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The outstanding Italian conductor, Claudio Abbado, studied the piano at the Milan Conservatory with his father 
Michelangelo Abbado, and went on to study conducting with Hans Swarowsky at the Vienna Academy of Music. He won 
the 1958 Koussevitsky Competition, establishing him in Italy, and then won the 1963 Dimitri Mitropoulos Prize, after which 
he rapidly became known internationally as an orchestral and opera conductor.
 Claudio Abbado first conducted the Berlin Philharmonic in 1966, and an important artistic relationship began which resulted 
in the orchestra electing him their Principal Conductor and their fifth Artistic Advisor in 1989. Under Abbado, in each season 
contemporary music takes its place alongside the classical and romantic repertoire, and each season also features a cycle 
of concerts dedicated to a particular theme: music inspired by the poetry of Holderlin; the legend of Faust; works centred 
around Greek drama, and so on.
 Claudio Abbado made his debut at La Scala in his native Milan in 1960 and served as music director there from 1968 to 
1986, conducting not only the traditional Italian repertoire but also presenting a contemporary opera each year, as well as a 
concert series devoted to the works of Alban Berg and Modest Mussorgsky. While at La Scala, Abbado also founded the 
Orchestra della Scala, for the performance of orchestral repertoire in concert.
 In 1965 Claudio Abbado appeared for the first time with the Vienna Philharmonic Orchestra in a concert at the Salzburg 
Festival, and made his Viennese debut two years later in the orchestra's subscription concert series. Claudio Abbado 
served as Music Director of the Vienna State Opera from 1986 to 1991, where he enriched the repertoire with premiere 
productions of Mussorgsky's original Boris Godunov and Khovanshchina, Schubert's Fierrabras and Rossini's Il viaggio a 
Reims. In 1987 he was named General Music Director of the City of Vienna, and in 1988 he founded the music festival 
Wien Modern, which has since expanded to include all aspects of contemporary art. This interdisciplinary festival takes 
place each year under Abbado's direction.
 As founder and music director of the European Union Youth Orchestra (1978) and the Gustav Mahler Jugend Orchestra 
(1986), Claudio Abbado also showed deep commitment to the development of young musicians, an interest which extends 
to his role as Artistic Advisor to the Chamber Orchestra of Europe. In 1992, together with cellist Natalia Gutman, he 
created Berliner Begegnungen (Encounters in Berlin), an annual gathering during the Berlin Festival in which experienced 
professional musicians join together to rehearse and perform with talented young instrumentalists in concerts of classical 
and contemporary chamber music.
 Claudio Abbado also strives to encourage and support young composers. At his initiative, an annual international 
composers competition took place each year in Vienna, and since 1994 prizes for composition for the figurative arts and for 
literature are awarded by the Salzburg Easter Festival, of which Abbado became Artistic Director in 1994.
 Among the numerous awards and honours Claudio Abbado received are the Evening Standard Opera Award for his Boris 
Godunov at Covent Garden; the Legion d'Honneur from the French Ministry of Culture; the Gran Croce, the highest honour 
of Italy, and the highest civilian honour of Germany, the Bundesverdienstkreuz (1992). The Vienna Philharmonic awarded 
him their Ring of Honour in 1973, and the Golden Nicolai Medal in 1980. In 1985 he was awarded the Gold Medal by the 
International Gustav Mahler Society, presented in recognition of his service to the music of Gustav Mahler. He is an 
honorary member of the Gesellschaft der Musikfreunde in Vienna and received honorary degrees from the universities of 
Cambridge, Aberdeen and Ferrara. In 1994 Claudio Abbado was awarded the International Ernst von Siemens Music Prize, 
Germany's most prestigious music award.



During the decade immediately preceding the First World War, the European musical scene was 
developing at an astonishing pace. Schoenberg moved from the massive, two-hour-long Gurrelieder, 
with its epic Romantic text and equally lush score, to the concise and stringent Piano Pieces, Op. 11 in 
a matter of just eight years, while by 1913 Stravinsky was ready to unveil his Rite of Spring. Although 
Scriabin stayed apart from these developments, his extraordinary innovations during the first decade of 
the century are at the very heart of this musical realignment. Although generally regarded as a 
composer for the piano, Scriabin is the author of five large-scale orchestral works (all composed 
between about 1900 and 1910) that showcase his revolutionary artistic genius in much the same way 
that the piano sonatas do. In Le poème de l'extase (Poem of Ecstasy), Op. 54, of 1908, the journey 
towards complete atonality and thematic fragmentation is by no means complete (the real musical goal 
would not be reached until the final few sonatas), but enough of the composer's increasingly complex 
mystical and theosophical views saturate the score to bring to it a density and complexity of expression 
denied to the three symphonies that precede it. It is a work that stands with great pride beside the 
massive German orchestral works of the period, both a mesmerizing portrait of those troubled years 
and, at the same time, a uniquely intimate picture of an artist's fascinating mind. The Poem was 
originally to take the shape of a fourth symphony, but Scriabin decided to cast it instead as a 20-minute 
orchestral poem based on his own Poem of Ecstasy, a 369-line poem celebrating and glorifying his own 
creative powers (which would, according to his vision of reality, play a crucial role in the approaching 
transformation of the world). The orchestra is large -- twice the classical contingent of winds and brass 
are required -- and, unlike Mahler or Schoenberg, who used even greater forces than this, by no 
means sparingly used. Although Scriabin's orchestral experience was limited, he was one of the early 
twentieth century's masters of orchestration, and throughout the Poem of Ecstasy his orchestral writing is 
brilliant. Themes are used to delineate mental and emotional states (in this way the late orchestral works 
are quite unlike the late piano works, which employ an almost exclusively textural and harmonic 
narrative structure). At the opening, the flute gesture searches longingly, the clarinet dreams, and the 
trumpet foretells a still-distant victory. An equestrian stride commences, only to be abruptly halted to 
make room for an ardent violin solo. As the many levels of expression unfold the music is highly 
chromatic, but not particularly dissonant. A glorious climax draws the music to an appropriately ecstatic 
finish in C major -- a key that had, for Scriabin, a cleansing and focusing quality.

Numerous composers have responded to Shakespeare's timeless drama of forbidden and youthful love, 
but Tchaikovsky's response (along with Berlioz's and Prokofiev's) is at the top of the list. It is the only 

one of the three to be intended as a number in a symphony concert, and, hence is by default the most 
famous of the lot.
 Tchaikovsky, a lawyer, was still developing as a composer at age 29 when Mily Balakirev (self-appoint-
ed father figure to Russian composers) persuaded him to write an orchestral work on the subject of the 
"star-cross'd lovers." Balakirev outlined the form, planned the keys, and even suggested some of the 
actual music. After the 1870 premiere, he convinced Tchaikovsky to revise it. The work's success in this 
form did much to transform the composer's tendency toward crippling doubt into useful self-criticism. (Not 
that the transformation was ever total; Tchaikovsky suffered bouts of depression and self-doubt 
throughout his career.) The composer revised it again in 1880; this version is almost universally the one 
played. While the final version is probably the best one, the 1869 text is also a fine work and very much 
worth hearing. The earlier version begins with a charming tune that carries elements of the great love 
theme. In the first and second revisions Tchaikovsky eliminated this and replaced it with the benedictory 
theme representing Friar Laurence. The effect of this change on the overture's structure is large. The first 
version seems to begin with Juliet still in a relatively childlike state, but with the potential for the great 
love present in the disguised premonitions of the love theme. The focus is, therefore, on the development 
of the drama as it unfolds. The later versions, beginning as it were with a prayer, seem to invite the 
hearer to look back on a tragedy that has already happened.
 Both versions proceed identically through depictions of the clashes between the houses of Montague and 
Capulet, and then unveil the great love music. After that, though, Tchaikovsky's original idea seems to 
this writer to be superior: There is a great development, fugal-sounding and allowing for contrapuntal 
conflict based on the overture's main rhythms and themes. It is tremendously exciting, more so than the 
music which replaced it. Justification for dropping it might be made along the lines that the original 
version has too much dramatic weight and overshadows the rest of the music. The main differences 
thereafter are in details of scoring, and in the finale, which in the original version is much too curt.
 It is often instructive to see what a great composer has done at two different times with the same ideas 
and material. Whether or not it has greater musical merit, Tchaikovsky's blessing of his final version 
served to ensure that it is the one that prevailed, and in that form it is accepted as one of the greatest 
programmatic pieces in the symphonic repertoire. The yearning love theme, in particular, is universally 
acknowledged as one of the greatest melodies ever written, while the exciting fight music and 
Tchaikovsky's unfailingly clear and imaginative orchestration carry the listener through with hardly a 
misstep. But the original version is not far behind it in musical worth; it should be given more frequent 
revivals, if only for the sake of hearing the great fugato passage described above.
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Scriabin Poem Of Ecstasy / Tchaikovsky Romeo And Juliet - Claudio Abbado Boston Symphony Orchestra

1. Le Poème De L'Extase Op. 54 (The Poem Of Ecstacy ) 19:28

2. Romeo And Juliet (Fantasy-Overture) 20:19

Total Time: 39:47
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