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To make this performance a pleasant experience for the artists and other members of the
audience, PLEASE switch off your alarm watches, MOBILE PHONES and PAGERS.

Eating and drinking, unauthorised photography and audio or video recording are forbidden
in the auditorium. Thank you for your co-operation.
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Angela Hewitt: The Bach pianist of our time

Since her triumph in the 1985 Toronto
International Bach Piano Competition,
Angela Hewitt has captivated and charmed
audiences around the world with her
musicianship and virtuosity.

Angela Hewitt was born into a musical
family beginning her piano studies at the
age of three, performing in public at four,
and a year later winning her first
scholarship. At nine, she gave her first
recital at Toronto’s Royal Conservatory of
Music where she studied from 1964 to
1973 and then went on to study with
French pianist, Jean-Paul Sevilla, at the
University of Ottawa, where she gained her
Bachelor of Music.

Internationally acknowledged as the
leading Bach pianist of our time, in 1994
she embarked on a ten-year project to
record all of the major keyboard works by
Bach. During 2000 she gave complete
performances of the 48 Préludes and Fugues
in Canada, the US, England and Germany
and in 2001 her CD recording of Bach
Arrangements won a Juno Award in Canada
for the Best Classical Album (Solo or
Chamber Ensemble).

Angela Hewitts repertoire is vast, ranging
from Bach to the contemporary. Her
discography also includes CDs of
Granados, Olivier Messiaen, and most
recently, the complete solo works of Ravel.
She has performed with orchestras across
the US, with the Japan Philharmonic, and
with every major orchestra in Canada and
Australia.

Dedicated to keeping ‘live music’ alive, she
recently became a founding member of
Piano Six — a project involving six
Canadian pianists who take music to the
rural communities of Canada.

In 1995 she was awarded an honorary
doctorate from the University of Ottawa;
in 1997 she received the Key to the City of
Ottawa and in 2002 was made an Officer
of the Order of Canada.
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Accommodation for Angela Hewitt is sponsored by
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Angela Hewitt on this
Enduring Love Affair

“Whatever he had at that time, | think he would have loved
the colour and sound of today’s piano. The challenge isn’t
so much in the tone as the touch,” says Hewitt.

by Harry Rolnick

Bach was her favourite composer from the
time she heard him played on her father’s
church organ, and the love affair continues
to this day.

“Oh, Bach can be enjoyed on so many
levels. I was trained as a dancer, and I see
Bach movements as dance movements. The
rthythms, the pulse, the different tempos are
all so enjoyable. At least they're enjoyable
for me. I don’t play it like Gould. But oh,
what clarity he had! And in the earlier
recording, what fearlessness. I also listened
to Rosalyn Tureck and Jorg Demus, for the
structure and the humanity.”

“But I play for the voices, for the dances,
even the visual power. After all, when
audiences come, they want to see as well as
hear. And Bach on the grand piano is a
visual experience. The crossing of hands,
the changes, and — well, when I come on
stage, I like to grab the attention as well.”

“That’s the thing about Bach: when you
hear somebody playing it, through the
thythm, the pulse, you know, within
seconds, who is playing. It is such personal
music. It can be heard on so many levels.
think it’s fascinating to watch. People say it
releases them emotionally. I was so pleased
a few weeks ago when a group of Buddhists

came back to say that they could meditate
to Bach!”

Still, Bach in the concert hall can be
contentious, since the instrument that
Hewitt will play was not even on Bach’s
horizon. He wrote music for the “klavier”
— which is as vague as a rock composer
writing for “keyboards”. Did Bach write for
organ? Harpsichord? The thin-voiced spinet?

“Whatever he had at that time,” says
Hewitt, “I think he would have loved the
colour and sound of today’s piano. The
challenge isn’t so much in the tone as the
touch. If you make a mistake on
harpsichord, as Bach well knew, there was
no way to slur it over with a pedal, and one
must be equally careful on the piano.”

“But Bach did write the first concerto for
keyboard. He had such a gamut of
emotions, such a range of colours. The
harpsichord should still be used as continuo
or recitative accompaniment in Baroque
music. But when I play Bach on the piano,
I never think that 'm playing Bach on the
piano. I'm thinking more of the human
voice, of the violin, of an orchestra.”

The full version of this article
[first appeared in FestMag 2003
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Olivier Messiaen
Four Preludes from 8 Préludes for piano
La colombe (no 1)
Le nombre léger (no 3)
Plainte calme (no 7)
Un reflet dans le vent ... (no 8)

Maurice Ravel

Le Tombeau de Couperin
Prélude (Vif)
Fugue
Forlane (Allegretro)
Rigaudon (Assez vif)
Menuet (Allegro moderato)
Toccata

15 minute interval —

Johann Sebastian Bach
Goldberg Variations, BWV 988

Aria (a3)

Variation 1 (a2)
Variation 2 (a3)
Variation 3 Canone all’Unisono (a3)

Variation 4 (a4)
Variation 5 (a2)
Variation 6 Canone alla Seconda (a3)

Variation 7 al tempo di Giga (a2)
Variation 8 a 2 (a2)
Variation 9 Canone alla Terza (a3)

Variation 10 Fughetta (a4)
Variation 11 (a2)
Variation 12 Canone alla Quarta (a3)
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Variation 13 (a3)

Variation 14 (a2)

Variation 15 Canone alla Quinta.
Andante (a3 minore)

Variation 16 Ouverture (a3)
Variation 17 (a2)
Variation 18 Canone alla Sesta (a3)

Variation 19 (a3)

Variation 20 (a2)

Variation 21 Canone alla Settima
(a3 minore)

Variation 22 Alla breve (a4)
Variation 23 (a2-4)
Variation 24 Canone all Ottava (a3)

Variation 25 Adagio (a3 minore)
Variation 26 (a3)
Variation 27 Canone alla Nona (a2)

Variation 28 (a2-4)
Variation 29 (a2-4)
Variation 30 Quodlibet (a4)

Aria Da capo e Fine

Applause

Longer pieces of music are often divided into
sections called movements. Between movements
there is a pause in the music; however, the
audience doesn’t usually applaud at this time.
Instead, they save all their applause for the end
of the entire piece.

# 8 | Programme

Page 15



L4 4R | Programme Notes

Page 16

B A=
ERCRZEmRMmNE))
¥ (1908-1992)

R 2R N ED) R 19294 58 0L > H
IRp A A 7 B AR e B e st > BiAL
| (% #5544 Hh CNARKEY ) 68 1l o
CHZE T2 il /) A A A
fh o A SRR A ORI A P 1Y
Y o A BRI R > E S
FEER T A 2 5% W B A
MmER R —— CHHEBRERfik
B9 AR (1944) A 8 8 R 5
(1958) : MEKES T RFHEFEHEL
TR IS I RO > R R AN A
A 4 o

R CGR 1) B DB 7E5UR
S T b YA PEA VY R B o (O
B —BO B SRR AR H
TR ] [ 2R B RBUI A A o COF
AR R0 1 R BB A 5 Sk
RS 5 P BOR R 0 AR A - UK
B -

etk —E LR ) IR
A NI AR 2 A PG i Ok h L) - 2
— T W R ) AR A JRUAR A o o T
MR (R P R - ) 58 T30
i o

Four Preludes from
8 Préludes for piano

Olivier Messiaen (1908-1992)

The set of 8 Préludes was completed in 1929
while Messiaen was still a composition student
of Paul Dukas (of The Sorcerer’s Apprentice fame)
at the Paris Conservatoire. The first major piano
work of his maturity, the Préludes were partly
inspired by symbolist poetry, and partly a
response to the piano music of Debussy. They
anticipate in many respects the mystical world
of his two major piano collections, the Vingt
regards sur lenfant Jesus (1944), and Catalogue
d'oiseaux (1958), which combine the two great
influences on his life and music, Catholic liturgy

and bird-song.

The quietly ecstatic La colombe (Columbine) is
close in mood and technique to the piano music
of Debussy and Ravel. Le nombre léger (The light
number), a brief virtuoso foccata, enters a world
of more piquant dissonances woven round a
melody. Plainte calme is almost ascetic in the
stark simplicity of its opening and close, throwing
into relief the richer, more complex harmonies
at its centre.

The finale, Un reflet dans le vent ... (A reflection
in the wind ... ), a title referring indirectly to
Debussy’s Reflets dans 'ean (Reflections in the
water), is another, more extended piece in toccata
style. Messiaen described it as a sort of sonata.
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Le Tombeau de Couperin
Maurice Ravel (1875-1937)

At the outset of World War I, Ravel dearly
wanted to become a pilot. He even tried to
“bribe” a close friend, a cabinet minister Paul
Painlevé, to get him into the air force with the
dedication of one of his works. Painlevé,
however, wisely conspired to keep Ravel on the
ground. Disappointed, he set to work on two
‘historical’ projects: an edition of Mendelssohn’s
piano music, and this piano suite of his own, in
honour of the 18th century composer, Frangois

Couperin (1668-1733).

Tombeau (tomb) denotes a lament or valediction,
and Ravel’s Tombean looks back wistfully, from
a turbulent present, to a lost golden age of French
music. As a preparatory exercise, Ravel actually
transcribed a forlane by Couperin; but his own
new Forlane is quite different. Modal inflections
and harmonies make it sound at once more
modern, and more antique. Ravel biographer
Roger Nichols described the Menuet as ‘lemon-
flavoured’, which perhaps sums up the curious
mood — a mix of emulation, irony and
remembrance — that pervades the whole suite.

Work on Le Tombeau was interrupted in 1916
when Ravel was finally allowed to enlist, not as
a pilot, but as a humble truck driver. When he
was discharged in mid 1917, he took it up again,
and gave it new significance by dedicating each
movement to the memory of a friend killed in
the hostilities. The suite was first performed by
Marguerite Long, widow of the music critic
Joseph de Marliave in whose memory one of the
movements was dedicated.

15 minute interval —
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Goldberg Variations, BWV 988
Johann Sebastian Bach (1685-1750)

One of the few works by Bach published during
his lifetime, this great variation set appeared in
print, probably some time in 1741, as the fourth
book of Clavier Ubung (or Keyboard Exercises)
under the simple title “Aria with Several
Variations”.

At the time, Johann Gottlieb Goldberg (1727-
1756), after whom it has since been unofficially
named, was a 14-year-old musical prodigy then
under the protection of count Keyserlingk, the
Russian ambassador in Dresden. Keyserlingk first
sent Goldberg for lessons with Bach’s son,
Wilhelm Friedemann, and later is said to have
commissioned the variation set from Bach

himself on behalf of the young Goldberg.

The count rewarded the composer with a goblet
full of gold coins when Bach delivered the
composition, personally, to Dresden in
November 1741. According to Bach’s
biographer, Forkel: “The Count always called
them ‘my Variations and was never weary of hearing
them. For long afterwards, when he could not sleep,

he would say, ‘Play me one of my Variations,
Goldberg.”

The Variations were printed in Nuremberg in
an elegant engraved edition by Balthasar Schmid
(1705-1749), and Bach’s own copy survives to
show that, on the whole, he was happy with the
published result (his handwritten corrections and
additions are relatively few).

The key to the work is found in the first 8 bass
notes of the Aria (Fundamental-noten as Bach
called them: g-f sharp-e-d-B-c-d-G). This bass
pattern was a common property among
composers of Bach’s era (the English composer
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Purcell also used it), but he extended it to 32
notes, one note deployed in each of the Aria’s
32 bars.

This 32-note bass, and not the Ariz melody, is
the true “theme”. Its division in two equal 16-
note/bar strains is observed in all the variations.

Bach also mirrors its structure in the layout of
the entire set, which consists of 32 parts: namely
the Aria, 30 variations, and a closing repeat of
the Aria. Meanwhile, Bach grouped the 30
variations themselves into 10 smaller sets of three
each, by means of concluding each set with a
contrapuntal “puzzle” piece or Canon, or in the
case of the last set, a Quodlibet (Variation 30), a
contrapuntal medley combining scraps of
melody borrowed from as many as five German
folksongs (one of them had previously appeared
as the theme of a set of similar 32-movement
variation set by Buxtehude). The canons are
ingeniously arranged in ascending intervals, from
a unison to a ninth.

All programme notes by Graeme Skinner
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