





Program

Welcome
Nic Jeffries, AdYO Executive Director

Violin Concerto No. 1, Op. 6
Niccold Paganini (1782-1840)

Tianyou Ma, violin | Nicholas Braithwaite, conductor

1. Allegro aperto
2. Adagio non troppo
3. Rondo : Allegretto

Interval —

Symphony No. 5 in E minor, Op. 64
Pyotr llyich Tchaikovsky (1840-1893)

Nicholas Braithwaite, conductor

1. Andante—Allegro con anima
2. Andante cantabile con alcuna licenza
3. Valse. Allegro moderato
4. Finale. Andante maestoso-Allegro vivace

The performance will run approx. 120 minutes (including a 15-minute interval). Please switch off or
turn your mobile phone to silent. We ask that you refrain from taking any photographs or video
recording at this performance.
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Program notes

Violin Concerto No.1,Op. 6

Niccolo Paganini (1782-1840)

Spoilt for choice with concerts, albums and YouTube videos of virtuosic performances at
our fingertips, it is perhaps hard for us to imagine the phenomenon of Niccold Paganini.

Attracting the eighteenth-century equivalent of Beatlemania, his technique was so rare,
revolutionary and seemingly superhuman that he was cast as a ‘demon’, who must have
sold his soul to the devil to attain such abilities. In reality, Paganini’s unusual physicality
coupled with a deep curiosity about his instrument enabled him to take the violin into new
realms, quickly outgrowing Mozart and Viotti's Classical world of just one generation ago.
His famous 24 Caprices for Solo Violin exemplify the techniques he introduced into
common practice on the violin, including the prolific use of harmonics, double-stops and
left-hand pizzicato.

Paganini probably wrote his Violin Concerto No. 1 as a means of showcasing his
extraordinary skill to new audiences as he toured Italy during the mid-1810s. The first
movement opens with a military-like orchestral exposition, during which the orchestra
seems to regularly interrupt itself before finally settling on the melodic first theme. At its
first entry, the violin asserts its prowess with an embellished variation of the theme, and the
orchestra fades into a more subdued, supportive role. The cadenza emerges towards the
end of the movement, and while Paganini would have improvised his cadenza, many
violinists today compose their own.

The second movement Adagio recalls the bel canto style popular in ltaly at the time,
inspired by operas by Rossini, Donizetti and Bellini. A reviewer at Paganini’s 1828 Viennese
premiere of the concerto described this movement as ‘a sublime, angelic song of great
nobility and simplicity,” which ‘touched the hearts of listeners.” At the end of the movement,
‘there was no applause. The audience sat as though paralysed. The spell ended and the
applause began — with a vehemence never before heard in the Imperial ballroom.’

The third movement in rondo form is a spirited display of the most revolutionary techniques
that Paganini had explored on the instrument — featuring not only passagework of
unrivalled speed, but also more delicate moments of double-stop harmonics and left-hand
pizzicato. The compositional integrity is never lost in the fireworks, however, and the result
is a beautifully balanced work, overflowing with nuanced melodies and the nostalgia of
early Romantic idealism.




Symphony No. 5 in E minor, Op. 64
Pyotr llyich Tchaikovsky (1840-1893)

Born just twenty days after Paganini’s death in 1840, Tchaikovsky contributed to the fulfilment
of the Romantic ideals that had emerged throughout Paganini’s lifetime and were facilitated by
the advancement of technique by performers such as the phenomenal violinist himself.
Through his extensive and wildly popular output, Tchaikovsky found himself able to bridge the
gap between ‘presumptuous’ Russian nationalist compositions, and the sophisticated
contemporary music coming out of central Europe, drawing on the folk music traditions of his
country while staying deeply attuned to the relative merits of Wagner, Brahms and their
respective followers.

Tchaikovsky wrote his Fifth Symphony in 1888 while renting a comfortable home in
Frolovskoye, a quiet village in the outskirts of Klin. He wrote throughout the year of his fear of
writer’s block, and frequently vacillated between self-confidence and self-doubt — surely a
familiar experience among artists with a sensitive disposition. During a more productive period
in the Summer, he wrote, ‘I am working quite assiduously on a symphony, which, if | am not
mistaken, will be no worse than its predecessors. But perhaps this is just my opinion now.. |
may later feel that | am written out, that my head is empty, that my time is past, etc.’ Perhaps it
is too easy to make light of these anxieties in hindsight, with our knowledge of the Fifth
Symphony’s indisputable success over a period of nearly 150 years.

Tchaikovsky began work on the Symphony with a programme in mind, reminiscent of the
preoccupation with Fate found in his Fourth Symphony: ‘Intrfoduction]. Complete resignation
before Fate — or, what is the same thing, the inscrutable designs of Providence.” Although
Tchaikovsky later abandoned this programme, its themes seem to echo through the completed
symphony nevertheless. The opening statement introduces the so-called ‘Fate motif’,
appearing almost ominous in the dark tones of the clarinet, and certainly there is no escaping
the harbinger’s song throughout the entirety of the work.

Composed in cyclic form, this theme can be recognised in various guises in each of the
movements. The second movement features a haunting lament in the horn, which some may
find familiar from a popular love song by John Denver. The third movement brings
Tchaikovsky's flair for dance music to the fore, yet the graceful waltz never escapes a slight
uneasiness, created by lopsided rhythms and perhaps enhanced by its tumultuous
surroundings. Ultimately Fate gains its victory in the fourth movement — this time the strings
are the harbinger of Providence’s designs, making a grand entrance into a pandemonium of
(in the composer’s own words) ‘excess, insincerity and artificiality’.

— Tahlia Williams, 2024
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