
Season 200Season 200Season 200Season 2009999----2020202011110000    
    
The Philadelphia Orchestra 
 
FridayFridayFridayFriday,,,,    April 9April 9April 9April 9, at , at , at , at 2222::::00000000    
SaturSaturSaturSaturday, day, day, day, April 10April 10April 10April 10, at 8:00, at 8:00, at 8:00, at 8:00    
Sunday, April 11, at 2:00Sunday, April 11, at 2:00Sunday, April 11, at 2:00Sunday, April 11, at 2:00    
Tuesday, April 13, at 8:00 (Carnegie Hall)Tuesday, April 13, at 8:00 (Carnegie Hall)Tuesday, April 13, at 8:00 (Carnegie Hall)Tuesday, April 13, at 8:00 (Carnegie Hall)    
 
Charles DutoitCharles DutoitCharles DutoitCharles Dutoit    Conductor 
Piotr AnderszewskiPiotr AnderszewskiPiotr AnderszewskiPiotr Anderszewski Piano 
    
SzymanowskiSzymanowskiSzymanowskiSzymanowski    Symphonie concertante (Symphony No. 4), Op. 60, for piano and orchestra 
I. Moderato 
II. Andante molto sostenuto 
III. Allegro non troppo 
 
DebussyDebussyDebussyDebussy    La Mer 
I. From Dawn to Midday at Sea 
II. Play of the Waves 
III. Dialogue of the Wind and the Sea 
    
IntermissionIntermissionIntermissionIntermission    
    
Stravinsky Stravinsky Stravinsky Stravinsky The Rite of Spring 
First Part: The Adoration of the Earth 
   Introduction— 
   The Auguries of Spring—Dances of the Young Girls— 
   Ritual of Abduction— 
   Spring Rounds— 
   Ritual of the Rival Tribes— 
   Procession of the Sage— 
   The Sage— 
   Dance of the Earth 
Second Part: The Sacrifice 
   Introduction— 
   Mystic Circles of the Young Girls— 
   Glorification of the Chosen One— 
   Evocation of the Ancestors— 
   Ritual Action of the Ancestors— 
   Sacrificial Dance (The Chosen One) 
 
 
This program runs approximately 1 hour, 50 minutes. 
 



Chief conductor of The Philadelphia Orchestra, as well as artistic director and principal 
conductor of the Royal Philharmonic and music director of the Verbier Festival Orchestra, 
Charles Dutoit regularly collaborates with the world’s leading orchestras. Since his debut 
with The Philadelphia Orchestra in 1980, Mr. Dutoit has been invited each season to 
conduct all the major orchestras of the United States. He has also performed regularly with 
all the great orchestras of Europe, Japan, South America, and Australia. Mr. Dutoit has 
recorded extensively for Decca, Deutsche Grammophon, EMI, Philips, CBS, Erato, and other 
labels. His more than 170 recordings, half of them with the Montreal Symphony, have 
garnered more than 40 awards and distinctions.   
 
Since 1990 Mr. Dutoit has been artistic director and principal conductor of The Philadelphia 
Orchestra’s summer festival at the Saratoga Performing Arts Center. Between 1990 and 
1999, he also directed the Orchestra’s summer series at the Mann Center, and led them in a 
series of distinctive recordings. From 1991 to 2001, he was music director of the Orchestre 
National de France. In 1996 he was appointed principal conductor, and in 1998 music 
director, of the NHK Symphony in Tokyo. For 25 years (1977 to 2002), Mr. Dutoit was 
artistic director of the Montreal Symphony. 
 
Mr. Dutoit holds honorary doctorates from McGill University, the University of Montreal, and 
Université Laval. In 1982 he was named Musician of the Year by the Canadian Music 
Council; in 1988 the same organization awarded him the Canadian Music Council Medal. In 
1991 Mr. Dutoit was made an Honorary Citizen of the City of Philadelphia. In 1994 the 
Canadian Conference of the Arts awarded him their Diploma of Honour. In 1995 the 
government of Québec named him Grand Officier de l’Ordre National du Québec, and in 
1996 the government of France made him Commandeur de l’Ordre des Arts et des Lettres. 
He has also been invested as an Honorary Officer of the Order of Canada, the country’s 
highest award of merit.  
 
Mr. Dutoit was born in Lausanne, Switzerland, and his musical training took him to Geneva, 
Siena, Venice, and Tanglewood, where he worked with Charles Munch. A globetrotter 
motivated by his passion for history and archaeology, political science, art, and architecture, 
Mr. Dutoit has traveled and visited all the nations of the world. He maintains residences in 
Switzerland, Paris, Montreal, Buenos Aires, and Tokyo. 
 
 
 
 



Since first coming to public attention at the 1990 Leeds Piano Competition, pianist Piotr 
Anderszewski has become a familiar figure on the international concert platform. His 
engagements in the 2009-10 season include appearances with the Philharmonia Orchestra, 
the Los Angeles Philharmonic, and the North German Radio Orchestra. He will give recitals 
at the Concertgebouw in Amsterdam, Vienna’s Konzerthaus, Warsaw Philharmonic Hall, and 
Munich’s Herkulessaal. He also leads a Szymanowski concert series at both Carnegie Hall in 
New York and Wigmore Hall in London. 
 
In recent seasons Mr. Anderszewski has appeared with the Berlin Philharmonic, the Royal 
Concertgebouw Orchestra, and the Boston, Chicago, and London symphonies; he made his 
Philadelphia Orchestra debut in 2007. He has also directed numerous ensembles from the 
keyboard, including the Mahler Chamber Orchestra and the soloists of the Berlin 
Philharmonic. With the Scottish Chamber Orchestra he has toured extensively and has 
recorded a disc featuring Mozart's G-major and D-minor piano concertos. He has also made 
recordings with the Sinfonia Varsovia and, most recently, the Deutsche Kammerphilharmonie 
Bremen. An exclusive artist with Virgin Classics since 2000, Mr. Anderszewski's first disc on 
the label was of Beethoven's Diabelli Variations, which received numerous awards, including 
a Diapason d'Or and a Choc du Monde de la Musique in France. His strong identification 
with this work became the subject of a film by Bruno Monsaingeon. Mr. Anderszewski's 
discography also includes a Grammy-nominated CD of Bach's partitas and a disc of works 
by Chopin. His affinity with the music of his compatriot Szymanowski is captured in a 
recording of the composer's solo piano works, which received the Classic FM Gramophone 
Award in 2006 for best instrumental disc. His most recent recording for Virgin is of a 
Carnegie Hall recital given in December 2008. 
 
Recognized for the originality of his interpretations, Mr. Anderszewski has been singled out 
for several high profile awards. In April 2002 he received the Gilmore Award, and he was a 
recipient of the Szymanowski Prize in 1999 and the Royal Philharmonic Society's Best 
Instrumentalist Award in 2001. He recently collaborated with Mr. Monsaingeon on another 
prize-winning film, released by Idéale Audience at the end of 2008.  
 
Born in Warsaw to Polish-Hungarian parents, Mr. Anderszewski studied piano at the Chopin 
Academy in Warsaw and at the conservatories of Strasbourg and Lyon. At the age of 18 he 
spent a year at the University of Southern California on a scholarship, and later, in his 20s, 
studied with Murray Perahia, Fou Ts'ong, and Leon Fleisher. Mr. Anderszewski currently lives 
in Paris and Lisbon.  
 
  



FRAMING THE PROGRAMFRAMING THE PROGRAMFRAMING THE PROGRAMFRAMING THE PROGRAM    
 
Although Claude Debussy was born 20 years earlier than Igor Stravinsky and Karol 
Szymanowski, the three enjoyed varying degrees of personal and professional contact in 
Paris during the early 20th century. Debussy’s compositional innovations in his keyboard 
music, his opera Pelleas and Melisande, and orchestral pieces such as La Mer, were 
inspiring to a younger generation of composers across Europe. 
 
Debussy and Szymanowski were both overwhelmed by Stravinsky’s The Rite of Spring; but 
then so have been many listeners ever since the neo-primitivist ballet premiered at the 
Théâtre des Champs-Élysées on May 29, 1913. The legendary scandal of that opening night 
performance by the Ballets Russes may have had more to do with the choreography than the 
music, which soon became a favorite in the concert hall and profoundly influenced the 
course of music. 
 
Szymanowski’s Symphonie concertante, which dates from two decades later, is also known 
as his Fourth Symphony. As the title suggests, it is a concerto for piano with symphonic 
ambitions. The piece quickly became one of the composer’s most popularly successful 
works. 
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Symphonie Symphonie Symphonie Symphonie concertanteconcertanteconcertanteconcertante    (Symphony No. 4)(Symphony No. 4)(Symphony No. 4)(Symphony No. 4)    
 
Karol SzymanowskiKarol SzymanowskiKarol SzymanowskiKarol Szymanowski 
Born Born Born Born iiiin Tymon Tymon Tymon Tymoszówka, Ukraine, October 3, 1882szówka, Ukraine, October 3, 1882szówka, Ukraine, October 3, 1882szówka, Ukraine, October 3, 1882    
Died Died Died Died iiiin Lausanne, Switzerland, March 29, 1937n Lausanne, Switzerland, March 29, 1937n Lausanne, Switzerland, March 29, 1937n Lausanne, Switzerland, March 29, 1937    
 
Karol Szymanowski was born in 1882, the same year as Igor Stravinsky and just one after 
Belá Bartók. Along with the older Czech Leoš Janáček, these composers carved out a 
special space in early-20th-century music. All four were born somewhat afield from the 
“center” of the European musical tradition, but they variously traveled and learned from 
France and Germany, and were to varying degrees influenced by compositional currents in 
those countries, whether those trends were initiated by Strauss or Mahler, Debussy or Ravel. 
At the same time, they were often inspired by, and drew from, the musical traditions of their 
native lands, particularly from folk music. 
 
Of the four, Stravinsky went on to enjoy the most celebrated international career, while 
Bartók is particularly recognized for the brilliant incorporation of his ethnomusicological 
explorations into his own music. Janáček’s reputation has risen steadily in recent decades, 
spurred on in large part by the greatness of his operas. Szymanowski remains the least 
known and appreciated. Undoubtedly the leading Polish composer of his era—indeed, the 
greatest between Chopin and Lutosławski—he awaits appropriately broad rediscovery. 
 
Born on his Polish family’s estate in the Ukraine, Szymanowski received his earliest musical 
training at home before moving in his late teens to Warsaw for more formal study. In his mid-
20s he went to Berlin in the hopes of expanding his horizons, and after some time back in 
Poland he spent nearly two years in Vienna beginning in 1911, the year of Mahler’s death. 
Wagner and Strauss were his models at the time, but the influences broadened as he 
developed an interest in Eastern cultures and traveled to North Africa. His musical 
allegiances turned from late German Romanticism to the French Impressionism of Debussy, 
the modernism of Stravinsky, as well as the Russian mysticism of Scriabin. This wide range 
of sources would later merge with his explorations of Polish folk music, especially from the 
region of the imposing Tatra mountains. The folk element, tinged with Bartókian energy, 
leaves traces in the dazzling final movement of work we hear today, the Symphonie 
concertante (Symphony No. 4), one of the composer’s final major compositions.  
 
A Hybrid A Hybrid A Hybrid A Hybrid oooof Symphony f Symphony f Symphony f Symphony aaaand Concertond Concertond Concertond Concerto    The Symphonie concertante is the fourth and last of 
Szymanowski’s symphonies. It might also be considered the first and last of his piano 
concertos, a genre he had wanted to explore since his days in Vienna. The work came 
quickly in 1932: “It seems to me that the composition of the new symphony will set 
something of a world speed record,” Szymanowski remarked. As its title implies, the hybrid 
piece combines the genre of the symphony with that of the concerto; the piano is the 
instrument most prominently featured, although others, particularly woodwinds, are also 
given chances to shine.   
 



Szymanowski wrote the Symphonie concertante primarily for his own use in performance 
and during his final years toured far and wide (much to the detriment of his fragile health) to 
present the piece. Although not a pianist of the technical accomplishment of Rachmaninoff, 
Prokofiev, or Bartók, the chance to perform brought Szymanowski much larger fees than 
composing did. At the time he was battling serious depression, drinking, poor health, and 
financial insecurity. He had a falling out with the State Academy of Music in 1932, which led 
to his unemployment. With family members to support, and given his straightened 
circumstances, the success of the Symphonie was all the more welcome. 
 
A Splendid PremiereA Splendid PremiereA Splendid PremiereA Splendid Premiere    Szymanowski dedicated the work to his friend and champion, the 
great pianist Arthur    Rubinstein, although the composer was the soloist when the piece was 
premiered in Poznań on October 9, 1932. “The professors from the Conservatory there 
received confidential cautions that if they took part in the celebrations they could lose their 
positions. … So … with the exception of two of my personal friends, no one came to meet 
me or even to see me in the artist’s room.” The work was nonetheless a great hit with the 
public, as the composer recounted: 

 
You can imagine what an événement this was for me. Everything succeeded 
brilliantly to the extent that I had to repeat the whole finale! I myself do not 
understand very well how it came about that in general I was able to play 
absolutely correctly and with a certain Schwung [swing]. The whole thing 
sounded splendid, clear, transparent, like Mozart . … This concerto really is very 
beautiful, magical music. 

 
The success continued in subsequent performances, prompting Szymanowski to comment: 
“You have no idea how successful this concerto is with the public—it disturbs me a little in 
case it is in reality popular trash.” Indeed some composers felt like the young Lutosławski, 
who lamented that the “pioneer of modern music in Poland … had betrayed himself and his 
own ideas.” The popularity of the Symphonie concertante meant that the work logged some 
30 performances in 24 different cities during the last years of the composer’s life. 
 
        —Christopher H. Gibbs  
 
Szymanowski’s Symphonie concertante was composed in 1932. 
 
Eugene Ormandy led the first Philadelphia Orchestra performance of Szymanowski’s 
Symphonie concertante on December 1, 1942, at Constitution Hall in Washington, D.C.; 
Arthur Rubinstein was the pianist. The performance was repeated in Baltimore, New York, 
and at the Academy. The only other subscription performances were in February 1966, with 
Ormandy and pianist Eugene Istomin, and in April 2007, with conductor Andrey Boreyko 
and Piotr Anderszewski.  
 
Szymanowski scored the work for two flutes (II doubling piccolo), two oboes (II doubling 
English horn), two clarinets (II doubling E-flat clarinet), two bassoons (II doubling 



contrabassoon), four horns, three trumpets, three trombones, tuba, timpani, percussion 
(bass drum, cymbals, snare drum, tam-tam, triangle), harp, strings, and solo piano. 
 
Performance time is approximately 25 minutes. 
 
 



La MerLa MerLa MerLa Mer    
 
Claude DebussyClaude DebussyClaude DebussyClaude Debussy    
Born iBorn iBorn iBorn in St. Germainn St. Germainn St. Germainn St. Germain----eeeennnn----Laye, August 22,Laye, August 22,Laye, August 22,Laye, August 22, 1862 1862 1862 1862    
Died Died Died Died iiiin Paris, March 25, 1918n Paris, March 25, 1918n Paris, March 25, 1918n Paris, March 25, 1918    
    
In music as in the visual arts, the enchantment of the sea has long served as inspiration for all 
manner of creative endeavors. During the late 19th and early 20th centuries, depictions of 
water in its various forms became a central theme in the unforgettable paintings of Monet, van 
Gogh, and others—artists who took new approaches to representing the play of light and color 
on the surface of the water. At the same time, composers such as Debussy and Ravel 
established parallel techniques of color and shading, which they employed in musical works 
with “aquatic” themes. Their techniques went beyond mere orchestration: Piano works such as 
Ravel’s Jeux d’eau showed how these coloristic effects could embrace all aspects of harmony, 
melody, and texture. 
 
A Love A Love A Love A Love ffffor or or or tttthe Seahe Seahe Seahe Sea    Claude Debussy harbored a lifelong fascination with the sea, which was 
partly associated in his mind with holidays and all that they implied. “I was destined for the 
wonderful life of a sailor,” he wrote to his friend André Messager in 1903 as he mulled over 
initial ideas for La Mer. “It was only chance that diverted me; I have nevertheless retained a 
sincere passion for the sea.” Debussy loved his sea-holidays so desperately that each year he 
dreaded the end of summer. “This month of September means the last now of the pleasant, 
beautiful days,” he wrote to his publisher, Jacques Durand, in September 1904, “and allows 
trouble and melancholy to seep into the heart of this poor town dweller at the prospect of the 
days to come when he must return to this cursed Paris.”  
 
It was inevitable that Debussy should look for the chance to express his passion for the sea in 
music. In the early summer of 1903 this opportunity finally came about, when he first 
conceived three symphonic sketches that represented a day at sea—beginning at the first 
break of daylight and ending with an uneasily stormy evening. “I am working on three 
symphonic sketches,” he wrote to Messager, “with the following titles: 1) Calm Sea around the 
Ilse Sanguinaires; 2) Play of the Waves; 3) The Wind Makes the Sea Dance; the whole thing 
is called La Mer.” (As will be seen below, the titles of the outer movements would change 
somewhat.) Two years later, while on holiday in England in 1905, Debussy completed the final 
drafts of this brilliant symphonic suite, and La Mer received its premiere in Paris that October. 
It was greeted with vehement critical disapproval.  
    
A Closer LookA Closer LookA Closer LookA Closer Look    The piece remains one of music’s most delicate and elusive statements on the 
sea’s dark, disquieting affects on the human soul—elusive, perhaps, because La Mer does not 
offer itself to simple description. Unlike more self-evident sea pieces such as Ravel’s Un 
Barque sur l’océan, Debussy’s impression is less a programmatic depiction than an expression 
of the “idea of sea”—of the ocean in its natural state, in its wild remoteness, a force acted 
upon not by humanity but only by sun and wind. The first movement (the title of which Debussy 
changed to “From Dawn to Midday at Sea”“From Dawn to Midday at Sea”“From Dawn to Midday at Sea”“From Dawn to Midday at Sea”) is built from the “motto” theme (heard in the 
horn and trumpet in the initial bars) and from the first theme of “exotic” parallel fifths (played by 



flute and clarinets) that grows from it. The motto theme becomes a sort of motivic building-
block for the entire set. The second movement (“Play of the Waves”“Play of the Waves”“Play of the Waves”“Play of the Waves”) is a fleeting impression, 
as blurred and indistinct as Monet’s or Seurat’s sunlit scenes; the stormy, extroverted third 
movement (whose title evolved into “Dialogue of the Wind and the Sea”“Dialogue of the Wind and the Sea”“Dialogue of the Wind and the Sea”“Dialogue of the Wind and the Sea”) concludes with a 
chorale-like closing theme.  
 
         —Paul J. Horsley 
 
La Mer was composed from 1903 to 1905.  
 
Carl Pohlig conducted the first Philadelphia Orchestra performances of La Mer, in January 
1911. The most recent subscription performances were under the direction of Christoph 
Eschenbach in October 2007. In between the work has been heard numerous times, with 
such conductors as Fritz Reiner, Pierre Monteux, Artur Rodzinski, Ernest Ansermet, George 
Szell, Charles Munch, Carlo Maria Giulini, André Previn, Charles Dutoit, and Valery Gergiev. 
 
The Philadelphians have recorded the work four times: in 1942 for RCA with Arturo 
Toscanini; in 1959 for CBS with Eugene Ormandy; in 1971 for RCA with Ormandy; and in 
1993 for EMI with Riccardo Muti. 
 
Debussy scored the work for piccolo, two flutes, two oboes, English horn, two clarinets, three 
bassoons, contrabassoon, four horns, three trumpets, two cornets, three trombones, tuba, 
timpani, percussion (bass drum, cymbals, glockenspiel, tam-tam, and triangle), two harps, 
celesta, and strings.  
 
Performance time is approximately 25 minutes. 
 
 



The Rite The Rite The Rite The Rite oooof Spring f Spring f Spring f Spring     
 
Igor StravinskyIgor StravinskyIgor StravinskyIgor Stravinsky    
Born in Lomonosov, Russia, June 17, 1882Born in Lomonosov, Russia, June 17, 1882Born in Lomonosov, Russia, June 17, 1882Born in Lomonosov, Russia, June 17, 1882    
Died in New York City, April 6, 1971Died in New York City, April 6, 1971Died in New York City, April 6, 1971Died in New York City, April 6, 1971    
 
Music connected with dance long held a special place in French culture, especially during 
the age of Louis XIV. Although Gluck, Mozart, Beethoven, and other later composers in 
German-speaking countries wrote ballets, a real explosion of full-length major scores came 
in Paris during the 19th century. Some of the perennial favorites were written by figures who 
are now otherwise generally forgotten, such as Adolphe Adam (Giselle from 1841) and his 
pupil Léo Delibes (Coppélia in 1870 and Sylvia in 1876). And then came Tchaikovsky, the 
great Russian. 
 
Back tBack tBack tBack to Pariso Pariso Pariso Paris    With his Swan Lake (1875-76), Sleeping Beauty (1889), and Nutcracker 
(1892), ballet found its musical master. In the first decade of the 20th century, however, 
dance would return to Paris when the legendary impresario Sergei Diaghilev began 
exporting Russian culture. He started in 1906 with the visual arts, presented symphonic 
music the next year, then opera, and, finally, in 1909 added ballet. The offerings of his 
Ballets Russes proved to be especially popular despite some grumbling that the productions 
did not seem to be Russian enough. 
 
Music historian Richard Taruskin has remarked on the paradox:  
 

The Russian ballet, originally a French import and proud of its stylistic heritage, 
now had to become stylistically “Russian” so as to justify its exportation back to 
France. Diaghilev’s solution was to commission, expressly for presentation in 
France in 1910, something without precedent in Russia: a ballet on a Russian 
folk subject, and with music cast in a conspicuously exotic “Russian” style. He 
cast about for a composer willing to come up with so weird a thing. 

 
Stravinsky Stravinsky Stravinsky Stravinsky aaaand nd nd nd tttthe Ballets Russeshe Ballets Russeshe Ballets Russeshe Ballets Russes    Diaghilev had some difficulty finding that composer. 
After being refused by several others, he engaged the 27-year-old Igor Stravinsky, who 
achieved great success with The Firebird in 1910. A second ballet, Petrushka, followed the 
next season. And then came the real shocker that made music history: The Rite of Spring. 
 
The Russian artist and archeologist Nikolai Roerich, a specialist in Slavic history and folklore, 
devised the scenario for Rite together with Stravinsky and eventually created the sets and 
costumes. Subtitled “Pictures of Pagan Russia,” the ballet offers ritual dances culminating in 
the sacrifice of the “chosen one” in order “to propitiate the god of spring.” Stravinsky 
composed the music between September 1911 and March 1913, after which the work went 
into an unusually protracted period of rehearsals. There were a large number for the 
orchestra, many more for the dancers, and then a handful with all the forces together. The 
final dress rehearsal on May 28, 1913, the day before the premiere, was given before a large 
audience and was attended by various critics. All seemed to go smoothly. 



 
A Riotous Premiere A Riotous Premiere A Riotous Premiere A Riotous Premiere An announcement in the newspaper Le Figaro on the day of the 
premiere promised  
 

the strongly stylized characteristic attitudes of the Slavic race with an awareness 
of the beauty of the prehistoric period. The prodigious Russian dancers were the 
only ones capable of expressing these stammerings of a semi-savage humanity, 
of composing these frenetic human clusters wrenched incessantly by the most 
astonishing polyrhythm ever to come to the mind of a musician. There is truly a 
new thrill which will surely raise passionate discussions, but which will leave all 
true artists with an unforgettable impression.    

 
The premiere was devised to be a big event. Ticket prices at the newly built Théâtre des 
Champs-Élysées were doubled and the cultural elite of Paris showed up. What exactly 
happened that evening, however, is not entirely clear. Conflicting accounts quickly emerged 
expounded by people who were not even in attendance. From the very beginning there was 
laughter and an uproar among the audience, but whether this was principally in response to 
the music or to the dancing is still debated. One critic observed that “past the Prelude the 
crowd simply stopped listening to the music so that they might better amuse themselves 
with the choreography.” That choreography was by Diaghilev’s lover, the 23-year-old dancer 
Vaslav Nijinsky, who had presented a provocative staging of Debussy’s Jeux with the 
company just two weeks earlier. Although the music was inaudible at times through the din, 
conductor Pierre Monteux pressed on and saw the ballet through to the end. 
 
Five more performances of Rite were given over the next two weeks and then the company 
took the ballet on tour. Within the year the work was triumphantly presented as a concert 
piece, again with Monteux conducting, and ever since the concert hall has been its principal 
home. Yet it is well worth remembering that this extraordinary composition, which some 
commentators herald as the advent of modern music, was originally a theatrical piece, a 
collaborative effort forging the talents of Stravinsky, Roerich, Diaghilev, Nijinsky, Monteux, 
and a large ensemble of musicians and dancers. 
 
A Closer LookA Closer LookA Closer LookA Closer Look    The Rite of Spring calls for an enormous orchestra deployed to spectacular 
effect. The ballet is in two tableaux—“The Adoration of the Earth” and “The Sacrifice”—each 
of which has an introductory section, a series of dances, and a concluding ritual. The 
opening minutes of the piece give an idea of Stravinsky’s innovative style. A solo bassoon, 
playing at an unusually high register, intones a melancholy melody. This is the first of at least 
nine folk melodies that the composer adapted for the piece, though he later denied doing so. 
 
Order eventually emerges out of chaos as the “Dances of the Young Girls” roars out 
massive string chords punctuated by eight French horns. In the following dances 
unexpected and complicated metrical innovations emerge. At various points in the piece 
Stravinsky changes the meter every measure, a daunting challenge for the orchestra in 1913 
that now seems second nature to most musicians. If Arnold Schoenberg famously “liberated 
the dissonance” a few years before Rite, Stravinsky now seems to liberate rhythm and meter. 



 
Although the scenario changed over the course of composition, a basic “Argument” was 
printed in the program at the premiere, which read as follows: 
 

FIRST ACT: “TFIRST ACT: “TFIRST ACT: “TFIRST ACT: “The Adoration of the Earth.”he Adoration of the Earth.”he Adoration of the Earth.”he Adoration of the Earth.” Spring. The Earth is covered with 
flowers. The Earth is covered with grass. A great joy reigns on the Earth. 
Mankind delivers itself up to the dance and seeks to know the future by following 
the rites. The eldest of the Sages himself takes part in the Glorification of Spring. 
He is led forward to unite himself with the abundant and superb Earth. Everyone 
stamps the Earth ecstatically. 
 
SECOND ACT: “The Sacrifice.”SECOND ACT: “The Sacrifice.”SECOND ACT: “The Sacrifice.”SECOND ACT: “The Sacrifice.” After the day: After midnight. On the hills are 
the consecrated stones. The adolescents play the mystic games and see the 
Great Way. They glorify, they proclaim Her who has been designated to be 
delivered to the God. The ancestors are invoked, venerated witnesses. And the 
wise Ancestors of Mankind contemplate the sacrifice. This is the way to sacrifice 
Iarilo the magnificent, the flamboyant. 
 

        —Christopher H. Gibbs 
 
Stravinsky composed The Rite of Spring from 1911 to 1913. 
 
The Rite of Spring is one of many essential works of the 20th century that received their 
United States premiere in Philadelphia. Leopold Stokowski and The Philadelphia Orchestra 
presented the piece on March 3, 1922. The most recent subscription performances were in 
September 2007 with Christoph Eschenbach. 
 
The Philadelphians recorded the work in 1929 with Stokowski for RCA, in 1955 with 
Eugene Ormandy for CBS, and in 1978 with Riccardo Muti for EMI; an abridged version by 
Stokowski appeared in 1939 for RCA and in the film Fantasia. 
 
The score calls for piccolo, three flutes (III doubling piccolo II), alto flute, four oboes (IV 
doubling English horn II), English horn, three clarinets (II doubling bass clarinet II), E-flat 
clarinet, bass clarinet, four bassoons (IV doubling contrabassoon II), contrabassoon, eight 
horns (VII and VIII doubling Wagner tubas), piccolo trumpet, four trumpets, bass trumpet, 
three trombones, two tubas, two timpanists, percussion (two antique cymbals, bass drum, 
cymbals, güiro, tam-tam, tambourine, and triangle), and strings.  
 
The Rite of Spring runs approximately 30 minutes in performance. 
 
 
Program notes © 2010. All rights reserved. Program notes may not be reprinted without written 
permission from The Philadelphia Orchestra Association. 



GENERAL TERMSGENERAL TERMSGENERAL TERMSGENERAL TERMS    
Atonality: Atonality: Atonality: Atonality: A term used to describe music that is not tonal, especially organized without 
reference to key or tonal center 
Cadence: Cadence: Cadence: Cadence: The conclusion to a phrase, movement, or piece based on a recognizable 
melodic formula, harmonic progression, or dissonance resolution 
Cadenza: Cadenza: Cadenza: Cadenza: A passage or section in a style of brilliant improvisation, usually inserted near the 
end of a movement or composition 
Chorale: Chorale: Chorale: Chorale: A hymn tune of the German Protestant Church, or one similar in style 
Chord: Chord: Chord: Chord: The simultaneous sounding of three or more tones 
Chromatic: Chromatic: Chromatic: Chromatic: Relating to tones foreign to a given key (scale) or chord 
Coda: Coda: Coda: Coda: A concluding section or passage added in order to confirm the impression of finality 
Concertante:Concertante:Concertante:Concertante: A work featuring one or more solo instruments 
Counterpoint:Counterpoint:Counterpoint:Counterpoint: A term that describes the combination of simultaneously sounding musical 
lines 
Dissonance: Dissonance: Dissonance: Dissonance: A combination of two or more tones requiring resolution 
Legato: Legato: Legato: Legato: Smooth, even, without any break between notes 
Meter: Meter: Meter: Meter: The symmetrical grouping of musical rhythms 
Octave: Octave: Octave: Octave: The interval between any two notes that are seven diatonic (non-chromatic) scale 
degrees apart. Two notes an octave apart are different only in their relative registers (e.g. c-
c′; d-d′).  
Op.: Op.: Op.: Op.: Abbreviation for opus, a term used to indicate the chronological position of a 
composition within a composer’s output. Opus numbers are not always reliable because 
they are often applied in the order of publication rather than composition. 
Parallel fifth: Parallel fifth: Parallel fifth: Parallel fifth: In part-writing, the simultaneous duplication of the melodic line of one part by 
another at the interval of a perfect fifth. Also known as a consecutive fifth. 
Rondo: Rondo: Rondo: Rondo: A form frequently used in symphonies and concertos for the final movement. It 
consists of a main section that alternates with a variety of contrasting sections (A-B-A-C-A 
etc.). 
Scale: Scale: Scale: Scale: The series of tones which form (a) any major or minor key or (b) the chromatic scale 
of successive semi-tonic steps 
Scherzo:Scherzo:Scherzo:Scherzo: Literally “a joke.” Usually the third movement of symphonies and quartets that was 
introduced by Beethoven to replace the minuet. The scherzo is followed by a gentler section 
called a trio, after which the scherzo is repeated. Its characteristics are a rapid tempo in 
triple time, vigorous rhythm, and humorous contrasts. 
Serialism: Serialism: Serialism: Serialism: Music constructed according to the principle pioneered by Schoenberg in the 
early 1920s, whereby the 12 notes of the scale are arranged in a particular order, forming a 
series of pitches that serves as the basis of the composition and a source from which the 
musical material is derived 
Sinfonia concertante: Sinfonia concertante: Sinfonia concertante: Sinfonia concertante: An instrumental piece that combines features of the concerto grosso 
and the symphony  
Sonata form: Sonata form: Sonata form: Sonata form: The form in which the first movements (and sometimes others) of symphonies 
are usually cast. The sections are exposition, development, and recapitulation, the last 
sometimes followed by a coda. The exposition is the introduction of the musical ideas, which 
are then “developed.” In the recapitulation, the exposition is repeated with modifications. 



Syncopation: Syncopation: Syncopation: Syncopation: Generally, the deliberate disturbance of the normal pulse of meter, accent, 
and rhythm 
Tonality: Tonality: Tonality: Tonality: The orientation of melodies and harmonies towards a specific pitch or pitches  
    
THE SPEED OF MUSIC (Tempo)THE SPEED OF MUSIC (Tempo)THE SPEED OF MUSIC (Tempo)THE SPEED OF MUSIC (Tempo)    
Allegro: Allegro: Allegro: Allegro: Bright, fast 
Andante:Andante:Andante:Andante: Walking speed 
Moderato:Moderato:Moderato:Moderato: A moderate tempo, neither fast nor slow 
SostenutoSostenutoSostenutoSostenuto: : : : Sustained 
    
TEMPO MODIFIERSTEMPO MODIFIERSTEMPO MODIFIERSTEMPO MODIFIERS    
Molto: Molto: Molto: Molto: Very 
Non troppo: Non troppo: Non troppo: Non troppo: Not too much 
    
    
 


