
CLASSICS

was worth a year at a foreign university. . . ig&beth] Schwarzkopf's Elvira, Shmaziopt - Tdde ‘&-
together with the orchestral playing, is the glofyhisDon Giovanni. . . it could e /
hardly be more potent, more intensely Mozartiare Ghderstands the rhythmic anc G~ 7 /

melodic psychology of her every second on sta@gamophoneDecember 1987

- \.fg

Cosi fan tutte

“A sparkling Cosi fan tuttdrom September 22, 1968. It is led by Josef
e 4/ Krips, . . . whose early, successful career aStiaatsoper was blighted by

' @R the Nazis. Banned from working there, he only resdiconducting after the
fall of the Thousand Year Reich. . . . [and hahg]real star of the night . . . .
He shapes thi€osiat every moment, in larger ways and in small ¢ketai .
The sound is extremely good for a live venue ofpgeeod” (Barry Brenesal,
Fanfare.

Piano Concertos 19 and 27

“The line between artful simplicity and artlessited is surprisingly fine, but
[Clara] Haskil, an artist to her flawless fingegjmever crosses it. . . . The

subtlety and grace of Haskil's playing defy anayaind imitation alike, but it
would be wrong to throw all the bouquets her w&orductor Ferenc] Fricsay
too, excels, and DG’s remastering is exemplaryreidy Siepmann, Classical-
music.com, January 20, 2012
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BRUCKNER

Symphony No. 9

- = “Eugen Jochum maintained a remarkable interpretresistency
B over the course of his Bruckner symphony recordiegpecially
ki regarding the Ninth. . . . an unabashedly romastiitception rich
M/% in drama and graced by fluid, instinctive rubatdictor Carr,
Sinfonie Nr.9 d-moll Classics TOda)y
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Beethoven
Beethoven
Beethoven
Beethoven

Beethoven

Beethoven & Mendelssohn

Beethoven

Beethoven
Beethoven
Beethoven
Beethoven
Beethoven
Beethoven
Beethoven
Beethoven
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Beethoven
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Berlioz
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Brahms
Brahms
Brahms

Britten
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Chopin
Chopin
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Chopin
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Concerto
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Opera
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Book
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Piano Concertos 1-5

Piano Concertos 1-5, Choral Rantas
Violin concertos, romances

Viiolin concerto & romances

Violin concerto
Violin Concertos
Fidelio

Late Piano Sonatas
Symphonies 1, 2, 3
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Violin Concerto
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Romeo et Juliette
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Die tote Stadt
Symphon§ Much Ado Suite
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Villazon, Netrebko, Nucci, D'Arcangelo; Eschwep¥ha State DVD 23
Oper:
Sutherland, Pavarotti, Milnes, Ghiaurov; Bonyngey& Opera CDs 23
Callas, di Stefano, Gobbi, Natali; Serafin; Magbfasicale CDs 64
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Tebaldi, Corelli, Bastianini; Matacic; Vienna St@pera CDs 26
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Piano Concertos 9 & 17
Piano Concertos 14, 20, 25
Piano Concertos 19 & 24
Piano Concertos 22, 23, 24
Piano concertos 25 & 20
The Last Concertos
A Mozart Gala from Prague
Cosi fan tutti

Cosi fan tutte

Cosi fan tutte
Die Zauberflote

Don Giovanni
Don Giovanni
Don Giovanni
Le nozze di Figaro
Le nozze di Figaro

Symphonies 35-41

Last Symphonies
Mozart: A Life
The Treasures of Mozart

Boris Godounov

Piano concerto 3/®ieoncerto 3
Concert@sdspard de la Nuit
Symphony No. 5

La Boheme

La Boheme
La Fanciulla Del West
Madama Butterfly

Madama Butterfly
Manon Lescaut

Tosca

Tosca
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Turandot

Turandot

Turandot
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Piano Concertos/Paganini Rligpso

Piano Concertos

Il Barbiere di Siviglia
Il Viaggio a Reims

La Cenerentola
William Tell

Symph. Ba8&Mer

Symph. 4 & selections frblotre Dame

Late Piano Sonatas
Symphony No. 8 & No. 9
Symphony 9/Symphony 88

Piano Concertos

Schumann at Pier 2: The Symphonies

Staier; Condédin CD 86
Buchbindienna Phil DVD 5
Haskil; Fyk®avarian State Orchestra CD 105
Buchbindienna Phil DVD 5
Argerich; Albilyd ucerne Festival CD 56
Staier, CoppoldizGereiburger Barockorchester CDs 5
Kam; HonéZkech Phil. DVD 27
Persson, Villazon, Erdmann, Brower, Corbelli, P&kh; Nezet- CDs 3
Sequin; Chamber Orch. Eu
Shimell, Avemo, Gardina, Wolf, Fritsch, Gatell; e (Director) DVD 11
Cambreling; Teatro Real de Mac
Ludwig, Janowitz, Barry, Wachter; Krips; Vienna 8ta CD 105
Waunderlich, Peters, Lear, Otto, Fischer-Dieskaas€r Hotter; CDs 28
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DiDonato, Villazon, D'Arcangelo, Pisaroni, Damr&gdmann; CDs 3
Nezet-Sequin; Mahler Chamb Or
Vargas, DiDonato, Keenlyside, Ketelsen, Halfvardeoplavskaya,DVD 28
Persson, Gleadow; Mackerras; Royal O
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Harnoncourt; Conceusicus Wien CD 56-57
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Vaneev, Galusin, Okhotnikov, Pluzhnikov, Borodihgkitin; CDs 34
Gergiev; Kiro
Pletnev; Rostropovich; Russian Natl. CD 35
Argerich; Abbado; Berlin Phil CD 20-21
Jansons; Leningrad CD 34
Freni, Gheda, Sereni, Basiola; Schippers; Teati®©gera di CDs 53
Rome
Stratas, Scott, Carreras; Levine; Met Opera DVD 81-82
Neblett, Domingo, Milnes; Mehta; Royal Opera CDs 81
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di Romg
Racette, Zifchak, Giordani, Croft; Summers; Met @pe DVD 82
Albanese, Bjorling, Merrill; Perlea; Opera di Roma DL 80-81
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Callas, di Stafano, Gobi; De Sabata; La Scala CDs 64
Price, Corelli, MacNeil; Adler; Met Opera 67
Nilsson, Tebaldi, Bjoerling, Tozzi; Leinsdorf; Ror@pera CDs 54
Nilsson, Corelli; Gavazzeni; La Scala CDs 68
Lindstrom, Berti, Nakamura, Aceto; Nanasi; Royak@p DVD 82
Berger Book 80
Lisitsa; Francis; London Symphony CD 2
hteigWislocki-Warsaw Phil; Karajan-Vienna SO CD 21
Nucci, Bartoli, Matteuzzi, Fissore, BurchuladzertBssi; Patane; CDs 22
Boloane
Ricciarelli, Cuberli, Gasdia, Terrani, Araiza, @nez, Nucci, CDs 54
Raimondi, Ramey, Dara; Abbado; Chamber Orch. Et
CDs 69
Finley, Lemieux, Bystrom, Osborn; Pappano; Santeli@e CDs 22-23
Munch; Boston Symphony CD 39
Kreizberg; Netherlands Phil CD 41
Pollini CDs 11
Bohm; Berlil CD 87
FudiearBerlin Phil CD 11-12
Lipatti;afar; Philharmonia Orch. CD 21
Jarvi; Deutsche Phil. Bremen DVD 30-31
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Symphonies 1 & 7
Symphony No. 5
Symphony No. 4
Symphonies 6 & 9
Symphony No. 10
The Noise of Time

Violin Concerto, Serenade
Symphonies 1 & 4
Symphonies 2 & 6
Symphonies 3 & 5
Symphonies 1, 2,5 & 7
Symphonies 4-7
The Early Years/Maturity & Silence
Sibelius

Arabella
Capriccio

Der Rosenkavalier
Der Rosenkavalier

Die Frau Ohne Schatten

Don Juan/Till Eulenspiegektc.
Ein Heldenlebenetc.
Richard Strauss: An Intimate Portrait

Asrael

Eugene Onegin
Eugene Onegin

Pique Dame

Symphonies 4, 5 & 6
Symphonies 4, 5 & 6
Tchaikovsky's WomeandFate

Requiem
Requiem
Requiem

Aida

Don Carlo

Ernani

Falstaff

Il Trovatore

La Forza del Destino

La Traviata
Luisa Miller

Macbeth
Macbeth
Nabucco
Otello
Otello

Six Great Opera&ida, Ballo, Don Carlo,
Falstaff, Macbeth, Simon Boccane
Rigoletto

Simon Boccanegra

Un Ballo in Maschera
Verdi's Shakespeare: Men of the Theater

Bernstein; &jucSymphony
Bernstein; Newk Rhil
Barshai; W. GerRedio Symphony Ord.
Bernstein; vaemhil
Karajan; Bétiitharmonic
Barnes

Mutteevitr, Staatskapelle Dresden
Davis; London Syomyh

Davis; London Syomyh

Davis; London Syomyh
Bernsteienvia Phil

Karajan; Berlin Phil.

Layton

Della Casa, Edelmann, Malaniuk, Gueden, Londonpdt; Solti; CDs

Vienna Ph

Schwarzkopf, Fischer-Dieskau, Wachter, Hotter; Slseh;
Philharmonia Orcl

Fleming, Koch, Damrau, Hawlata, Kaufmann, Grundhebe
Theilemann; Munich Phil.

Schwarzkopf, Ludwig, Edelmann, Wachter; KaraharihBhimonia CDs

Orch.
Nilsson, Rysanek, Hesse, King, Berry; Bohm;VienteteSOpera

Kempe; Staatskapelle Dresden

Mirring; Kempe; Staatskapelle Dresden
Wilhelm

Ashkenazi; Helsinki Phil

Belov, Vishnevskaya, Petrova, Lemeshev; KhaikinsBoi

Dunaev, Monogarova, Kwiecien; Vedernikov (con@igherniakovDVD

(dir.); Bolsho

Gougaloff, Vishnevskaya, Resnik, Weikl; Rostropayiblatl. Orch CDs

Fr.
Gergiev; YieeRhil
Mravinskyniograd Philharmonic
Nupen (Director)

Kaufmann, Garanca, Harteros, Pape; Baremboin; aiaSc
Price, Cossotto, Pavarotti, Ghiaurov; Karajan; tal&
Gheorghiu, Alagna, Barcellona, Konstantinov; AbhaBerlin Phil

Arroyo, Domingo, Cossotto, Ghiaurov, Cappuccille Balma;
Abbado; La Sca

Villazon, Poplavskaya, Keenlyside, Ganassi, Futtane
Halfvarson, Lloyd; Pappano; Royal Op

Cerquetti, Del Monaco, Bastianini, Christoff; Migoulos; Maggio CD

Musicale Fiorentin

Maestri, Florez, Frittoli, Frontali, Mula, Antonagcdi Nissa; Muti;
La Scali

Price, Corelli, Bastianini, Simionato, Zaccaria;r&an; Vienna
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Domingo, Freni, Zajic, Zancanaro, Surian, PlisHkaiscantini;
Muti; La Scali

Netrebko, Villazon, Hampson; Rizzi; Vienna Phil.

Domingo, Ricciarelli, Obraztsova, Bruson; MaazetyRl Opera

Keenlyside, Monastyrska; Pappano; Royal Opera
Fischer-Dieskau, Bumbry; Sawallisch; Vienna Phil
Gobbi, Souliotis; Gardelli; Vienna State Opera
Antonenko, Stoyanova, Guelfia; Muti; Chicago Sympho
Domingo, Frittoli, Nucci; Muti; La Scala

Abbado; La Scala

Domingo, Cotrubas, Obraztsova, Cappuccilli, Ghiauhdoll;
Giulini;Vienna State Ope

Domingo, Poplavskaya, Furlanetto, Calleja; PappRuyal Opera DVD

Domingo, Ricciarelli, Obraztsova; Abbado; La Scala
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Book 42
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Verdi with a Vengeance

Der fliegende Hollander
Die Meistersinger von Nirnberg

Tristan und Isolde

Claudio Abbado: Hearing the Silence
Maria Callas: A Musical Biography
Maria Callas at Covent Garden
Conversations with Von Karajan
Franco Corelli: Prince of Tenors
Martha: Argerich: Evening Talks

Mariella Devia

Berger

Uhde, Weber, Varnay, Schartel, Windgassen, Traxel;
Knoppertsbusch; Bayret

Stewart, Crass, Hemsley, Konya, Unger, Janowitgsibaender,
Grumbach; Kubelik; Beyreu

Suthaus, Flagstad; Furtwangler; Royal Opera
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