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soloist  ERYN TURLEY

In December 1874 Tchaikovsky wrote to his brother Anatol: 'I am now
completely absorbed in the composition of a pianoforte concerto. I am very
anxious Rubinstein should play it at his concert. The work progresses very
slowly, and does not turn out well. However, I stick to my intentions, and
hammer pianoforte passages out of my brain: the result is nervous irritabil-
ity.' The Rubinstein referred to was Nicholas Rubinstein, Director of the
Moscow Conservatoire. As Tchaikovsky's own pianoforte technique was somewhat
limited, he decided to play the new work through to Rubinstein, having al-
ready dedicated it to him, to seek his advice on any passages that might be
made pianistically more effective. Accordingly they met at the Conservatoire
on Christmas Eve of that same year. Tchaikoveky later wrote: 'I played the
first movement. Never & word, never a single remark ... I gathered patience
and played the concerto straight through to the end. Still silence.

"ye112?" I asked and rose from the piano. Then a torrent broke from Rubin-
stein's lips. Gentle at first, gathering volume as it proceeded, and finally
bursting into the fury of a Jupiter Tonans. My concerto was worthless,
abgolutely unplayable ... I left the room without a word ... Rubinstein,
seeing how upset I was, called me into another room. Therée he repeated that
my concerto was impossible, pointed out many places where it needed to be .
completely revised, and said that if I would suit the concerto to his require-
ments he would bring it out et his concert. "I shall not alter a single
note," I replied. "I ghall publish the work precisely as it stands." This
intention I actually carried out.' The orchestration of the concerto was
completed by the end of February 1875. Tchaikovsky rededicated the work

to Hans von BHlow, who gave the first performance in Boston during the same
year. Rubinstein in later years altered his views and became one of its
leading exponents. A1l this is well known. hat is not at all well known
is the following information revealed by the musicologist David Brown. In

his BRC Radio 3 talk entitled 'Tchaikovsky and ciphers' (broadcast 3.1.81)

he lays out most convincingly his theories about the genesis of the themes

of much of the concerto. In 1868 Tchaikovsky met and formed a strong attach-
ment to DésirBe Art®t, a Belglan opera singer who was visiting Russia with
her company. Although wedding plans were discussed, she suddenly married
another early the next year, and it is kmown that as late as 1888 when they
met in Berlin he was still sufficiently attached to her to compose a group

of songs specially for her. Unfortunately there is very little space to go
into detail, but Mr Brown demonstrates that the second theme of the first
movement (ex.l) is based on a cipher of her initials. Tchaikovsky uses the
first three letters of her Christian name, which make up the German term for
Db, and the first letter of her surname, which give us the rather tense
interval of a diminished fourth. The chords underpinning this should be

noted as they occur later on in our discussion. The first four notes of the
entire concerto are themselves the cipher of Tchaikoveky's own name transposed
up a tone, with the "Art8t' chord referred to above underpinning it (ex.2).

In the second movement her initials are again represented by the notes of

the flute at the outset. In the fast section of the movement the strings

play a theme derived from a French chansonette (ex.3) that she is known to have
sung. Although I have only been able to glve the briefest indication of lir
Brown's convincing arguments, I hope I have managed to show that the whole
concerto should be seen in a new light.
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- INTERVAL OF 15 MINUTES =
(Coffee & Ice Cream Available)

LAUDE DEBUSSY THREE NOCTURNES
1862-1918)

1l.Nuages

2.Féte

3.Sirénes Female voices of the

EDINBURGH BACH SOCIETY CHOIR

These started life as three nocturnes for violin and orchestra composed
for the great Belgian violinist Eugdne Ysaye. They were completed in 1896,
the year in which Debussy wrote to a friend: 'They can only be played by him.
If Apollo himself asked me for them I should refuse him!' It seems strange
therefore to find Debussy recasting them for orchestra alone the following
year. Ysaye however was not to be so easily beaten for he turns up in 1903
giving one of the early performances of the Nocturnes as a conductor.
Debussy wrote of the Nocturnes: 'The title is to be interpreted here in a
general, or more particularly, in a decorative sense. Therefore it is not
meant to designate the usual form of the nocturne, but rather all the various
impressions and the special effects of light that the word suggests.
Nuages renders the immutable aspect of the sky and the snow, solemn motion
of the clouds, fading away in grey tones lightly tinged with white. Eﬁ%g
gives us the vibrating atmosphere with sudden flashes of light. There is
also the episode of the procession (a dazzling fantastic vision) which passes
through the festive scene and becomes merged in it. But the background
remaing persistently the samej the festival, with its blending of music and
luminous dust, participating in the cosmic rhythm. Sirénes depicts the sea
and its countless rhythms and presently, amongst the waves silvered by the
moonlight, is heard the mysterious song of the Sirens as they laugh and pass
on.' Debussy likened Nuages to a study in grey in painting. The cor anglais
interjections which ococur several times were suggested to him the hooting
of pagsing passenger steamers as he watched the grey sky over t Seine from
the Pont de la Concorde. Debussy's scoring here is masterly: he divides the
strings (always muted) into as many as 16 parts, and yet the writing for
wind fs very economical. F8te makes a perfect contrast with its very bright
tone colouring. The female voices in Sirdnes (wordless throughout) are
treated as another instrumental colouring tracing long melodic lines through
the luminous orchestral texture.

MAURICE RAVEL DAPHNIS ET CHLOR:SECOND SUITE
(1875-1937)

EDINBURGH BACH SOCLETY CHOIR

In 1909 the Ballets Rugses took Europe b{ storm with their performances
at the Ch&telet Theatre in Paris. The unfamiliar music (mainly Borodin and
Rimsky-Korsakov at first), the fantastic d&cor and brilliant costumes and the
virtuosic dancing quite surpassed anything seen before. Soon Diaghilev began
commigsioning new music by, amongst others, Ravel, Stravinsky, Poulenc and
Falla, the sets being designed by Picasso, Rouault and Bakest to choreography
by Fekine, Nijinsky and Magsine - quite a collection! Ravel started work on
a2 book by Fokine after the Longus original of Daphnis and Chlo#, but soon
loat interest in the face of hf: new opera L'Heure Espagnole. When he return-
ed to the ballet it was with renewed inspiration. he score cost Ravel great
effort, especially the final baochanal, which alone took a year to complete.
By the time the work was ready in 1912 Diaghilev had almost lost interest in
it, but Durand, Ravel's publisher, brought the great man round., The Second
Suite, which is the most popular part of the ballet, occupies approximately
the last third and requires a very large orchestra. According to the story
80 far Daphnis and Chlo¥ have fallen in love, Chlo¥ has been captured by
pirates and rescued by the god Pan in response to the pleas of Daphnis and
some nymphs. When the music begins it is daybreak. Daphnis is still lying
before the nymphs' grotto. Chlo¥ appears surrounded by shepherdesses, and
she and Daphnis throw themselves into each other's arms. An old shepherd
explains that Pan saved Chlo¥ in remembrance of the nymph Syrinx, whom he

had once loved. The lovers mime the adventure of Pan and Syrinx: while she
shrinks from him, he plucks some reeds, fashions them into a flute and plays
a melancholy tune; she dances. The dance grows more and more animated until
in a mad whirl Chlo# falls into Daphnis' arms. Groups of young girls and
young men enter; there is a joyous dance. ™
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ERYN TURLEY was born in Cambridge, and at the age of 15 won a scholarship to
gtudy at the Royal College of Music, where he studied with the late Cyril

Smith and with Bernard Roberts.

During his stay at the College Bryn Turley

gave many concerts both as soloist and accompenist, and broadcast several

times, once with the BBC Northern Orchestra.

He has since given several

recitals at the Wigmore Hall and Purcell Room in London, and numerous recital

to music clubs throughout the country.
East Germany, Holland and Belgium.

He has played in America, West and
He is now living in Edinburgh and is on

the staff of the Edinburgh Academy, and he gives regular bresdcasts on BEC
Scotland. FHe last appeared with Scottish Sinfonia in November 1978, when
he played Rachmaninoff Piano Concerto No.3.

THE BROCHURE FOR NEXT SEASON 1981/82 IS NOW AVAILABLE.




