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Piotr Ilyich Tchaikovsky: Violin Concerto & Symphony No. 4

Piotr Ilyich Tchaikovsky

CD aud 95.490

WDR 3 28.10.2002  (Michael Schwalb - 2002.10.28)

Redakteur am Mikrophon ist Michael Schwalb, und mitgebracht habe ich Ihnen die...

Full review text restrained for copyright reasons.

klassik-heute.com 16.12.2002  (Benjamin G. Cohrs - 2002.12.16)

Eine besondere Sternstunde hält dieser vorzüglich remasterte Live-Mitschnitt...

Full review text restrained for copyright reasons.

www.ClassicsToday.com 01.10.2002  (David Hurwitz - 2002.10.01)

Rafael Kubelik recorded a good if not spectacular Tchaikovsky Fourth for EMI...

Full review text restrained for copyright reasons.

WDR 3 03.02.2003  (Antje Hinz - 2003.02.03)

Die Geige sei das widernatürlichste Instrument - meint ein weltberühmter...

Full review text restrained for copyright reasons.
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Musikmarkt 46/2002  ( - 2002.11.11)

Es war das gefeierte Debütkonzert des damals 21-jährigen, in Europa völlig...

Full review text restrained for copyright reasons.

L'éducation musicale Septembre/Octobre 2003  (Francis

Gérimont - 2003.09.01)

Dans cet enregistrement public remontant à 1969, le jeune Pinchas Zukerman (21...

Full review text restrained for copyright reasons.

American Record Guide 4/2003  (Lawrence Hansen - 2003.07.01)

This concert from 24 April 1969 demonstrates how the concerto should be--but often is not--done. The

relaxed, sinuous entry of the violin in the first movement immediately tells us we're about to be treated to

some great musicmaking. The 21-year-old Zukerman's unforced, sweet-toned playing has all the fresh,

vibrant, unaffected honesty of an astonishingly gifted young performer riding the great wave of confidence

and energy that comes with first arriving at artistic maturity. His grasp of the solo part is masterly and

completely self-contained. Nothing is wanting.

Zukerman tackles the first movement cadenza with no apologies for its virtuoso-showpiece qualities, but he

also brings to it nuanced expressiveness. He links it organically to the rest of the movement, rather than

treating it as a tacked-on party piece. As it is through the entire performance, his tone is firm but never

forced, harsh, squeaky, or abrasive. There is polish without blandness, and a wonderful silvery quality to it,

like nicely patined fine silver.

The slow movement starts off shakily in the orchestra, with some untidy ensemble and sour playing from

the clarinet. Then Zukerman enters and all becomes sweetness and expressive light again. Despite his

brilliant handling of the first movement's keen technical demands, his playing in II is tinged with just the right

gentle Tchaikovskian melancholy. It is neither heavy and tragic nor sentimental. The finale is remarkable for

its freshness, vitality, and breathtaking, crisp articulation from the soloist, despite the brisk pace he and

Kubelik take. The atmosphere of these proceedings is anything but "ho-hum, we're doing the Tchaikovsky

again".

Kubelik was not a great Tchaikovsky conductor, but here he leads a solid, sensitive accompaniment and he

doesn't fight the soloist for control. They work together, and we--and the audience at the concert--are the

beneficiaries. Nevertheless, there is some inconsistency to his handling of the orchestra.

For example, the two waltz-like orchestral climaxes in I are superb--noble, spacious, elegant--but the

transitional passages directly afterward are slack and directionless. The Bavarian Radio Symphony, then as

now, is clearly not one of the world's first-rank orchestras, but the unfortunate moments from the orchestra

pass fairly quickly.

Zukerman's playing binds the proceedings together with a superb concentration and focus that are all too

rare even in concerts. One question: Is the solo work as beautiful as Repin's on the new Philips disc I

reviewed last issue? Oh, yes--much more so. It approaches the level of the classic Szeryng/Munch RCA
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recording. Even in an outrageously overcrowded field, this performance stands out, though patches of

scrappy orchestral work prevent me from making an unqualified recommendation. Rather than serve as

one's only recording of the piece, this is a good supplement for a collection that already contains the

Szeryng, Heifetz/Reiner (RCA), Stern/Rostropovich (Sony), and Mutter/Karajan (DG). After all, who can get

by with only one copy of the Tchaikovsky concerto?

Kubelik's take on the symphony is clean and professional but nothing special. The trumpets in the ominous

first movement fanfares are strident and shrill, but the woodwind playing is better than in the concerto.

Kubelik churns up some fury in the big, gangly first movement, but he lets it become episodic, lacking the

dramatic build this music should have. The conviction and frisson of the great performances just isn't

anywhere to be heard. Kubelik is serviceable, not incandescent, and efficient rather than moving, despite

his audible stomping during some of the high-stress passages. At least the Munich audience is pleasantly

quiet, despite the April date of the concert.

There are many better recordings out there, starting with Kubelik's own earlier Chicago Symphony account.

Even there, his take on the work is rather driven, hard-edged, and forced--and not helped by Mercury's

glassy LP sonics (which would undoubtedly benefit from modern digital remastering). I certainly would turn

to Bernstein (Sony, rather than the later DG), Karajan (preferably EMI), Muti (EMI), Ormandy (Sony), and

Monteux (RCA) first. Those interpretations differ widely in character, but they all have far more to say than

Kubelik.

Audite's sound is good FM-quality stereo, with a natural balance between soloist and orchestra and no

distortion. There is some hail ambiance, a sense of air around the instruments, and a touch of reverb

(added in the remastering?). The lower bass is a bit muddy. The sound is not dry but also not lush and

tropical. Tape hiss is minimal--almost inaudible on speakers, though I could hear it when I put on some

high-end headphones and boosted the treble unnaturally high. The packaging doesn't indicate if the

recording has been put through No Noise or a similar noise-reduction process. Under normal playback, the

treble is clean and clear but not brittle.

Auspuff 01.01.2003  ( - 2003.01.01)

Er erhielt seine Chance durch Zufall. Als Nathan Milstein erkrankte und der...

Full review text restrained for copyright reasons.

Audiophile Audition April 2003  (Gary

Lemco - 2003.04.01)

Some discs you just know are going to be exciting; and when I saw this one...

Full review text restrained for copyright reasons.
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Arte 02.04.2003  (Mathias Heizmann - 2003.04.02)

Audite n'en finit pas de parcourir le legs de Raphael Kubelik. Aujourd'hui, on...

Full review text restrained for copyright reasons.

Das Orchester November 2003  (Kathrin Feldmann - 2003.11.01)

Wer diese Einspielung gehört hat, ist verdorben für all die anderen, und seien...

Full review text restrained for copyright reasons.

Fono Forum 3/2003  (Anselm Cybinski - 2003.03.01)

Nathan Milstein, der in München das Tschaikowsky-Konzert spielen sollte, musste erkrankt absagen.

Columbia Artists schickte einen 21-jährigen Wunderknaben Pinchas Zukerman. Die Kritiker überschlugen

sich. Joachim Kaiser scheute nicht den Vergleich mit Szeryng und Oistrach. Und noch Harald Eggebrecht

spricht in seinem Buch „Große Geiger“ von einem „der sensationellsten Debüts in Deutschland nach dem

Krieg“. Welche Untertreibung! Der auch klangtechnisch ausgezeichnete Mitschnitt des Bayerischen

Rundfunks aus dem Herkulessaal ist eine Droge. Eine Droge, die ein bisschen traurig macht. Was ist bloß

passiert in den vergangenen 33 Jahren? Warum wirken diese natürliche Kraft, die geradezu existentielle

Unbedingtheit des Musizierens heute als ein solches Naturereignis? Wann hört man noch eine so riskante

Hingabe an die Emotionalität der Musik?

Zukerman „macht“ gar nichts Spezielles, es stimmt nur einfach alles. Die Mehrstimmigkeit zu Beginn der

Durchführung des 1. Satzes kommt mustergültig heraus. Die Übergänge sind schlüssig, die Kantilenen

entfalten sich ohne Schmalz und falsche Süße. So sehr die Geige leuchtet, reibt und brummt, immer spürt

man: Diese überirdische Schönheit ist einer fast vulkanischen Energie abgerungen: Vor allem in den

Spiccato-Passagen dringt sie ungebärdig an die Oberfläche. Geigen-Aficionados werden sich an

sensationellen Flageoletts erfreuen, an superintensiven Höhen und wuchtigen Akkorden. Übrigens: Rafael

Kubelik und das – abgesehen von einer arg quäkenden Solo-Klarinette – fantastische Orchester begleiten

genau und voller Verve – und liefern dann noch eine großartige Vierte.

Musik & Theater 4/2003  (Attila Csampai - 2003.04.01)

Sinnlichkeit und Leidenschaft

Sinnlichkeit und Leidenschaft

Full review text restrained for copyright reasons.
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Gramophone October 2003  (Rob Cowan -

2003.10.01)

Kubelik takes the Stage

Some years ago I was involved in a discussion concerning Wilhelm Furtwängler's potential artistic heir.

Who might he be? There was no lack of candidates. My suggestion, for the following reasons, was Rafael

Kubelik. Both were composers; both preferred an old-fashioned orchestral layout (violins divided, etc) and

achieved weight of sonority by allowing a chord to fall naturally rather than slamming it shut. Both favoured

flexibility within the bar, an often orgiastic excitability and, most important in this particular context, an

overall preference for live performance over recording.

For example, compare Kubelik's 1975 DG studio recording of Beethoven's Fourth Symphony with the Israel

Philharmonic with the live Bavarian RSO Audite version of four years later. The IPO account is taut and

incisive, with an explosive fortissimo just before the coda (at 5'52", i.e. bar 312) that sounds as if it has

been aided from the control desk. Turn then to the BRSO version, the lead-up at around 4'25" to that same

passage (here sounding wholly natural), so much more gripping, where second fiddles, violas and cellos

thrust their responses to tremolando first fiddles. The energy level is still laudably high but the sense of

intense engagement is almost palpable. Again, with the Boston recording of the Fifth, handsome and well

played as it undoubtedly is (and with the finale's repeat intact, which isn't the case on Audite), there is little

comparison with the freer, airier and more responsive live relay. I'm thinking especially the slow movement,

so humble and expressive, almost hymn-like in places – for example, the Bachian string counterpoint from

4'27''. Also, the Boston recording places first and second violins on the left: the Audite option has them

divided, as per Kubelik’s preferred norm.

Audite’s Tchaikovsky coupling is an out-and-out winner. Kubelik made two studio recordings of the Fourth

Symphony (with the Chicago SO and Vienna PO), both set around a lyrical axis, but this live version has a

unique emotive impetuosity, especially in the development section of the first movement. The Andantino

relates a burning nostalgia without exaggeration, whereas the scherzo – taken at a real lick – becomes a

quiet choir of balalaikas. The April 1969 performance of the Violin Concerto was also Pinchas Zukerman's

German début and aside from Kubelik's facilitating responsiveness, there's the warmth and immediacy of

the youthful Zukerman's tone and the precision of his bowing. Both performances confirm Kubelik as

among the most sympathetic of Tchaikovsky conductors, a genuine listener who relates what he hears, not

what he wants to confess through the music.

Much the same might be said of Kubelik's Mahler, whether for DG or the various live alternatives currently

appearing on Audite. In the case of ‘Das Lied von der Erde’ there is no DG predecessor, but even if there

was, I doubt that it would surpass the live relay of February 1970 with Waldemar Kmentt and Dame Janet

Baker, so dashing, pliant and deeply felt, whether in the subtly traced clarinet counterpoint near the start of

‘Von der Jugend’ or the way Baker re-emerges after the funereal processional in ‘Der Abschied’, as if

altered forever by a profound visitation.
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Scherzo N° 184, Marzo 2004  (Enrique Pérez Adrián - 2004.03.01)

Pinchas Zukerman y Rafael Kubelik - Chaikovski en Estado puro

Un disco sensacional. Soberbio Zukerman e inspirado, intenso y elocuente Kubelik, o

sea, Chaikovski en estado puro. No se lo pierdan.

Pinchas Zukerman y Rafael Kubelik - Chaikovski en Estado puro

Full review text restrained for copyright reasons.

Platte 11 3. Oktober 2010  (Heinz Gelking - 2010.10.03)

Short Summary in English: Tchaikovsky’s Violin Concerto has probably never...

Full review text restrained for copyright reasons.

El País 19.04.2003  (Javier Pérez Senz - 2003.04.19)

Kubelik, en el corazón de Mahler

Dos sinfonías de Gustav Mahler grabadas en vivo abren la edición que el sello Audite

dedica al director checo Rafael Kubelik, uno de los grandes mahlerianos de la

historia.

[...] dirige el célebre adagietto con un encendido lirismo y una intensidad que hipnotiza al oyente –,

situándose entre las mejores de la discografía.

Full review text restrained for copyright reasons.
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Wolfgang Amadeus Mozart & Richard Strauss: Violin Concerto K

219 & Symphonia Domestica

Wolfgang Amadeus Mozart | Richard Strauss

CD aud 97.535

NDR Kultur CD-Neuheiten | 13.04.2008 19:20 Uhr  (Thorsten Weber - 2008.04.13)

Klassische Mozart-Interpretation

Die Wege des Musikmarktes sind manchmal ziemlich verschlungen – und so erscheint nun bei audite der

Mitschnitt eines Live-Konzerts aus der Berliner Philharmonie, der bereits fast zehn Jahre alt ist: Er enstand

im September 1998, beim Auftakt-Konzert der letzten Saison, mit der Vladimir Askenazy seine zehnjährige

Ära als Chef-Dirigent des Deutschen Symphonie Orchesters Berlin beendete.

Sein langjähriger Freund Pinchas Zukerman ist hier als Solist im A-Dur Violinkonzert von Mozart zu erleben

und beide gemeinsam liefern hier eine runde, eindringliche, aber nicht zergrübelte, im besten Sinne des

Wortes "klassische" Mozart-Interpretation ab. Für Freunde von Richard Strauss-Orchesterwerken mag die

hinzugefügte Symphonia domestica ein zusätzliches Argument sein.

SWR Treffpunkt Klassik, 17. Juni 2008  (Lydia Jeschke - 2008.06.17)

Heute mit Lydia Jeschke am Mikrofon und mit neuen Produktionen klassischer und...

Full review text restrained for copyright reasons.

www.musicweb-international.com September 2008  (Mark Sebastian Jordan -

2008.09.05)

This disc provides a pleasant snapshot of the work of Vladimir Ashkenazy live in concert with the

Deutsches Symphonie Orchester, Berlin, the ensemble originally formed as the RIAS-Berlin Symphony and

led by the great Ferenc Fricsay in the 1950s. Before Fricsay’s death, the ensemble changed its name to the

Berlin Radio Symphony, a name it kept through several music directors. Ashkenazy was director of the

orchestra for a decade, starting in 1989, and was presiding when the ensemble changed to its present

name in 1993. Presented here are two snapshots of his work with the orchestra, featuring Ashkenazy’s

“private passions” for the orchestral works of Richard Strauss and the concerted pieces of Wolfgang

Mozart.

Ashkenazy has shown a strong commitment to Strauss both in concert and in the recording studio, so his

Symphonia Domestica is a welcome visitor. The live performance from 1998 captured here brings

Ashkenazy’s soulful warmth and a delight in Strauss’s orchestral effects—yes, even the vulgar ones, such
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as the infamous crying baby sequence. This release serves well to represent this part of Strauss’s body of

works in Ashkenazy’s career, as well as a nice souvenir of his work in Berlin. I have seen that Ondine also

released a Symphonia Domestica from when Ashkenazy conducted the Czech Philharmonic, but I haven’t

been able to hear that for comparison.

The present performance is amply satisfying, even if doesn’t unseat any of the great recordings of the past,

especially considering that a couple of those are performed by formidable representatives of what was once

known as “the American sound”. It is ironic that the two conductors most responsible for creating that highly

virtuosic orchestral sound with whip-crack precision and muscular power were middle-European

conductors. Fritz Reiner and George Szell used their orchestras in Chicago and Cleveland, respectively, as

laboratories for attaining the elusive perfection demanded by the complex scores of Strauss and Mahler,

while honing their players on the bread-and-butter repertory of Mozart, Beethoven and Brahms. Strauss

figured prominently in both conductors’ work, albeit more so in Reiner’s, as Szell seemed to maintain a

slightly skeptical view of Strauss’s exuberance, while Reiner enjoyed transforming that boundless energy

into purely abstract music. In the end, they both left us with great recordings of Symphonia Domestica.

But to buck received wisdom, there is an often underrated conductor whom I am inclined to think actually

surpassed Szell and Reiner in this work, and that is Zubin Mehta. If there is one symphonic work Mehta

was born to conduct, it is the Symphonia Domestica. His good-natured charm and delight buoy the

orchestral effects in a way that others don’t. Szell, for all his clarity and vigor, seems a bit stiff in

comparison. Reiner, for all his sonic splendor, seems unwilling to indulge in Strauss’s affectionate teasing

of married life, remaining just on this side of tasteful reserve. Mehta pushes it out a little further, taking the

spirited pictures for what they are: slices of the life of a successful, untroubled artist. By not shying away

from the blatantly programmatic elements of this score, Mehta unexpectedly reveals that there are true

depths lurking beneath the surface sentiment. While Reiner is delicate in the “Cradle Song” of the “Scherzo”

section, and Szell is gentle, Mehta is the one who captures the precious magic of a quiet moment between

parents and child. Likewise, in the following “Adagio”, Mehta finds the selfless devotion at the heart of the

music, which the somewhat restless Szell recording misses, and the smoothly flowing Reiner smoothes

over.

In separate sections, one could say that others trump Mehta, but in terms of overall excellence and

coherence of vision, he comes out on top with an unhurried, spacious performance clocking in at almost 46

minutes. Szell is arguably better in the opening of the work, energetically presenting the themes with plenty

of personality. His tight control never relaxes, bringing the work under the wire at almost five minutes faster

than Mehta’s Berlin Philharmonic recording for CBS. Reiner, being a little more relaxed, captures more of

the gentle side of the score than Szell, though without the simple sincerity of Mehta. One rare performance

worth hearing is a live 1945 air check led by Bruno Walter which the New York Philharmonic released in a

box set of historic broadcasts almost a decade ago; it’s still available directly from the orchestra. Walter’s

tempos are as brisk as Szell’s, but despite the limited mono sound, the live concert situation proves that

with a little encouragement from an audience, the over-the-top finale can truly romp. Speaking of Mehta, I

have not had the chance to hear his Los Angeles Philharmonic performance of the Symphonia Domestica,

and have made my above comments based on his Berlin remake, couple with a fine Burleske with Daniel

Barenboim as piano soloist. But considering that Mehta’s L.A. Zarathustra and Alpine Symphony are both

better than later remakes, I would love to hear his early Domestica, currently available in a Decca box set.

Ashkenazy’s orchestra is no match for the plummy perfection of Cleveland or Chicago, but their slightly

leaner tone helps in terms of clarity, though Ashkenazy doesn’t do as much sonic sculpting as a Reiner or

Szell. Ashkenazy’s obvious affection for the work does however remind me of Mehta. The live one-off

recording preserves a fine sense of occasion, though there is little bloom to the recorded sound. I have

often heard Berlin’s Philharmonie praised as a great place to hear a live concert in person, though live

recordings from the venue rarely find a sweet spot for microphones, and this one is no different. Note that

the total disc time listed above reflects the inclusion of about five minutes of applause which is, mercifully,

separately tracked. I enjoy the sense of occasion in live recordings that keep the applause, but I can’t

imagine myself wanting to re-enact a full concert scenario with endless applause very often.

As for the Mozart, I would say that most performers would not make this work a comfortable disc-mate for
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Symphonia Domestica, but then most performers aren’t Pinchas Zukerman. Ashkenazy very much follows

his soloist’s manner, provided a fairly leisurely, well-upholstered account of the “Turkish” Concerto.

Zukerman is notorious for his reactionary stance against everything associated with historically-informed

playing styles. There’s probably no major violinist today who would give a more old-fashioned sounding

performance of this work. Indeed, the most apt comparison would be to Zukerman’s earlier recording of the

work, done in the late 1960s for Columbia, with Daniel Barenboim conducting the English Chamber

Orchestra. What is truly remarkable is that forty years on, Ashkenazy’s concept remains pretty much the

same. Those who like it can claim consistency, though those who doubt it can level charges of both

stubbornness and lack of imagination against the violinist.

What is amusing is that as much as Zukerman fulminates against period instrument scholarship and their

fussy performance practices, at least a trace element of that spirit has crept in under the door, because this

performance shaves a little over a minute of the earlier rendition, without demonstrating a different concept.

Ashkenazy is arguably a little lighter in touch than Barenboim, but this remains Mozart for those looking for

a throwback to older styles. On the other hand, listeners interested in those styles may instead opt for the

EMI recording where Yehudi Menuhin brings a little more thoughtfulness to the work, even if he didn’t have

Zukerman’s rich, dark tone by the time his rendition was recorded in the early 1960s.

Interesting finds from the vaults, then, and I hope they do well enough to encourage Audite to keep digging

for more treasures. Collectors and fans will enjoy the Ashkenazy-centric booklet notes (in German and

English) by Habakuk Traber, which enhance the fond sense of retrospective of a well-loved conductor’s

work.

Scherzo Septiembre 2008  (Juan García-Rico - 2008.09.01)

Protagonizado por dos viejos amigos y sensacionales músicos, el presente disco...

Full review text restrained for copyright reasons.

www.classicstodayfrance.com Novembre 2008  (Christophe Huss -

2008.11.01)

Ashkenazy fut, avant Nagano et Metzmacher, le chef du DSO Berlin. Ces...

Full review text restrained for copyright reasons.

Diverdi Magazin 189 / febrero 2010  (Pablo Batallán - 2010.02.01)

Un camino propio

Ashkenazy dirige un espléndido monográfico Martinu con el pianista Robert Kolinsky

y la Sinfonieorchesrer Basel

La obra de Bohuslav Martinu es una caja de sorpresas para el aficionado. Los discos se suelen portar bien

con el músico bohemio muerto en Suiza y de vez en cuando aparecen cosas nuevas, inéditos interesantes

o versiones distintas que renuevan nuestra visión de obras ya conocidas. Además, el autor de Pasión

griega ba tenido estupendos valedores discográficos, de Kubelik a Beloblávec entre los directores pero

también grupos de cámara, solistas, checos casi todos, es verdad, con excepciones cuino la del grande y
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benemérito Mackerras – su disco con fragmentos de Julieta aparecido recientemente en Supraplion es

impagable – o Neeme Järvi y Walter Weller con sus integrales sinfónicas. A ellos se simia ahora Vladimir

Ashkenazy. como recogiendo el relevo de Christopher Hogwood, quien grabó para Arte Nova algunas

piezas de Martinu con la Orquesta de Cámara de Basilea. Y se dice esto porque el ruso nacionalh.ado

islandés se pone aqui al trente de la Orquesta Sinfónica de la misma ciudad suiza, aquella que en la

Fundación Paul Sacher conserva el legado de Martinu, ese estudiado a fondo por Harry Halbreicht, quien

lo ordenó definitivamente y ahora tiene el honor de ver asociada la H de su apellido a cada obra del

compositor.

Este disco reúne dos conciertos para piano y orquesta. El Segundo se estrenó en Praga en 1935 – por

Rudolf Firkusny y la Filarmónica Checa dirigida por Vaclav Talich. El mismo pianista lo reestrenaría

igualmente en 1944 en Nueva York tras la revisión a que lo sometiera el autor, quien va pensó en ella nada

mas escuchar por la radio, desde Paris, la première. El Cuarto se subtitula Incantation y es una obra

espléndida. Es cierto que el Segundo es el mas conocido de los suyos pero este postrero, con la

originalidad de los dos movimientos, la lírica exultante de alguno de sus episodios – ese estallido orquestal

en el primer movimiento, por ejemplo – que recuerdan a Janácek, que hacen pensar en la dialéctica entre

la plenitud inferior y la imposibilidad de volver a la patria, es ciertamente único en su género. Y, por otra

parle, muy siglo XX, para entendernos, muy de esa onda estética que fundiendo neoclasicismo y eso que

llamamos modernidad elude la vanguardia – no podía ser de otro mudo – para autoafirmarse en una suerte

de discurso propio bien seguro de si a pesar de todo. Lo estrenarían, en Nueva York, Firkusny y Stokowski

en 1956. Junto a los dos conciertos hallamos además una preciosa Obertura de 1953, de raigambre

neoclásica – neobarroca más bien pues el pretexto son, con aplastante evidencia, tos conciertos de

Brandenburgo de Bach – pero con un lenguaje que no puede ser más del autor y de esa su época final. Y

como obra mas conocida del programa, quizá una de las cumbres de toda la producción de Marrinu, Los

frescos de Piero della Francesca, de 1955, dedicada a Rafael Kubelik y estrenada bajo su dirección por la

Filarmónica de Viena en el Festival de Salzburgo de 1956.

Las versiones de los dos conciertos están protagonizadas por un pianista nuevo para quien esto escribe, el

suizo Robert Kolinsky, quien negocia las obras con la soltura propia – en lo técnico y estilístico – de

alguien que ha estudiado con Jan Panenka y, a lo que se ve, asimilado a la perfección sus enseñanzas.

Ashkenazy, por su parte, acompaña con excelencia en las obras concertantes y firma grandísimas

versiones de la Obertura y Los frescos, haciendo sonar estupendamente a la orquesta suiza – se ha

convertido en un trotamundos, de Praga a Tokio, de Sidney a Helsinki, de Londres a Basilea – ,

demostrando de nuevo tras su Asrael qué bien le va con este interés suyo por repertorios poco habituales

y sumándose, en defintiva, a los grandes directores que se comprometieron con esca música tan hermosa

y tan ilustradora de lo que han sido tos avalares de la cultura europea del pasado siglo. Un gran disco.

Fanfare Issue 32:2 (Nov/Dec 2008)  (Arthur Lintgen - 2008.11.01)

This CD documents broadcast performances in 1996 (Mozart Violin Concerto) and 1998 (Symphonia

domestica). The program notes make a big deal of the music of Mozart and Strauss being Ashkenazy’s

private passions. From the standpoint of previous recordings, private would seem to be the operative word

with Strauss. He did do a fine Aus Italien presently available in the six-CD Decca album that features the

critically important and excellent sounding Zubin Mehta Los Angeles Strauss recordings, including the

Symphonia domestica. Many people view the Symphonia domestica as a prime example of Straussian

egotism and bombast. Ashkenazy takes a more relaxed and subdued, even chamber-like approach that

excels in the transparently orchestrated earlier parts of the score. The double fugue opening the final

“movement” almost disintegrates into chaos in the negative sense (not as Strauss planned), and the

“Joyous Conclusion” is totally anticlimactic. Ashkenazy’s overall timing is almost identical to Mehta’s, and

slower than Fritz Reiner’s, but his tempo distortions seriously fragment a work that in the wrong hands can

tend to seriously ramble. More important, the Deutsches Symphonie-Orchester Berlin can’t really cope with

Strauss’s demands. There is no realistic comparison to Mehta, or especially, the classic Reiner version with
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the Chicago Symphony Orchestra (now available on SACD). Given the extent to which Strauss idolized and

was influenced by Mozart, it was reasonable to couple the Symphonia domestica with a Mozart Violin

Concerto. Unfortunately, this somewhat leaden performance is adequate at best. I don’t think anyone would

seriously consider the Mozart Concerto as a reason to buy this CD when there are performances by Julia

Fischer, Anne-Sophie Mutter, and many others out there not encumbered by a non-competitive Symphonia

domestica. Endless and totally unnecessary applause is included after both works in what seems like an

effort to convince us that the audience actually liked these performances. The sound possesses analytical

clarity and an up-front aural perspective that puts the many wind soloists and a particularly irritating and

blatty trumpet under glaring scrutiny that they cannot survive. Given the competition, avoid this at all costs.  
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