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Malcolm Arnold (1921-2006)
Malcolm Arnold was an English composer known primarily for light instrumental and
incidental music. In his youth, he served as second/ principal trumpet of both the
London Philharmonic (1941-3 and 1946-8) and the BBC Symphony Orchestra (1945),
after which he retired to devote himself to composition. During the course of his life
he was extremely successful and was commissioned nearly as often as Benjamin
Britten (his contemporary) in Great Britain. As a film composer, he was also a great
success, responsible for such scores as The Bridge on the River Kwai, (for which he
won the Academy Award) Hobson’s Choice, and David Copperfield.

Guitar Concerto, Op. 67 (1959)
The Guitar Concerto, Op. 67, commissioned by Julian Bream, is an extremely
virtuosic work, which displays the versatility of the instrument to a nearly
unparalleled degree. Many consider the work to be among the finest ever written in
the genre. The concerto exhibits fluidity of style, a remarkable range of personalities,
and a fantastic and subtle application of allusion.
Unlike many works in the genre, Arnold does not lean on the Spanish tradition, rather
calling upon the tradition of jazz for many of the stylistic efforts of the work. The first
movement is in sonata form but, in the end, feels as if it serves to introduce the
looming second movement. Nearly half the piece is spent in this Lento middle
movement, a minuet-scherzo-minuet, which bears a strong resemblance to the music
of Django Reinhardt. Throughout the movement, the orchestration is pushed to the
limit with the guitar, a rather soft voice, competing with and ultimately subordinating
the brass in a skillful display of compositional acumen. The finale is approached
attacca and traverses a lively and volatile minuet in rondo form, which pairs the
guitar with the orchestra, without ever subordinating the leadership of the soloist.

Aleksandr Grigori Arutiunian (1920-2012)
Aleksandr Grigori Arutiunian an Armenian composer, pianist, and teacher during the
Modern and Post-Modern periods. For much of his life, his homeland was part of the
USSR and he spent much of his career in Moscow. Highly revered in the former
Soviet Union and abroad, Arutiunian was awarded many acclamations including the
coveted Stalin Prize (1949, Kautat hayreinki masin). Throughout his life, he was
hailed as the major voice of Armenian music, many of his works referring to or
relying upon the folk traditions of his native soil.
Arutiunian’s music features vital and energetic rhythm, reliance on cultural heritage,
and a quasi-improvisatory and lyrical approach to melody. These aesthetic proclivities
– positing dualisms between Classical and Romantic elements and reinforcing both as
constructive elements of a personal language – concurred with the Stalin regime’s
laudation of “Socialist Realism” (and the regime’s absolutist rejection of all other
aesthetics). As a result, unlike many of his contemporaries, he did not suffer from the
reprisals widely associated with music in the Soviet era.

Trumpet Concerto in A-flat Major (1950, Armenian
Philharmonic Orchestra, Aykaz Messlayan, trumpet)
The Trumpet Concerto in A-flat Major is currently regarded as one of the most
important works in the genre. Although not divided into individual movements, in the
traditional manner, it consists of five sections, alternating between markedly different
tempi (Andante – Allegro energico; Meno mosso; Tempo I; Meno mosso; Tempo I).
Much of the work features the flavor of, if not direct quotations from the ashughner
(folk minstrel) tradition of improvisation. The work begins with a brief Andante
introduction, followed by a dance-like, virtuosic passage. This virtuosity alternates
with lyrical passages, proceeding to a grandiose conclusion.

Johann Sebastian Bach (1685-1750)
Of all the past masters, arguably Johann Sebastian Bach has exerted the greatest
influence upon music of the subsequent generations. This simple fact is the result of a
few conditions. First, he lived at a time (the Baroque Era) when functional harmony
according to major and minor modes (often called “tonality”) was just coming to
predominate, in part due to concurrent innovations in technology concerning the
chromatic possibilities of instruments. As an intuitive purveyor of this burgeoning
trend, Bach remains unparalleled in his clear and consistent employment of functional
harmonic progression and voice leading. Added to this, Bach was a rather
conservative composer by the standards of his day, meaning that he synthesized the
harmonic approaches of the recent past into a consistent method, rather than inventing
new methodologies. In this way, he unwittingly codified functional relationships
between chords in an unprecedented way. In addition, Bach was an extremely prolific
composer, credited with the completion of over 1100 works, of all manner of
instrumentation, texture, and scope. Finally, Bach’s music obtains the intangible
element of instantaneous appeal to such a great extent that listeners have been
magnetized by his works since he first began composing. As a result of these factors,
the style he promoted and his specific brand passed first through the Classical Period,
then to the Romantic Era and beyond.
In most theory classrooms today, Bach’s music is cited as the fundamental elucidation
of this harmonic tradition. Certainly the proponents of traditional music theory, who
tend to focus upon pitch organization, have based their ideas largely upon the
emergent conventions of the Baroque, with Bach as the pinnacle representative of this
method. However, it is worth noting that his legacy was nearly lost to the erosive
effect of the historical narrative. Were it not for a spirited revival of his music, led by
Felix Mendelssohn, Johannes Brahms, and other icons of the Romantic Period, Bach
would almost certainly be unfamiliar to listeners of today.
Bach lived most of his life as a church organist and Kapellmeister. In this capacity, he
worked in Weimar, Kothen, and Leipzig. He was a member of a musical family
dating back (and forward) for several generations. As part of his weekly duties, he

was responsible for composing a large body of works quickly. For example, after his
appointment as Thomaskantor in Leipzig, Bach wrote a Cantata for most regular
church services of the year. By the end of his life, he had composed nearly three
hundred! Bach was also at the head of an extremely large family. He was twice
married and, between the two wives, he spawned twenty children but nearly half died
in childbirth. Of those who survived, four became famous composers in their own
right. Bach’s musical legacy includes standard repertoire for keyboard, solo strings,
chamber orchestra, choir, concerti, and chamber ensemble.

Concerto for 2 Pianos in C Minor, BWV1060 (dates unknown)
Bach probably originally conceived of the Concerto for 2 Pianos in C Minor,
BWV1060 another pair of instruments, most likely violin and oboe. This is evident by
the fact that the writing is not especially idiomatic for keyboard instruments but, when
transposed up a step, works well on these two instruments. It is known that many of
Bach’s concerti, cantatas, and the like were lost after his death, which tends to support
this claim. By an alternative view, the work may simply be inspired by the string
concerti of Bach’s contemporary composer-counterparts in Italy, such as Vivaldi.
According to this line of reasoning, since the harpsichord concerto did not exist
previously, Bach would have modeled works in this genre after the string concerti he
greatly admired: those of the Italian Baroque. Whatever the case, the work exhibits
flourishes and successions of interval typical of the Italian virtuoso masterpieces, with
a touch of idiomatic oboe, as only Bach was capable.
The work is in the typical fast-slow-fast format, with the outer movements in
ritornello form, and an inner movement Adagio. The first movement is a relentless
machine, constantly returning to the ritornello theme in its complete form nearly
every time. The Adagio second movement is a stately dance in the relative major key
of Eb. The finale is a lively return to the home key of C Minor.

Bela Bartok (1881-1945)
Bela Bartok considered one of the greatest composers of the Twentieth-Century.
During a period when composers’ radical exploration of technique and idiom often
alienated mainstream audiences, Bartok’s personal style – characterized by a
refreshing re-conceptualizations of traditional music – proved both innovative and
charming to many regular concertgoers.
Raised in a small town in Hungary (now within Romania), Bartok received his initial
musical training from his mother, who was an accomplished pianist. At eighteen, he
joined the Royal Academy of Music in Budapest, graduating in 1903, where he
studied composition and piano. Initially Bartok gained greater recognition for his
piano abilities than for composition and succeeded his teacher, Isztvan Thoman, as
Professor of Piano at the academy. However, he continued to remain very active as a
composer. Along with his friend and colleague, Zoltan Kodaly, in the first decade of
the twentieth-century Bartok began to explore Hungarian folk music, eventually
incorporating quotation and transformation of these generative materials into his
consistent compositional technique. The impact of his “field research” in the folk
music of Hungary was dramatic: his music became much more concise, as well as
chromatic, although he never abandoned functional, “tonal” relationships in his
writing. Bartok’s contact with this music elicited a wellspring of modal idiom, as well
as inspired accentual and unpredictable rhythms.
For his extensive research into folk music, Bartok is often remembered as a pioneer in
the field of ethnomusicology. After publishing a collection of folk songs with Kodaly,
Bartok ventured into other cultures for his study, exploring the music of Transylvania,
Romania, North Africa, and other places.
Bartok began to gain an international reputation for his compositions in the 1920s and
30s, with the success of works such as Dance Suite for orchestra (1923), Cantata

Profana (1934), and Music for Strings Percussion and Celesta (1937). With the
advent of World War II, Bartok found living in his beloved homeland unbearable and
emigrated to the U.S. Shortly thereafter; his health began to deteriorate along with his
material success. He succumbed to a form of Leukemia, which had been diagnosed
very late, at the end of WWII.
Bartok’s legacy includes works at the core repertory of orchestra, opera, piano, and
chamber music. Notably, his string quartets, of which he wrote six, are considered
masterpieces at the heart of the canon. In addition, his pedagogically derived, six
volume set of piano works, Mikrokosmos, remains an important contribution to the
canon of solo piano literature, as well as an invaluable insight into his compositional
process. Much of Bartok’s music exhibits a preoccupation with symmetrical
structuring of form and he often utilized musical palindromes, as well as Arch Form,
for which he was a major innovator.

Concerto for Orchestra Sz. 116, BB 123 (1943)
Bartok was commissioned to compose the Concerto for Orchestra by Serge
Koussevitzky and the Boston Symphony Orchestra. At the time of writing, he was
suffering spiritually for being forced to forsake his homeland in flight from fascism,
physically for taking ill almost immediately after moving to the U.S., and financially
for having lost his European support network after moving across the Atlantic. In
attempting to forge a new network of support for himself, he found the new world
contemptuous and, at times hostile to him and longed for a return to his treasured
Hungary. In fact, he had not completed a new work in four years, the last finished
piece being the sixth string quartet. At the prompting of two of Bartok’s fellow exiled
compatriots – the conductor, Fritz Reiner, and violinist, Josef Szigeti – Koussevitzky
gathered funds for the commission and approached Bartok where he convalesced at a
hospital. Almost immediately, the positive effects of this commission were apparent.
Bartok left the hospital and traveled to an ASCAP retreat in upstate New York to
begin work on the piece. There he completed it in just seven weeks.
In a traditional concerto, of course, a single instrument is featured as a soloist, against
the backdrop of the orchestra. Here, Bartok explained, the title refers to the fact that
each member of the orchestra is positioned, at times, as a soloist against the essential
orchestral texture. For this reason alone, the work remains one of the more
challenging works for orchestra. However, the difficulties are also apparent in other
technical aspects, from the intricate contrapuntal schema, akin to Bach fugues, to the
influence of Schoenberg’s atonal approach, to the complex rhythms taken from the
peasant tradition Bartok had dedicated his career to studying. All of this is unified by
Bartok’s unique musical personality, which is the single factor distinguishing the
master composer from all other artists, past or future. This work, although thoroughly
intellectual in conception and design, isn’t dry or dispassionate. Rather, it exhibits a
wondrous joy and spontaneous celebration of what it means to live.
Like much of Bartok’s music, the Concerto for Orchestra relies upon the traditional
music of his native Hungary for source material but this work is further invigorated
by narrative transformation. Bartok described the form as: “…a gradual transition
from the sternness of the first movement and the lugubrious death-song of the third, to
the life-assertion of the last one…”
The first movement, i. “Introduzione.” Andante non troppo – Allegro vivace begins
with an emerging night-music, which accedes to a fugato allegro. II. “Giuoco delle

coppie.” Allegretto scherzando is a playful “Game of Pairs.” In five brief sections,
each passage features a pair of instruments in virtuosic parallel, with each pairing
separated by a different interval (2 bassoons – minor 6ths, 2 oboes – minor 3rds, 2
clarinets – minor 7ths, 2 flutes – perfect 5ths, and 2 trumpets – Major 2nds). After the
form is traversed, the five passages are revisited with color added in support of and as
background to the soloistic parts. III. “Elegia.” Andante non troppo provides a
welcome respite from the frenzy of the previous movement and a return to the world
of movement one. IV. “Intermezzo interotto.” Allegretto is a parody, not of
Shostakovich’s 7th Symphony as some have claimed, but rather of the song “Dag geh’
ich zu Maxim,” from Franz Lehar’s The Merry Widow. In all likelihood, both
Shostakovich and Bartok had independently found the melody a source of playful
ridicule and/or reference. The final movement, V. “Finale.” Presto, is a whirlwind
supported by a perpetuum mobile in the strings, which features elaborate fugato and
bombastic orchestral color.

Viola Concerto, op. posth., BB128 (1945)
Bartok had completed the final draft of the Viola Concerto on his deathbed but many
details of the score were not written. Although Tibor Serly is credited with executing
the orchestration of the work, Bartok left detailed instructions for this in his
completed draft. Serly commented in a 1969 interview: "Bartók never worked in a
reduced score or a piano reduction. He did not like to make piano reductions; he
always refused to do that. Bartók was one of those rare composers who thought
orchestrally. He tried to put down the orchestration as best he could so that it would
be visible and possibly playable. He did not think in terms of just writing down the
harmonic content, then the melody, and then going on from there. This manuscript is
not a reduced sketch in any sense of the term. Where it was completed, every single
instrumental part, every single particle has been put in. However, he did not mark the
instruments; he made very few designations. If you could once decipher those parts,
the orchestration was complete as it is.”
Despite Serly’s close connection to and insight into Bartok’s thought process, many
familiar with Bartok’s generative draft remained unsatisfied with the previously
published version. In 1995, Bartok’s son, Peter, published a different version of the
work, with changes to the number and quality of instruments, bars removed and added
in places, and numerous editorial differences. Much debate remains about the work,
including in the most radical such important features as how many movements the
work contains. However, in spite of these inconsistencies, the work is at the heart of
the viola repertory and remains one of the most often performed concerto works for
the instrument. Tonight, you will hear the Serly orchestration.
The commission for the concerto came from the virtuoso Scottish violist William
Primrose. In rare performances, the work is performed in four movements, with the
finale divided into two separate movements. However, the much more common form
of the work (and that which will be performed tonight) is in three movements: i.
Allegro, ii. Adagio religioso, and iii. Allegretto. Each movement is introduced by a
quasi-ritornello in the solo viola. The first movement is in a tri-thematic Sonata Form.
Against a light pizzicato setting in the low strings, the principal theme is introduced
by the soloist. The second movement unfolds from the ritornello into a lyrical passage
with a brief period of agitation in the center. The finale is dance-like, employing
Bartok’s characteristic folk-tune character.

Luigi Bassi (1833-1871)
The composer of the Fantasia di Rigoletto, Luigi Bassi, was a clarinetist and
composer contemporary of Verdi who wrote works primarily for the clarinet.
Although not a major figure in the canon, his works for clarinet are still performed but
he is remembered most for the Fantasia di Rigoletto, which is entirely derivative.

Ludwig van Beethoven (1770-1827)
Arguably, Ludwig van Beethoven has exerted more influence on the subsequent
generations of musicians than has any other composer. As Joseph Kerman wrote: “For
the respect his works have commanded of musicians, and the popularity they have
enjoyed among wider audiences, [Beethoven] is probably the most admired composer
in the history of Western music.” Beethoven is often viewed to have bridged the
Classical and Romantic eras, given his exploration and expansion of Classical period
forms and his unbridled investigation into the dramatic and expressive possibilities
that would come to dominate the ensuing age. His compositional style is characterized
by sforzando decorations of surface level events, lyrical melodies that can be either
profound or extremely simple, intensive exploration of motivic development and
thematic ‘organicism,’ and significant elaborations of formal structure (especially in
the establishment of a new standard movement form – the Scherzo – and the
expansion of the development section and coda within sonata form).
Born to a middle class musician family in Bonn, Beethoven did not receive formal
education beyond elementary school, with the result that he was incapable of the
simplest mathematical equations and became notorious for his misuse of punctuation.
Beethoven’s father, Johann, remembered only as an obscure musician in a provincial
community, began Ludwig’s musical training on violin and piano. Although scholars
have long speculated about the impact of this relationship upon Beethoven’s
personality (especially given that Johann is known to have been an alcoholic and a
difficult person), very little substantive evidence has remained about his role in young
Beethoven’s life. The surviving evidence suggests that Beethoven showed great
musical promise at an early age and that, in early childhood at least, his father
supported him in musical pursuits. By the time Ludwig had reached the age of eleven,
his first great teacher and most significant early influence, Christian Gottlob Neefe
wrote that “[Beethoven] would surely become a second Wolfgang Amadeus Mozart if
he were to continue as he has begun.”
As Beethoven grew into adulthood, he gained widespread acclaim as a great pianist.
Many of his contemporaries recall his playing as unparalleled and, for a time in

Vienna (the unquestioned musical capital of Europe during this time) he had no
suitable rival to match his virtuosity. As his playing developed, he also began to gain
a reputation for his composition. However, his early period works did not attract
nearly the same attention or esteem as did his performing ability.
Around the turn of the nineteenth-century, the great crisis of Beethoven’s life came to
the fore. At this time, the encroaching deafness he had hidden from virtually everyone
in his life became undeniable. It is difficult to estimate the lasting impact of this upon
an individual who had dedicated his existence to an auditory art. It probably
contributed to his self-destructive tendency toward alcoholism (as did his genetics).
Regardless of its personal repercussions however, the effect deafness exerted on
Beethoven as a composer is undeniable. From this point forward, one senses a shift in
focus to the interior self and a marked grappling with the darker aspects of life.
Beethoven’s struggle is not simply a resignation to hardship, however. Most often this
interior drama posits an imagined, heroic protagonist conquering some oppressive
force.
In the period after succumbing to deafness, the formal proportions of Beethoven’s
large-scale works shift focus toward the coda of the final movement, until which the
resolution of harmonic and melodic tension is often reserved. This represents a
dramatic change in the climactic structure of works, which had usually resolved these
tensions in the return to tonic of the recapitulation. In this reservation of triumph for
the final moment, there exists a kind of unrestrained and profound optimism (most
dramatically expressed in the Ninth Symphony). This radical alteration of large-scale
formal tension has remained one of Beethoven’s most stunning contributions to
Western music.

Piano Concerto no. 3 in C minor, Op. 37 (1803)
Beethoven wrote the Piano Concerto no. 3 in C Minor, Op. 37 during the same period
as the “Heiligenstadt Testament.” He performed the premiere at the keyboard but had
not completed writing much of the solo part. The newly appointed conductor of
Theater an der Wein, Ignaz Ritter von Seyfried turned pages. As he later recalled, the
task “was easier said than done. I saw almost nothing but empty leaves; at the most on
one page or the other a few Egyptian hieroglyphs wholly unintelligible to me
scribbled down to serve as clues for him . . . He gave me a secret glance whenever he
was at the end of one of the invisible passages and my scarcely concealable anxiety
not to miss the decisive moment amused him greatly and he laughed heartily at the
jovial supper which we ate afterwards."
In the traditional three-movement form, the piece fits more with Beethoven’s
“Classical” early period. The first movement, Allegro con brio emphasizes the
Principal Theme, as if afraid the listener might lose the basic material. In an unusual
turn, at the end of the re-transition/ cadenza the pedal point does not immediately
arrive at the tonic, rather resolving on a dominant-seventh harmony, followed by
arpeggios in the solo part before arriving to the tonic key. The E Major second
movement is a beautiful affair, introduced by the piano in a noble affirmation of the
key. The orchestration is striking, at one point pairing a conversation between flute,
bassoon, and piano, against pizzicato strings in the background. The finale traverses a
surprising introduction to arrive at the home key, set to a gypsy-tinged theme. After
this, the movement unfolds into a rondo with exuberant energy.

Piano Concerto no. 5, op. 73 in E-flat Major ‘Emperor’ (1809,
premiered on 28 November 1811)
The Piano Concerto no. 5, dedicated to Beethoven’s student, patron, and friend
Archduke Rudolph, was Beethoven’s last work in the genre. It appears at a time when
Beethoven’s mastery of orchestral writing made composition seemingly effortless.
Although he had premiered each of the four preceding piano concerti, his deafness by
the time of the work’s composition prevented him from performing the premiere,
which instead featured Friedrich Schneider to immediate, almost universal acclaim.
Although it was composed immediately following an uncharacteristic creative
drought for Beethoven – brought on by the French occupation of Vienna – the work
does not seem to reflect the anger or despair Beethoven appears to have suffered
during this frustrating period.
Although in the traditional three movements, the work exhibits some unusual formal
characteristics for the classical period. By contrast to the more typical orchestral
introduction of the principal theme before the solo entrance, immediately following
the orchestral tutti opening chord the piano enters. In the first movement also, the
soloist is asked to sporadically interject “mini-cadenzas” during the tutti passages.
Although Beethoven did not assign the epithet of ‘emperor,’ the thematic ideas of the
opening movement fit the ascription through their ‘noble’ melodic character and
grandiose orchestral setting. The Andante second movement opens with a string
chorale (peppered with a little color in the winds), followed by a lyrical and
transcendent melody undergoing variation in a manner purely representative of
Beethoven’s masterful touch. The movement stands as one of Beethoven’s most
profound works for the personality (for a lack of a better word) of the theme. The
finale is approached attacca and follows the contours of a rondo (with only one
contrasting theme and multiple keys for the principal theme) with a large emphasis on
development of thematic ideas. Although the coda of the finale is brief, the resolution
of thematic tension is reserved until this moment. Whereas the principal theme within
the body of the movement expires (resigned and exhausted) rather than resolves, in
the coda the melodic tension concludes with a dramatic burst of energy.

Symphony no. 1 in C Major, op. 21 (1795-1800)
The premiere of Beethoven’s Symphony no. 1 served to announce his undeniable
musical skill to the city of Vienna. Although somewhat derivative of the immediately
precedent master composers, especially Mozart and Haydn, the work bears early
traces of Beethoven’s innovative and unique style. For example, the emphatic
sforzandi and more prominent and independent use of the winds foretell some of the
dramatic shifts Beethoven would later exploit to express his unique voice.
Typical of Classical Period symphonic form, the work is in four movements. The
introduction of the first movement, Andante molto – Allegro con brio begins
enigmatically by refusing immediately to establish the key. As the tonal center is
revealed, the movement progresses to fulfill a satisfying exemplar of sonata form.
However, by utilizing the woodwinds to share a heretofore unusual proportion of the
lyrical second theme, even this prototypical sonata form movement challenges the
established conventions. Similarly, the tonal trajectory of the development section
presents Beethoven’s unique capacity for exploration to his contemporaries by
traversing many and greatly separated keys.

The second movement, Andante cantabile con moto, is somewhat unusual for the use
of sonata form. Still more noteworthy, however, is the energy created by the
movement’s unusually spirited tempo. Whereas many previous composers would
have used the second movement to relax the energy produced in the first movement –
which often culminates in a dramatic tutti finale – Beethoven chose not to calm the
momentum to such a great extent. As a result, the spirited second movement surprises
and delights the listener with vital energy, offering a unique energy to the overall
contour of the four-movement structure.
The third movement, Menuetto: Allegro molto e vivace, is so energetic that it nearly
accomplishes Beethoven’s later contribution to the symphonic form, the Scherzo. The
movement does not feature new melodic materials but serves as a further
development of motivic and melodic ideas from the first movement.
In composing the sonata form finale, Adagio – Allegro molto e vivace, Beethoven
created for himself a unique challenge. With each of the first three movements having
achieved such abundant energy, the fulfillment of a climactic finale could have
proven difficult in a lesser composer’s hands. To address this, Beethoven elected to
unfold the movement beginning with a slow bare texture, which undergoes gradual
accumulation of sonority and complexity. Since the movement begins with the most
tranquility of the entire work and amasses momentum over time, the achievement of a
fulfilling climax to end the work proves simple and rewarding.

Symphony no. 2, op. 36 in S Major (prem. 5 April 1803, Theater
an der Wien, LVB, cond.)
Beethoven wrote the Symphony no. 2 mostly during 1802, a time when he was
grappling with the inescapable fact of his worsening deafness. An “early period”
work, it is one of the last of his pieces that may be considered purely fixed in the
Classical style. Still, as an early example of the substitution of the scherzo for the
minuet in the third movement and for the works overt employment of crude “musical
jokes,” the work was considered radical, even scandalous at its premiere. A critic for
Zeitung für die elegante Welt wrote: “[The symphony] is a hideously writhing,
wounded dragon that refuses to die, but writhing in its last agonies and, in the fourth
movement, bleeds to death.” Poetic language like this was not commonplace until the
ensuing generation and this work, in some ways, represents a dramatic turning point
toward the Romantic era.
The symphony opens, in the Adagio molto – Allegro con brio, with a slow
introduction. The bulk of the movement features frequent harmonic shifts in tonal
center. The Larghetto is one of Beethoven’s longest symphonic slow movements,
featuring pastoral settings and folk-like quotations. As a wonderful exhibition of
Beethoven’s innate capacity for profound melody, this movement remains virtually
unparalleled in the canon. The lively Scherzo: Allegro is an upbeat dance, intended to
shock the audience from its expectations of regal civility, supplanting this for a
flaunting humor.
The Allegro molto actually opens with a musical issuance, probably representing
flatulence, followed by a groan of pain. Robert Greenburg writes: “Beethoven’s
gastric problems, particularly in times of great stress – like the fall of 1802 – were
legendary... it has been understood almost since the day of its premiere that this is
what this music is all about. Beethoven never refuted it; in fact, he encouraged it.”
After this, the movement contains a morass of musical jokes meant to engage the

listener almost by offending him. As a response to the stressful circumstances then
endured by the composer, it is a testament to his will and early evidence of his belief
in the capacity for human strength to overcome adversity at all costs. Quintessentially
Beethoven, this unwillingness to succumb to the hand of fate encourages us and
reminds us to keep our eyes fixed on the horizon, our thoughts focused upon our
fortune, and our hopes at our core, in spite of the inevitable hardships we may face.

Symphony no. 3 in E-flat Major, Op. 55 ‘Eroica’ (1804)
Beethoven’s Symphony no. 3 is often identified as the first major work of his prolific
“middle period.” It exhibits many stylistic and formal changes that revolutionized,
not merely his oeuvre, but that of the entire tradition.
The inspiration for the work, along with its dedication, embodies one of the more
famous episodes concerning this extra-musical facet in the canon of Western music.
Initially, Beethoven dedicated the work to Napoleon Bonaparte but changed the
dedication to that of his patron, Prince Joseph Franz Maximilian Lobkowitz, out of
fear of forfeiture of his fee. Yet, he maintained the title Buonaparte at the top of the
manuscript (placing his own name at the bottom) until briefly before the premiere.
Only upon learning of Napoleon’s self-coronation in 1804 did Beethoven’s attitude
change. Breaking into a rage, he is said to have proclaimed: “So [Napoleon] is no
more than a common mortal! Now, too, he will tread under foot all the rights of Man,
indulge only his ambition; now he will think himself superior to all men, become a
tyrant!” After this, he tore the first page of the manuscript to pieces and re-titled the
work Sinfonia Eroica, eventually adding the subtitle composta per festeggiare il
sovvenire di un grande Uomo ("Heroic Symphony, Composed to celebrate the
memory of a great man").
This dedication reveals a significant shift in Beethoven’s artistic motivation, as well
as exposes the European zeitgeist at the turn of the nineteenth-century. During this
time, the intellectual culture of Europe largely empathized with notions of freedom,
equality, and justice for all people. However, the ideations of this idealism were
different for the two principally proponent cultures – France and Germany. Whereas
the French acted upon the impulse toward freedom in the form of democratically
oriented revolution, the German sentiment achieved the status of philosophical truism,
without obtaining overt action. By invoking Napoleon, Beethoven emphasized his
sympathy for the cause of freedom from tyranny. However, neither this inscription,
nor the correlated radicalism of the music itself would have been expected to incite
action in German-speaking lands. Rather, they were meant as an expression of
thoughts and desires meant for civil or, at most, impolite discussion.
Perhaps most significantly to us, the work represents a revolutionary turning point in
the composer’s body of work in its shift toward the dramatic narrative concerning
“fate” and “hero.” To many, Eroica also marks the turning point to the Romantic Era.
The first movement alone is longer than many entire symphonies of the Classical
Period. In addition, the thematic weight of the finale separates the third symphony
from everything that had come before. Perhaps due to these extremes, most
concertgoers of Beethoven’s day considered the work tediously long and difficult.
However, it was no simple thing to ignore Beethoven, who had established himself as
the leading figure in concert music by this time. Despite the above reservations, critics
and audience members were forced to re-conceptualize the symphonic narrative and
its role in influencing the world around them.

Eroica is in the established convention of four movements. The first movement,
Allegro con brio, features many surprising effects. In addition to the sfzorando offbeat
accents of Beethoven’s usual style, the harmonic structuring and use of chromaticism
in the exposition was completely fresh to the premiere’s contemporary audience. In
addition, thematic material within the development is so tenuously connected to the
opening passage that it seems as if completely new and unrelated. At the point of
recapitulation, the horn seems to enter four bars early, prompting many to assume a
grand error in the first performances.
The second movement, Adagio assai, is a funeral march. Unusual in the symphonic
form to this point, the movement exerted a powerful influence on subsequent
generations, with many later composers employing funeral march in symphonies.
Although obtaining brighter moments in major sections, the movement is dominated
by a somber feeling. The most austere sound is confirmed through passages of
imitative counterpoint (fugato).
The third movement is an energetic scherzo, marked Molto vivace. Metrically
ambiguous throughout, the movement is surprisingly mirthful in the wake of a
funeral. Notably, the trio contains an exquisite feature of the three horns.
The finale is a theme and variations, marked Allegro molto. Beethoven had referred to
the thematic material, which he had used previously in the Piano Variations in E-flat,
op. 35, as the “Prometheus Variations.” Of course, to imagine the composer
identifying with the character of Prometheus – the rebel Greek god who stole fire to
help humanity and suffered greatly for this act – is no stretch.
Finally, perhaps the true revolution of this work – not the quirky formal narrative of
the first movement, the inclusion of a funeral march and theme and variations within
the large form, or the stupefying advances in orchestration – is in its
“temporalization.” As Reinhold Brinkmann writes: “Indeed the historical leap that the
Eroica realized through sound has to do with its usage of temporal structure. It is the
temporalization of musical form. It seems somewhat paradoxical to use the concept of
temporalization in the context of music, an art form that extends over time as time.
The term does not refer to accelerando, increase in tempo (though this can be a means
of temporalization, albeit a rather superficial external one), but rather to the
simulation of acceleration by the compositional fleshing out of the process…. [Eroica
embodies] directedness, dynamic forward motion, the metaphor of the arrow, and an
emphasis of the finality and goal orient[ation] of the musical form” (my emphasis).
This linear-directedness may have been a fundamental precept underlying Western
Art Music from its inception; however, it is not until Beethoven’s Third Symphony –
through the exaggeration of this principal – that this process becomes self-aware.

Symphony no. 4 in B-flat Major, Op. 60
Simply put, Beethoven’s even numbered symphonies do not receive the same
consideration, either through analysis, compositional reference, or performance as the
odd numbered ones. Symphonies no. 5 and 9, obviously, stand as ubiquitous works in
the annals of the literature while nos. 3 and 7 are recognized nearly equally for their
innovation and affect. The even numbered symphony which is programmed most
often is the “Pastoral” no. 6, which is not two say that the less performed works are of
a radically diminished quality. In fact, one might argue that it is in these works that he
experimented with orchestral possibilities and discovered his unique voice to apply in

the more well-known pieces. In this sense, their importance within the annals of the
canon must not be ignored.
Perhaps the most overlooked member of the group, Symphony no. 4 remains a
masterful, if inconspicuous work. Light in tone and a bit of a return to a more
‘Classical Period’ sound, it has sometimes been discounted for being less meaningful
or deliberately conceived. George Grove (founder of the musician’s bible, the Grove
Dictionary of Music and Musicians) called it “a complete contrast to both its
predecessor and successor, and is as gay and spontaneous as they are serious and
lofty.” Robert Schuman called the work “a slender, Grecian maiden between two
Nordic giants.” Although at first these comments may seem dismissive, both
intellectual giants were actually emphasizing the importance of looking deeper than
the work’s surface to discover a rich, understated depth.
The opening movement begins Adagio in the parallel key of B-flat minor, within a
spare texture highlighting descending thirds. After this haunting, still introduction, the
principal theme arrives at an Allegro vivace exposition of the work’s key, B-flat
major. Although mostly playful, with intelligent humor, the movement does achieve
some sense of drama. Although not obtaining the same gravity as the opening of the
fifth symphony, the work does achieve a compressed, economical statement of
energy, churning beneath the surface.
The second movement, Adagio, is a masterful exposition of lyricism. There is an
element of humor, which Schumann first acknowledged in the effect achieved by the
restlessness of the accompaniment to principal theme, which refuses to remain in the
background. However the movement also displays noteworthy and stern moments,
including a nearly overwhelming episode of despair in the secondary theme, which
features a tutti cascade led by the timpani.
The third movement, Menuetto allegro vivace, is a bawdy exploration of the peasant
dances first introduced into symphonic form by Beethoven’s teacher, Haydn. This
stands in stark contrast to the minuet and trio movements of the classical period and
highlights the forward thinking aspects of both masters.
The finale, Allegro ma non troppo, does not obtain an overt sense of heroism or
spectacle. Perhaps this incongruity with the expectations of symphonic form is one of
the principal reasons the symphony was overlooked. Certainly at the end of
performances throughout history, the audience would have been sated but perhaps not
inspired to offer additional comment and reflection upon the subtle effect of the
closing movement. In spite of this, the finale is an effective close to the work,
featuring extremely novel approaches to movement and contrast.

Symphony no. 5, op. 67 in C Minor (1804-8, prem. 22
December 1808, Theater an der Wien, cond. by the composer)
The Symphony no. 5 is one of the most programmed and widely acclaimed works
within the canon of Western Art Music. Since the first performance, the work has
enjoyed virtually universal appeal and has inspired profound acts of poetry and art.
The night of the premiere also featured first performances of several other important
works of the same period, including the sixth symphony, the fourth piano concerto –
with the composer at the piano – and the choral fantasy. However, even here, the
work proved exceptional to the program. As an early example of its reception, the
nineteenth-century musicologist/ critic E.T.A. Hoffman said, in a review of the

premiere: “Radiant beams shoot through this region's deep night, and we become
aware of gigantic shadows which, rocking back and forth, close in on us and destroy
everything within us except the pain of endless longing—a longing in which every
pleasure that rose up in jubilant tones sinks and succumbs, and only through this pain,
which, while consuming but not destroying love, hope, and joy, tries to burst our
breasts with full-voiced harmonies of all the passions, we live on and are captivated
beholders of the spirits.”
Many factors contribute to the longevity and success of the work, not least of which is
the masterful treatment of the Allegro con brio first movement’s simple, principal
theme material. This motive has been featured prominently in the subsequent history
of Western culture, most obviously as the Allied “victory” theme during the European
campaign of WWII. It is such a common element within Western culture that it has
even attained colloquial usage to indicate that trouble is brewing (as in, you are
caught with your hand in the cookie jar, duh-duh-duh-duuuuuuh). According to his
student Czerny, this “little pattern of notes had come to [Beethoven] from a yellowhammer's song,” although the public seems to prefer the more dramatic (although
probably untrue) account of Anton Schindler that Beethoven rapped on the table and
proclaimed “Thus Fate knocks on the door!” Whatever the inspiration, Beethoven’s
treatment of the basic structural unit, demonstrates the process of development
perhaps better than any other work in the canon. In the hands of a lesser composer,
this motive would certainly tire quickly but Beethoven expresses the idea with such a
thorough and convincing narrative impulse that the listener remains transfixed.
Although the first movement consists of the most obvious usage, with incessant
repetition of the motif throughout (underlying both themes and through variation in
developmental passages), the other three movements also feature the rhythmic
underpinning of this idea: short-short-short-long.
The second movement, Andante con moto is a legato double variation, wherein two
themes are introduced and varied in alternation. Sublime in its lyrical contrast to the
first movement, the andante demonstrates Beethoven’s profoundly sensitive treatment
of orchestral color, largely by family. The third movement, Scherzo, Allegro features
the rhythmic motif of the first movement more noticeably than movements two and
four, as the basic rhythmic cell of the first theme. The triumphant character of the
finale, Allegro, befits the concept of “fate motif” perfectly, whether or not any
account of the composers intention thus is accurate. The work ends with a flourish of
uplifting music that sends the audience to repose with a vibrant sense of overcoming.
Undoubtedly, this work is a centerpiece of the tradition, still celebrated as one of the
greatest works of one of the greatest composers ever to have lived.

Symphony no. 7, op. 92 in A Major (1812, prem. 8 December
1813, Vienna, LVB cond.)
The Symphony no. 7 is sometimes overshadowed by the epic “odd-numbered” fifth
and ninth symphonies. However, op. 92 was received as an immediate success on the
night of its premiere and remains one of the most commonly programmed works of
the tradition. On the night of the premiere, the second movement received an
immediate encore. Immediately following the concert, Beethoven himself remarked
that this was one of his best works.
The work begins with a lovely expanding introduction at slow tempo, before giving
way to a vivace. In sonata form, the first movement features great rhythmic ingenuity,

much of it in a lively dance. Also characteristic of Beethoven are the frequent and
sudden shifts of dynamic, typical of his style. The key relationships, also, demonstrate
Beethoven’s unique voice, for the dramatic changes to distantly-related keys. After
hearing the repetitive passage in the coda, Carl Maria von Weber claimed Beethoven
was “fit for the madhouse.” For most of us, though, although unusual this feat
provides a deserved and rewarding kind of monotony that leave us to marvel at the
sheer mastery (and fearlessness) of the composer.
The second movement is usually regarded as the most memorable part of the work,
sometimes performed as an independent episode. In A Minor, it features a dark
ostinato repeated throughout the first theme. The secondary theme area shifts the
mood briefly to A Major, before returning to the relentless ostinato, which appears as
a strict fugato in the second occurrence.
The Third movement is a Scherzo and Trio, with folk elements. It is a lively romp,
featuring an expansion of the ternary structure to feature an extra alternation of the
two ideas.
The Fourth movement returns to sonata form and maintains the dance-like quality of
the whole work. The energy of this movement is extremely compelling and provides a
challenge to the second movement’s dominating character in the listener’s
consciousness. As a summation of the work, it brings it to a fitting end, leaving the
listener to marvel at the seeming spontaneity of the whirlwind passage.

Symphony no. 8 in F Major, Op. 93 (1812)
Unlike most of his works, Beethoven composed the Symphony no. 8 without
inscribing a dedication. He wrote the work during an extremely difficult time of his
life, when he was caught in a dispute with his brother’s over choices in personal
affairs. In spite of these difficulties, the Eighth Symphony represents a return to
Classical Era lightness and frivolity. From the outset the mood is cheerful and bright
and the work contains many musical jokes, such as a “metronome breaking” effect in
the second movement, the shift of the minuet into 2/4 time, and the tentativeness of
the return in the last movement’s double exposition. Beethoven finished the work in
just four months. Despite his worsening deafness, he opted to conduct the premiere –
although the orchestra is reported to have followed the concertmaster out of
frustration.
The first movement, Allegro vivace e con brio, is in sonata form and is comprised of a
hearty and joyful tone. Here the proportions of the form represent a regressive move
on Beethoven’s part, with the resolution of tensions coming at the return of the
opening material (recapitulation). The decadence and bombast of this episode are
balanced by a fade to calm and sweet repose in the closing bars.
From the opening of the Allegro Scherzando second movement, the metronomic idea
is apparent, with even, repetitive parts underlying large portions of the movement.
Some have suggested that Beethoven meant the work as a tribute to his friend, Johann
Maelzel, who had recently invented the metronome. The movement consists of a light
and joyful employment of themes without heady development.
Tempo di Menuetto is a straightforward ternary theme with hunting calls in the minuet
and a flowing melody in the trio. The minuet features a charming dialogue between
the horn and clarinet. The trio is pastoral, reminiscent of the languishing moments of
repose in earlier works such as the Sixth Symphony.

The finale, marked Allegro Vivace, is in sonata form. It is a challenging work,
pushing the orchestra to extremes of expression and technical display. By repeating
the entire Development and Recapitulation, Beethoven forges an extremely largescale rondo from the work, in an unusual turn. Following this, the coda at the end of
the work is protracted and substantial.

Leonard Bernstein (1918-1990)
Leonard Bernstein was an American composer and conductor, widely regarded as one
of the most important musicians ever to come from his homeland. As a conductor, he
appeared with such orchestras as the Boston Symphony, the London Symphony, the
Israel Philharmonic, and the Vienna Philharmonic and he was the first American born
conductor appointed to the directorship of the New York Philharmonic. Unlike
Herbert von Karajan, who experienced similar, contemporaneous success, Bernstein
achieved great renown for his compositions. Also unlike Karajan, he did not conduct
regularly for opera productions and is mostly remembered for symphonic
performances.
As a child, Bernstein was led to believe that music held no potential for success, this
success being defined for him by monetary gains and the pursuit of power. By
accident, when Leonard was ten his family obtained a piano (an aunt going through a
divorce asked Bernstein’s parents to store her instrument). Although his father
initially refused to pay for lessons, the prodigal son managed to collect enough to
subsidize this himself. By the time of his bar mitzvah, he had impressed his father
enough to warrant the purchase of a baby grand.
As a composer, Bernstein’s style has often been characterized as eclectic, in the sense
that his influences are many and often come from outside “classical music.” He is not
usually viewed as an innovator and is sometimes criticized for entirely eschewing the
rampant proclivity toward re-invention found in much of the music of the twentiethcentury avant-garde. In spite of this, he is highly regarded for his technical prowess,
especially in orchestration, and for the seamless comingling of jazz and popular music
influences.

Overture to “Candide” (1956)
The Overture to “Candide” sets the tone for Bernstein’s operetta, based upon
Voltaire’s novel of the same name. The work is extremely popular now, although it
received an unenthusiastic response in the initial years. Originally, Lillian Hellman
conceived Candide as a play, with incidental music by Bernstein. However, the

composer convinced her to consider a comic operetta instead. Although Hershey Kay
orchestrated most of the work, Bernstein completed the orchestration for the overture
himself.
The most complex feature of the overture is the metric structure, which alternates
between even and odd subdivisions of the measure. Although not written as
compound time signatures (like 7/4), the quick alteration between even and odd
numbered subdivision effectively achieves this. Unlike the operetta, Bernstein’s
overture was an immediate success, receiving nearly 100 performances within the
first two years of its premiere.

Three Dance Episodes from “On the Town” (1946)
The Three Dance Episodes from “On the Town” are each dedicated to a person
involved in the original production of the musical. The first, “The Great Lover,” is a
nod of homage to Sono Osata, the ballerina who first played “Miss Turnstiles.” Meant
to evince the mechanical workings of the subway car, the music bustles and hums
before breaking into swing. “Lonely Town” (Pas de Deux) is dedicated to Betty
Comden, one of the co-producers of the show. The music centers upon a sweet duet
by a sailor and teenage girl in Central Park. The music embodies Copland’s style. The
final dance comes from the finale to Act I. Evincing a jazz combo – with an energetic
rhythm section – the dance is dedicated to Nancy Walker – one of the original players
in the production.

Symphonic Dances from “West Side Story” (1961)
Symphonic Dances from West Side Story was extracted from the landmark musical,
set loosely against themes from Shakespeare’s Romeo and Juliet. Soon after the
premiere, the work established Bernstein as a major figure in composition.
Recognizing the thematic innovation of the work for the genre, Bernstein described
West Side Story in his diary as “a musical that tells a tragic story in musical-comedy
terms, using only musical- comedy techniques, never falling into the ‘operatic’ trap.
Can it succeed? It hasn’t yet in our country. I’m excited. If it can work—it’s the first.”
Sid Ramin and Irwin Kostal prepared the suite from the musical, under the
supervision of Bernstein (who determined the order). The Symphonic Dances contains
nine sections, roughly following the originating work’s narrative. It begins with a
prologue, setting the scene for the rivalry between the principal gangs of the tale, the
“Jets” and “Sharks.” The second tune, “Somewhere” presents a parley between these
rivals where they unite in friendship. Next is a scherzo, set in a world of open and
fresh space. The following “mambo” depicts unrest as the two gangs are again pitted
against one another. The version of “Maria,” perhaps the most recognizable melody
of the musical, is set to a cha-cha, followed by the lover’s first meeting. The melody
to “Cool” is then presented as a fugato, leading to the climactic rumble between the
rival gangs. Finally, the work closes with “I have a love,” which ends like the musical
itself on an unresolved built around a tri-tone (like the “Maria” motive, itself).

Ernest Bloch (1880-1959)
Ernest Bloch was a Swiss composer whose legacy remains largely associated with
neo-Romanticism. Bloch was born in Geneva and received his early musical training
there, under Emile Jaques-Dalcroze and Eugene Ysaye. While continuing his studies
he worked in Brussels and, most significantly, Frankfurt, where Iwan Knorr exerted
the greatest influence upon Bloch’s mature style. In 1917, the Boston Symphony
premiered his Trois Poemes Juifs, which proved a favorable introduction of his music
to the new world. After this, he settled in the United States, working first as the
director of the Cleveland Institute and later the San Francisco Conservatory.
Bloch’s oeuvre consists of deeply dramatic works, which are influenced by
philosophy, religion, and poetry. Renowned for his string writing, his string quartets
remain among his most important and lasting contributions to the canon.

Schélomo – A Hebrew Rhapsody (prem. 13 May 1917, Artur
Bodansky, cond., Hans Kindler, vc.)
Schélomo is at the heart of Bloch’s “Jewish Cycle,” The works composed between
1911 and 1926, which exhibit great expressive force, exoticism in the harmonic
domain, and, although no overt quotation from the canon of Jewish traditional works,
an expression of feelings that the composer linked to his Jewish upbringing. It is
undoubtedly the work that elevated Bloch’s renown more than any other. Of the work,
a contemporaneous writer from the San Francisco Chronicle opined: "Schelomo is a
magnificent work by one of the greatest living composers. Splendid as it is in brilliant
coloration, it is not in the vivid pictures that its greatness lies so much, as in the
burning sincerity, the richness of passion, the poignant spirituality and the profound
penetration into the psychology of a race."
The title refers to the Jewish king Schélomo (Solomon), a character of contradictions.
The work was originally conceived for voice and orchestra, set to text from the book
of Ecclesiastes. Bloch had trouble deciding which language to use for the setting and,
as luck would have it, around the same time he met the cellist Alexandre Barjansky
who encouraged him to consider setting the idea for cello and orchestra. To represent

the mercurial temperament and inconstant lifestyle of Solomon, the solo cello
vacillates between extremes of euphoric lyricism and declamatory episodes. The
orchestral part exhibits myriad, exhilarating colors, as the backdrop for this drama.
The work is in three sections. The first section opens with a lyrical, lamenting solo
cello passage, inspired by the text “Nothing is worth the pain it causes… All this is
vanity.” After this, the orchestral accompaniment pursues the solo cello part in a
rhythmic dance movement. The movement is interrupted by a cadenza three times, to
represent Solomon’s wives and concubines attempting to assuage him of his tendency
toward introspection. The second section is based on an Schofar-like theme and
emphasizes the conflict between the cello (Solomon) and orchestra (worldly
pleasures). The third section is not based on new themes. Rather, the previous
material undergoes development until, ultimately, Solomon collapses into silence to
bring the work to a close.

Aleksandr Porfir′yevich Borodin (1833-1887)
Aleksandr Porfir′yevich Borodin was the illegitimate son of a prince, Luka
Stepanovich Gedianov, and his mistress, Avdot′ya Konstantinovna Antonova. Unlike
most children born to this station in the 19th-Century, Aleksandr was raised with
many of the luxuries of his father’s class. In fact his father adored him to the extent
that, prior to the elder Borodin’s passing, preparations were made to free the bastard
from the serfdom normally ascribed in such cases. Luka Stepanovich arranged for
Aleksandr’s mother to be wed to a retired army surgeon and, even provided a dowry
for the couple. In this way Aleksandr was assured a comfortable middle-class
lifestyle.
In his teenage years, Borodin became rapt with the natural sciences, especially
chemistry and biology. In 1850, he entered the St. Petersburg Medical-Surgical
Academy, where most graduates trained to be physicians in the Tsar’s service. In the
course of his life he would go on to publish several articles on the condensation of
aldehydes and amarine, as well as to teach at the medical academy and found a
women’s medical academy, endeavors that would make the natural sciences his
principal profession. For most of his life, music served as a relaxation from his
scientific work and a secondary pursuit.
Borodin wrote four operas, four symphonies, over twenty works for voice, over a
dozen chamber works, and several solo piano pieces. Of these, by far the most
significant to the canon is the opera Prince Igor, which was incomplete at the time of
his death. Rimsky-Korsakov, who had helped Borodin to realize many of the details
of the work while Aleksandr was still alive, was the obvious choice to complete the
work after the composer’s death. With the help of Glazunov, Korsakov completed the
work for premiere in 1890. Borodin’s style is undeniably Russian and is suffused with
idiosyncratic harmony. As a member of the ‘Moguchaya kuchka’ (the ‘Mighty
Handful’), his influence in Russia has been quite extensive. In addition, his harmonic
approach was greatly admired in Western Europe, most notably by the impressionists
– Debussy and Ravel.

Symphony No.2 in B minor (1869-76)
The Symphony No.2 in B minor remains Borodin’s most important large-scale work,
which he completed entirely on his own. It bears strong kinship to Prince Igor,
sharing many melodic and textural ideas with the uncompleted work. In addition, the
principal theme of the first movement consists of a cell found so often in Borodin’s
music that it has been described, by Gerald Abraham (biographer) as: “the most
personal of Borodin’s melodic mannerisms, one so peculiar to him … that it almost
has the effect of placing his signature to any melody in which it occurs.” In this way,
the second symphony serves as a large-scale summation of Borodin’s mature style.
The first movement is a highly imaginative rendition of sonata form. The opening
theme vacillates between the minor and major modes and comprises an octatonic subcollection, with an additional upper neighbor. The irresolute usage of major and
minor thirds – which, in turn obfuscates a definitive modal quality – is a characteristic
trait throughout much of the work and recurs sporadically throughout. The second
theme of the movement is a lyrical and formidable contrast to the principal. This
theme also recurs in the Trio of the second movement and is echoed in the finale. The
most witty and complex alteration he provides to normative sonata form within his
oeuvre appears in the recapitulation, wherein the second theme appears first in Eb
major, as opposed to the tonic key of B Minor. This key, of course, provides an
excellent complement to the uncertain mode of the principal theme, since it
emphasizes the major third above the work’s tonic and the work functions largely in a
minor key.
The second movement Scherzo is volatile and playful work, which obtains ingenuity
through the interplay of rhythmic identity between the two principal thematic
elements, one metrically accented, the other highly syncopated. The Andante third
movement opens with an expansive and serene melody, ornamented in the second
phrase to intensify the melodic motion. The formal structure of the movement (rondolike) freely alternates between differently orchestrated variations on this thematic idea
and alternative melodic areas.
The finale bursts forth in the spirit of celebration. Although roughly adhering to
sonata form, the movement may also be understood according to a programmatic
content, intermingling many of the discrete dance cultures of Russia. One memorable
episode occurs in the re-transition, where Borodin presents a melody in the wholetone scale (a further blurring of the modality through symmetrical subdivision of the
octave). This theme also appears in Prince Igor, as well as the abandoned theater
work, Mlada.

Johannes Brahms (1833-1897)
Johannes Brahms is now revered as one of the most highly regarded composers of
Western Art Music. Born in Hamburg, Germany, Brahms spent most of his musical
career in Vienna, Austria, where he was also a performing pianist, often premiering
his own works to much acclaim. His extensive list of compositions includes works for
solo instrument, chamber ensemble, orchestra, voice, and choir. He is remembered for
extremely complex polyphony, creative exploration of chromaticism, and extensive
elaboration of form, all of which typify the Late Romantic style.
Brahms was a consummate perfectionist, to the extent that he destroyed many of the
only extent copies of some of his early works. In addition, he did not seek publication
for many of the works with which he was unsatisfied. As evidence of this
perfectionism, Brahms waited until the age of 44 to complete his first symphony in C
Minor. He began sketching the work as early as 1854, indicating that he spent 21
years composing it. Undoubtedly, Brahms felt significant pressure because of the
weighty expectations placed on him by “Beethoven’s inheritance.” For Hans von
Bülow, one of the most revered conductors of the day, Brahms must have achieved
this goal, for Bülow later referred to the work as “Beethoven’s Tenth” and placed
Brahms’ name as one of “the three B’s,” next to Bach and Beethoven.

Piano Concerto No.1 in D minor Op.15 (prem. Hanover, 1859,
Joseph Joachim, cond., Johannes Brahms, pno.)
Brahms spent nearly four years composing the Piano Concerto No.1. Initially,
Brahms intended the work as a solo sonata. Then, upon hearing Beethoven’s Ninth
Symphony for the first time (1854, Cologne), he considered scoring the work-inprogress as a symphony. Finally, he settled upon the sketches as a piano concerto. By
comparison to the showpieces of the late Romantic time, Brahms’ piano writing

showcases an intense, complex, and thoroughly riveting display of skill. However it
lacks the “flash” of many of his contemporaries, like Chopin, Liszt, and Tchaikovsky.
Brahms lived in fear that his first piano concerto and first large-scale work might be
unfavorably compared to those pieces within the realm of his established expertise as
a composer of chamber music and for the piano. As a result, he took great pains to
ensure a successful outcome, and compounded this caution by asking for feedback
from his friend, the violinist and conductor Joseph Joachim, who consistently
delivered unfettered criticism. Unfortunately for Brahms, the work did not achieve
widespread success during his lifetime and was actually met with a cacophony of
hisses upon completion of the first performance.
The first movement embodies the understated role of the soloist. The thematic ideas
are hardly expressed within the solo part, at least without being immediately
overtaken by the orchestra. The soloist is woven into the texture in a unique, but
contemporaneously enigmatic manner. It exhibits a wide emotional landscape from
overwhelming power to great introspection. The Adagio second movement exhibits a
transcendental calm, by comparison to the turbulent extremes of the opening. The
finale is a showpiece for Brahmsian counterpoint, inspired by Beethoven’s Third
Piano Concerto.

Piano Concerto No. 2 in B-flat Major, Op. 83 (1881, prem.
Budapest, 9 November 1881, E. Marxsen)
Brahms wrote the Piano Concerto No. 2 during the height of his most successful
years. The work represents a dramatic shift from the first piano concerto, written
twenty-two years earlier. According to the musicologist George S. Bozarth, the
second piano concerto approaches the genre of the symphony in breadth and scope,
“more than any other major concerto of the 19th century.” Unlike the vast majority of
its predecessors, the role of soloist and orchestra is more interwoven and the work
features the unusual form of four movements (with an added scherzo).
Perhaps in reference to Beethoven’s “Emperor” concerto, the piano enters near the
beginning of the work, in response to a horn call, and engages in a cadenza almost
immediately. Other than the unusual placement of the cadenza, the first movement
follows the classical sonata form fairly rigidly. The second movement, however,
represents a radical departure from the traditional form, simply for its energetic
character. The scherzo typifies Brahms penchant for its concise presentation of
complex musical material. In the third movement, the principal cello enters the fore,
creating a rapturous dialogue with the piano. Although the piano does not directly
quote the opening melody of the cello, the thematic relationship between the principal
melodic voices is, typical of Brahms, developmental (despite the flourishing
figurations obscuring the thematic nature of the piano part). The finale is in sonatarondo form, featuring a gypsy tune in the first episode and a restrained humor
throughout.

Symphony no. 1 in C Minor, Op. 68 (1876)
Brahms was a consummate perfectionist, to the extent that he destroyed many of the
only extent copies of some of his early works. In addition, he did not seek publication
for many of the works with which he was unsatisfied. As further evidence of this
perfectionism, Brahms waited until the age of 44 to complete Symphony no. 1. He
began sketching the work as early as 1854, indicating that he spent 21 years

composing it. Undoubtedly, Brahms felt significant pressure because of the weighty
expectations placed on him by “Beethoven’s inheritance.” For Hans von Bülow, one
of the most revered conductors of the day, Brahms must have achieved this goal, for
Bülow later referred to the work as “Beethoven’s Tenth” and placed Brahms’ name as
one of “the three B’s,” next to Bach and Beethoven.
The legacy of Beethoven was definitely in Brahms’ mind as he composed the first
symphony. Shortly after the premiere, under the baton of Felix Otto Dessoff, critics
immediately noted a strong similarity between the main theme of the finale and that
of Beethoven’s “Ode to Joy,” as well as Brahms’ overt use of the “fate” motif rhythm
from Beethoven’s Fifth Symphony. Brahms was somewhat offended by such
observations, offering the opinion that “any ass can see that!” In truth, we know from
surviving letters that Brahms earnestly sought to pay homage to Beethoven but
probably feared such remarks represented veiled attacks upon the work for being
derivative.
The trajectory of the symphony is fairly traditional, with the outer movements more
serious in scope and tone and adhering to sonata form. The inner movements are
ternary, expressing a clear symmetry. Noteworthy moments within the work include
quotation of Beethoven’s “fate” motif in the first movement, the sweet violin solo
toward the end of the second, the simple balanced form of the third movement, and
the heroic major key theme of the finale, introduced by the horns, which brings the
work to a dramatic and grandiose conclusion. As the drama of the work unfolds, the
listener may find a tumultuous opening gradually resolving to a satisfying triumph.
This music is meant to provoke the intellect but, ultimately, to inspire the soul.

Symphony No.2 in D major Op.73 (prem. 30 December 1877,
Vienna Philharmonic, Hans Richter, cond.)
Brahms composed the Symphony No.2 while on summer holiday in Pörtschach am
Wörthersee, in Carinthia. The short length of time he spent composing bears a stark
contrast to the first symphony, which took him nearly fifteen years to write. The
second symphony is in three movements, heavily dominated by traditional sonata
form. In general, the work exhibits a light-hearted mood throughout, despite the
composer’s indication to his publisher that: “[The second symphony] is so
melancholy that you will not be able to bear it. I have never written anything so sad,
and the score must come out in mourning.”
The first movment, Allegro non troppo, is in sonata form. It opens with the low
strings sounding the principal theme. The transition within the exposition is
exceptional in that it looks forward to the secondary theme (as opposed to merely
deconstructing the principal theme in the more typical fashion). Other than this
deviation, the work conforms to the traditional sonata form, ending where it had
begun in D major. Movement two, Adagio non troppo, also begins in the low strings
with counterpoint in the bassoons. In a slightly unusual turn, the second movement is
not in a ternary dance form or largo, rather it is also in sonata form with coda. The
third movement, Allegretto grazioso (quasi andante), is dominated by a lilting
scherzo, introduced again by the cellos (this time pizzicato), to support a delightful
solo in the oboe. The articulation of the movment is light and cheerful, in contrast to
the more heavily scored first two movements. The finale, Allegro con spirito, is also
in sonata form, also opening with the strings. The principal theme traverses a busy
and complex melody before arriving at the secondary theme, which is broad and

luxurious. Toward the end of the recapitulation, the secondary theme is obscured by a
flurry of brass-dominated activity which brings the work to a triumphant close.

Symphony no. 4 in E Minor, op. 98 (1885)
The Symphony no. 4 was Brams’ last complete work in the genre. Unlike the
enormous time between Brams’ early works and the first symphony, he completed the
fourth symphony within two years of the third. The work is scored somewhat light for
the late Romantic Period, with only double winds and very light percussion (timpani
throughout and triangle in the third movement).
The Allegro non troppo begins with a dramatic, sighing melody in the strings and
woodwinds, which unfolds almost into a tango. This first melody Brahms later set a
similar melody to “Oh Death, oh Death” in Four Serious Songs. The alternation
between this material and the secondary theme defines the mood of the movement:
pitting a gravitational and plaintive atmosphere against a somewhat bittersweet, at
times joyful sense of motion. In an exquisite expression of the transformative power
of sonata form, by the end of the first movement the near despair established in the
opening theme has transformed to stern resolve through a dramatic spiraling energy
and brief denouement.
Andante moderato opens with a horn call and traverses a close relative of sonata form,
in a slow walking pace, with the noteworthy absence of a development section. In the
absence of this, the great master still manages to elicit development of materials to
great reward. As Larry Rothe wrote: “The opening movement was tragedy on an epic
scale. The second movement is the response, offered in more human proportions.”
Here the thematic material is more restricted, the journey of development more
constrained, yet the immediate and true scope of the emotional impulse is immediate
and clear.
The Scherzo is a welcome respite from the serious nature of the first two movements.
It is a brief episode of delicate humor peppered with truculent interjections, absolutely
appropriate to the genre, as well as within this work.
The final movement, Allegro energico e passionato is dark. Some have suggested
(with the benefit of hindsight) that, on the eve of the twentieth-century Brahms had
premonitions of the adverse effects of warfare and technology upon the masses. This
is possible, although it may give too much credit to Brahms’ prognostic powers to
assume this meaning in the work. Whether deeply personal or socially derived, one
cannot avoid the pessimism of the symphony’s outcome. The movement is a
passacaglia, which essentially means a work of imitative counterpoint – almost theme
and variations – with the melody principally (although not restricted to) the bass
voices.
As many scholars have pointed out, the motivic underpinnings of principal thematic
materials throughout the work bare close kinship. This fact lends the work a
compressed and consistent sense of connectedness, despite contrasting atmospheres
and sound worlds. In spite of this, each movement obtains its own, autonomous
personality. In the first three movements, this disposition is not exceptional to the
music of the time, probably because by the late nineteenth-century many variants for
these movements, including their order, had already been tested. However, the spirit
of the finale lends the work a unique place in the literature. Nearly all symphonies
before the twentieth-century had ended with an affirmative statement, meant to uplift
the audience. Whereas Brahms had chosen to end the third symphony with

resignation, here the outcome is unmistakably pessimistic. This alone would place the
work as essential to the canon. More than this, though, the work is a masterpiece for
the transformation achieved from the opening bars of the first movement through the
final, inevitable descent into darkness of the work’s close.

Violin Concerto in D Major, Op. 77 (1878)
The Violin Concerto remains one of Brahms’ most beloved works. The concerto was
dedicated to his friend, the violinist virtuoso Joseph Joachim, who premiered the
work. According to Joachim, “The Germans have four violin concertos. The greatest
and most uncompromising is Beethoven’s. The one by Brahms vies with it in
seriousness. The richest, the most seductive, was written by Max Bruch. But the most
inward, the heart’s jewel, is Mendelssohn’s.” Although widely adored by audiences
throughout its history, the work has been called “unplayable” (Wieniawski) and “not
so much for, as against the violin” (von Bülow or Helmesberger).
In three movements, the concerto is in the key of D Major. The opening Allegro, in
double exposition sonata form, ventures into numerous and somewhat distant keys
and proclaims an exuberance of melodies. This reflects Brahms’ contention in a letter
to Eduard Hanslick that at Pörtschach, where he composed the body of the work, “ so
many melodies fly about, one must be careful not to step on them.” In an unusual turn
for his time, Brahms did not compose the cadenza at the end of the first movement.
Instead, he allows for the soloist to improvise, which Joachim did for the premiere.
Luckily he wrote this down and this has become the most commonly performed
cadenza in subsequent performances.
The Adagio second movement almost stands as a mini-concerto for the principal oboe
of the orchestra. Pablo de Sarasate refused to play the work because he felt strongly
that he should not “stand on the rostrum, violin in hand and listen to the oboe playing
the only tune in the adagio.” Despite this virtuoso’s criticism, the sheer beauty of this
movement withstood the test of time. In addition, the soloist also has his/ her turn
here.
The final movement, Allegro giocoso, is uncharacteristically joyful for a work of
Brahms. The movement is full of wit, charm, and good humor. Out of respect to
Joachim’s Hungarian heritage, the spirit of the movement bears kinship to Gypsy folk
music. After a brilliantly executed rise to the climax, the movement unravels until
ending with a bang.

Max Bruch (1838-1920)
Max Bruch received his early musical training from his mother, who was a famous
singer. He began composing at the age of nine and won the Frankfurt Mozart-Stiftung
prize – which aided him in the pursuit of his musical education – at the age of
fourteen. He gained widespread appeal in the German-speaking world in his early
years, achieving successes with his opera Die Loveley and the cantata Frithjof. From
1865 to 1867, Bruch served as music director to the court at Koblenz. Throughout his
life, Bruch remained steadfastly resistant to the New German School of composers,
preferring instead to write in a more conservative, traditional style. As a result, the arc
of his compositional output bears little variance across the course of his career.
However, he remains well respected as an orchestrator and for his ingenious use of
melody.

Violin Concerto no. 1 in G minor, op.26 (1868),
Bruch is most remembered for the Violin Concerto no. 1, a fact he regretted given that
most of his later works (including two other violin concerti and six other works for
violin and orchestra) were largely neglected in his lifetime and afterward. This work
demonstrates, perhaps better than any other, Bruch’s ability to shape melody. It is in
the traditional three-movement (fast-slow-fast) form.
I. Vorspiel: Allegro Moderato serves as a prelude to the second movement, around
which the work revolves. II. Adagio evidences the priority Bruch placed upon
melody, which is in his words “the soul of music.” It is filled with expansive themes
carried by the violin, set against an orchestral texture that feels as if it in constant
motion. III. Finale: Allegro energico features a lively dance in the principal theme
with an extremely satisfying secondary theme melody. The conclusion of the work
achieves a frenetic accelerando, which traverses increasing dynamic and tempo to
finally arrive at the tonic, in tutti texture.

Anton Bruckner (1824-1896)
Anton Bruckner was an Austrian composer, considered one of the more innovative of
the latter part of the 19th-Century. Greatly influenced by the harmony of the New
German School, Bruckner is remembered primarily for his orchestral and sacred
music. During much of his life, he was revered primarily for his skills in
improvisation at the organ.
Bruckner grew up in the rural area near Linz, in a tiny village named Ansfelden. The
eldest of 11 children, six of his siblings died in early childhood. In addition to being a
schoolmaster, Anton’s father was the organist and music director of the village church
and supplemented the family income as a freelance musician.
Displaying an early aptitude for music, Anton was sent to study music formally with
Johann Baptist Weiss at the age of nine. However, this study and the early recognition
of his musical prowess was disrupted by his father’s illness in 1836, when Anton
returned to Ansfelden to help support his family. After his father’s death in 1837, of
‘Schoolteacher’s Disease’ (a euphemism for alcoholism and overwork), Bruckner’s
mother secured him a place at St. Florian as a chorister. This post solidified his
relationship with the Roman Catholic Church. He would continue to receive solace in
the hallowed halls of St. Florian for the remainder of his life.
In 1840, at the age of sixteen, Bruckner was prompted to choose a career and opted to
follow in his father’s footsteps, enrolling in teacher training that year. During this
time, he also continued studies in organ, voice, piano, violin, and theory. After
graduating, he spent two years teaching in provincial communities, before returning to
St. Florian in 1845, where he worked as a teacher and organist. In 1856 he moved to
Linz and began serious composition. In 1868, he joined the music faculty of the
Vienna Conservatory and spent the remainder of his life as a teacher of music.
Early in his career, one of Bruckner’s greatest supporters was the respected critic
Eduard Hanslick, who described Bruckner as “the contemporary symphonist so long
absent from the Austrian scene.” However, other reviewers were more derisive,

viewing him as a strict adherent of “uncontrolled Wagnerianism and decadence.”
Even Hanslick eventually disavowed Bruckner for his lack of a stance regarding the
political aspects of Wagner, as well as the (perceived) derivative nature of Bruckner’s
works.
In the twentieth-Century, through no fault of his own, Bruckner obtained the dubious
distinction of being Hitler’s favorite composer. However, although Bruckner seems
largely to have ignored the political aspects of Wagner in favor of the musical, he
must not be viewed as condoning the rampant anti-semitism of his acknowledged
predecessor. Rather, the extant evidence suggests that he simply did not participate in
the political discussion as either a detractor or supporter of the radical elements of
Wagner’s worldview. More to the point, although he was undeniably a great admirer
of Wagner his musical influences may be more accurately linked to Mozart,
Beethoven, and Schubert. The persistent view of Bruckner as a disciple of Wagner
overlooks the independent contributions he made to contemporaneous art. Subsequent
composers, from Mahler and Wolf, to Hindemith, Ligeti and Penderecki all claimed
to have been influenced by him.

Symphony No. 5 in B flat major (1876, premiered in Graz, 8
April 1894)
Bruckner composed the Symphony No. 5 during the most productive period of
symphonic writing of his life. However, this was a also one of his most challenging
times, given that he was formally charged with inappropriate conduct toward his
female students during the same period. Bruckner proposed to many underage girls
during his life. Perhaps this proclivity toward inappropriate age difference in the
objects of his desire is due to his devout Catholicism. Some have proposed that he
sought underage women for the same reason that Nabakov’s Humbert did, out of a
desire to unite himself with a “pure” virgin. Whatever the cause (and whether we
choose to forgive him or not), he was eventually exonerated on this charge but it was
certainly in the forefront of his thoughts as he wrote the fifth symphony.
In addition, it displays Bruckner’s innovative approach to form. In his symphonies,
this innovation of form is not expressed by changes in the order or type of movements
but, rather in the constructive elements within them. For example, the outer
movements of this work are in sonata form (within the norm), but the key
relationships are not consistent with the tradition for sonata form. In addition,
Bruckner reserved the return to tonic until the coda, as opposed to the more traditional
return within the recapitulation. Also, he re-envisioned the late classical scherzo to
return to the proportions of classical period works (which had repeat sign around each
section) by making a ternary form from the principal theme in the opening and final
section of the movement.
For many, this work is a true masterpiece of counterpoint, in the Finale, which
contains two fugues. After a brief introduction, the Principal theme is presented as a
four-part fugue, the Secondary theme of the exposition (first expressed in chorale
texture) recurs as a four-part fugue in the development, and both are joined for a
double fugue in the recapitulation. In the coda for this movement, these two themes
are joined by the Principal theme of the first movement, to create a summation and
closure for the entire work.

Fryderyk Franciszek Chopin (1810-1849)
Fryderyk Franciszek Chopin was a polish composer and pianist during the height of
the Romantic Era. The vast majority of his works are for solo piano, for which he
combined an unmatched lyrical sensitivity with expressive and emotionally riveting
contours. For this singular sensation of expression, Chopin has often been dubbed
“the poet of the piano.” His music also typifies the Romantic exploration of harmony
and chromaticism.
As a young man, Chopin pursued a piano performance career. At the age of 16, he
entered the High School of Music in Warsaw, where he studied piano, composition,
and music theory with Jósef Elsner, as well as organ with Wilhelm Würfel. Although
he may have begun studies with Elsner a few years earlier, it is noteworthy that, with
such a late introduction to formal studies at the keyboard, Chopin was largely selftaught. This may have contributed to the young composer’s unique and intimate
connection to the piano, as found in the over 230 surviving works, all of which
include the instrument.
At the age of 20, he premiered the Piano Concerto No 2 in Warsaw (17 March, 1830),
followed later that year by the premiere of the Piano Concerto No. 1 (11 October,
1830). These concerts dissuaded him from life as a public spectacle but, although he
shied away from the life of contemporary performer-composers like Liszt and
Paganini, he never abandoned performance entirely. He did, however, find for himself
a more agreeable audience. Less than a month after the premiere of the E Minor
Concerto he ventured abroad, spending eight months in Vienna then traveling to

Paris, where he found a suitable home for his art. He remained in France for the
remainder of his life, apart from a few extended tours within the continent and Great
Britain. For the next 18 years, he enjoyed considerable success as a composer,
teacher, and performer, although his financial reward was never noteworthy. At a
relatively young age, Chopin developed consumption (tuberculosis) and finally
succumbed to this at the age of 39.

Piano Concerto No. 1 in E Minor, Op. 11 ()
Robert Schumann once remarked of the piano concertos that “… if a genius such as
Mozart were to appear today, he would write Chopin concertos rather than Mozart
ones,” suggesting that Chopin had supplanted the Classical Era ideals with a new
approach to the refinement of that past era. In the Piano Concerto No. 1 the textural
treatment reminds the listener of Mozart, for the breadth of space and minimal use of
dense and virtuosic flourish. Certainly the technical requirements of the work go well
beyond the capacity of average performers but the essence of Classical Period
restraint definitely predominates. In addition, the orchestral parts – often criticized for
being too sparse and uninteresting – support the piano solo in a manner reminiscent of
Chopin’s aesthetic predecessors. Although the orchestral treatment is certainly not
adventurous and does not develop in the manner of other composers, it is reminiscent
of Beethoven, in the use of offbeat tutti sforzandos and the use of color by family,
especially in alternations between the woodwinds and brass. In places, the sparse
character speaks to the material so clearly that little question remains about the
mastery of the composer, such as with the subtle, supportive horn in the secondary
theme area of the first movement.
The harmonic language of the work could hardly be confused with the Classical
Period. For example, the second theme of the first movement embarks upon the
relative major key of the principal, rather than a more closely related and typical
motion, such as the relative or dominant. As if to confound the listener’s expectations
at every turn, in the recapitulation, a similarly atypical harmonic progress leads to G
Major for the second theme, instead of providing the anticipated transformation of
this theme to the tonic key. In this way, the modulatory scheme surprises the listener
throughout the work. In addition, in several places throughout the work chromatic
harmony embellishes the large-scale trajectory to breathtaking effect. Of course,
above all of these concerns soars the principle voice of the piano, which demonstrates
Chopin’s unique exploration of texture, color, and virtuosity on the instrument. There
remains little doubt that Chopin conceived of possibilities for the instrument that will
remain unassailable for all time.

Piano Concerto No. 2 in F Minor, Op. 21
Robert Schumann once remarked of the piano concertos that “… if a genius such as
Mozart were to appear today, he would write Chopin concertos rather than Mozart
ones,” suggesting that Chopin had supplanted the Classical Era ideals with a new
approach to the refinement of that past era. In the Piano Concerto No. 2, Chopin
demonstrates this masterful and deserved reputation. Just as in the first concerto, the
essence of Classical Period restraint definitely predominates in the F Minor work. The
convincing drama of the opening, followed by the relaxation of tension induced by
the second theme (in the relative Ab major), represents a remarkable emotional depth
for such a young composer. The form of the first movement is a double exposition
sonata, with an orchestral introduction of the entire exposition followed by a re-

articulation of this material (dramatically embellished and elaborated) by the soloist.
For its narrative impact, not to mention the subtle and satisfying virtuosity of the solo
part, this movement will provide a source of nostalgic recollection long after the last
note of the concert will have expired.
Chopin admitted years after the premiere that he had been inspired to compose the
second movement out of unrequited love for a younger student at the Warsaw
Conservatory. The Larghetto expresses this desire as a slow burn. The solo melody
speaks for the young composer, overwrought by emotion and fear and unable to
express his desire in words. The delicate yearning of the melody, although restrained,
strikes the listener for its humility and honesty.
Not surprisingly, the finale features a more lively and strident tone than the first two.
Here the Mazurka rhythm propels the movement through several key areas in the
pursuit of the inevitable return to the tonic. As in the first two movements, the
unmistakable mark of the composer predominates in the soloist’s part. Whereas the
drama of the first two leans toward dark interior places, the last movement fills the
hall with delight in the ecstasy of living. As the masterful work comes to a close, we
are left with a remarkable sense of fulfillment and gratitude for the composers
undeniable mark on the world.

Aaron Copland (1900-1990)
Aaron Copland was an American composer, teacher, writer and conductor. Widely
recognized as contributing the defining sound of “Americana,” Copland is highly
revered as one of the most influential and distinctive voices of his time. His public
reception has been largely favorable, especially for those works he wrote in the 1930s
and ‘40s. This relatively early epoch is sometimes referred to as his “Populist” period,
for his deliberate and painstaking attempts to lend widespread accessibility to his
music. Many of his most memorable works are from this period, including
Appalachian Spring, Billy the Kid, Rodeo, and the Third Symphony.
Copland began his studies in the U.S., with Rubin Goldmark, before traveling to
Paris, where he spent three years under the tutelage of Nadia Boulanger. While in
France, his eclecticism flourished under the great master, leading to his later attempts
to incorporate multiple styles and flavors as part of his pallet. Having learned the
techniques of Modernism and the Avante-Garde while in Paris, when he returned to
the U.S. he found this approach unable to support his desire to subsist from
composition outside of academia.
Copland’s style, as a result, is typified by “open” voicing of harmonies, with a
characteristic favoring of perfect intervals. In addition, his spirited and singular
approach to melody provided subsequent generations with a prototypical sound, from
which to draw references for American culture and history. In addition to ballet and
orchestra, for which he is most well known, he composed in many other genres
including, chamber, vocal, opera, and film.
Around the time of World War II, Copland began to seek a greater depth in his
compositions and turned to the more challenging approaches of Serialism and the
rhythmic complexity of composers such as Stravinsky. In his later years, perhaps as a
consequence of the frustrations he encountered for these adventures into more

challenging styles, he turned away from composing and worked primarily as a
conductor.

Concerto for Clarinet and Orchestra (1948)
Copland began his Concerto for Clarinet and Orchestra while traveling in South
America, in 1947. Frustrated by an inability to discover a principal theme for the
second movement, he set work on the piece aside until returning to Tanglewood in the
following year. Commissioned and premiered by Benny Goodman with the NBC
Symphony Orchestra, the initial reception was unenthusiastic. In 1949 Jerome
Robbins’ adapted the piece to support his musical, “The Pied Piper,” after which the
work gained in the esteem of critics, audiences, and performers. Today it is a work of
standard repertoire for clarinet with orchestra.
Not surprisingly, the first movement features themes inspired by the music of Brazil,
somehow suffused with the jazz idiom most familiar to Benny Goodman. In two
movements, these aspects each obtain special emphasis, with the second, especially
highlighting Goodman’s unique voice. The first is marked Slowly and expressively
and the second Rather fast. The first movement is a lyrical and rhapsodic meditation.
With the accompanying strings in a relaxed waltz, the clarinet line features many
dramatic leaps in the main theme. The secondary theme is yet more agitated with
more harmonic ingenuity and flair, before returning to the principal theme in ternary
form. This leads to a cadenza bridging the two movements. The second movement is
lively and active, more founded in rhythm than harmonic materials. The piano
emerges as a structural force of the movement, where as it had been tacit in the
opening. Roughly outlining a rondo, the jazz-feel of the movement is added by a clear
ostinato and characteristic contrabass pizzicato. The work ends with the soloist in the
extreme high register, traversing a long glissando in the final moments.

Symphony no. 3 (prem. 18 October 1946, Boston Symphony
Orchestra, Serge Koussevitzky, cond.)
The Symphony no. 3 was Copland’s final symphony. Completed at the end of World
War II, it represents a return to the optimistic, almost naïve outlook of the beginning
of the century, before the Western world’s faith in itself was shattered by the brutality
of trench warfare, mustard gas, and “collateral damage.” The drama of the work must
first navigate the darker times, before reaching the brilliant hope of the finale. In the
course of this, the harmony is sometimes surprisingly dense and dissonant.
Ultimately, however, the work resolves to one of the most memorably sanguine
episodes in the canon, with the final movement reference to “Fanfare for the Common
Man.” Copland had penned that work in 1942 for the Cincinnati Symphony
Orchestra, as a response to Vice President Henry A Wallace’s proclamation that the
20th-Century would be remembered as “the century of the common man.” Wallace, a
“New Deal Liberal” was quite open to the possibilities of socialism and had embraced
the possibilities of communal responsibility to such an extent that, when Roosevelt
announced his nomination as Vice President, many in his own party booed. Motivic
elements of the fanfare throughout the work lean forward toward this self-quotation,
which opens the finale.
Although not relying on folk melodies, as was often Copland’s method, the work
bears some resemblance to the folk traditions of the U.S. The first movement moves
at a relatively restrained pace, with moments of startling dissonance contrasting with

bright sonorities. Particularly noteworthy and characteristic are the heroic brass
elements, the nostalgia-inducing passages for the woodwinds (presaging the fanfare),
and the excellent scoring for percussion. After the enormous climax of the movement,
a profound melody in the violins, set against a slowly undulating progression eases
the movement to a close. The second movement opens with a heroic proclamation in
the brass, followed by a lively romp in the woodwinds. The bulk of the movement is a
jubilant scherzo. In the traditional formal scheme, the middle section is a trio, with a
more Legato touch than the scherzo proper. The third movement obtains a much freer
formal structure, with continuity and blurred, indistinct identity between sectional
divisions. Although negotiating a myriad and complex emotional contour, the
movement is relatively restrained in dynamic, hardly employing the brass and
percussion. Of the opening of the finale, Copland only said that, in quoting the
“Fanfare for the Common Man” he intended “to end the symphony in a positive
mood.” Returning to the traditional form of Sonata-Allegro, the movement is still
unusual for placing the secondary theme within the development section, instead of
within the exposition. The effect of closing the work this way is quite effective.
Leading the listener from the emotional journey into a bright and hopeful future.

Jean-Luc Darbellay (1946)
Jean-Luc Darbellay graduated from the Berne Conservatory and studied clarinet and
composition with Cristóbal Halffter and Dimitri Terzakis. He then attended
masterclasses at the IMF Lucerne with Heinz Holliger, Klaus Huber and, as his
assistant, with Edison Denisov. Furthermore, he attended the seminars of Pierre
Boulez in Paris and conducting classes with Franco Ferrara.
His worldwide activities include concerts in Switzerland (intense collaboration with
Swiss Radios and TV lead to the commission for Oyama, a piece created by
l’orchestre de la Suisse Romande with maestro Fabio Luisi; the German creation took
place in the Gewandhaus Leipzig), Paris (2 commissions by Radio France, Festival
Présences, also the premiere of Incident Room based on a text by Ken Edwards in the
Théâtre Molière by Noëlle-Anne Darbellay, violin and voice), Russia (Festivals in St.
Petersburg and Moscow), Zagreb (Biennale), Prague Premieres, Vienna (Wien
modern), Salzburg (Festival Aspekte), and in Leipzig (commissions and productions
for the MDR and MDR-Sommer, leading to the world premiere of his Requiem in the
Gewandhaus with soloists, choir and orchestra). Several times pieces of J-L.
Darbellay were included in the program of the ISCM World Music Days (Bucarest,
Luxemburg, Yokohama, Hong Kong, Slowenia, Switzerland, Sweden and Croatia).
Olivier Darbellay premiered Mégalithe - Lutèce for horn and ensemble in Paris, Cité
de la Musique, with the Tokyo Sinfonietta at the Festival Présences under the
direction of Yasuaki Itakura. The Swiss premiere of Requiem with the conductor
Emilio Pomàrico took place in the frame of the Lucerne Festival, Dernière lettre à
Théo (text: Metin Arditi) was premiered by the Orchestre de la Suisse Romande in the
Victoria Hall in Geneva with the soloist Rudolf Rosen (baritone). 2011/12 he was
composer in residence with the Orchestre de Chambre de Lausanne. Cosmos for
percussion and orchestra with Evelyn Glennie and Pascal Rophé was premiered in
this frame. 2012 he was also composer in residence in Gstaad (Les sommets
musicaux).
He wrote 7 pieces for Siegfried Palm. 1992 collaboration with John Cage in Perugia
during his last festival in Europe and world premiere of Lebenslauf by György Kurtág
with Elsbeth Darbellay (both bassethorn) at the WDR Festival in Witten.
Concerts and recordings took place with the Radio Symphony Orchestra Stuttgart, the
MDR-Symphony Orchestra, Moscow Philharmonic, Orchestre philharmonique de
Radio France, Hong Kong Symphony Orchestra, Tokyo Sinfonietta, Romanian
National Orchestra, Ucraine National Orchestra, The String Orchestra of New York,

Orchestre de la Suisse Romande, Orchestre de Chambre de Lausanne, Chamber
Orchestra Basel, Camerata Berne, Orchestra della Svizzera Italiana, Bienna
Symphony Orchestra and Berne Symphony Orchestra.
Jean-Luc Darbellay was the founder and the first president of the Swiss ISCM Section
(1995-2007) and board member of the ISCM (2003-2007). He organized the
successful World New Music Festival in Switzerland 2004. In 2003 he founded the
concert row and festival l’art pour l’Aar with some Swiss composer collegues. He
won the jubilee-prize of the Berne Symphony Orchestra 2002 with his piece Ondes.
In 2005 he was honoured by the French State as “Chevalier de l’Ordre des Arts et des
Lettres”. All his works (with a few exeptions) are published by Ricordi Munich.
Claves realized 2009 a portrait-CD in co-production with the Mitteldeutscher
Rundfunk (MDR), Musiques Suisses – Grammont Portrait published 2011 a CD with
essentially chamber music.

Chant d´Adieux (2003)
Chant d´Adieux is a work for optional instrumentations, having been performed in
various versions. The work is dedicated to our Principal Guest Conductor, Maestro
Claude Villaret. The composer was inspired to create this piece for a friend who had
been forced to leave the musical profession due to financial constraints. The result is
an intimate, lamenting work, in which we imagine the disappointment of a life led
astray of the passion at its core.
Chant d’Adieux is quiet and sparse, only venturing above a piano dynamic in two
significant places. The form of the work traverses a stepwise ascent in the upper parts
for nearly the entire duration (with a brief interlude in the low register in the cellos
and violas), before collapsing downward to the lowest register to complete the work.
Melody is rather restricted, emerging occasionally within one or two voices, which
act as dissonant neighbors to static voices in the other parts. Harmonic dissonance is
achieved through diatonic clusters within the “white notes” (notes without
accidentals), which are introduced through stepwise, additive voicing against
stationary tones. With these strict limitations, the composer manages to create a very
beautiful and haunting sound world, to a satisfying and dramatic effect.

Achille-Claude Debussy (1862-1918)
Achille-Claude Debussy was a French composer of the early Modern period. One of
the most important musical figures of his generation, Debussy came from a relatively
modest household, his father serving in the marines and, later, owning a china shop.
In 1872, Claude was admitted to the Paris Conservatoire where he soon discovered he
would not build a career as a virtuoso pianist. In the early years of his professional
life, Debussy lived as a ‘bohemian’ and struggled financially but, by the turn of the
century, he began to receive acclaim, both as a critic and composer. A vehement
proponent for a new ‘French sound’ (as a continuation of the lineage established by
Rameau) and liberation from the constraints of German influence, in his lifetime
Debussy was known as an outspoken nationalist.
At the 1889 Exposition Universelle in Paris, Debussy attended musical performances
of the far east (including Javanese gamelan), which dramatically reshaped his musical
palette, pushing him to explore previously undiscovered (in European music)
modality and sound worlds. Perhaps as a result of this experience, Debussy ignited a
dramatic shift in the trends of the time, away from the intricate polyphony of Wagner,
toward an intensive exploration of color possibilities. As a result, the harmonic
structure of his late works embodies simplicity, which radically contradicted the
concurrent and predominant trends of complexity in Germany. In addition to this
move toward simplicity, Debussy’s new focus on ambience propelled him to rediscover the art of orchestration in an entirely new way. Some scholars have gone so
far as to posit that Debussy’s lineage of “ambient sound” extends directly to the postmodern period, into minimalism and beyond.

La Mer (1903-5, prem. 15 October 1905, Lamoreaux Orchestra,
Camille Chevard, cond.)
Debussy composed the “three symphonic sketches,” La Mer after he had established
himself as a major new voice in the new direction of music in France. The work is in

three movements, evoking a vague imagery: i. De l’aube à midi sur la mer (From
dawn to noon on the sea), ii. Jeux de vagues (Play of the waves), and iii. Dialogue du
vent et de la mer (Dialogue between the wind and the sea). Perhaps the most
significant factor of its program is its lack of programmatic content. Certainly the
scoring is, at times, suggestive of natural events like wind and waves. However, there
is no story to accompany the imagery, a fact distinguishing it from the
contemporaneous (and contemporary) understanding of what constitutes program
music. Instead, the listener is left with her own creative structuring for the imagery.
The harmonic vocabulary of the work is remarkable for its lack of precedent. Here we
find one of Debussy’s strongest arguments for a new direction in the organization of
pitch, away from the complexity of other schools As a demonstration of orchestral
color, the work stands as an unquestioned masterpiece.

Gaetano Donizetti (1797-1848)
Gaetano Donizetti was one of the most influential Italian opera composers of his time.
He is often viewed as one of the major precursors to Verdi. As a young man, his
impressive aptitude for music was not strongly encouraged (despite the fact that his
older brother, Giuseppe, was an accomplished professional composer, as well). He
showed an early ability to divide his musical energies at tremendous speed. For
example at fourteen, his teacher Simon Mayer tasked him to improvise a waltz at the
piano while singing a recitative upon the words: “I have a vast mind, a quick talent,
and ready imagination – I am a thunderbolt at composing,” as part of his lead role in
the production Il piccolo compositore di musica (“The little music composer”). Later
in his career, he was able to achieve a prodigious output because of this innate
capacity to work spontaneously and to riveting effect.
As he developed, his reputation grew steadily to achieve an ever-enlarging audience
until he completed his 31st opera, Anna Bolena (1830). With this work, his career
blossomed into widespread, international success. As a result, his professional
relationships dramatically changed to bear more confidence on his part, as evidenced
by his confrontational attitude toward publishers and managers. In spite of this, he
labored under the frustration of local censorship, which strictly forbade criticism of
the political and monarchical powers but also suppressed certain creative choices
according to local taste and decorum. For example, romantic relationships were to be
“effectively opposed by virtue” and tragic endings were to be avoided. As a result of
these restrictions, many of his earlier works are bound to similar plot lines and
remarkably vapid moralistic impulses. Also partly as a consequence of this
censorship, Donizetti opted to leave his native Italy for Paris in 1838, where he found
the political culture much more receptive to a variety of aesthetics and musings.

Concertino in Bb Major for Clarinet and Chamber Orchestra
The Concertino in Bb Major for Clarinet and Chamber Orchestra begins with a dark
melody briefly ascending to an optimistic secondary theme. The interplay between the
soloist and ensemble in the Andante sostenuto first movement is colored by the
composer’s operatic writing, establishing an arioso lament to dominate the movement.
The second movement Allegretto presents a lively contrast to the first. Largely
constructed as a dance-like duet between the strings and clarinet solo, the movement
leaves the listener with a delicious sense of joy.

Pierre Max Dubois (1 March 1930 – 29 August 1995)
Pierre Max Dubois was a French composer during the Modern/ Post-Modern period.
Although not as well known as his teacher, Darius Milhaud, his work has garnered a
loyal following, especially in recent decades. As an adherent to the ideals of Les Six –
the reactionary group of French composers (including Milhaud) who pitted
themselves against the influence of Wagner, Debussy, and Ravel – Dubois is often
seen as carrying their philosophy beyond Modernism. Dubois’ music is
characteristically light hearted with interesting harmonic and melodic textures. In
1955, Dubois earned the Prix de Rome for his his cantata Rire de Gargantua. Most of
his music is for woodwinds, especially saxophone.

Concerto for Alto Saxophone and String Orchestra
The Concerto for Alto Saxophone and String Orchestra opens with a lengthy and
expressive introduction by the soloist. This is followed by a passage of growth in
dynamic and tempo, culminating in a second cadenza which bridges to the allegro
ending of the first movement. In this build-up, the listener observes Dubois’ mastery
for developing tension through form. The allegro portion emphasizes rhythmic
activity in a pseudo-dance, wherein the soloist works closely with the violins. In the
second movement, Sarabande, the strings accompany a melancholy theme in the solo
part, characterized by long gestures and a sort of nostalgia. The finale begins with a
vigorous melody in the solo part. In the central section of the movement, syncopation
and a relaxation of tension predominate. After the first melody returns, the work
closes dramatically with a slowing of rhythmic activity.

Antonin Dvorak (1841-1904)
Antonin Dvorak was a Czech composer, violist, and pedagogue. During the 1860s,
Dvorak played for the Bohemian Provincial Theater Orchestra, under Bedrich
Smetana’s baton, a musician who would later exert a profound influence upon the
young Dvorak. From 1892-95, he directed the National Conservatory in New York.
During his post there, he composed his most performed and recognized works,
notably the Ninth Symphony (“From the New World”) and the Cello Concerto in B
Minor. From 1901 until his death in 1904, he served as director of the Prague
Conservatoire. Dvorak remains one of the most well-known and influential Bohemian
composers of all time.
Dvorak’s style demonstrates the concurrent trend towards Nationalism in European
music. Although he did not usually quote melodies directly from folk traditions, he
would often borrow identifying features, especially characteristic rhythms and
interval patterns to evoke the music of his people or, in a few cases that of other
ethnicities. In addition to solidifying the Czech national style as envisioned by
Smetana, Dvorak encouraged the ensuing generation of U.S. born composers to
develop their own style, based upon African American spirituals and Native
American traditions.
Prior to 1878, Dvorak was a relatively unknown composer, even within his native
land. In order to fund his young career during the years 1874-1877, he had obtained
the “Austrian State Music Prize” for composition in three out of four attempts.
Considerably impressed with this feat, Johannes Brahms referred Dvorak to Fritz
Simrock – Brahms’ own publisher – in the interest of disseminating the fledgling
composer’s works.

Slavonic Dances 1-8, op. 46 (1878)
Dvorak composed Slavonic Dances at Simrock’s request. After the prevalent success
of Dvorak’s first publication, the Moravian Duets, Simrock persuaded Dvorak to
create a fresh work in a “dance-like character.” Opus 46 was originally scored for
piano four hands but was immediately scored for full orchestra, given the promise it
bore. Dvorak modeled the set after Brahms’ Hungarian Dances (1869); however, he
did not (as Brahms had done) borrow folk melodies. Rather, Dvorak applied Slavic
rhythms to original melodies. The dance rhythms he utilized in Op. 46 include those

of the furiant, (1 & 8), the dumka (2), the polka (3), the sousedská (4 & 6), and the
skočná (5 & 7).
The key relationships and the order of the dances do not follow a systematic structure,
other than that the set begins and ends with the same dance form. This dance, the
furiant is characterized by a strong emphasis on beat three. In the first movement the
offbeat accent in the primary theme often dwarves the succeeding downbeat, although
this does not disrupt the listener’s sense of metric hierarchy. Just as the furiant begins
and ends with a bright, tutti C Major chord, the dumka proclaims its tonal center from
the outset with a dark, tutti E Minor triad. The principal melody of the first two pieces
is also similar – beginning below the tonic note, leaping well above and descending to
arrive at the key center, a characteristic melodic gesture within Dvorak’s oeuvre. The
polka (no. 3) is bright and lively in character, without demanding much from the
audience. Both sousedskás (4 and 6) present a waltz-like feel of light character. The
skočnás (5 & 7) are still brighter, despite the minor mode of no. 7. Skočnás are
traditionally a dance involving leaping or hopping and one imagines a very lively
party, indeed. The second furiant completes the dance collection. It alludes to the
etymologically unrelated English word “fury;” however, although the piece is
certainly fiery in temperament, the general feeling remains bright and consistent with
the rest of the set. Number 8 would certainly not be confused with a revelation of fury
but it does bring the set to a rewarding conclusion.

Symphony No. 8 in G Major, Op. 88 (1889)
Dvorak’s Symphony No. 8 is remarkably cheerful in tone and scope. He composed the
work over a very short period of time, between late August and early November, to
celebrate the occasion of his admission the Prague Academy. The work is more
closely tied to the Bohemian folk tradition than his seventh symphony. It is one of
Dvorak’s shorter symphonies.
The symphony is in four movements, characterized by an abundant and liberal usage
of melodies. In the first movement, the introductory theme is in G Minor, before
settling into the key of the entire work, G Major. Inspired by pastoral scenes, the
second movement does not feel like a typical Adagio. Although beginning and ending
in quiet, slow-moving territory, the energy throughout the body of the movement is
rather active. The third movement is a languid waltz, with an intervening “folkdance.” Structured somewhat like a minuet & trio form, the lugubrious tenor of the
movement functions more as an intermezzo than the dance-movements of a more
typical symphony. The final movement is structured loosely around theme &
variation, although the liberty taken with the theme sets it apart from a more typical
approach. With a true disply of mastery, Dvorak manages to convey a true sense of
contrast within the movement, despite all materials being based upon the central
theme.

Symphony No. 9 in E Minor, Op. 95, “From the New World” ()
Symphony No. 9 stands as Dvorak’s most well-known and lasting contribution to the
“Western” music tradition. With his arrival to New York in 1892, Dvorak
immediately began professing the future of music for the United States. AfricanAmerican melodies could, according to Dvorak, “…be the foundation of a serious and
original school of composition to be developed in the United States.” In spite of this,
Dvorak created the thematic material of the “New World Symphony” from no
external source, although he does make reference to some landmarks of “Western”

music. In spite of its lack of reliance on folk material, Dvorak acknowledged that “I
should never have written the Symphony as I had… if I hadn’t seen America.”
The principal theme of i. Adagio – Molto allegro, introduced by the horns after the
brief introduction, serves as the backbone of the entire work. The recurrence and
development of this single idea creates the narrative scope of the whole work.
However, the bright secondary theme also provides a vehicle of contrast throughout.
The contribution of both thematic ideas prove Dvorak’s mastery of thematic elements
beyond any doubt. In addition, from the outset the movement proves a true
masterwork for its exploration of orchestral color.
The second movement, ii. Largo is a pastoral masterpiece featuring, among other
rapturous moments, the quintessential solo passage for English Horn (which, I might
add, is an instrument not lacking in solo passages within the orchestral repertoire).
Much of the movement features alternations between a blissful chorale and solo
interludes by different families of the orchestra. The second thematic area provides a
wonderful contrast for its underlying tension, without disrupting the organic flow of
the movement.
Movement three, iii. Scherzo: Molto vivace opens with a reference to the scherzo
movement of Beethoven’s ninth symphony, then proceeds through a rapid-fire
offering of drama and smoldering energy, in the form of a Rondo. The second and
third themes shift gears to trios, the first of these under a masterful variation of the
recurring theme of the work.
The finale, Allegro con fuoco, is a tempestuous rant centering around a regal, austere
theme carried by the brass. As the movement progresses, myriad passions contribute
to an emotionally riveting trajectory that engages the listener throughout. Ultimately,
the dramatic tensions of the work coalesce to create a masterful and thoroughly
rewarding end to the work.

Sir Edward (William) Elgar (1857-1934)
Sir Edward (William) Elgar was a British composer of the Late Romantic and early
Modern period. The scope of his music is often characterized as singular for its
grandiosity and power. Elgar drew inspiration from the English countryside and, not
surprisingly, his pastoral passages are riveting and picturesque. He contributed to all
of the major genres, except for opera. The direct nationalist appeal of his music, as
well as his attraction to noble and jovial sound worlds ranks him among one of the
most beloved of English composers.
The fourth of eight children, Sir Edward, grew up in Worcester in the residence above
his father’s music shop. During the holidays, his family would return to Broadheath
(the place of his birth), where he no doubt became enchanted by the wonders of
nature in pristine, rural England. He received his secondary education locally in Dame
School and Spetchley Park. Although he was raised in the heart of Worcester musical
life (his father was intimately connected to the music scene there), Elgar’s formal
musical training was limited to violin lessons with a local pedagogue and sporadic
lessons with Adolf Pollitzer in London. At sixteen, he became a freelance musician,
never thereafter securing a regular post of any kind.
In 1890, Elgar and his wife, Alice, moved briefly to London. However, after more
than a year spent failing to achieve recognition, he retreated to Malvern (his wife’s
home) and returned to the life of a part-time Kapellmeister. However, through
persistence and the unwavering support of his wife, he managed to gain modest
acclaim by the mid- to late-1890s. Then, on 19 June 1899, he was propelled to fullscale fame with the premiere of his Variations on an Original Theme (“Enigma”).
Never again would he struggle in his professional pursuits.
It is worth remembering that the first half of Elgar’s life was spent in the fringe of his
chosen professional world, given that he was raised outside the musical establishment.
Even with the successes he achieved with Enigma and later works, his achievements
remained mitigated by the fact of England’s place in the periphery of the tradition.
Even within England, his reception was tempered by ambivalence, in part for his
embrace of his nationalist voice. He lived in a musical world dominated by the
dichotomy of German vs. French style, with little room for other national voices.

Cello Concerto in E minor, op.85 (1919)
The Cello Concerto is often viewed as Elgar’s final noteworthy accomplishment. By
contrast to his earlier works, the tone is rather dark, likely signifying the composer’s
awareness of his own mortality and his abject disillusionment in the wake of the
atrocities of World War I. Like the other works from the end of his life, in the Cello
Concerto one senses a self-conscious rejection of contemporaneous trends. Yet, the
work declares itself, unabashedly, in as unique and convincing a voice as possible.
The composer’s confidence is evidenced further by the work’s intrepid insistence on
repetition.
The flamboyant solo opening of i. Adagio - Moderato demonstrates Elgar’s stalwart
self-assurance, especially in its manner of diffusion. This is supplanted by the
principal theme of the movement, softly introduced in the violas. This declaration of
subject material is provocative for its exceptional nature, since the roles would
ordinarily be reversed regarding texture and vigor. The movement is ternary
(excluding the solo introduction), with the middle section in the bright E Major
surrounded by the aforementioned dark, principal melody.
The second and fourth movements of the work are approached attacca, lending the
work a kind of urgency. II. Lento - Allegro Molto begins with a flourish and ends with
a (sardonic?) scherzo. This scherzo forms a shadowy, fantastic moto perpetuo. III.
Adagio consists almost exclusively of a single, lyrical melody, which forms an
impassioned lament.
The finale, iv. Allegro – Moderato - Allegro, ma non troppo - Poco piu lento - Adagio
is a compact restatement of many of the ideas obtained in the earlier movements. As
the finale progresses it traverses an almost humorous series of colors and iterations of
the movement’s principal theme until stunted by a brief interjection from the soloist,
which re-establishes the austere tone of the opening. From this point, the orchestra
and soloist exchange a series of perpetually descending lamentoso “sighs” in
sequence – an upward leaping motive, followed by descent (closely linked to the third
movement theme in shape and tone)– which lead to the final restatement of the first
movement melody, before closing with a brief restatement of the finale theme.

‘Enigma’ Variations, Op. 36 (1898-9)
The ‘Enigma’ Variations as they are commonly known, received their premiere in
England in 1899, under Hans Richter. As a singular work, they comprise Elgar’s most
ambitious orchestral work to date. The piece is constructed around 13 variations of
the main theme, each variation meant to characterize one of the composer’s friends.
The fourteenth variation is meant to encapsulate Elgar, himself.
According to Elgar, “[a]fter a long day’s fiddle teaching in Malvern [21 October
1898], I came home very tired. Dinner being over, my dear wife said to me, ‘Edward,
you look like a good cigar,’ and having lighted it, I sat down at the piano. In a little
while, soothed and feeling rested, I began to play, and suddenly my wife interrupted
by saying, ‘Edward, that’s a good tune.’ I awoke from the dream: ‘Eh! tune, what
tune!’ and she said, ‘Play it again, I like that tune.’ I played and strummed, and
played, and then she exclaimed, ‘That’s the tune.’ And that tune is the theme of the
Variations.” As he constructed different realizations of the melody, he would turn to
his wife and ask: “Who’s that?” To each variation, she would offer her opinion about
the appropriateness of its character to the personality of one of their comrades. As to

the specific personages referenced, we are left with a cipher of initials and
pseudonyms – CAE, HDS-P, RBT, WMB, RPA, Ysobel, Troyte, WN, Nimrod,
Dorabella, GRS, BGN, *** (Romanze), and EDU (Elgar) – most of which have been
accounted by devotees of musicology. Being mostly less significant to the story and
long dead, we can leave these names to the musicologists.
The form for this theme and variations works well, perhaps better than most of that
genre, because the composer Elgar exerted extreme creativity in his variations of the
tune. In the composer’s words, “the apparent connection between the variations and
the theme is often of the slightest texture; further, through and over the whole set
another larger theme ‘goes’ but is not played.” In this way, the principal theme is
never sounded and that which we hear and associate as the principal idea is actually
secondary in the composer’s mind. Also, the variation of this thematic idea is so
thoroughly inventive that the propensity for repetitiveness typical of the form is here
avoided.
As to the titular ascription, ‘Enigma,’ this facet has proven, well… enigmatic. Elgar
himself chose not to explain this, saying only that “its ‘dark saying’ must be left
unanswered. Most likely this refers to the fact that, in the composer’s mind at least,
the principal theme is never uttered in entirety. The melody audiences have come to
revere is subordinate to Elgar’s main idea of the piece, which is, in turn, perceived as
a rumbling undercurrent. The suggestion of a greater thematic idea tugs at the listener,
prompting her to yearn for a definitive explanation. Instead, the unrequited melody
remains elusive, just out of reach to such satisfying effect.

Violin Concerto in B Minor, Op. 61 ()
To his Violin Concerto, Elgar inscribed the words “Aqui esta encerrada el alma
de…” (“Herein is enshrined the soul of…”), leaving generations of musicologists in
the wake of his death to ponder, without the possibility of an answer, to whom the
soul belonged. Certainly the work exhibits the deepest parts of Elgar himself, the
violin being the composer’s instrument. Like many of his more intimately derived
works, the violin concerto has a confessional quality and points toward the internal
self of the composer, to great effect.
The solo part for the work proves one of the most fatiguing in the repertoire. The first
movement, Allegro, opens with a restless and fretful tutti, before settling into B minor
with the soloist’s entrance. Throughout, the thematic materials bear heart-wrenching
witness to the composer’s inner frustrations. The second movement, Andante, is a
welcome repose. Pastoral and serene, it provides respite from the turmoil of the outer
movements. The final movement, Allegro molto, exerts a dizzying effect upon the
listener from the outset. Throughout the principal theme, the soloist has no
opportunity to rest. As the soloist moves frantically toward the extreme high register,
the orchestra works in opposition, seemingly in perpetual descent. The sweeping
gestures of the secondary theme at least provide slight relief from the intensity of the
opening. Driving toward an enormous, climactic ending, Elgar exerts a dramatic and
extremely successful resolution of tonal tension in the final moments of the work.

Manuel de Falla (1876-1946)
Manuel de Falla is often considered the greatest Spanish composer of the TwentiethCentury. Born and raised on the Andalusian peninsula, Falla moved to Madrid at the
age of twenty, where he received most of his formal composition training with José
Tragó and Felipe Pedrell. After the death of his parents, he moved to Granada where
he composed many of his most significant and lasting works. At the end of the
Spanish Civil War, he immigrated to Argentina, where he lived for the remainder of
his days. Falla’s music is characterized by asceticism and ardor that, although
somewhat restrained in output, represented the spirit of his contemporary homeland
without parallel.

El sombrero de tres picos – suite no. 2 (prem. 1919)
El sombrero de tres was commissioned by Sergei Diaghilev and the Ballet Russe. In
three acts, the tale is adapted from the novella of the same title, by Pedro Antonio de
Alarcón. In the story a magistrate, infatuated with a miller’s wife, attempts to seduce
her with comic results. Tonight’s performance features three dances excerpted from
the suite: Danza de los vecinos (Seguidillas) — Dance of the Neighbors, Danza del
molinero (Farruca) — Dance of the Miller, and Danza final (Jota).

Karl Fiorini (b. 1979)
Karl Fiorini made first contact with music in his native country, Malta, before
traveling to London to study at the Guildhall School of Music and the Royal College
of Music. His compositions have been performed in major European cities, in the US,
Japan, and Latin America. He has been featured at major international festivals, such
as the Europamusicale Festival (2004), The Compositors a Barcelona (2005), The XII
Edition of the Biennial Youth Festival (Naples, 2005), The Tres Cantos Festival
(Naples, 2006) and the Time of Music Festival (Finland, 2007).
Performances include the Leipzig Gewandhaus, the Berlin Konzerthaus, the Cadogan
Hall, London, the Auditorium Gulbenkian, Lisbon, the Manoel Theatre, Malta, Les
Invalides, Paris and the Kyoto City Concert Hall, Japan. The ensembles and
orchestras who have performed his works include the Pierrot Lunaire Ensemble Wien,
the Rotterdam Ensemble, the European Union Chamber Orchestra, the Orquestra do
Norte of Portugal and the Bournemouth Symphony Orchestra, England.
In September 2004 Karl co-won the 22nd edition of the ALEAIII International
Composition Competition in Boston University and won 3rd Prize during the 9th
edition of the Luxembourg Sinfonietta Composition Competition 2010. In June 2005
he won the Tracey Chadwell Memorial Prize for voice composition at the Guildhall
School of Music and Drama, London. In March 2005 he was laureate with honorable
mention at the Franz Schubert and the Music and Modern Times composition
competition, Graz, Austria. Karl Fiorini has also been awarded bursaries by the
Janatha Stubbs Trust Fund (2004, and 2008), the Garfield Weston Foundation (2005)
and the Peter Moores Foundation (2006). Important commissions include a violin
concerto (2007) for the leader of the Orquestra do Norte; Portugal, Harmonies
Étendues (2008) for the European Union Chamber Orchestra, and Kennst du das Land
(2010) for voice and orchestra.
Karl Fiorini is artistic director of the International Spring Orchestra Festival, an
annual event in Malta and holds the tenure of composer in residence of the Orquestra
do Norte, Portugal.

Aleksandr Konstaninovich Glazunov (1865-1936)
Aleksandr Konstaninovich Glazunov began piano studies at the age of nine and
composition at eleven. In 1879, Nikolai Rimsky-Korsakov accepted the young
composer as his student. According to Rimsky-Korsakov, Glazunov was a rare talent
who progressed “not from day to day but from hour to hour.” Glazunov’s early career
(along with that of many of his young and talented compatriots) was promoted
through the patronage of Mitrofan Belyayev, a wealthy benefactor of the arts in
Russia. Together with the other members of the “Belyayev Circle,” Glazunov helped
to solidify the style of the “Russian School,” at a time when nationalist allegiance was
at its pinnacle in the arts of Europe.
For much of his adult life, Glazunov exerted a profound influence upon the younger
generation of composers in Russia, through his teaching post at the St. Petersburg
Conservatory. From 1905 to 1930, he served as director there (although he had left for
Western Europe during the last two years of his tenure). He was an outspoken
advocate for the curriculum, academic standards, and individual needs of the students,
establishing numerous improvements, such as the opera studio and student
philharmonic. Through his efforts, many disadvantaged students (such as Dmitri
Shostakovich) were able to pursue and complete their music education.

Violin Concerto in A Minor, op. 82 (1904)
Glazunov composed his Violin Concerto in the wake of Belyayev’s death. He
dedicated the work to Leopold Auer, who performed the premiere in St. Petersburg on
4 March 1905. On paper, the work is divided into three movements (Moderato –
Andante Sostenuto – Allegro) with no break; however, the form is not clearly
demarcated by thematic material. In fact, the first two movements are interleaved, in
that the principal theme of the Moderato returns for a lengthy episode near the end of
the Andante Sostenuto. The seamless transition between movements, lack of a
prominent and memorable secondary theme in the Moderato, and relative brevity of
the first movement create ambiguity within the form. As a result the first two
movements may be heard as combining to shape a large-scale ternary form.
The work develops tension between the primary theme of the Moderato and a trio of
brighter, major melodies – the secondary theme of the first movement and the
principal themes of movements II and III. All of the thematic material is transparent,
with clear linear connections between the downbeats of phrases (and, in some cases,

directly adjacent measures) and frequent use of loosely defined sequences, used
especially as transitional material. The soloist introduces the A minor principal theme
– characterized by a clear arch shape – in the first bar. The secondary theme of the
movement is a contrasting and lyrical F major melody, presented as an inversion of
the arch shaped principal theme. Both passages conclude with the soloist and
orchestra uniting for a large, arpeggio descent to the tonic. The second movement
begins with another lyrical melody in Db major. Without an intervening recapitulation
of the first movement’s exposition, the Db major melody does not greatly contrast
with the previous thematic idea other than for its slower tempo and upwardly
expanding, rather than inverted arch. A sense of contrast is achieved in the end of the
movement, however, when the dark opening melody returns, to be followed by a
lengthy and virtuosic cadenza. The Allegro is characterized by a bright “Russian”
melody, first introduced in the trumpets. Here the listener is left with optimism, as if
the reward for apparent adversity is justified.

Henryk Mikolaj Gorecki (1933 – 2010)
Henryk Mikolaj Gorecki was one of the leading composers in Poland during the
second half of the twentieth-century. Today, he is often viewed as one of the principal
exponents of the European Post-Modern trend known as “New Simplicity” (often
compared with the U.S.-based Minimalism); however, he was initially aligned with
the avant-garde, garnering major successes in the earliest days of the Warsaw
Autumn Festival, winning the UNESCO prize (1973) and commissions from the
Lerchenborg Festival and twice by the Kronos Quartet. In 1990, he exploded onto the
international scene with the enormous success of the London Sinfonietta recording of
his Third Symphony, featuring Dawn Upshaw, which has sold more than one million
copies. Gorecki died on 12 November 2010, in Katowice, of complications from a
lung infection.

Symphony No. 3, Op. 36 (1976)
The Symphony No. 3 is, in some ways, the quintessential Polish work of the
Twentieth-Century. The first movement consists of an extended 8:1 (eight voices on
one melody) canon, based upon a twenty-four-measure subject, which Gorecki
composed by linking segments of several Polish folk melodies in succession. Each
subsequent voice enters at a diatonic fifth above the previous one, so that each
entrance of the melody appears in a different mode. The form of the first movement
clearly directs toward the climactic ending of the soprano aria, where the tutti
orchestra returns in a full, eight-voice texture and slowly unravels downward to close
with contrabasses, as it had opened.
All three movements are in slow, haunting tempos. The thematic material evokes
tragedy, aligned with the text of each of the soprano arias – a mother’s sorrow over
the loss of her child, through physical separation and death at the hands of brutality.
The first movement is taken from a 15th–Century Lament of Mary, Mother of Jesus
(from the Lysagora Songs Collection of the Sw. Krzyz Monastery). The second
movement text, “O Mamo nie płacz nie—Niebios Przeczysta Królowo Ty zawsze
wspieraj mnie” (Oh Mamma do not cry—Immaculate Queen of Heaven support me
always), was scrawled on the wall of a Gestapo cell during WWII by an eighteen
year-old inmate. The third movement aria, “Kajze mi sie podzioł mój synocek miły "
(Where has he gone, my dear young son?), is based upon a folk song from the

Silesian Uprisings – an early twentieth-century revolt in the Western region of
modern Poland against the German occupiers.
Certainly the history of Germany and Poland contains a great deal of strife, from
border disputes to full-blown occupation by both sides. Yet, Gorecki did not claim the
work to be politically motivated or intended to castigate the German people for past
actions. Rather, he said the following: "Many of my family died in concentration
camps. I had a grandfather who was in Dachau, an aunt in Auschwitz. You know how
it is between Poles and Germans. But Bach was a German too—and Schubert, and
Strauss. Everyone has his place on this little earth. That's all behind me. So the Third
Symphony is not about war; it's not a Dies Irae; it's a normal Symphony of Sorrowful
Songs."
Regardless of the textual implications, no overt hostility permeates the work. Instead
it centers upon the maternal presence of the soprano soloist and the lumbering lullaby
rhythms, evocative of a rocking cradle. This is not a broad political statement. It
simply resonates with the unbearable sadness of three mothers who have been robbed
of their children.

Three Pieces in Old Style (1963)
Three Pieces in Old Style is Gorecki’s first attempt to honor his national heritage but
he chose to do so without being exploitative or cliché. It exhibits diatonic modes and
quotations from the sacred and secular Polish tradition. However, these works do not
rely on the usual, directional focus of modal music. The first and second pieces
feature repetitive alternations of harmony without clear, functional goals. In each, the
melodic foreground occupies the listener’s attention completely. In the opening of the
third piece a static harmonic layer appears in the background, while the melody is
introduced. In the second section, the melody exhibits diatonic parallelism (individual
voices moving in parallel, within the diatonic mode), creating quasi-cluster sonorities
that traverse the melody with almost no independence. In all three, Gorecki created a
sense of extreme emotional depth through dramatic contrast of dynamic and
articulation.

Edvard Grieg (1843-1907)
Edvard Grieg is revered as the greatest Norwegian composer of all time and, by some
the greatest Scandinavian one, as well. Grieg grew up in rural Norway, during a time
of economic hardship for the country. At the age of 15, he traveled to Leipzig to study
at the conservatory there, which provided him with lasting technical ability with
which to complement his unique voice. After returning to Copenhagen, he spent a
modicum of energy engaged with other Norwegian composers, such as Rikard
Nordraak and Ludwig Mathias Lindeman, in the pursuit of a specifically Norwegian
national sound.
Grieg composed many of his best-known works at his one-room cabin in Ullensvang,
which was situated on the edge of a dark, looming fjord. His piano looked out toward
the Folgefonna glacier on the other side of the chasm, offering him the serene stillness
he needed to compose. Eminently Norwegian, this scenery fostered in him a specific
and honest nationalism, not motivated by politics but formed in the deepest parts of
his love of his own country.
Despite this focus on Norway, Grieg realized early in his career that the local
environment was not prepared to accept his musical style and that, in effect, the
musical market of Norway could not support him as would that of Germany, Italy,
and France. He began spending some parts of the year in the heartland of Europe.
With the Leipzig publication of his ten volumes of Lyric Pieces and its subsequent
success, his music soon proliferated throughout much of Europe. He even earned the
moniker “Chopin of the North” for this contribution. In 1874, he was awarded a State
artist’s grant, allowing him to focus thereafter on composing, without the need to
teach or conduct. Then, in 1875, Henry Ibsen approached him to compose the
incidental music for the play Peer Gynt, which launched Grieg’s career to the status
of international phenomenon. Although he continued to claim successes thereafter, as
he aged, he began to compose with decreasing frequency.

Piano Concerto in A Minor, Op. 16 (prem. Copenhagen, 3 April
1869, Edmund Neupert, pno., Holger Simon, cond.)
The Piano Concerto in A Minor is widely considered Grieg’s first and one of his most
lasting masterpieces. It stands as his only concerto. Grieg is known to have revised
the work at least seven times. His last revision, completed a few weeks before his
death, is the one known to most audiences.
Like most of his mature works, the concerto exhibits a specifically Griegan
nationalism, leaning upon Norwegian folk music and the composer’s personal
conceptions of his homeland. However, the work also bears strong evidence of the
composer’s education at the heart of the German Romantic tradition. It has been
closely linked with R. Schumann’s piano concerto. It is in the same key, the opening
is similar in character and texture, and the two works exhibit similar stylistic traits.
The concerto is in the traditional three-movement, fast-slow-fast form. The motivic
structure– for example, the descending minor second, followed by descending major
third in the opening – features many common elements of Norwegian folk music.
However, the most noticeable referential element is in the use of Norwegian dance
rhythms, such as the “Halling” dance in the third movement. However derived on
nationalist impulses, the piano concerto must not be viewed as derivative. Built upon
the first mature realization of Grieg’s highly original harmonic language, the concerto
is a landmark of the canon, providing an excellent vehicle for performer’s to this day.

Leos Janacek (1854-1928)
Leos Janacek was a Czech composer of the early Modern period. His music typifies
the rampant nationalism of this time, striving to express the Czech spirit through
stylistic and modal usage, rather than direct quotation of traditional melodies. Early in
his career, Janacek was known mostly for his chamber and orchestral works.
However, in the final analysis, his major contribution to the musical tradition lies in
the genre closest to his heart: Opera. Leos was the fourth of eight children born to a
poor family. He spent the first decade of his life in Hukvaldy but, at the age of eleven,
his parents sent him to Brno, where he was to be a chorister at the Augustinian
“Queen’s Monastery.” This served a crucial role in his development, especially
through the influence of the choirmaster of the monastery, Paul Kriskovsky, who was
the leading Moravian composer of that time.
After completing his secondary school studies in 1869, Janacek elected to follow in
the footsteps of his father and grandfather, pursuing an education degree on state
scholarship. Upon graduating in 1872, in addition to a mandatory, unpaid teacher
apprenticeship, Janacek took over the choirmaster duties at “Queen’s Monastery.”
Here, thanks to his diligent efforts, he substantially expanded the repertoire of the
services to include a wide range of works – from Palestrina, to Haydn, to
contemporary Czech composers.
In 1904, with the success he had begun to receive in composition, Janacek opted to
resign from his teaching post at the Teacher’s Institute and focus on composing. By
the time of his death, he had completed 11 stage works, 15 liturgical works, 9 works
for choir and orchestra, 46 works for choir, 17 songs, 18 orchestral works, and 46
chamber and keyboard works.

Taras Bulba (1918)
Taras Bulba was completed during the final decade of Janacek’s life, when he had
abandoned an earlier predilection towards satirical treatment of nationalist aesthetic,
in favor of pure patriotism. It is noteworthy that Czechoslovakia had gained its
independence in the same year, no doubt prompting a strong sense of nationalist pride
in the elderly composer and inspiring a flourish of remarkable works. The dedication
on the score reads: “to our army, the armed protector of our nation.”

Janacek based the work upon an historical novel of the same name, by Nikolai Gogol.
The story tells of a Cossack – Taras Bulba – and his two sons venturing to the
Ukraine to join the fight against Poland, which had conquered a large portion of the
Ukraine. Taras Bulba is a gruesome affair, in which Taras kills one of his sons for
abandoning the Cossacks out of love for a Polish girl, witnesses his other son tortured
to death, and ultimately meets his own fate nailed to a tree and set on fire, calling out
to the other Cossacks to continue fighting the Poles.
The work is in three movements: i. The Death of Andrai (the romantic son who
abandons the Cossacks for love), ii. The Death of Ostap (tortured to death by the
Poles), and iii. The Prophecy and Death of Taras Bulba. Janacek’s orchestration had
fully matured by this point so that the dark and light aspects are clearly defined. As
may be guessed by the storyline, much of the music is mercurial and militaristic.
Throughout the work, especially in the last two movements, the character of Taras is
represented by the trombone. He is heard lamenting the torture of his son in The
Death of Ostap and encouraging his comrades with battle cries in The Prophecy and
Death of Taras Bulba.

Dmitri Borisovich Kabalevsky (1904-1987)
Dmitri Borisovich Kabalevsky was a Russian composer and teacher. He studied at the
Moscow Conservatory with Myaskovsky, graduating in 1929. In 1932, Kabalevsky
was appointed Senior Lecturer at the Moscow Conservatory, where he taught
composition and piano. He was a very prolific composer of chamber music,
producing numerous works for solo piano, accompanied solo, and chamber
ensembles. Unlike many of his contemporaries, he embraced the tenets of “Socialist
Realism” and, therefore suffered little at the hands of the Stalinist regime. Even after
Stalin’s death, Kabelevsky’s style remained at odds with Modernist and avant-garde
sensibility, a fact which isolated him from his colleagues to a certain extent. Although
his music is striking in its own right, his legacy appears most readily in music for
children and pedagogical pursuits.

Overture to “Colas Breugnon” (1938)
The Overture to “Colas Breugnon” was first performed in Leningrad in 1938, during
the peak of the “Socialist Realism” movement. The opera is based on a novel by
Romain Rolland, set in sixteenth-century France. It depicts the hero in a Gallic spirit,
bent upon overthrowing a cruel overload. The music is based on original themes but
the character of these is reminiscent of folk melody. Within the opera, the mass
scenes – and especially the choral finales – are focal points in the dramatic plan. The
overture features a lively rhythmic force that spills into frenzy.

Edouard Lalo (1823-1892)
Edouard Lalo was a French composer and violist/ violinist of the Romantic Period.
He began his career as a performer, focusing on string quartet repertory with the
Armingaud Quartet. Although he focused on operatic writing in the early years of his
career, in part inspired by his wedding to the opera singer Julie Bernier de Maligny,
his works in the genre were considered to progressive and were not held in high
regard. As a result, he spent the body of his career composing chamber music. His
most well known work to date is the Symphony Espagnole, which many violinists
simply refer to as “the Lalo.”
Unlike many of the French composers of the time, Lalo wrote in a harmonic and
formal style characteristically German. He is revered for his use of orchestral color
and lyricism. Although a prolific composer, he did gain renown until his forties.
Many of his most well known works today, such as his opera Le Roi d’Ys were not
initially received favorably. Despite this, he was highly revered, especially during the
latter part of his life and was knighted by the Legion of Honor in 1880.

Symphonie Espagnole in D minor, Op. 21 (1874)
Lalo wrote his most famous work, Symphonie Espagnole for the great Spanish
violinist, Pablo de Sarasate. As the title implies, the piece is characterized by Spanish
rhythm and melody and came at the beginning of a fad for Spanish sounding music in
France. Lalo did not consider the piece a concerto, which allowed him a great deal of
formal freedom. The work is in five movements.
The first movement, Allegro non troppo, opens with a fanfare rhythmically evocative
of flamenco. The soloist is featured throughout the movement, performing virtuosic
feats within glorious lyricism and against an inventive rhythmic vitality throughout.
The second movement, Scherzando: Allegro molto is both a scherzo and rhapsodic
serenade. The movement features the seguidilla dance rhythm set into a

predominately pizzicato sound in the strings, evocative of guitar accompaniment. The
third movement, Intermezzo, obtains some of the most expressive melody in all of
Lalo’s oeuvre. However, this movement is often omitted in performance. The fourth
movement, Andante, is a dark and seductive introduction to the finale, Rondo Allegro.
This final movement is a pyrotechnical display featuring Lalo’s inventive use of
color.

Witold Lutoslawski (1913-1994)
The Polish composer, Witold Lutoslawski is regarded as one of the most significant
composers of the latter half of the Twentieth-Century. At the time of his death, he left
a considerable legacy at the heart of the contemporary repertoire, including: four
symphonies, sixteen single-movement works for orchestra, nine works for soloist with
orchestra (including the landmark cello concerti), one incredible string quartet, ten
vocal works, two incidental works for film, and more than a dozen works for chamber
ensemble.
Lutoslawski lived for most of his life in Warsaw, the city of his birth. For a brief
period, his family moved to Moscow but returned to Warsaw in 1918, after the
Bolsheviks executed his father and uncle for “patriotic activities.” Lutoslawski’s only
significant teacher, Witold Maliszewski, was a conservative artist, who greatly
admired and adhered to the Romantic tradition of the previous century. Despite
Lutoslawski’s many innovations and somewhat radical approach, the kinship with
Romanticism he learned from his teacher remained at the core of his musical style
throughout his life.
During the German invasion of Poland, Lutoslawski fought at the front. Taken
prisoner by the German army, Lutoslawski managed to escape and traveled back to
Warsaw (mostly on foot) from what had previously been the German border. He
remained in Warsaw for the duration of the war, performing piano duo music with his
colleague, Andrzej Panufnik. During this time, he premiered several of his own
compositions, including a reduction of the Variations on a Theme from Paganini.
Despite the occupation and brutality of the war, he also managed to complete the bulk
of his Symphony no. 1 during this time.
After World War II, Lutoslawski remained in Poland, where he contributed greatly to
the cultural scene there. During the immediate post-war period, his music embodied
two basic trends: music for children and the incorporation of folk music of Poland. As
the 1950s gave way to the 60s, Lutoslawski’s style ventured into the exploration of
more radical techniques of composition. He is considered to have arrived at his
mature style by around 1965.

Lutoslawski’s significant legacy includes consistent and new approaches to notation,
whereby repeating materials respond to cues in several ways. He also developed a
unique approach to aleatory technique, especially in his orchestral works and the
string quartet. He composed works with passages alternating between ad libitum and
a battuta metrical structuring, with the ad libitum materials carefully constrained in
the absence of meter. As well, he is remembered for his formal structures, developing
a process of “chain technique” and unusual movement forms. “Chain technique”
involves the large-scale overlap of separate materials, usually distinguished by
texture, timbre, and interval structuring. Finally, he developed a unique organization
of pitch, which creates in his music a consistent and innovative sound world. For this,
he invented a system he called “interval pairing,” which involves the careful
structuring of melodic layers to include only two possible interval classes between
successive notes. He also utilized chord aggregates to create extremely complex
harmony without relying on “tall” chords or clusters. In combination, all of these
elements contribute to a singular and alluring voice.

Symphony no. 2 (1967)
Lutoslawski completed the Second Symphony in 1967, although the second
movement, Direct (which he completed first), was premiered independently by Pierre
Boulez in 1966. In 1967, Lutoslawski completed the first movement, Hesitant, and
premiered the complete work under his own baton.
The two movements are meant to create contrasting aspects for the listener. The first
movement, i. Hesitant, is comprised of a series of six episodes, which accomplish an
accretion of momentum as the movement progresses. This momentum is not meant to
achieve climax or release. Rather, the momentum of the first movement is meant to be
unfulfilled until the height of the second movement. Lutoslawski described the first
movement, thus: “All the episodes unfold in the same way: a short phrase emerges
tentatively and then subsides for a brief moment. Only then does the true beginning of
every episode follow. None of the episodes has an actual ending. The growing
boldness and mounting momentum of the musical action is followed by a pause, as if
the energy had been spent. Then a few tentative attempts are made to take up the
episode again. All the attempts are in vain and the theme is abandoned.”
Unlike the first movement, ii. Direct is meant to continuously connect the momentum
initiated by the first, with the materials overlapping and gaining intensity toward a
singular, prepared climax. The discrete passages of the movement are in five stages,
progressively oriented toward a kind of inevitable outcome. Lutoslawski described
this accretion of energy as: “When the simple rhythm, which has been achieved
gradually over a considerable period, is transformed suddenly into an extremely
complex rhythmical structure when the whole orchestra begins to play ad libitum. It is
as if a building which has been painstakingly put together over a long time suddenly
shatters into thousands of fragments.” After the ultimate lack of fulfillment achieved
by the collapse of the complete chromatic chord aggregate at the climax into
“thousands of fragments,” the piece gradually softens in harmonic structure and
intensity fading away into a murmuring abyss.

Gustav Mahler (1860-1911)
Gustav Mahler was an Austrian composer and conductor, recognized for pushing the
late Romantic idiom to its extreme. During his lifetime, he was known mostly as a
conductor despite his noteworthy compositional output of orchestral and vocal
compositions. After holding conductor posts in Kassel, Prague, Leipzig, Budapest,
and Hamburg, Mahler returned to Vienna in 1897, where he conducted the Vienna
Hofoper for ten seasons. In 1911, after a brief directorship of the New York
Philharmonic, he returned to Vienna where he died.
Mahler’s life was beleaguered by tragedy from the outset. He was one of six children
to survive infancy (out of 14 children born). In addition, his daughter Maria died of
Scarlett fever in 1907. Throughout his career his own health struggled, due probably
to his tireless work ethic. Married life hardly provided relief from his troubles. Alma
Mahler who was considered by some to be the most beautiful woman in Vienna, was
nearly 20 years younger than Gustav. Although Alma had her own aspirations as a
composer, Mahler insisted that she abandon composition, as a condition of their
marriage. Perhaps because of the resentment this inspired, Alma engaged in a public
and long-standing affair with the young architect, Walter Gropius, which led to severe
distress for Gustav and enhanced the tragedy inherent in many of his late works.
Mahler was also forced to contend with severely anti-Semitic attitudes during his life,
which diminished his acclaim both during his lifetime and after. In order to gain
official eligibility for the coveted directorship of the Vienna Hofoper (1897-1907)
and, for three seasons, director of the Vienna Philharmonic, Mahler was forced by an
official decree to convert to Roman Catholicism. Even given this submission,
throughout his career in Hamburg and Vienna, he was scandalized by covert and, at
times blatantly prejudiced attitudes by music critics and performers. His technique
was often criticized for “theatrical gestures,” which were even depicted with
caricatures comparing him to the (perceived) “refined” technique of other “proper

German” conductors. In spite of this, his legacy at the Vienna Hofoper was later
regarded as a series of memorable and refreshing productions.

Caricatures of Mahler’s “theatrical” conducting style in the humor magazine
Fliegende Blätter
During his life, his works were largely regarded as idiosyncratic, rather than
innovative. His visionary compositional style, typified by functional harmony pushed
to the absolute limit, unfulfilling and unresolved large-scale harmonic trajectories,
and highly chromatic melodic devices simply did not gain a large following. Only in
the last 10 years did he receive critical acclaim for his relatively few compositions.

Mahler’s inclusion within the canon was also stunted, posthumously, by the Nazis,
who banned works of Jewish composers in the course of their dominion over much of
Europe. However, in the centenary of his birth (1960), a Mahler revival brought his
works to light and made him one of the most performed and recorded composers of
any epoch, an honor he retains to this day.
Whereas Mahler’s early symphonic music belongs in the category of ‘program
music,’ with the Fifth Symphony (1902) he departed dramatically from this context. In
Symphony no. 5, there is no overt intention to evoke extra-musical elements (as had
previously been so explicit, notably in the First). Neither does he employ the human
voice (as he had in Symphonies no. 2, 3, and 4) to express poetry. Instead Symphony
no. 5 exerted a pivotal influence toward, in the words of Deryck Cooke: “…a triptych
of ‘pure’ orchestral works, more realistically rooted in human life, more stern and
forthright of utterance, more tautly symphonic, with a new granite-like hardness of
orchestration.”

Symphony no. 1 in D Major “Titan” (prem. 1889, Vidago
Concert Hall, Budapest, G. Mahler, cond., rev. 1893)
Mahler’s Symphony no. 1 was written in a flurry between January and March of
1888. Like most of the early symphonic works, the “Titan Symphony” relies
heavily on quotations of the composer’s previous compositions, works from the
tradition, and folk melody. Mahler quoted extensively from his own “Songs of a
Wayfarer,” “The Trumpeter from Säkkingen,” and “Hansel and Gretel,” Liszt’s
Dante Symphony, Wagener’s Parsifal, and, quite famously in the third movement,
the folk song “Bruder Martin.”
In the first performance, despite the description as a “Symphonic Poem,” no
program content accompanied the performance. This was much to the chagrin of
the audience, which was left with many questions and no answers other than
speculation. Although program content accompanied the next two performances –
including the ascription of “Titan,” referring to the novel of the same name by Jean
Paul – after the third performance, Mahler ceased to refer to the work as a
symphonic poem, calling it only “Symphony in D Major.” Of this change, Mahler
wrote to Max Marschalk in 1896: ““Originally, my friends persuaded me to supply
a kind of program, in order to facilitate the understanding of the D major
[Symphony]. Thus, I had subsequently invented this title and explanations. That I
omitted them this time was caused not only by the fact that I consider them
inadequate, but also because I found out how the public has been misled by them.”
In four movements, the work begins with the sonata form movement, i. Langsam
Schleppend. The atmosphere of the introduction to the movement is brooding and
tense, which leads to the dramatic shift toward lightness and a carefree attitude in
the exposition. The first thematic area features self-quotation and a preponderance
of birdcalls and other mimetic references. Continuing with the depictions of
nature, the second theme does not contradict the jovial mood of the first. In the
development section, the introduction recurs as a principal element, establishing an
unusual and deviant re-contextualization of the form.
The second movement, ii. Kräftig Bewegt, sways like a boat rocking in the seas.
Given the composer’s desire to dissociate the work from programmatic content, it is
difficult not to imagine his inscription “Under full sail,” when hearing the work. In
place of the minuet, Mahler chose to insert a Ländler – an Austrian folk dance.

August Beer described the movement as: “full of healthy realism taken from everyday
life, with purring, buzzing basses, shrieking violins, and squeaking clarinets, to which
the peasants dance their ‘stomper’."
For the audience of the premiere, the Third Movement, iii Feierlich und gemessen,
inspired the greatest, most troubling quandary. In this movement, which is built
around a simple, extremely common folk tune (“Bruder Martin”), the mood shifts
dramatically toward a funeral march. As an exhibition of counterpoint and
orchestration from a simple idea, the movement provides insight to the composer’s
potential as a true master of the tradition. Despite this, the sudden shift in mood from
this point forward, without the benefit of foreshadowing in earlier movements lead the
work to an initially ambivalent reception., as Mahler described it: "My symphony was
received with furious opposition by some and with wholehearted approval by others.
The opinions clashed in an amusing way, in the streets and in the salons!"
The finale, iv. Stürmisch Bewegt – Energisch, begins without break from the third in
the darkest place of the work. Progressing from F Minor (“Inferno”) to the distant key
of D Major (“Paradise”), the movement represents a dramatic transition from
darkness to light. Mahler used the “Inferno Triplets” from Liszt’s Dante Symphony to
depict the underworld, a device that would have been recognizable to the audience of
his day. As a contrast to these, he paired an original theme, the “victorious theme,”
with Liszt’s “cross theme.” The “victorious theme” transports the narrative from C
Minor, through C Major, finally arriving at the transcendent key of D Major.

Symphony no. 5 (1901-2, prem. 18 October 1904, Cologne)
By comparison to the earlier symphonies Mahler’s Symphony no. 5 contains a
markedly denser polyphony, as well as obtains a turning point toward his mature
style of orchestral writing. For its orchestration, Mahler had to overcome early
frustrations, working hard to overcome these through numerous revisions. The
resultant treatment is absolutely revolutionary, especially concerning the masterful
management of individual voices to construct a cohesive whole. Mahler tasks
virtually every player a remarkable sense of responsibility for his or her individual
part – for example, even many of the second and third players in the winds and
brass have multiple moments of exposed glory – while reserving the burden of
accountability for a successful performance to the ensemble as a whole.
Regarding the complex tonal relationships in the work the fifth symphony also
represents a major turning point, not only for Mahler but also in the
conceptualization of large-scale trajectory within the Common Practice idiom.
Mahler objected to the assignment of a key signature to the title, stating: "From the
order of the movements (where the usual first movement now comes second) it is
difficult to speak of a key for the 'whole Symphony', and to avoid
misunderstandings: the key should best be omitted." Although the first movement
is in C-sharp, the key of the finale is D, complicating the trajectory. In addition, as
Mahler alludes, the formal make-up of the movements is re-ordered so that the
sonata allegro movement appears second (and in A minor). In spite of the
dislocating aspects of these relationships, the work features motivic undercurrents
that unify it to create a cohesive and extremely rewarding narrative path. In
addition, the logic of the tonal journey creates its own formal subtext.
The work may be understood as traversing a three-part form. The first movement,
Trauermarsch, embodies Leonard Bernstein’s observation that: “[Mahler’s]

marches are like heart attacks.” From the opening trumpet call to the more elegiac
melodies in the strings, Trauermarsch epitomizes anxiety, anger, and tragedy. As
the other component of the first third of the work, the second movement, Sturmisch
bewegt, also represents a foreboding anxiety. These emotions may seem surprising
to listeners aware of Mahler’s personal story during the time of the work’s creation.
In many ways, these were the happiest days of the composer’s life, discovering at
the time a newfound love in Alma Schindler (soon to be Alma Mahler), employed
as the director of both the Vienna Philharmonic and the Vienna Court Opera, and
acquiring an estate in Carinthia (Southern Austria). Yet, as hindsight has shown the
tempestuous story of the composer’s life seems only to have abated for a short
period here. In any case, the first movement lingers in the previous challenges of
the composer’s life.
By contrast, the Scherzo third movement leans toward a hopeful outcome, from the
opening notes of the bright horn call. Here, the protagonist of the first two
movements – represented by the principal horn– begins to envision a brighter
future but that future remains uncertain. Although buoyant, the tone is made
unstable through persistent interjections in the woodwinds, presented as a repetitive
motive in overlapping seconds in the upper register. The movement is not only the
longest movement of the work but one of the longest single movements of the
composer’s entire oeuvre.
The final third of the work begins with the fourth movement Adagietto, which
features the strings and harp alone. Mahler claimed to have written the movement as a
“musical love letter” to Alma. As a singular expression of this emotion, the movement
remains virtually unparalleled in the canon as a raw expression of beauty. The finale,
Allegro giocoso obtains a joy that is virtually unaccounted in the rest of the
composer’s works. Leading immediately from the last notes of the fourth movement,
the rondo form movement immediately embarks on an uninterrupted and rapturous
event. As a display of contrapuntal virtuosity, this movement distinguishes the
composer yet again for his absolutely mastery of orchestral writing. By ending the
work in the major subdominant of the sonata allegro movement, as well as a minor
second above the opening, the tonal arrival resolves the darker tensions of the early
movements arriving to moments of absolute joy.

Symphony no. 7 in E Minor (1906, prem. 19 September 1907,
Czech Philharmonic Orchestra, Mahler, cond.)
The Symphony no. 7 is not entirely devoid of programmatic content. His wife Alma
later wrote, “As he wrote the Serenade [fourth movement], he was beset by
Eichendorff-ish visions — murmuring springs and German Romanticism.” The work
also contains, arguably, a reference to Wagner’s Die Meistersinger in the finale, a
much exaggerated “nocturnal quality” in the “night movements” (which lends the
symphony the ascription “Song of the Night,” to which Mahler himself objected), and
a horn call in the opening, about which Mahler said: “Here nature roars!” However,
the first four symphonies all contained very overt, very specific referential aspects.
This music is very different, much more “Classically” conceived as an experience to
behold within the internal language of the music.
Within the narrative arc of Mahler’s life, the time between completion of the work
and the premiere exerted a dramatic change in his circumstances. Whereas during
composition, he was in the happiest circumstances of his life having found the love of

his life, by fall of 1907 he experienced a series of traumas from which he never quite
recovered. First, He was diagnosed with a serious heart condition and advised by his
doctor to cease all strenuous activities and greatly limit his professional engagements,
in order to avoid imminent death. Second, with mounting pressures of aesthetic
conservatism, budgetary constraints, and subtle but insidious anti-semitism, he
resigned his post as Director of the Vienna Opera. Finally, and most damningly, in
July his much adored daughter Maria died at the age of four, of scarlet fever and
diphtheria. Despite these retrospectively distressing circumstances, it is important to
remember that this work was composed during one of the happiest times of his life.
The first movement opens the work by looking forward toward the trends of the
Modern Era. Here the composer opens the door to quartal harmony and flirts with
polytonality. The movement is in sonata form, with typically Mahlerian deviations in
key relationships and rhetorical relationships. Also typical of Mahler’s works, the
instrumental writing is exquisite, viewed by some as his true masterpiece of
orchestration.
The three middle movements (Night Music 1 – Scherzo – Night Music II) group
together as an internal ternary form. Night Music 1 skirts the line between the parallel
keys of C Major and C Minor. This “scene” evokes a vague sense of rural peace at
night. The movement is not immediately followed by a bright, relieving dawn. Rather,
the Scherzo might best be described as disquieting. Some have even viewed it as “a
most morbid and sarcastic mockery of the Viennese waltz” (Perez de Arteaga). Night
Music II takes the listener out of the orchestral setting with reduced orchestration.
Here the work ventures into the realm of chamber music, supporting the addition of
the rather quiet mandolin to the list of instruments employed.
In the Finale, Mahler returns to the bombastic capabilities of the late Romantic
orchestral sound. However, he does not conclude the work in the key of the opening,
placing the work within the group of Mahler works referred as “progressive tonality.”
The movement is in rondo form and exerts a dramatic contrast upon the form. It has
been criticized for its disconnect from the rest of the work, as well as for a
boisterousness bordering upon the banal. In spite of this criticism, listeners have
remained inspired and transported by the work since its premiere. In response to the
premiere, as a matter of fact, one significant voice immediately wrote to Mahler with
the highest praise:
The impressions made on me by the Seventh ... are permanent. I am now really and
entirely yours. For I had less the feeling of that sensational intensity which excites
and lashes one on, which in a word moves the listener in such a way as to make him
lose his balance without giving him anything in its place, [than] the impression of
perfect repose based on artistic harmony; of something that set me in motion without
simply upsetting my center of gravity and leaving me to my fate; that drew me calmly
and pleasingly into its orbit.... Which movement did I like the best? Each one! I can
make no distinction... . I was in tune to the very end. And it was all so transparently
clear to me. In short, I felt so many subtleties of form, and yet could follow a main
line throughout. It gave me extraordinary pleasure. –Arnold Schoenberg (from a
letter to Mahler)

Symphony No. 9, in D Major
Just as the key relationships in Mahler’s symphonic works are often surprising, so the
large-scale trajectory of Mahler’s Symphony No. 9 depends upon a new narrative,

separate from the 150-year symphonic tradition that had preceded it. Indeed, Theodor
Adorno once wrote that the Mahler’s last four symphonies tell the “tale of the end of
the symphonic sonata,” because of Mahler’s systematic unraveling of the
transformative nature of sonata form. The departure from the tonic key, which had
been so much a part of the large-scale tension of symphonic works, is brief and
appears late within the first movement’s exposition.
The orchestral treatment within the Ninth Symphony will sound familiar to any
listener acquainted with Mahler’s works. One of the most fulfilling aspects of his
music is in the hands of the performers, in that virtually every player on the stage has
at least a single moment to shine. In addition, his self-reference – for example the
melody originally set to the phrase “The day is beautiful, on those heights,” from
Kindertotenlieder which appears in the last movement – as well as his quotation of
other famous works – notably Beethoven’s Les Adieux piano sonata – are meant to
evoke specific images and emotions. A new trajectory is formed with this sort of
quotation that paves the way, not only for the Expressionist movement that claimed to
owe so much to the composer, but also to the much later, post-modern preclusion for
self-reference and pastiche.
The first movement establishes a duality between opposing forces of dark (a dissonant
and animated theme in D Minor) and light (a theme of elegiac lyricism in D Major).
However, as mentioned above, this duality does not obtain the accustomed
proportions or outcomes. Formally unusual for the tradition, but not within Mahler’s
oeuvre, the outer movements are slow with the inner dances moving at a greater
tempo. The second movement, which in the manuscript bears the crossed-out
appellation Scherzo to be replaced by Menuetto infinito, leads to a stormy, almost
angry Rondo Burleske third movement. The final movement embarks with a slowly
developing melody in the strings. The mood is not entirely dark, but the undercurrent
is somehow unsettling. Ultimately, the work traverses a climax and succumbs to a
sense of hope and positive reward for the hardships endured. One senses a kind of
forgiveness within the “farewell” of the work… or perhaps one doesn’t. In fact the
beauty of this work is truly in the ears of the listener. As Vladimir Ashkenazy once
said of the work: “It’s beyond dark or light… it’s another world, on another level of
feeling and existence. And when it fades away, with the final notes in the violas, it’s
as if the last strain of matter is disappearing in the universe.”

Frank Martin (1890-1974)
Frank Martin was a Swiss-born composer who lived in the Netherlands for the last
twenty-eight years of his life. In order to appease his parents, he first opted to study
mathematics and physics at the University of Geneva. During the same time, he
continued to pursue his passion for musical study, eventually focusing his energy in
that domain. In 1926 he founded the "Société de Musique de Chambre de Genève,"
which he guided as pianist and harpsichordist for the next ten years. Among various
other posts he held, Martin was president of the Swiss Association of Musicians
between 1942 and 1946. Although he dabbled in twelve-tone technique in the 1930s,
he never fully abandoned hierarchical ordering for pitches within his music, in
contrast to the dodecaphonic method as prescribed by Schoenberg.
In 1946, Martin moved to Amsterdam, Netherlands, where he lived for the next ten
years. He settled in the small town of Naarden in 1956, the place he called home for
the remainder of his life. He continued teaching until 1957, after which he devoted
most of his time to composing from home, occasionally touring with the Swiss cellist
Henri Honneger and conducting his own works at various events in Europe and the
Americas. He was an active and vital composer up to the weeks before his death.

Ballade for Piano and Orchestra (1939, prem. Ernest
Ansermet, cond., Zürich, 1941)
Ballade for Piano and Orchestra is one of Martin’s most well known works. The
Ballade is a true neo-classical work especially regarding its texture, which consists of
Baroque figurations in complex polyphony, set behind a lyrical melody. As the
opening progresses, it transitions from enticing lyricism to become overwhelmed by
the complex counterpoint, which had merely served to support the melodic lines in
the opening. The work features additive orchestration as a means of developing
melodic ideas. In addition, Ballade also contains brief excursions into a waltz and a
funeral march.

Rolf Martinsson (b. 1956)
Rolf Martinsson is recognized internationally as one of Sweden’s premier composers.
His music has been performed in New York, Vienna, Paris, London, Berlin, Prague,
Madrid and Tokyo, among many other places. Beginning in the late 1990s, his
collaboration with Håkan Hardenberger – including Martinsson’s trumpet concerto
“Bridge” (Gothenburg Symphony Orchestra, Neeme Järvi, cond.) – unleashed the
composer upon the international stage. “Bridge” was an immediate success, and
Hardenberger has since performed the work at some 50 different concerts, including
with the Berlin Philharmonic. Working with the trombonist, Christian Lindberg has
also formed an important part of Martinsson's international recognition. Lindberg
premiered the trombone concerto “Fairlight,” commissioned by the Royal Stockholm
Philharmonic Orchestra and premiered in the Stockholm Concert Hall with Lindberg
as soloist in the spring of 2005, received high critical acclaim and was awarded The
Swedish Music Publisher's Award 2005 for "The Most Significant Contemporary
Music Work of the Year."
Rolf Martinsson's has written more than 90 different works, representing an eclectic
mix of ensembles, including: orchestral works, solo concertos, choir music, several
chamber music works for a variety of instrumental conformations, radio theatre, and
solo works His music obtains an idiosyncratic style and exceptional craftsmanship of
orchestration.
In November 2008 Martinsson was invited as one of two featured composers during
the Royal Stockholm Philharmonic Orchestra Composers Festival. During this event,
more than 20 of his works were performed by the Royal Stockholm Philharmonic
Orchestra/Sakari Oramo, the Norrköping Symphony Orchestra/Thomas Søndergård,
the Gävle Symphony Orchestra/Eva Ollikainen, SNYKO, Avanti! and soloists such as
Håkan Hardenberger, Christian Lindberg, Mats Lidström, Magnus Båge, Jan Stigmer,
Duo Gelland, Anders Kilström and Jacques Werup.

Currently he is completing a clarinet concerto for Martin Fröst (co-commissioned by
the Netherlands Radio Philharmonic Orchestra, the City of Birmingham Symphony
Orchestra and the Malmö Symphony Orchestra), a double bass concerto for Dan
Styffe and the Oslo Philharmonic Orchestra, as well as a major orchestral work for the
Malmö Symphony Orchestra.
Since 2002 Rolf Martinsson holds the position of Composer-in-Residence and Artistic
Advisor to the Malmö Symphony Orchestra. Since 2006, he has served as Chair of
Music Theory at the Malmö Academy of Music. Martinsson is represented by
Gehrmans Musikförlag in Stockholm.

Double Bass Concerto No. 1
Martinsson, on his Double Bass Concerto No. 1: “I have mainly concentrated on
writing in such a way that the double bass is not drowned out by the orchestra, which
is perhaps the greatest challenge, apart from the artistic aspect, when it comes to
composing a double bass concerto. This has involved focusing to a large extent on
dynamic balance, details of instrumentation, types of texture, and especially on form
and elements of form. An obvious formal element is the solo cadenza. There are a
number of different sections in the concerto where the bass plays all alone. In another
part there is a duet with a solo viola and in still other parts the bass plays high above a
muted string orchestra. I have also utilized a technique that is similar to a concerto
grosso/concertino form in which a small ensemble accompanies the soloist alternately
with tutti sections where the soloist doesn't play. Finally, I have also composed
substantial orchestral sections in order to create a balance in the overall form. With
this as a basis, my goal has been to create varied music in the different sections, music
that takes advantage of both the lovely melodies in the high register of the double bass
and the slightly rougher passages in the middle and bass registers. The solo part is
spiced with pizzicato, flageolets, double-stopping, etc, in various places in the work.
On request from Edicson Ruiz, I've created a high tuned version (G-c-f-bb) of the solo
part, which got its premiere in Caracas with Ruiz and the Orquesta de la Juventud
Venezolana Simon Bolivar in October 2012.
Double Bass Concerto No. 1 was commissioned by the Oslo PO, premiered in Oslo
concert hall by Dan Styffe, Oslo PO and Jukka-Pekka Saraste on 7 April 2011 and
recorded at SIMAX classics, kindly supported by Sparebankstiftelsen DnB
NOR/Dextra Musica. Published by Gehrmans Musikförlag.”

Bohuslav Martinu (1890-1959)
Bohuslav Martinu was a Czech composer of the modern period. Born in Prague,
Martinu was an active member of the Czech Philharmonic Orchestra until he departed
for Paris in 1923. During the German invasion of France in 1941, Martinu emigrated
to the U.S. where he lived for more than a decade. After the war, he lived for short
periods in both Europe and the U.S. He died in Switzerland at the age of 68.
A thoroughly Romantic composer in his early period, Martinu’s style changed
dramatically after his move to Paris. Shortly thereafter, he experimented with many of
the stylistic variants of this time – expressionism, constructivism, and jazz – before
settling upon his most lasting and influential voice as a neo-classical composer in the
model of Stravinsky. For Martinu, neo-Classicalism was infused with folk melody,
evident in the fact that – along with Bartok, Kodaly, and Prokofiev – Martinu is
esteemed as a noteworthy innovator in the concurrent compositional trend toward
ethnomusicology. Many of his most successful works incorporate Moravian folk
melody, especially nursery songs. An extremely prolific composer, at the time of his
death he had completed over 400 works, including 6 symphonies, 15 operas, and
fourteen ballet scores.

Concerto for 2 Pianos, H. 292 (1943)
Martinu composed the Concerto for 2 Pianos during his time in the U.S. The work is
loaded with rhythmic vitality, fantastic orchestral color and spectacular melodies. The
opening movement is mostly a blur of frenetic activity, with extraordinary displays of
drama and joy. By contrast, the second movement exhibits a subdued, luxurious calm
complemented by alternating undercurrents of melancholy and delight, before
bursting forth into an intense, rhapsodic episode toward the movement’s “golden
mean.” The finale is an exuberant affair. Joyful and rambunctious, with the interplay
between orchestra and soloist so akin to Prokofiev that it seems a virtual homage.

Johan de Meij (b. 1953)
Johan de Meij studied trombone and conducting at the Royal Conservatory of Music
in The Hague. He has earned international fame as a composer and arranger. His
catalogue consists of original compositions, symphonic transcriptions and
arrangements of film scores and musicals. His Symphony No. 1, The Lord of the
Rings, based on Tolkien's best-selling novels of the same name, was his first
composition for wind orchestra. It received the prestigious Sudler Composition
Award in 1989. In 2001, the orchestral version was premiered by the Rotterdam
Philharmonic Orchestra.
The Lord of the Rings has been recorded by renowned orchestras such as the London
Symphony Orchestra, the North Netherlands Orchestra, the Nagoya Philharmonic
Orchestra and the Amsterdam Wind Orchestra. His cello concerto Casanova was
awarded First Prize at the International Composition Competition of Corciano [Italy]
in 1999. A year later, De Meij won the Oman International Composition Prize with
The Red Tower. His Symphony No. 3, Planet Earth was awarded 2nd Prize in the
2006 edition of the Corciano Competition. He received the Dutch Wind Music Award
2007 for his important role in the worldwide advancement of the genre.
Besides composing and arranging, Johan de Meij is active as a performer, conductor,
adjudicator and lecturer. As a trombone and euphonium player, he has performed with
the major orchestras and ensembles in The Netherlands, such as the Netherlands Wind
Ensemble, the Dutch Brass Sextet, the Radio Chamber Orchestra, the Amsterdam
Wind Orchestra and Orkest 'De Volharding'. He has conducted some of the leading
wind orchestras of Europe, Asia, North and South America and has led master classes
around the world.

Symphony no. 1, “The Lord of the Rings” (1988)
Johan de Meij’s Symphony no. 1, “The Lord of the Rings” is based on the famous
trilogy by J.R.R. Tolkien. This book has fascinated millions of readers since its
publication in 1955. The symphony consists of five separate movements, each
illustrating a personage or an important episode from the book.
The symphony was written between March 1984 and December 1987, and had its
première in Brussels on 15th March 1988, performed by the “Groot Harmonieorkest
van de Gidsen” under the baton of Norbert Nozy. In 1989, The Symphony was
awarded a first prize in the Sudler International Wind Band Composition Competition
in Chicago and, a year later, was awarded the Dutch Composers Fund. In 2001, the

orchestral version was premiered by the Rotterdam Philharmonic Orchestra and
recorded by the London Symphony Orchestra.
Although it is not simple to summarize such an extensive and complex work as
Tolkien’s trilogy, the main outline is as follows: the central theme is the Ring, made
by primeval forces that decide the safety or destruction of the World. For years it was
the possession of the creature Gollum, but when the Ring falls into the hands of the
Hobbits the evil forces awaken and the struggle for the Ring commences. There is but
one solution to save the World from disaster: the Ring must be destroyed by the fire
in which it was forged: Mount Doom in the heart of Mordor, the country of the evil
Lord Sauron.
It is the Hobbit Frodo who is assigned to carry out this task, and to assist him a
company, the Fellowship of the Ring, is formed under the leadership of Gandalf, the
wizard, which includes the Hobbits Sam, Peregrin and Merin, the Dwarf Gimli, the
Elf Legolas, Boromir and Aragorn, the later King. The Companions are secretly
followed by Gollum, who does not shun any means, however perfidious, to recover
his “precious” Ring. However, the fellowship soon falls apart, after many perilous
adventures and a surprising dénouement Frodo and Sam can at last return to their
familiar home, The Shire. The work is in five movements, with the following titles:
I. GANDALF (The Wizard): The first movement is a musical portrait of the wizard
Gandalf, one of the principal characters of the trilogy. His wise and noble personality
is expressed by a stately motif, which reappears in varied forms in movements IV and
V. The sudden opening of the Allegro vivace is indicative of the unpredictability of
the grey wizard, followed by a wild ride on his beautiful horse “Shadowfax”.
II. LOTHLORIEN (The Elvenwood): The second movement is an impression of
Lothlórien, the elvenwood with its beautiful trees, plants, exotic birds, expressed
through woodwind solos. The meeting of the Hobbit Frodo with the Lady Galadriel is
embodied in a charming Allegretto; in the Mirror of Galadriel, a silver basin in the
wood, Frodo glimpses three visions, the last of which, a large ominous Eye, greatly
upsets him.
III. GOLLUM (Sméagol): The third movement describes the monstrous creature
Gollum, a slimy, shy being represented by the soprano saxophone. It mumbles and
talks to itself, hisses and lisps, whines and snickers, is alternately pitiful and
malicious, is continually fleeing and looking for its cherished treasure, the Ring.
IV. JOURNEY IN THE DARK: The fourth movement describes the laborious
journey of the Fellowship of the Ring, headed by the wizard Gandalf, through the
dark tunnels of the Mines of Moria. The slow walking cadenza and the fear are clearly
audible in the monotonous rhythm of the low brass, piano and percussion. After a
wild pursuit by hostile Orks Gandalf is engaged in battle with a horrible monster, the
Balrog, and crashes from the subterranean bridge of Khazad-Dûm in a fathomless
abyss. To the melancholy tones of a Marcia funèbre, the bewildered Companions
trudge on, looking for the only way out of the Mines, the East Gate of Moria.
V. HOBBITS: The fifth movement expresses the carefree and optimistic character of
the Hobbits in a happy folk dance; the hymn that follows emanates the determination
and noblesse of the hobbit folk. The symphony does not end on an exuberant note, but
is concluded peacefully and resigned, in keeping with the symbolic mood of the last
chapter “The Grey Havens” in which Frodo and Gandalf sail away in a white ship and
disappear slowly beyond the horizon.

Felix Mendelssohn-Bartholdy (1809-47)
Felix Mendelssohn-Bartholdy was a German composer, pianist, organist, and
conductor who demonstrated great potential from a very early age. He was widely
revered as one of the greatest musicians of his time, in part as a performer, but most
especially for his composition. Stylistically, he suffused the approaches of all of the
great German predecessors, embodying the complex and chromatic counterpoint of
Bach (who he championed and, in fact, single-handedly revived from obscurity), the
formal clarity and elegance of Mozart, and the drama of Beethoven.
Felix’s sister Fanny is also remembered as a phenomenal musician. Although the
Mendelssohn parents initially supported the musical pursuits of both children, by
1820 they began to discourage Fanny from pursuing a musical career (or, in fact any
career), as they felt it would be inappropriate for a woman of nobility in early
nineteenth-century Berlin. As young aristocrat, Felix and Fanny were part of an elite
circle of artists. By the age of twelve, they began performing regularly for such
figures as Goethe, Hummel (Kapellmeister of the Weimar court), and numerous
members of the nobility.
Mendelssohn must largely be viewed as conservative, given the innovations of his era
concerning form and scope of musical materials. Although a fantastic performer and
improviser, his compositions do not yield to the proclivity toward dramatic excesses
of virtuosity. In addition, unlike most of his contemporaries, he was not prone to
increasing the scale of orchestral forces in his large works. Instead, he prioritized the
necessity of clear compositional design and meaningful melodic events over all other
factors.

Piano Concerto no. 1 in G Minor, op. 25 (1831, perf. Munich,
17 Oct 1831)
Mendelssohn composed the Piano Concerto no. 1 during a time of travel and grand
acclaim. The work is actually the second piano concerto he composed, after a work in
A Minor, from 1822. Throughout his career, Mendelssohn confessed that he found the

writing of concertos to be a difficult, even vexing task. For him, the demand of
reconciling the virtuosity of the soloist with a meaningful formal scheme and
compositional structure proved a great challenge. Considering this, it is a surprise that
he composed this work in a relatively short time, while traveling throughout Europe,
performing regularly for audiences of various sizes, and presenting short-term lessons
and masterclasses.
Mendelssohn was an admirer of Liszt’s technique and virtuosity but found in his
writing a lack of compositional depth. His own piano writing features a light, brilliant
variety of virtuosity, constrained by the hand in a similar manner to Bach. On rare
occasions, such as the martellato octaves in this work, he employed contemporaneous
effects.
The piano enters fairly early within the introduction of the i. Molto allegro con fuoco
making this piece, in many ways, one of the first truly Romantic concertos.
Movement I is in sonata form and transitions seamlessly through a brass fanfare into
the second movement. The ii. Andante is a lyrical captivating experience for the
listener. After opening with an austere fanfare, iii. Presto – Molto allegro e vivace
traverses a rondo, which embodies a typically light and triumphant mood. The work
demonstrates Mendelssohn’s mastery of and fascination with counterpoint. Never
veering from the tradition in scope or breadth, Mendelssohn still manages to carry the
listener to unique places through his precise and unwavering conviction.

Saverio Mercadante (1795-1870)
Saverio Mercadante was an Italian composer, teacher and conductor who was
considered the greatest composer of Italian opera during his own lifetime. He is also
remembered for encouraging the 19th-Century revival of Italian instrumental music.
He was born to a nobleman and maidservant who never married, due to the
differences in their rank. Although his father adopted him as a “foundling,” his family
lost most of their fortunes in the looting of 1799, so Saverio grew up in relative
poverty. In 1806, the family moved to Naples where the young composer’s early
promise was allowed to grow. After obtaining a forged birth certificate, he entered the
Conservatorio S. Sebastiano (Naples) where he flourished greatly, studying violin,
flute, and voice. After pursuing a boundless career in different parts of Italy, he
returned to Naples in 1844 where he remained for the rest of his life. In 1862, he was
forced to resign from his post as conductor of San Carlo when his first stroke robbed
him of his sight. He suffered a subsequent stroke in 1869, from which he never
recovered in 1869. By contrast to the enormous fame he obtained in his life, he faded
into obscurity almost immediately following his death.

Flute Concerto in E minor op.57 (1813)
The Flute Concerto in E minor stands as one of Mercadante’s only regularly
performed works. He composed it while a student at conservatory. The Allegro
Maestoso begins with a long introduction, before the thematic materials are
introduced within the Sonata form structure. The principal theme is vibrant and
characterized by ascent, the secondary obtains a more lyrical melody. The Largo
centers around a cantabile melody, which lulls the listener with its beauty. The Rondo
Russo was intended by Mercadante to be “Russian-like.” The rhythm of this

movement is certainly reminiscent Eastern European dance and the energy of the
movement provides a lively finale to the work.

Wolfgang Amadeus Mozart (1756 – 1791)
Wolfgang Amadeus Mozart may have written the most well-known and often
performed music of all time. A child prodigy, Mozart spent much of his youth
traveling throughout Europe, performing with his sister (also a gifted child performer)
and father (a composer, teacher, and performer). When he reached adulthood, he had
a falling out with his patron in Salzburg, Archbishop Colloredo, which prompted him
to seek employment elsewhere. Initially looking for posts in Paris, he eventually
settled upon Vienna (1782) where he composed most of his mature works.
Throughout his time there and, especially in 1790, he struggled to procure stable
income. Sadly, although 1791 would prove to be a year of great improvement –
financially and regarding public success – on 5 December of that year he succumbed
to illness and died at the age of 35.
He composed over 600 works for orchestra, chamber ensemble, solo instruments,
chorus, and the stage. By codifying the textural and formal practices of the Viennese
Classical era, Mozart established many of the essential techniques utilized,
referenced, and eliciting reactions by all subsequent generations of composers. In
truth, the influence of Mozart upon future generations knows no limit and is
inestimable.His music encompasses the purest form of the Classical period’s penchant
for balance, grace, and charm, while also embracing contemporaneous trends toward
Sturm und Drang. To this day, he remains one of the most beloved and revered
composers of the “Western Art Music” tradition.

Bassoon Concerto in B-flat major, K. 191 (1774)
Mozart’s Bassoon Concerto in B-flat major remains the most often studied and
performed work in the solo bassoon repertory. The autograph copy of the score is lost
but the exact date of composition is known: 4 June 1774. Mozart completed the work
at the age of 18, while still working at the Salzburg court. Very little other
information has survived surrounding the completion of this work. Although some

have speculated on the commissioner and premiere, there is simply no evidence to
definitively identify who premiered the work or at whose request it was completed.
Additionally, with the loss of the manuscript, the score would have been reconstituted
from the individual parts, leaving it impossible to verify how many editorial revisions
have been placed on the version we have available. The current incarnation of the
work is based upon one lone addition, reconstituted by J.A. André in Offenbach,
Germany.
In the traditional three-movement form, the work begins with I. Allegro, in sonata
form, with orchestral introduction. This opening movement provides a purposeful
theme in the soloist part, interspersed with joyful fanfares in the horns. Movement II.
Andante ma adagio is a slow, lyrical work. Mozart later set the principal melody of
the movement as the aria “Porgi, Amor” in Le nozze di Figaro. The finale, III. Rondo:
tempo di menuetto, is a lively dance.

Concerto no. 10 in Eb Major for two Pianos, K. 365 (1779)
Mozart wrote the Concerto no. 10 in Eb Major as he was preparing to leave Salzburg
for Vienna, at the age of 23. He wrote the work to be premiered by himself and his
sister, Nannerl. In hearing it, one might imagine the two child prodigies, now fully
grown, competing for the spotlight in a virtuosic dual. However, this work obtains a
more subtle dynamic between the soloists and, again, between the soloists and
orchestra.
Mozart set the soloist passages so that the two parts are in balance of difficulty and
prominence. The opening Allegro seems freely composed and does not demonstrate a
complex conception but, rather an uninhibited organicism. The second movement
Andante features a charming dialogue between the solo parts, uninterrupted by the
orchestral accompaniment. The Rondo finale obtains great energy from the outset. A
classic example of Sonata-Rondo form, the movement features seamless transitions
between contrasting thematic ideas and the principal rondo theme.

Horn Concerto, No. 3, K. 447, in Eb Major (1784-87)
Mozart wrote the Horn Concerto while living in Vienna. He dedicated the work to
Joseph Leutgeb, who had been Mozart’s colleague in the orchestra of Archbishop
Colloredo, in Salzburg. Leutgeb’s talents as a performing horn player, however, had
prevented him from pursuing a musical career and, by the time of composition, he had
established a cheesemonger shop in Vienna. Mozart’s fondness for (as well as slight
condescension toward) Leutgeb can be seen in the dedication: “Wolfgang Amadeus
Mozart has taken pity on Leutgeb, ass, ox and simpleton, Vienna, May 27, 1783.” The
jocular nature of their relationship is evident in the playfulness of the work, which is
not to underestimate the subtle challenges present here, as in all of Mozart’s writing.

Oboe Concerto in C (1777), KV 314
Written for Giuseppe Ferlendis, oboist of the orchestra of Archbishop of Salzburg,
Mozart’s Oboe Concerto is a middle period work composed before he left for Vienna.
It is considered one of the most significant works of the genre. In subsequent years,
Mozart rescored KV 314 for flute. Although this version is also immensely popular, it
is worth noting that the oboe version is the primary form of the work.
To leave room for the soloist, Mozart scored the orchestral parts to be light and
unassuming, only entering the foreground to highlight entrances of the oboe solo. The

work is in the traditional fast-slow-fast, three movement form opening with a light
and engaging Allegro. The middle movement expresses a restrained sorrow. Like
many of his works, this movement conveys something slightly deeper than the
superficial beauty characteristic of the classical period. By allowing the soloist to
remain in a comfortable and expressive register throughout, Mozart creates a magical
sense of lyricism and beauty, while providing a subtle undercurrent. The final
movement is rhythmically charged, ebullient and complex.

Piano Concerto in D minor, K. 466 (1785, prem. Mehlgrube
Casino [Vienna], 11 February 1785, W.A.M. piano)
The Piano Concerto in D minor is one of Mozart’s more revered concertos and was
his only piano concerto that remained well-known during the 19th-Century. Beethoven
was a great admirer of the work and wrote a cadenza for performance, as did Clara
Schumann. In stark contrast to the F Major Concerto which preceded it, this work
seems to display a composer indifferent to contemporaneous criticism, writing for
himself. Unlike many of his other works in the genre, which tend to be lighter in
character this piece is composed of a dramatic intensity, the embodiment of Sturm
und Drang.
The key of D Minor was not often employed by Mozart for instrumental works. In
fact, he only wrote two piano concertos in a minor key, at all. According to C.M.
Girdlestone, for Mozart D minor is associated “with a dusky, foreboding, inward,
non-lyrical emotion, a passion of struggle, and expressive of threatening fate.” In
many ways, the character and emotional richness of the work mark it as a turning
point in the tradition. Of the work, Blume wrote “In the history of musical sociology
the D minor Concerto represents… the spontaneous will to [the] expression of artistic
individuality.”
The work is in the traditional three movement (fast-slow-fast) form: Allegro,
Romanze, and Allegro assai. The first movement, in sonata form, remains fixed in a
somber mood throughout, never really departing from a brooding, dark tone. The
secondary theme obtains a bit brighter tone but the movement is never joyful, as one
might expect within Mozart’s style. The Romanze is a five-part rondo with coda. The
recurring melody of the form may be described as tender and warm. The centerpiece
of the form, the third theme in G Minor, provides great contrast to the principal idea
through a turbulent and ominous tone. The last movement, a rondo, begins with a
classic example of the “Mannheim Rocket” and alternates between the two main
characters of the first two movements until arriving at a D Major finale.

“Der Shauspieldirektor,” K. 486 (1786)
Mozart wrote “Der Shauspieldirektor,” as his entry for Emperor Joseph II’s
competition between German singspiel and Italian opera buffa. The other entrant for
the competition was Antonio Salieri (who you may remember as Mozart’s nemesis in
the film narrative of Mozart’s life, Amadeus). This work is not well-known and is
often viewed as hastily written and subordinate to Le Nozze di Figaro, which was
written around the same time with much greater attention. The overture is in sonata
form, at a quick tempo. Suitable to the style, it is very light and unimposing in
character and sets the stage for the rather brief singspiel with characteristic grace and
charm.

Sinfonia Concertante in E-flat major, K.364 (1779)
Mozart wrote the Sinfonia Concertante in E-flat major while living in Salzburg. The
work proved to be a major leap forward in Mozart’s oeuvre, showcasing an
unprecedented depth and significantly greater understanding of instrumental color.
During the same period Mozart experimented with the genre of the sinfonia
concertante a fair amount. Although he completed four (two surviving), K. 364 has
proven to be the most successful, by far. To achieve a brighter tone in the solo viola
part Mozart employed scordatura, so that the player would read D Major and his/ her
instruments would be tuned a semitone higher than usual. Against this the orchestra
and other soloist would read in E-flat Major. However, due to more recent
advancements in construction of the viola, most soloists now play it in E-flat. In three
movements, the work is a true showpiece for the solo parts combining Classical
Period refinement with the concurrent trends toward Romanticism.
In the first movement, Mozart established and remained fixed to the tonic key while
traversing six themes. The movement features the fabled “Mannheim Rocket,” a long
crescendo supported by growth of orchestral texture, probably inspired by the
composer’s recent sojourn at the city for which the effect is named. The Andante
second movement in C minor is one of the darker episodes in all of the composer’s
works. At the time, Mozart’s mother had only recently passed away, which may
explain the sense of grief induced by the movement. The finale is a rondo, comprised
of a masterful sense of balance and proportion. An energetic romp, the movement
looks forward to the nineteenth-century in a manner unsurpassed by any of the young
composer’s contemporaries.

Fabian Müller (b. 1964)
Fabian Müller is widely recognized as one of the leading Swiss composers of his
generation. He began his musical career as a performer, studying cello with Claude
Starck at the Zürich Conservatory. While a student there, he shifted his focus to
composition, under the guidance of Joseph Hasselbach. His other composition
teachers include George Tsontakis, Jacob Druckmen, and Bernard Rands.
Müller relies greatly upon intuition in his composition. Unlike many of his
contemporaries, he rarely develops an intellectual concept first. Rather, he begins
with a freely composed musical germ and applies many compositional models –
traditional, modern, and post-modern – to articulate this intuitively derived germinal
element. He is not motivated to proliferate a particular school or dogma, instead
treating composition as “a voyage of discovery undertaken by an independent spirit,
combining a playful treatment of traditional methods with the unexpected and
unforeseen.” Müller has no interest in treating the traditions of the past nostalgically,
nor does he view himself as part of a perceived continuum of Western music that
conveys a series of stylistic epochs. His view of music is significantly more
enlightened, identifying in the medium: “a means of treating the totality of possible
sounds in a manner that is forever new.”
Müller has received commissions from Swiss Arts Council Pro Helvetia, the Lucerne
Festival, the Interlochen Music Festival, the Vestfold Festspillene in Norway, the
Bern Symphony Orchestra, the Philharmonie St. Petersburg, and many more. He has
worked with numerous conductors and performers, including: David Zinman, Andris
Nelsons, Andrey Boreyko, Christopher Hogwood, Dmitrj Liss, Marc Andreae, Ruben
Gazarian, Peter Qundijan, Gábor Takács-Nagy, Howard Griffith, and Claude Villaret.
His works have been performed at the Festival La Chaise Dieux in France, the Aspen
Music Festival in Colorado, and the Festival Internacional de Ushuaia in Argentina.
His works have been recorded by the Royal Philharmonic Orchestra (London), the
Zurich Chamber Orchestra, and the Petersen Quartet (Berlin).

Currently, Müller serves as artistic director of the International Music Festival
Lenzburgiade at the castle of Lenzburg in Switzerland, which addresses the
connections between classical music and the diverse European folk traditions. Please
visit the composer at: http://swisscomposer.efat.ch/index.php.

Sirimadi for Cello and Orchestra (2011)
Sirimadi is a one movement concerto dedicated to Dr. Sugree Charoensook and the
Thailand Philharmonic Orchestra. About the work, the composer writes: “It's been a
concern in this work to create a reference to Thailand. The music I composed for this
special occasion, tells the story of the Thai Queen Sirimadi, an ancient northern Thai
narrative, which was noted originally on palm leaves. I came across this wonderful
story in the collection "Muschelprinz und Duftende Blüte", which was translated into
German by Christian Velder and was published in the Manesse Edition. Queen
Sirimadi is an inspiring, dramatic and epic story of love and loyalty, of wise
governance and of enlightenment.”

Modest Petrovich Mussorgsky (1839-1881)
Modest Petrovich Mussorgsky was a profoundly influential composer of the newly
emerging Russian School of the late nineteenth-century. He was born in provincial
Russia into wealth and property. Although he did not exhibit early prodigious ability
in music, Mussorgsky was essentially a self-taught musician and a profound
intellectual, particularly interested in history and German philosophy. He was a
member of the Moguchaya Kuchka (the Mighty Handful). A chronic alcoholic,
Mussorgsky succumbed to his illness in 1881.
Mussorgsky exerted a marked influence upon the modernist generation, especially on
French composers including Debussy and Ravel. During his life, he oscillated
between acclaim and poverty, achieving his greatest recognition for opera and solo
songs. Upon his death, most of his most important works were incomplete, prompting
many of his colleagues and supporters to edit, revise, and finish the works for
publication. Unfortunately, the early editions relied on a contemporaneous view of the
composer as brilliant but inept, due to his lack of training. This view was so often
accorded that early editors actually “dumbed down” the work he had completed in the
process of completion. Fortunately, this attitude was eventually abandoned and the
integrity of his approach and reputation was later restored.

Pictures at an Exhibition (1874, Ravel arr. 1922)
Pictures at an Exhibition stands as a monument of program music and as one of the
most significant and often performed orchestral works from the late nineteenth
Century. The work is based on ten paintings at a memorial exhibition for the Russian
Artist Victor Hartmann. In the original version, composed by Mussorgsky for solo
piano, the paintings are linked by a promenade, intended to represent the viewer

walking between artworks at the museum. Excluding the promenade interludes, the
movements of the work are as follows: Promenade, The Gnome, The Old Castle,
Tuileries, Bydlo (Polish Farm Cart), Unhatched Chickens, Samuel Goldenberg and
Schmuyle, Market Place at Limoges, Catacombs, Baba Yaga (The Hut on Fowl’s
Legs), and The Bogotyr Gates of Kiev.
In the earlier movements, Mussorgsky set the interlude/ promenade to an Andante
(walking) pace with irregular meters, to best exploit the sensation of a museum stroll.
In the final four movements Mussorgsky eliminated the restatement of the interlude
and placed the promenade melody prominently in the eighth and tenth movements, so
that it still appears at regular intervals between other thematic ideas. The best extramusical explanation for this omission may be understood in relation to the paintings
themselves and in the momentum of the large-scale form. Of number eight,
Catacombe, the art critic Vladimir Stasov commented that: “Hartmann represented
himself examining the Paris catacombs by the light of a lantern.” In this scene, it is
clear that that the artist himself is in motion (at a slow walking pace), within the
inspiration for the musical material. In the final rondo, the elegance of the promenade
theme serves the extra-musical suggestion, while functioning as a refrain within the
movement much in the same manner as it had as an interlude within the entire work.
By suffusing with the thematic identity of late movements, the promenade theme
achieves a transformation of function in the closing of the work and attains an even
greater significance in the large-scale form.
Although many musicians have produced arrangements from the original, Ravel’s
represents the quintessential interpretation. Through his masterful approach, the
discrete forces of the orchestra attain an abundance of color combinations, as well as
solo textures, lending the realization an unforgettable quality. Ravel preserved the
linking promenade in the work, excluding this only between “Samuel” Goldenberg &
“Schmuyle” and “Limoges.” In addition to this omission, Ravel applied a fairly
liberal use of dynamics throughout. Without a doubt, Ravel captured the imaginative
qualities of the original and enhanced the imagery with vivid orchestral color. As a
source of excerpts the arrangement provides extraordinary material for almost every
orchestral instrument and is often called upon for orchestral auditions.

Otto Nicolai (1810-1849)
The German composer and conductor Otto Nicolai wrote Lieder, orchestral works,
choral works, and works for chamber ensemble. However, he is most remembered for
his five operas and for the fact that he founded the Vienna Philharmonic.
Nicolai was a “child prodigy” who received his first musical training from his father,
who was also a successful composer and director. When Otto was sixteen, his parents
divorced, prompting him to run away from his parents’ home and seek refuge with a
legal official in Stargard, August Adler. For much of his career, he served in the
Prussian embassy of Rome. Offered the post of Kapellmeister of the Berlin Cathedral,
he returned to Berlin in the last year of his life. Two months after the premiere of his
most successful and remembered work, The Merry Wives of Windsor, he died of a
stroke.

The Merry Wives of Windsor (prem. 9 March 1849, Berlin
Hofoper, O. Niccolai, cond.)
The Merry Wives of Windsor is an opera in three acts, set to the German translation of
Shakespeare’s play of the same title. The plot centers upon a protagonist, Falstaff,
who, being poor decides to court two wealthy women to improve his station in life.
Although the women are uninterested in Falstaff’s advances, they opt to encourage
this for their own amusement. Eventually all is revealed (after forcing the protagonist
to suffer sufficiently), to which Falstaff reacts with surprising grace.
In the opera, the musical numbers are connected by spoken dialog, placing it within
the Singspiel tradition as opposed to standard opera. Nicolai referred to the work as
“komisch-fantastische Oper” to refer to the fusion of romantic opera style with opera
buffa. The overture introduces the various leitmotifs of the narrative and sets the
mood. It opens with an atmospheric music, taken from the last scene of the opera in
Windsor Forest, wherein Falstaff is brought to his utmost embarrassment and
punishment (including a touch of the corporal). Falstaff’s tormentors bring the tempo

up to allegro vivace with the main theme articulated delicately in the winds. The
transcendent secondary theme to this, a lilting waltz, never actually appears in the
opera.

Carl Nielsen (1865-1931)
Carl Nielsen was a Danish composer, conductor, and teacher usually associated with
neo-classicism, at least in his mature works. Although he wrote in most musical
genres, he is largely remembered for his six symphonies. Achieving great success in
his homeland, he was certainly the most prominent musician in Denmark during the
latter part of his life and is remembered as one of the greatest Danish composers of all
time.
Nielsen’s life, although in some ways embodying success, was marked by tumult and
turbulation. During the last quarter of his life (from 1914 onward), his work was
hampered by marital duress, administrative duties, and illness. In addition to this, at
nearly the same time as the completion of the last symphony, Nielsen told a
newspaper interviewer that he had never been able to support himself as a composer,
in a sense condemning his publishers for ill-treatment. Although he was successful in
achieving visibility and renown, it seems that he suffered from other difficulties and
may never have acquired a true contentment from his work.

Symphony No. 6, Sinfonia semplice (1924-5)
Nielsen originally intended for his Symphony No. 6 (Sinfonia semplice) to be
“simpler” than its precursor, which bears a complex and abstract harmony and daring
use of color, especially in percussion. However, perhaps as a result of recurring
illness and his disillusionment for the lack of international reputation his works had
garnered, the mood of the work is not free of dark intensity (nor of complex harmonic
relationships and a reliance, in the second movement, on percussion). The end result
is, arguably, the most complex and puzzling of his orchestral works. As David
Fanning wrote: “It may be said to be about the aspiration towards simplicity, but it is
held together by a recurring pattern of violated innocence. Such positive resolution as
it enjoys has to do with acceptance, resignation, and defiance.”
The Tempo giusto first movement opens in G Major in a simple and peaceful melody
in the strings. As the bright opening string melody is superseded by a playful passage
in the woodwinds, the movement begins to unravel into a quasi-fugal passage that

exerts restlessness upon the listener. The movement closes in A-flat, refusing to settle
again into the opening key.
The Humoreske: Allegretto second movement is scored for winds and percussion
alone. Here thematic identity is almost entirely lacking, in favor of a rhythmdetermined music. The Proposta seria: Adagio is a contrapuntal episode, relying
heavily on imitation to evoke a sense of the traditional caccia.
Although the Finale is in the key of B-flat, the tonality is not entirely stable. The
movement is marked Tema con variazione: Allegro but the variations stray from the
theme to the extent that the effect is quite different from the tradition. For example,
the minor variation (#8) is so long and rhythmically augmented that it assumes a
proportional imbalance which bestows upon it an unusual significance. As an
interesting approach to the issue of formal return (in the absence of tonal return since
the work closes in B-flat, not G major as one might expect), the final variation returns
to a texture and sound-world much like the Humoreske. In this way, a sense of return
is present but achieved through an entirely fresh and original approach.

Jacques Offenbach (1819-1880)
Jacques Offenbach was one of the most popular composers of the 1850s. Although
born in Germany, he lived for most of his life in France and is usually identified as of
that national heritage. Certainly his music reflects the cultural milieu within which he
lived, more than his lineage. Largely known as a composer of opera, he invented the
French comic form known as the operette, which suffuses political satire with grand
opera parodies. Light, charming, and charismatic, his music obtains a wide appeal,
without intending either to pander or revolutionize.
Although mostly remembered for his contribution to opera – many of his stage works
remain at the core of the repertoire to this day – he began his musical career as a
student of cello. Showing great promise from an early age, he entered Paris
Conservatoire at fourteen but left within a year, having found the academic approach
to music unfulfilling. He first achieved fame as a virtuoso cellist and conductor.
In 1858, Offenbach established himself as a major force in opera with the premiere of
his Orpheus aux enfers. His fame grew and he achieved wide acclaim in France until
the outbreak of the Franco-Prussian War. As a result of his Close connection to
Napoleon III, who granted Offenbach citizenship and the Legion d’Honneur, Jacques
fell out of favor with the public in Paris – although he remained quite popular
elsewhere on the continent, as well as in London – when the unpopular war broke out.
Later in life, however, his reputation was restored in Paris by the sheer vitality of his
previously lauded music, coupled with a flourish of activity in his last years.

Concerto Militaire for Cello and Orchestra in G Major (prem.
24 April 1847, Salle Moueau-Santi, Offenbach, vc. solo)
The Concerto Militaire for Cello and Orchestra is in three movements, i. Allegro
maestoso ii. Andante, and iii. Rondo. The current edition of the score was not
published until 2004, as the various versions and the composers own revisions for
performance have variously curtailed a single primary source from reaching
performers’ hands. It is an epic work, lasting nearly forty-five minutes, which
suffuses the Classical period formal approach with Offenbach’s adventurous and
extravagant orchestration. The soubriquet owes to the finale, a significant work within
a work, which features extravagant fanfares and a prominent role in the snare drum.
This comes in stark contrast to the melodious and stunning middle movement, which
features alternately weeping and nostalgia-soaked melodies. The opening movement

of the work truly is a majestic display, which pushes the soloist to the limit of his
expressive capabilities.

James J. Ogburn (b. 1974)
According to his personal philosophy on composition, Dr. James J. Ogburn recently
wrote: “In my encounters with the emerging generation of composers, the most
consistent piece of advice I give is to express oneself honestly. I believe that to
discover one’s unique expression is to allow the internal self to come forth genuinely
and without inhibition. This is not something that can be taught or, in fact, controlled.
It may only be encouraged… Thanks to the innovations of the past century, we
have… a morass of rich and partially vetted materials with which to work. I believe it
is quite possible to continue exploring the life work of the most radical and innovative
composers of the recent past, to synthesize these approaches with each other and with
other possible traditions, and to interact with the composer’s immediate surroundings
using these tools. As long as the composer remains honest and has something
meaningful and relevant to convey to the audience, the intelligent application of these
tools is almost certain to inspire and delight.” (“Crafting One’s Voice,” Music
Journal, 19:6)
Dr. Ogburn is US-born composer, conductor, theorist, and educator who began his
musical career as a jazz and rock guitarist, primarily as a hobby. After working in
residential treatment with severely emotionally disturbed children for six years, music
drew him back to university where he pursued and completed degrees in Composition
& Theory at Central Washington University (B.M.), and the University of Pittsburgh
(M.A. & Ph.D.). As a student, he worked with: Mark Polishook, David Asplin,
Woiciek Widlak, Marek Choloniewski, Eric Flesher, Roger Zahab, Amy Williams,
Eric Moe, and Mathew Rosenblum. Currently, Dr. Ogburn lives in Bangkok, serving
as Chair of Composition and Theory at Mahidol University College of Music, Artistic
Director/ Conductor of Contemporary Enclave Ensemble, Program Manager of the
Thailand International Composition Festival, Project Director of the Siam Cement
Group – Young Thai Artist Award, and Researcher (English Language Program
Notes) for the Thailand Philharmonic Orchestra. For the Ninth Season of TPO, he was

recently named Composer-in-Residence, for which he was commissioned to compose
five new works for the 2013-14 season.
James Ogburn’s compositions have been featured at many festivals, including: the
Goethe Institute, Young Composers of SE Asia Competition and Workshop (2013),
the Beijing Modern Music Festival (2013), the World Saxophone Congress XVI
(2012), the Seventh, Eighth, and Ninth Thailand International Composition Festivals
(2011, 2012, and 2013), the Inaugural Asian Double Reed Association Conference
(2011), the Fifth Thailand International Brass and Percussion Festival (2011), ACO/
Penn Presents New Music (2009), June in Buffalo (2007), the Pittsburgh Symphony
Orchestra Readings (2007), the National Student Conference of SCI (2004), and the
Krakow Academy SME 30-Year Anniversary Gala (2003). He has worked with and
been commissioned (*) by several outstanding conductors, including: Gudni Emilsson
(DE)*, Jeffery Meyer (USA), Bright Sheng (USA), Claude Villaret (CH), Cliff Colnot
(USA), Chris Hughes (USA)*, Gregg Gausline (USA), Roger Zahab (USA), and
Federico Garcia de Castro (USA)*. His music has been performed (&
commissioned*) by American Composers Orchestra (USA), Thailand Philharmonic
Orchestra (TH)*, Karol Vary Symphony Orchestra (CZ), Mahidol Wind Symphony
(TH)*, Boston Modern Orchestra Project (USA), Ensemble Mosaik (DE)*, Flux
Quartet (USA), red fish blue fish percussion (USA), Siam Saxophone Quartet
(TH)*, Central Washington University Orchestra (USA)*, IonSound Project (USA)*,
Krakow Academy Quartet (PL), ALIA MUSICA Pittsburgh (USA)*, Contemporary
Enclave (TH), Old Pros Trombone Choir (TH)*, BurnNation Quartet (USA)*, Alvin
Wong (cello, AUS), Dave Eggar (cello, USA)*, Shyen Lee (saxophone, TH)*, Amy
Galbraith Ogburn (oboe, TH)*, Grzegorz Grzeszczyk (bass clarinet, TH)*, Julieta
Ugartamendia (clarinet, AR)*, Matthew Gillespie (piano, USA)*, Luisa Sello (flute,
IT)*, and many more.
As a conductor, he has performed on programs with the Thailand Philharmonic
Orchestra, the Central Washington University Orchestra, the University of Pittsburgh
Symphony Orchestra, IonSound Project, the University of Pittsburgh Chamber
Orchestra, The Central Washington University Chorale, ALIA MUSICA Pittsburgh,
the Mahidol University Contemporary Music Ensemble, Old Pros Trombone Choir,
Contemporary Enclave and numerous other student and non-professional ensembles.
In the past, he served as Assistant Conductor of ALIA Musica Pittsburgh and the
University of Pittsburgh Symphony Orchestra. An outspoken advocate for
contemporary music, he has conducted regional (& world*) premiere performances of
works by Joan Tower, Chen Yi, Zhou Long, Nancy Galbraith*, Eric Moe, Zygmunt
Krauze, Roger W. Petersen*, Eric Ewazen, Houston Dunleavy*, Oscar Escudero*,
Miyhun Woo, Ioannis Angelakis, Tetsuya Yamamoto, Matthew Heap*, Federico
Garcia de Castro, Roger Zahab*, Ivan Jimenez, Kerrith Livengood, Erica Kudisch*,
Benjamin Harris*, Mark Fromm, and many more.
For more information, visit: www.jamesogburn.com

A Picture in Einstein's Hand for Orchestra (2012)
“A photograph never grows old. You and I change through the months
and years but a photograph always remains the same. How nice to look at
a photograph of mother and father taken many years ago. You see them as
you remember them. But as people live on, they change completely. That
is why I think a photograph can be kind.”

–Albert Einstein
“In contemplating these words, I decided to write a work dedicated to my father. I
recalled the course of my life so far, with all of its joys and hardships. In considering
how I thought of him throughout – as a (sometimes stern) disciplinarian, a wonderful
intellect, and a compassionate and ethical role model – I imagined not only how time
changes a person photographed as they progress from the moment the shutter clicks
(as Einstein discussed) but, also how the mindset of the photograph’s observer shifts
as life unfolds.
The harmonic and contrapuntal backdrop of the piece mimics some of the large
contours of my life so far. The opening is inspired by the dark figure of addiction
looming in my childhood home, the second passage by my early adult confrontation
with responsibility and self-realization, and the final by the more recent stages of my
life, involving my absolute joy at finding in my wife a partner for life and starting our
own family together. As the work progresses, a melody (first expressed by the
principal oboe) recurs and undergoes variations as a result of different harmonic and
contrapuntal settings. In this way, I attempted with this work to express as an
abstraction the idea that the circumstances of one’s life dramatically shape his/ her
memory of the past. In a similar manner, memories of the past shape our
understanding of the present moment.
A Picture in Einstein’s Hand is dedicated to my father, Robert Murdock Ogburn. I
dedicate it also for my dear friend, Gudni A. Emilsson, and his outstanding group, the
Thailand Philharmonic Orchestra. I am extremely grateful to Gudni for all of his work
in helping to build “Western” music education for this great country. I also thank Dr.
Sugree Charoensook for his commitment to and passion for music, as well as for the
commissioning of this work. Without Dr. Sugree’s untiring efforts, the musical world
would be significantly smaller.” -JJO

Centric for Orchestra (2014)
“In Centric I explored the idea of centricity in several ways, utilizing the domains of
pitch, rhythm, and texture. The idea was inspired by different moments of our lives
relating to self-identity. Like Narcissus in the ancient tale, our reflection confronts
each of us from time to time. Sometimes we linger to relish the image we see, at
others we feel affronted or ashamed. Through most of the work, syncopations,
hemiolas, hocket effects, close canon mimicry, and shifting rhythmic centers – in
great part inspired by Steve Reich’s Music for 18 Musicians – are meant to unsettle
the listener while providing an enticing rhythmic character to carry the main idea
forward. In the first passage, a frenetic arpeggio gradually collapses, while a slowly
unfolding sonority in the winds follows a clear voice-leading trajectory toward great
tension. Both center around one pitch, which connects to the following passage by a
semitone. I constructed the second section specifically around rhythm, with a clearly
established pulse in the bassoon. Unlike the opening passage, which exhibits a strict
sense of pulse with hocket effect, the momentum is here directed outward from the
fixed pulse into an unraveling syncopation. Toward the end of the section the bass
voices entirely dislocate the rhythmic equilibrium by stepping off the beat into a
melodic event, unraveling the sense of pulse until the piece nearly tears apart from the
inside. The third passage spins around an introspective clarinet solo, with a sparse,
growing accompaniment in the orchestra, which gradually gains momentum through
upward, stepwise motion in the bass voices of the orchestra. In the penultimate

passage elements of the first three sections coalesce into frenzy before bursting out
into the final, brief episode, featuring a unified resolution of the pitch tensions of the
work.
I dedicate Centric (both in the original version, scored for chamber ensemble, as well
as the current orchestral score) to Federico Garcia. Like any great friend, Federico has
been both a source of inspiration and a strong supporter, as well as has presented a
welcome challenge to my beliefs, philosophy, and attitude for many years. He
premiered the chamber ensemble version of this work with his group, ALIA Musica
Pittsburgh on 15 March 2007, at Chatham College in Pittsburgh, PA. The orchestral
version is for another good friend, Jeffery Meyer, for premiere with the Thailand
Philharmonic Orchestra on 17 January 2014. Also, I would like to thank Dr. Sugree
Charoensook for his continued support and for inviting me to be Composer-inResidence for the Thailand Philharmonic Orchestra Season 9, for which this work
represents the first of five commissions.” -JJO

Concerto for Accordion and Orchestra (2014)
“The Concerto for Accordion and Orchestra, is dedicated to two fantastic musicians
from Iceland: my dear friend, Gudni A. Emilsson and our mutual friend, the works
commissioner, the bayan player Hrolfur Vagnsson. I decided to write a work based in
the music of Iceland, portraying some of the images I associate with that land (despite
the fact that I have never actually set foot there). Maestro Emilsson helped in this
vision by introducing me to a published set of Icelandic traditional music collected by
Jon Leifs (1899-1968), which formed the launching point for much of the work. I also
knew before writing that the work would premiere on a program with Bela Bartok’s
Concerto for Orchestra. So, I felt it would be appropriate to honor Bartok’s style
when setting this music in order to complement that masterpiece of the canon.
The work is in four movements: i. A land of fire, ice, & Frónbúi, ii. Waltz-ish (leaning
over the rail), iii. To the death of banks, and iv. Grateful for the Music. The first
movement is alternately volatile and serene, like the formation of an island. The
second movement somehow elicits the past days of the Dionysian Vikings, traveling
the seas to conquer and lay waste. The third movement refers to the tragic collapse of
the Icelandic economy, which had been largely dependent upon the (now failed)
banking industry prior to the “housing bubble” collapse of the last five years. The
fourth movement is inspired by my personal affinity for the music of Iceland with
bands such as Múm, Sigur Rós, Sugarcubes (and Björk), and the wonderful classical
musicians I have met from that great island in the last decade.
I am extremely grateful and indebted to Dr. Sugree Charoensook for commissioning
this work.” -JJO

Epiphoneme for Orchestra (2014)
“Dedicated to my son and daughter, the harmonic language of this work looks
backward toward my jazz training, suffusing this with an orchestral sound world.
Epiphoneme is the third movement of my nearly complete symphony, meant to
prepare the listener for the rapid-fire finale by asserting a slow, alternately lyrical and
highly dissonant movement. The title refers to the formal trajectory, which outlines a
clear orientation toward an epiphany, in conjunction with its essential motivic
underpinning – a kind of musical phoneme. Thus, epiphany + phoneme =
Epiphoneme.

In the opening two measures I introduce an essential four-note group (tetrachord),
then transform this – turning it upside down and/or backwards, stretching and
compressing the intervals, transposing it to other areas, etc. – and juxtapose it with a
yet simpler idea comprised of one interval (minor second). The harp carries the
transformation of the initial tetrachord for much of the opening passage, with the
winds offering the second motive as a contrasting response. Adhering to a transparent
epiphanic form, the momentum of the work carries the listener to a false summit –
wherein the two ideas attempt but fail to merge – before reaching the true climax at
the final passage. This moment resolves the tensions presented to this point, before
proceeding through a brief dénouement. I would also mention that I have provided a
surprise, somewhere above, below, in front of, or behind the audience, which will
appear at some point near the middle of the work.
I am extremely grateful and indebted to Dr. Sugree Charoensook and Maestro Gudni
A. Emilsson for commissioning this work.” -JJO

Three Pictures of Europe for Orchestra (2014)
“During the summer of 2003, I spent two months traveling throughout Western
Europe before arriving in Poland to study at the Academy of Music at Krakow. These
three brief movements derive from my recollections upon that time, inspired by three
photographs I took:

The first movement, Ángel Caído, was inspired by the famed statue of Lucifer at
Parque del Buen Retiro, in Madrid. Meant to evince the fallen angel’s struggle to
accept condemnation, individual voices of the orchestra obsessively recount a single

melodic idea. Each voice recites a (initially) six-bar melody, with variations of
rhythm, phrase length, and permutation so that the composite whole is variegated. As
the main body of the movement progresses, the melody is stretched into increasing
time spans, relaxing the melodic tension while the intensity increases in other
domains. Oświęcim, the Polish town the Germans referred to as Auschwitz, is based
upon a photograph of the death camp. It features clear, lamenting counterpoint as an
ominous reminder of the horrors of war and the darkest corners of the human spirit.
The final movement, Centraal Station, is rhythmically charged and driving.
Mimetically reminiscent of the train ride from Berlin to Amsterdam, the movement is
inspired by my concern for the current course of the human species toward an
uncertain destination. All of the movements are connected without pause.” -JJO

Transgression/ Regression for Orchestra (2014)
“I wrote Transgression/ Regression in response to a few recent and distasteful
incidents involving “clashes of culture.” I refer to the establishment of “Hitler
Chicken,” a restaurant in Bangkok, a recent fashion trend of swastikas on t-shirts here
(with accompanying text such as “old school Nazi”), and a controversial mural at
Chulalongkorn University featuring Hitler in full salute alongside various
personalities of pop culture of the twentieth-century. Unfortunately I cannot forgive
these incidents as merely cultural misunderstandings, simply because I do not believe
willful ignorance serves as an excuse for anything. Of course, I recognize that
misunderstandings will always occur when people of different backgrounds come into
contact; however, I am here speaking of the appropriation of a historical figure from
one cultural tradition by the pop and mercantile culture of another. That which was
borrowed in this case is abhorrent and the use to which it has been employed is
entirely reprehensible. I fear the cyclical nature of such social/ political constructs and
I have, quite simply, been greatly offended by this errant appropriation.
I begin the work by trying to capture the collective emotions of a people in response
to atrocity, in the immediate aftermath of war, in the wake of unspeakable acts. As the
piece progresses an event, first presented in chorale texture, is transported through
time and space, until it becomes distorted into a nearly unrecognizable form.
Eventually, the chorale returns in abbreviated form to signify a cyclical pattern
involving the brutality of people against people throughout history.
Enno Poppe and Ensemble Mosaik commissioned the chamber ensemble version of
Transgression/ Regression as part of the Goethe Institute – Young Composers of SE
Asia Competition & Workshop. It premiered on 14 December 2013, at the Princess
Galyani Vadhana Institute in Bangkok, TH. The orchestral version was commissioned
by Claude Villaret and the Thailand Philharmonic Orchestra, for premiere in their 9th
Season (2013-14).” -JJO

Roger W. Petersen (b. 1976)
Roger W. Petersen is currently Lecturer of Composition and Theory at the Mahidol
University College of Music in Bangkok, Thailand. A San Francisco native, he holds
a DMA degree from Michigan State University, a MM degree from the San Francisco
Conservatory of Music, and a BFA degree from Sonoma State University. He studied
composition with Ricardo Lorenz, Elinor Armer, and Will Johnson. Commissions
have come from Contemporary Enclave, San Francisco International Music Festival,
Schola Cantorum of San Francisco, h2 Quartet, Bay Area Composers’ Circle, and
MSU Wind Symphony. He has written music for orchestra, wind symphony,
chamber ensembles, chorus, solo instruments, and the stage. His music has been
performed internationally and as part of numerous festivals, including the 2010 CMS
National Conference, 2008 World Saxophone Congress, 2010 San Francisco
International Music Festival, 2011 International Saxophone Symposium, 2008 North
American Saxophone Alliance, and three different 2012 CMS Regional
Conferences. His current composition projects include a set of piano duets to
premiere this summer at the San Francisco International Music Festival, a work for
John Madden and the MSU Symphonic Band, and a saxophone concerto for Joseph
Lulloff.

Where Her Lingering Smile Resides (2009)
“Where Her Lingering Smile Resides was inspired by the passing of my grandmother
in 2008. We were very close. She was kind, gentle, and generous. Although I have
countless memories, the most prevalent is an image of her rocking in her chair with a
smile, which I can only guess was inspired by some recent or distant memory. I don’t
know where that smile resides now, but it constantly lives inside my head.
The piece, from an extra-musical perspective, broadly depicts life and what binds us
together. The first half gathers energy and momentum while the second half releases
it. A chordal introduction offers the hope and energy of a life full of possibilities.
After this introduction, the first half of the piece unfolds slowly; with very few notes
and an oppressive “G” pedal preventing the piece from gaining momentum. The
piece gathers energy as the main melody rises, the pedal slowly deteriorates, and
faster notes become more frequent. A climactic moment is reached near the halfway

point as the gathering momentum finally frees the music from the “G”. After a brief,
reflective, and calm middle section, the second half of the work portrays a long
descent from the high tessitura of the ensemble, signifying the inevitable journey
toward death. The piece could presumably end in darkness. However, a final melody
in the cellos slowly wanders to an optimistic conclusion.
There are two main musical elements in the piece; the chordal material that opens the
work and the chromatic melody that follows. During the first half of the piece, the
melody appears four times as eight-measure phrases with interludes of a ‘heart beat’
in the percussion. Bowed by the violins, the melody climbs higher and higher, and
the accompaniment becomes more elaborate and rhapsodic as the “G” pedal
disintegrates and the piece gathers momentum. The same chromatic melody is also
the focus of the second half of the work. However, instead of climbing in the violins,
it descends from the high tessitura of the ensemble and is transformed by the
percussion. No longer heard as sustained pitches, each note of the melody decays
quickly, played mostly by the xylophone and marimba. As the second half of the
work unfolds, not only does the melody struggle to make its full eight-measure
statement, it is consumed by the longer sustained pitches of the strings. Since the last
half of the piece expresses a long decay towards death, the transformation of the main
melody from quickly decaying sounds to sustained sounds is an interesting
contradiction between the musical and extra-musical narratives.” –RWP

Astor Piazzolla (1921-1992)
Astor Piazzolla was an Argentine/ American composer and bandleader during the
modern and post-modern eras. At the age of three, his family emigrated to New York,
where he became a child prodigy on the bandoneon, an adapted concertina used
primarily in tango and in the folk music of Lithuania. In 1937, Piazzolla returned to
Buenos Aires, where he studied with Ginastera. Upon receiving a prize from the
Buenos Aires Philharmonic Orchestra, Piazzolla traveled to Paris, where he studied
with Nadia Boulanger. At various stages of his adult life, he lived in Paris, Buenos
Aires, and New York.
Piazzolla created his own, initially controversial style of tango, Tango Nuevo,
characterized by abundant chromaticism, elements of jazz, and expanded
instrumentation. Although initially rejected by artists of various ilk within Argentina,
towards the end of his life Piazzolla was heralded as the “savior of tango” for having
revived the genre in his native land. After 1960, he received increasing commissions
from performers in the classical world, including Mtislov Rostrapovich and Kronos
Quartet.

Double Concerto for two Guitars and String Orchestra,
‘Hommage a Liege’ (1985)
The Double Concerto for two Guitars, ‘Hommage a Liege’ was transcribed from the
original, for bandoneon, guitar, and string orchestra. The work is a classic example of
Tango Nuevo, and features the milonga rhythm (3+3+2) throughout. The lovely i.
introduction features the soloists without accompaniment, inviting the listener into the
intimate aura of the classical guitar. II. Milonga, which opens attacca from the
introduction, features a repeating melodic descent, outlining the rhythm. As a suitable
contrast to the dark gravity of the second movement figure, III. Tango features the
milango rhythm in a lilting melodic ascent. Both movements maintain the light,
intimate character of the introduction, reminding the listener more of chamber music
than the typical virtuosic concerto.

Sergei Prokofiev (1891-1953)
Sergei Prokofiev was a Russian composer and pianist of the late Romantic/ early
Modern period. Although he was the third child born to his parents, both of his older
sisters died in infancy leaving Sergei to a relatively pampered, only-child upbringing
in an upper-class family. He began studying piano at the age of four and is purported
to have begun composing around the same time. He composed mostly small piano
works until 1900 when, inspired by his first exposure to opera, he completed his first
work in the genre, Velikan (“The Giant”). In 1903, he met Aleksandr Glasunov, who
convinced Prokofiev’s parents to allow him to study at the St. Petersburg
Conservatory. Prokofiev graduated in 1909 as a “free artist.” His early style both
typified and caricaturized the “Russian” sound of the late Romantic tradition. Many of
the works from his student days and early adulthood remain rooted in deeply
conservative formal structures, while venturing into complex tonal groupings and
extremely aggressive dynamic and textural domains.
During the October Revolution, Prokofiev left his native Russia, as did many other
prominent composers. Unlike most Émigrés, however, Prokofiev returned to the
USSR in 1936, after spending nearly two decades in the USA and Europe. During
World War II, the Soviet government was largely preoccupied by the defense of its
borders and, perhaps for this reason, the arts enjoyed a period of relative freedom.
Consequently, Prokofiev infused a modicum of modernist aesthetic into his
compositions. After the war’s end, he suffered reprisals from Stalin’s regime as a
result of this liberal period. For most of his career after the return to his homeland,
Prokofiev had been lauded for embodying the ideals of “Socialist Realism.” However,
in the official resolution of 1948, “On the Opera The Great Friendship by Vanno
Muradeli”, Prokofiev – along with Shostakovich, Khachaturian, and Myaskovsky –
was persecuted for “formalist distortions and anti-democratic tendencies.” Prokofiev
never fully recovered from this public rebuke, spending the remainder of his life
battling illness and insecurity about how best to please the Russian authorities, twice
apologizing to the Union of Composers in open letters. Prokofiev died on 5 March
1953, his death passing virtually unnoticed by the world, given that Joseph Stalin died
on the same day.

Peter and the Wolf, Op. 67 (prem. 2 May 1936, Central
Children’s Theater, Natalya Sats, cond., Moscow)
At its premiere, Peter and the Wolf did not gain much attention, according to the
composer. However, as time has passed the work has received countless performances
in all parts of the world, establishing it as a true classic and unquestionable success.
The narrative of the work is a sort of cautionary tale about incaution in the face of
perilous nature. Peter is a young boy, living on a farm. One day, he leaves the gate to
the farm open, allowing the resident duck to venture out to a nearby pond for a swim.
Peter is scolded by his grandfather and warned of the danger of wolves. Meanwhile
the duck and a passing bird manage to avoid the stalking cat only to be confronted by
a genuine wolf. Although the bird is able to escape the wolf’s clutches, the duck is not
so lucky and is swallowed whole. Peter contrives an elegant means of capturing the
wolf and persuades a group of hunters, who had been tracking the wolf, to help him
deliver the wolf to the local zoo, the duck still quacking in the wolf’s belly.
Peter and the Wolf is an elegant display of Prokofiev’s mastery of orchestral color.
Each character of the narrative is represented by a different orchestral instrument,
which brings the story to life with great effect. The oboe assumes the role of the duck,
with the flute embodying the bird. The cat is portrayed by the clarinet, with the
bassoon assuming the role of Grandfather. The wolf is characterized by the horns,
with the strings as the voice of Peter. For the hunters, Tchaikovsky chose to use the
woodwind choir with gunshots in the percussion. As such, Peter and the Wolf has
inspired generations of children to investigate instruments of the orchestra and has
helped young musicians to identify the sound of each instrument. As a pedagogical
tool for introducing young people to the variegated colors of the ensemble, it remains
virtually unparalleled in its effectiveness. As a work of musical magic, it is firmly
established as one of the great masterpieces of the canon.

Piano Concerto no. 2, op. 73 in G Minor, Op. 16 (1912-13,
premiered 23 August 1913, Pavlovsk, S. Prokofiev piano solo)
The Piano Concerto no. 2 is dedicated to Maximilian Schmidthof, a friend of
Prokofiev’s at the St. Petersburg Conservatory who had committed suicide in April of
the year of its premiere. During the Russian revolution, the original score was
destroyed in a fire, forcing Prokofiev to reconstruct it (1923). The composer claims to
have made it less predictable and “slightly more complex in its contrapuntal
framework.” Prokofiev premiered the revised version in Paris in 1924. At present, the
work remains one of the most technically demanding concertos for piano in the
repertoire.
The first movement Andantino-Allegretto opens with a somber melody in the piano
(after a brief introduction in strings and clarinet). Much like Prokofiev’s other piano
concertos, the work features rapid and imaginative harmonic and textural shifts. The
typically angular melodies of the solo part evince myriad colors and intensities. After
one of the most extensive and demanding cadenzas in the repertoire (nearly five
minutes long), which traverses the development section, the orchestra returns to effect
the climax of the movement.
The second movement Scherzo features a motoric and unrelenting solo part. Although
fairly brief, the movement pushes the virtuoso pianist to, essentially the limits of his/
her ability. The Intermezzo: Allegro Moderato third movement is not lyrical, as might

be suggested by the form to this point. It opens with a pesante (heavy) bass-line and a
return to the tonic key of the first movement, G Minor. Other than a slightly
introspective thematic moment, the bulk of the movement is dark and foreboding The
plodding intensity of this music is tempered by a sarcastic wit that make it a
rewarding and unique complement to the preceding scherzo.
The Finale: Allegro Tempestoso is, as the name suggests, a whirlwind of activity,
opening with the orchestra and soloist descending from the extreme high register,
eventually settling into the middle of the soloists range. Once again, the angular,
percussive character of the piano guides the music to traverse sometimes jarring
musical textures. For significant passages though, the somber character of the opening
melody returns and the listener is reminded of the work’s dedication. The close of the
work returns to Prokofiev’s native propensity toward frenetic activity and perpetual
motion.

Piano Concerto no. 3 in C Major, op. 26 (1917–21, prem. 1921,
Chicago Symphony, F. Stock, cond., S. Prokofiev, pno.)
The Piano Concerto no. 3 is in the traditional three movement form but features a
relatively large orchestra of double winds and five percussion, which plays an
unusually prominent role. The Third Concerto is widely recognized by audiences and
critics as one of his finest works and is largely regarded as his greatest in the genre.
Typical of Prokofiev’s concerto style, it features lyrical passages interspersed with a
lively and jovial chromaticism.
The first movement, Andante-Allegro opens with an expressive clarinet solo and
gradual accumulation of voices before being interrupted by the soloist. In sonata
form, it demonstrates brilliant, virtuosic piano writing that tests the limits of the
greatest performers. The second movement, Tema con variazioni, displays a sardonic
humor. The finale, Allegro non troppo is, in Prokofiev’s own words an “…argument
between soloist and orchestra…” The virtuosity of the first movement is here
surpassed by one of the most fantastic displays in the literature.

Romeo and Juliet, Op. 64 (1936)
Prokofiev cited Romeo and Juliet in his first public apology to the Union of
Composers, as evidence that he had “overcome the influence of western currents,”
which had led him to be “guilty of formalism and atonality.” In fact, it remains one of
only two works after his repatriation unaffected by political decisions on the part of
the composer or retribution from the state. Both the Bolshoi Ballet and Leningrad
School of Choreography backed out of performances of the Ballet version of the
work, due to its difficulty and it was not premiered until 1938, in Brno. The
Leningrad Philharmonic Orchestra under the conductor, Evgeny Mravinsky premiered
the second symphonic suite on April 15, 1937, to great success. Tonight’s
performance features a combination of the two suites, selected by the conductor.
The first group of symphonic suites is divided into 7 sections, each depicting scenes
from Shakespeare’s classic drama. It begins with a Folk Dance, setting a lively scene
for the drama to follow, followed by another brief introduction in Scene (the Street
Awakens). This is ensued by Madrigal featuring a serenade by the young lover for his
beholden. The Minuet (the Arrival of the Guests), featuring the various characters
twirling in the midst of the Capulet ball, pairs with Masks to depict the incursion of
three young Montagues into the dance floor of the enemy. Romeo and Juliet is a

vivid, heart-wrenching depiction of the young couple and their tragic fate. The suite
closes with Death of Tybalt, which focuses on the duels between that character and
both Mercutio and Romeo.
The second group of symphonic suites is also divided into 7 sections. In the first, The
Montagues and the Capulets, the intimation of tragic outcome is present but the piece
primarily exudes boastful rhythms, which announce the feuding noble families at the
center of the story. The Child Juliet depicts a vivacious young woman, full of joy and
rigor. Friar Laurence introduces the solemn monk, whose unfortunate role in the tale
is suggested from the outset with an alternately austere and mournful Bassoon solo
followed closely by a reserved, ascetic texture in the strings. The fourth piece, Dance
brings the audience to a scene of youthful merry-making and romance, with a lively,
rhythmically challenging melody in the oboe set against the strings and percussion.
As the movement progresses, the harmony sometimes spins out of control, perhaps
due to excesses sometimes involved in merry-making. Romeo and Juliet Before
Parting begins with a delicate flute melody against a calm string texture, building to a
lavish confirmation of the young lovers’ future happiness, somewhat hindered by dark
premonitions of the story’s true outcome. The movement closes with a passage
conveying uncertainty, in spite of the happy young couple. Dance of the Girls with
Lillies presents a simple dance tune with a touch of the exotic. The final piece, Romeo
at Juliet’s Grave does not spare the truth of the story in favor of a “happy ending.”
The hopeful thematic material from Romeo and Juliet Before Parting reappears in the
strings, followed by a dark reply from the brass leaving no doubt of Romeo’s
imminent decision. There is little consolation in the delicate C Major triad at the
work’s close (with piccolo sitting comfortably at the top), which may allude to an
awaiting afterlife or a possible reconciliation between the feuding clans.

Violin Concerto No.2 in G minor Op.63 (prem. Madrid, 1
December 1935, Madrid Symphony Orchestra, Samuel
Dushkin, cond., Robert Soetens, vln.)
Prokofiev’s Violin Concerto No.2 opens with the haunting, principal theme first
introduced by the soloist. After the orchestra joins, the rapid fire transition to the
secondary theme nearly forms its own thematic role within the sonata movement
structure. Before embarking on the dizzying development section – which traverses
several key areas in a frenzy of activity based primarily on the principal theme,
secondarily upon developing variations of the secondary theme area – the orchestra
comes to a standstill. In the recapitulation, the bass voices of the ensemble reintroduce the opening theme. The final statement of this theme, in the coda to the
Allegro moderato movement, is highlighted by hammering, intense pizzicatos in the
solo part, before the soloist defies complete resolution of the tonal tensions by ending
on the dominant scale degree.
The second movement, Andante assai, is structured very much like a minuet and trio
and embodies a delightful spirit, in stark contrast to the intensity of the opening
movement. Against a light, crisp, arpeggio in the orchestra, the soloist sings a melody
of unequalled beauty to invite the listener into this new space and sound. The second
theme is more playful and a bit more angular. Not aggressive or dark, the theme just
embodies movement with more vigor. At the return of the first theme, the orchestral
sound fills and swells, invoking the soloist to sing with an even greater verve than in
the first occurrence. At the final statement of the robust principal theme, the soloist

and orchestra switch roles, with the bassoons and clarinets leading the melody, while
the soloist plucks the accompaniment.
The Finale of the work, Allegro ben marcato, evokes a sense of Spain to an almost
hyperbolic effect. It is the shortest of the three movements and the one seemingly
least concerned with melodic identity. Still the intensity of the dance lingers in one’s
heart long after the last notes die away.

Sergei Rachmaninov (1873-1943)
Sergei Rachmaninov was a Russian-born composer, pianist, and conductor.
Rachmaninov was an extremely gifted performer, who premiered most of his own
works, which mostly either included or featured the piano, to stunned audiences. After
his father squandered the family fortune, they moved to St. Petersburg (1882), where
the young talent attended the conservatory, receiving a general education and
studying piano with Vladimir Demyansky. Although he prospered as a piano student,
his performance in general studies was poor and, with the threat of his scholarship
being withdrawn he moved to the Moscow Conservatory where he worked under the
disciplinarian, Nikolay Zverev. After several years of diligent work, Rachmaninov
graduated with honors, earning the Great Gold Medal, on 5 June 1891.
Immediately upon graduating, Rachmaninov signed a publishing contract and, shortly
thereafter, composed one of his most lasting and recognized works, the Prelude in C#
Minor. In the period between his graduation and World War 1, he was rather prolific
producing many of the works that have established him as a significant figure of the
time, including three of his piano concerti and his first two symphonies. During this
time, he also established himself as a touring performer, gaining esteem within Russia
and abroad. As a result of these successes, he acquired the Ivanovka estate, a place
very near his heart.
During the revolutionary fervor of 1914-1917, Rachmanionv lost the estate he had
called home for more than 20 years to the chaos of that environment. As the
Bolshevik’s claimed power, he decided to leave his native Russia for Western Europe.
In 1918, he moved first to Stockholm, then Copenhagen. In 1921, his family bought
their first home in the United States (NY), where they consciously aspired to re-create
the atmosphere of their Ivanovka estate.
In 1939, with the Second World War looming, the Rachmaninov family decided to
settle in the U.S., resolving to move to Los Angeles. In 1940, he completed his last
work, the Symphonic Dances. While on tour in 1942-3, he became quite ill with
lumbago, arthritis, fatigue, and, as later became evident, cancer. He gave his last
concert in Knoxville, Tennessee in January, before returning to Los Angeles. He

succumbed to cancer rather shortly after his diagnosis. He died on 28 March, in
Beverly Hills.

Piano Concerto no. 1 in F-sharp minor, op. 1 (prem. 17 March
1892, Moscow Conservatoire, V. Safinov, cond., S.
Rachmaninoff, pno.)
Rachmaninoff based his Piano Concerto no. 1 on the Grieg Piano Concerto, which he
greatly admired. The version performed now is a dramatic revision, completed in
1917. The work is in the traditional three-movement form.
I. Vivace opens with a brass fanfare. This separates the work from Rachmaninoff’s
later concerti, which begin with the soloist. Rachmaninoff’s idiosyncratic approach to
melody is here, though. The principal theme of the movement looks forward toward
the later works, both in its use of internal sequence, and its overall shape. In addition,
Rachmaninoff’s penchant for symmetry exerts itself in the carefully placed recurrence
of thematic elements. The second movement, ii. Andante cantabile is a brief,
reflective nocturne. In the revision, Rachmaninoff preserved the original harmonic
fabric adding a degree of chromaticism characteristic of his later style. The
melancholy tone and the interplay between the central motive and various sequential
responses is quintessentially Rachmaninoff. III. Allegro scherzando opens with a
frenzy, which does not offer much opportunity for reflection during the course of the
principal theme. The secondary theme transports the listener to a more soothing world
of lyricism and repose. In a strange episode at the end of the secondary theme, the
work seems to expire, only to be reinvigorated by a return to the lively scherzando to
close out the work.

Piano Concerto No. 2 in C Minor, Op. 18 (prem. 9 November
1901, S. Rachmaninov, pno., Alexander Siloti, cond.)
Rachmaninov’s Piano Concerto No. 2 is a pinnacle of achievement within the
repertoire. Recognized as one of the most difficult yet rewarding works for piano and
orchestra, the piece exhibits Rachmaninov’s penchant for highly chromatic, functional
harmony, as well as his intuitive lyricism. The work is dedicated to Nikolai Dahl, a
physician who had helped the composer recover from depression, in the wake of the
prevalent derision his first symphony (1897) had received upon that work’s premiere.
The first movement, i. Moderato, is in sonata form, albeit obtaining a unique
approach to the model. In the recapitulation, the principal theme reappears as an
accompaniment line to what had been a subordinate in the opening. Thus, although
the ideas recur in a predictable manner, the roles of foreground and background are
altered in the return to the tonic area. Movement ii. Adagio sostenuto – Piu animato –
Tempo I is a quintessential display of Rachmaninov’s melodic expression. The third
movement, iii. Allegro Scherzando, reconfirms thematic ideas from the previous two
movements, ultimately concluding the work in C Major, with an exuberant coda.
Although the work exhibits some idiosyncratic traits, such as alterations to the
internal formal relationships within movements and Rachmaninov’s characteristic
chromaticism, in many ways it remains fixed upon the traditional model of concerto
form. Even more, although the harmonic language is extremely adventurous in the
microcosm, the large-scale key relationships never venture far, essentially oscillating
between the tonic key (C Minor) and its relative (Eb Major), as well as between the
parallel major (C Major) and its relative key center (E). In this way, Rachmaninov

manages to lead the listener through dramatic shifts in harmony on the local scale,
without losing a center upon which to retain the drama.

Piano Concerto no. 3 in D minor, Op. 30 (1940)
Unlike most of Rachmaninov’s oeuvre, the Piano Concerto no. 3 opens with sublime
simplicity. After the short introduction of a soft-edged pulse, the opening movement,
Allegro ma non tanto introduces the main theme with a long, understated melody
doubled at octaves in the soloist’s hands. Although Rachmaninov claimed that the
melody came to him without precognition or conscious control, it has subsequently
been found to bear close relation to the Russian Orthodox chant, “Thy tomb, o Savior,
soldier’s guarding.” The second theme of the movement is similarly subtle – first
merely suggested as fragments, then revealed as a dialogue between the orchestra and
piano. The movement drives toward an overwhelming climax and dénouement, after
which the initial theme returns and transitions to a flurry of motivic fragments which
reveal the composer’s mastery of material development and contrapuntal
coordination.
The second movement, “Intermezzo,” is a sizeable Adagio despite its ascription. Here
the relationship between the piano and accompaniment is more antagonistic than had
been in the first movement, with the piano entrance disrupting tranquility to force the
orchestra into a very different harmonic world. The thematic material of the body of
the movement is closely related to that of the previous Allegro.
The Finale is a torrent of virtuosic display. Much of the thematic materially also
relates backward within the work, which lends the work unity and balance. Unlike the
typical sonata form, though, Rachmaninov replaces the development section with
digressions into the themes from the first two movements. After this the recapitulation
appears to reclaim the form as a rather odd sonata structure. The final section of the
work features a triumphant second theme and resolves the tonal structure to the
parallel major, thus bringing a stunning and bright reward to the tensions of the work.

Symphonic Dances, Op. 45 (1940)
Rachmaninov’s Symphonic Dances was the last work he completed. In many ways, it
summarizes his compositional approach, in that it features quotations and stylistic
references to many of his lifelong preoccupations. Symphonic Dances opens with a
three-note motive relating to Rimsky-Korsakov’s The Golden Cockerel, the only work
he had brought with him when he fled Russia in 1917. Additionally, he quotes
Ecclesiastical chants – including the Dies Irae he had so often employed in earlier
works (such as the Variations on a theme of Paganini) – which had been objects of
great interest to him throughout his career. Most notably, however, the work allowed
him the freedom to express his heartfelt nostalgia for his homeland and suffuse this
with the vital rhythms and lush harmonies of his late style.
Symphonic Dances is in three movements: Non allegro, Andante con molto (Tempo di
valse), and Lento assai – Allegro vivace – Lento assai. The first movement has proven
a challenging and rewarding work. The movement features a quotation from his first
symphony, which had been the greatest failure of his compositional career, which
Rachmaninov thought only he would recognize (he had destroyed all copies of the
score; however, parts turned up in Leningrad, shortly after his death). Also
noteworthy, the movement showcases an extended solo for saxophone, for which the
composer had never written before.

The second movement may be described as a parody of the Viennese waltz, in 6/8
meter. As it progresses, the rhythmic activity becomes more agitated until it
approaches a sense of anxiety. After this, it recedes into the shadows to close the
movement.
The bulk of the finale is nearly as dark, though perhaps more transparently so. It is a
morbid affair, with stark quotations of the Gregorian Dies Irae, as well as a traditional
chant of the stern-sounding Russian Orthodox tradition. The opening dance of fury, or
death dance, sets the tone for the bulk of the movement. In the middle section, a
lyrical but melancholy tone settles the energy for a time, while maintaining a
despondent tone. After this, the opening dans macabre returns; however, this second
iteration reaches a blistering climax before arriving at a more hopeful music, set
against a quotation from the Russian Orthodox tradition “Blessed be the Lord.”
Perhaps presciently, as this would be the final passage of music Rachmaninov would
premiere, he penned in the autograph score: “I thank thee lord.”

Symphony No.2 in E minor op.27 (1906-7)
Rachmaninov completed his Symphony No.2 while living in seclusion in Dresden. He
conducted the premiere in St. Petersburg on 8 February 1908. The work demonstrates
his dramatic and powerful melodic style. Partially due to his gifts as a performer,
many of his works feature a high degree of flourishing ornamentation and fluid, rapidfire chromaticism. Yet, as this work shows, the true heart of his work is the lyricism
of his melodic treatment. In addition, Rachmaninov is no exception to the longstanding tradition of opulent and resourceful treatment of orchestral colors. The work
also establishes Rachmaninov’s mastery of larg-scale formal structure.
The first movement (Largo — Allegro moderato) opens with a somewhat dark,
brooding passage. The introduction is somewhat lengthy, before the allegro material
comes to the fore. The mood of this movement feels at times tempestuous, at others
calm and reflective. The contrast of material create a satisfying narrative drama for
the listener, establishing the first movement, alone, as a significant accomplishment in
the development of Rachmaninov’s formal design.
The scherzo second movement (Allegro molto) is quite vigorous, almost reckless. The
first motive is carried mostly by the horns and the second unites with the first
movement, forming continuity over the large scale. The movement ends with a
quotation from Dies Irae, in brass chorale, which chills the most sensitive of listeners.
Movement III (Adagio) is based on the common motivic material of the first two
movements, embodying the late Romantic style. The lyricism of the movement is
rhapsodic and warm. At the climax of the movement, the opening material of the
symphony is finally fulfilled.
The finale (Allegro vivace) summarizes the previous materials, gratifying the
narrative scope of the work. It is a grandiose movement, full of bright sentiment and a
touch of nostalgia.

Variations on a Theme of Paganini, Op. 43 (1934)
Rachmaninov composed twenty-four Variations on a Theme of Paganini based upon
the final Caprice of Paganini’s set of twenty-four. In many ways, this work was
Rachmaninov’s signature piece. He performed it regularly during the tours of the last

decade of his life and it was the last work he performed with orchestra, some two
months before his own death.
During the Romantic Era, Paganini achieved a legendary status as a performer and
was renowned for his technical skill, as well as his lyrical sensitivity. Promoted, as is
now known, by Paganini himself, he was such a phenomenon that his legend reached
Faustian proportions. It was said that he had traded his soul to the devil in order to
obtain his astonishing musical abilities.
In composing the work, Rachmaninov deliberately focused upon the mythology
surrounding Paganini. While consulting with the choreographer, Mikhail Fokine (who
premiered a successful ballet based upon the Variations in 1939), Rachmaninov gave
insight into the inspiration behind the work’s construction: "Why not resurrect the
legend about Paganini, who, for the perfection of his art and for a woman, sold his
soul to an evil spirit? All the variations which have the theme of Dies Irae [Nos. 7,
10, 24] represent the evil spirit. The variations from No. 11 to No. 18 are love
episodes. Paganini himself appears in the ̳theme (his first appearance) and again, for
the last time, in variation No. 23. The evil spirit appears for the first time in variation
No. 7. Variations Nos. 8, 9 and 10 are the development of the evil spirit. Variation
No. 11 is the turning point into the domain of love. Variation No. 12 — the Menuet
— portrays the first appearance of the woman. Variation No. 13 is the first
conversation between the woman and Paganini. Variation No. 19 — Paganini‘s
triumph.”

Joseph Maurice Ravel (1875-1937)
Joseph Maurice Ravel was a Basque/ Swiss composer who spent most of his life in
Paris. For his revelatory approach to texture and his unique harmony, Ravel is
remembered as one of the most influential composers of his era. Perhaps Ravel’s
greatest accomplishment, however, was his orchestration technique. His brilliant
understanding of orchestral color remains virtually unequaled. Of his original
compositions, most noteworthy as a pure exposition of this technique is Bolero, which
contains a bare, simple melody undergoing variation exclusively through orchestral
color.
Although often viewed, alongside Debussy, as the prototypical French composer of
his time, Ravel was a maverick. For example, he described himself as “national in
music but not in politics,” a viewpoint that separates him from the chauvinist attitude
of many of his contemporaries, during a staunchly nationalistic period in the arts of
Europe. In some ways though, Ravel epitomized contemporary attitudes. Toward the
past, he stated: “If you have nothing new to say, then you cannot do better, while
waiting for the ultimate silence, than to repeat what has been well said. If you do have
something to say, that something will never be more clearly seen than in your
unwitting infidelity to the model.” This nod toward the “giant shoulders” on which he
stood, coupled with the simultaneous acknowledgement of and priority toward
entirely new methodologies typifies the duality of the concurrent Modernist paradigm.
Towards the end of his life, Ravel began to worry that he had left no legacy. At
various times, he claimed: “I have left nothing!” and “I have not said what I wanted to
say. Alas, I am not one of the great composers!” By contrast, his legacy is virtually
unmatched in the sense that nearly all of his completed works (sixty or so) have
become standards of the repertoire.

La Valse (prem. 12 December 1920)
La Valse was originally conceived as a ballet, under a commission from Sergei
Diaghelev of the Ballets Russes. When Diaghelev heard a two-piano reduction of the
work, he claimed it was a “masterpiece… but it is not a ballet. It’s a portrait of
ballet.” Offended by this comment, Ravel severed their relationship, even refusing to

shake Diaghelev’s hand when the two met again in 1925. This act nearly led to a duel
between the two, which was fortunately dissuaded.
La Valse exhibits something special and profound about the relationship between the
contemporary milieu and an artist’s output. The work is sometimes understood as a
commentary on the post-war conditions of central Europe. George Benjamin wrote:
“Whether or not it was intended as a metaphor for the predicament of European
civilization in the aftermath of the Great War, its one-movement design plots the
birth, decay and destruction of a musical genre: the waltz.” However, Ravel rejected
this notion, saying "While some discover an attempt at parody, indeed caricature,
others categorically see a tragic allusion in it - the end of the Second Empire, the
situation in Vienna after the war, etc.... This dance may seem tragic, like any other
emotion... pushed to the extreme. But one should only see in it what the music
expresses: an ascending progression of sonority, to which the stage comes along to
add light and movement." How many times have we heard an artist disclaiming the
context of his or her time and place, in favor of some other inspiration? Yet, the
historical moment is undeniably here.
As a work the piece exhibits a Romantic flare not found in many of Ravel’s other
works. The composer wrote in his preface: "Through whirling clouds, waltzing
couples may be faintly distinguished. The clouds gradually scatter: one sees at letter
A an immense hall peopled with a whirling crowd. The scene is gradually illuminated.
The light of the chandeliers bursts forth at the fortissimo letter B. Set in an imperial
court, about 1855." The subject of the waltz is not uplifting or light, as so many
waltzes are, rather it is a dark and serious melody that runs the course of the work. As
the piece progresses, the generative forces begin to spin out of control, ending with a
danse macabre.

Ma Mére l´Oye (“Mother Goose,” prem. 29 January 1912,
Paris, Theatre des Arts)
Ravel originally scored Ma Mére l´Oye for piano four hands, for the Godebski
children (Mimi and Jean, aged 6 & 7 at the time of completion). As an orchestrated
work, Ravel added two movements and a group of interludes in order to expand it to a
full ballet. The current eleven-movement work features many noteworthy and
contemporaneous techniques of composition, such as quartal harmony, pentatonic
mode, and pandiatonicism.
Ma Mére l´Oye is an extremely imaginative work, based upon the traditional Mother
Goose fairy tales. The work begins with a Prelude, which alludes to the following
tales by prognosticating melodies and textures of later movements much in the
manner of an opera overture. The following Spinning Wheel Dance and Scene, evokes
an old woman working at her spinning wheel through a flourish of running sixteenthnotes. Sleeping beauty enters the room, trips, pricks her finger on the old woman’s
needle, and then falls into a deep sleep, to transition without pause into Pavane of the
Sleeping Beauty. The remainder of the ballet depicts her dreams, each separated for
the other by interludes: three tales from Mother Goose. First, Sleeping Beauty
envisions the Conversation of Beauty and the Beast, which is carried by the clarinet
(Beauty) and contrabassoon (Beast). After another interlude, Sleeping Beauty next
dreams of Tom Thumb, “[who] thought he would easily find his way, thanks to the
bread he had scattered wherever he had passed, but he was quite surprised when he
couldn’t see even a single crumb of it. Birds had come along and eaten every bit.”

(Perrault). The music for this tableau is rather unpredictable, especially concerning
metric accent and rhythm, meant to depict the meandering boy, losing himself in the
woods. Laideronnette, Empress of the Pagodas exhibits characteristic exoticism,
through the aforementioned use of the pentatonic mode. In addition, the movement
features the percussion family (cymbals, xylophone, glockenspiel, celeste, harp, and
tam-tam), probably inspired by the composer’s life-changing exposure to Javanese
Gamelan at the 1889 Paris Exhibition. The Fairy Garden is the return of Sleeping
Beauty to waking life, with the arrival of Prince Charming to awaken her with a kiss.

Bolero (prem. Paris Opera, 22 November 1928, Walther
Straram, cond.)
To the composer’s great surprise, Bolero remains one of his most lasting and often
performed works. Ravel was convinced that most orchestras would refuse to play, due
to its repetitive nature. Originally conceived of and performed as a Ballet (the
premiere was choreographed by Bronislava Nijinska), Bolero is most often performed
now as a purely orchestral work. Although a dubious account, one must include the
following: in the chaos following the premiere of the work, a woman shouted “Ravel
is mad!” Upon hearing of this, Ravel is quoted to have remarked: “She must be the
only one who understood the piece.”
The controversy surrounding the work has to do with its fundamental construction. By
intent the composer designed the work around two melodies, which each repeat
several times, set against an unchanging ostinato in the snare drum. Development is
achieved in the work through two factors: 1) a gradual, unmitigated crescendo to a
dramatic tutti and 2) an elaborate exploration of orchestral colors in the two melodies.
Although the melodies always occur in C Major/ D Phrygian, some upper voices
sound on different pitches, as doublings meant to reinforce the overtone series’ of the
coincidental, fundamental line.
No critic has exerted a harsher reproach to the work than Ravel himself, who is
quoted as saying: “It constitutes an experiment in a very special and limited direction,
and should not be suspected of aiming at achieving anything different from, or
anything more than, it actually does achieve. Before its first performance, I issued a
warning to the effect that what I had written was a piece lasting seventeen minutes
and consisting wholly of ‘orchestral tissue without music’ — of one very long,
gradual crescendo. There are no contrasts, and practically no invention except the
plan and the manner of execution.” In recent years, analysts have explored many
possible explanations. Some psychologists have speculated that the work is an
example of perseveration, an early symptom of Alzheimer’s disease, which is
characterized by the obsessive repetition of words and phrases. Michael Lanford has
explored the idea of a very personal, dark, and deeper meaning for Ravel, given that
the rhythms in the work were inspired by the machines of his father’s factory and the
melodies are based upon a berceuse, sung as a lullaby by Ravel’s mother when he
was a child. Lanford’s interpretation is based upon the snare drum “dehumanize[ing]
one of the most sensuously connotative aspects of the bolero.” Here the machine is
understood to defeat the humane in a tragic envisioning of the twentieth-century crisis
of technology, warfare, and humanity. Or, perhaps it is a feminist re-telling of the
subjugation of women (mother’s melody) at the hands of controlling, chauvinistic
men (the factory).
Whatever, right? It sure is an enticing melody!

Ottorino Respighi (1879-1936)
Ottorino Respighi was an Italian composer of the late romantic period, widely
regarded as the most popular of his homeland after Puccini. He studied piano, violin,
and composition from the age of twelve at the Liceo Musicale, Bologna. In 1913, he
accepted a post at Liceo Musicale di Cecilia in Rome, where he taught composition
for over a decade. Shortly after receiving the appointment of Director of the Liceo in
1923, he left his post in order to focus on composition. With the success of his music,
he did not need to teach after 1925 but continued to offer an advanced composition
course for most of the remainder of his life. In his last five years, he suffered from
declining cardiovascular health, eventually succumbing to heart disease at the age of
56.
Respighi’s music is largely viewed as conservative by comparison to many of the
revolutionary movements of his contemporaries. Certainly his eclectic style shows a
well-spring of influences from the past and other cultures; however, the influence of
the more progressive elements of the time – especially R. Strauss – is also present to
modest degree. He is probably most remembered for the exploration of timbre and
narrative drama of his symphonic poems: Fontane di Roma (Fountains of Rome),
Feste Romane (Roman Festivals), and Pini di Roma (Pines of Rome). Although the
link to nationalist sentiments is apparent by their titles (and inevitable, given
Mussolini’s fascination with these works), it is doubtful that Respighi himself was
much taken by the fervor of the epoch. More likely, these works simply represent his
eagerness toward the color possibilities of the late-Romantic orchestra.

Pines of Rome (1924)
Respighi crafted Pines of Rome as the second work of a trilogy including Fountains of
Rome and Roman Festivals. The composer intended that each movement depict pine
trees in different locations of Rome, at different times of day; however, a more
accurate description of his program would be a depiction of various scenes in the
ancient city. The work is in four movements (i. I pini di Villa Borghese (The Pines of
Villa Borghese), ii. Pini presso una catacomba (Pines near a catacomb), iii. I pini del
Gianicolo (The Pines of the Janiculum), and iv. I pini della Via Appia (The Pines of
the Appian Way), each of a dramatically different character.

In the first, one imagines a group of children at play in the park Villa Borghese. The
second elicits a majestic scene, with extremely dark colors of the orchestra emulating
the depths of the catacombs. In the third movement, which depicts the second highest
hill of modern Rome, Respighi focused on the Janiculum temple of the Roman god
Janus. In the score, Respighi calls for a recording of a nightingale to be played during
performance. The final movement utilizes the capacity for military sound in the
orchestra, in the attempt to elicit a legion of troops marching along the Appian Way.

Nikolay Andreyevich Rimsky-Korsakov (1844-1908)
Nikolay Andreyevich Rimsky-Korsakov was born into nobility in provincial Russia.
As a young lad, he excelled at virtually every subject to which he put his mind.
Although he began piano studies at the age of five and wrote his first works at ten, he
was initially drawn to literature, more than to music. His principal teacher was Mily
Balakirev, who introduced him to the trends of Russian Nationalism – embodied by
Mussorgsky and Cui – that would later help to define his compositional style. In
1867, with the premiere of his Overture on Three Russian Themes, RimskyKorsakov’s secured his place at the heart of the ‘Moguchaya kuchka’ (the ‘Mighty
Handful’) nationalist composers, alongside Balakirev, Cui, Mussorgsky, and Borodin.
Despite the fierce opposition of the ‘Handful’ toward conservatory education,
Rimsky-Korsakov accepted a post at the St. Petersburg Conservatory in 1871, a
position he held for most of the remainder of his life. His old friend and teacher,
Balakirev, never forgave him for this “transgression.” Borodin, at least, condoned this
action, proclaiming: “‘Rarely can a musician have been so lucky as he: he stepped out
onto the musical stage when there was a demand for Russian musicians; he
immediately had the brilliant success that is now permanently assured; he hasn’t made
enemies in any musical coterie – all of them recognized his virtues unanimously; and
now he has a post that guarantees his financial security, and more than any other
position [such as his previous employment in the navy] meets his spiritual and
musical requirements … Not everyone is so lucky!”
In his new post as professor, Rimsky-Korsakov soon realized his inadequacies in the
fundamentals of music, including music theory. Therefore, as he later claimed,
‘Having undeservedly become a conservatory professor, I soon became one of its best
students.’ In addition to addressing the deficiencies in his music theory, counterpoint,
and composition training, at the conservatory he was required to assume conductor

duties for the student ensemble, which encouraged his life-long love and later mastery
of orchestration (he would later write one of the landmark treatises on this topic).
During the last fifteen years of his life, Rimsky-Korsakov was the most prolific. He
also became most outspoken politically, referring to himself as ‘bright red’ during the
First Russian Revolution of 1905, in support of the student movement. This stance
cost him his long-held post at the conservatory but only temporarily. Thanks to the
support of three-hundred students, as well as that of his colleagues, Glazunov and
Lyadov who walked out of the conservatory in protest, Rimsky-Korsakov was shortly
reinstated. In his last few years, he witnessed the astonishing success of his music in
Western Europe, through (among otheer things) the premiere of his ballets with
Diaghilev’s Ballet Russe. He died in 1908, leaving behind no unfinished works.

Capriccio Espagnol, Op. 34 (1887, Leipzig 1888)
Rimsky-Korsakov considered the Capriccio Espagnol, in conjunction with
Scheherezade and the “Russian Easter Festival Overture,” to be his finest displays of
orchestration, before he had encountered the works of Wagner. However, the
composer was not satisfied with the work’s praise simply on the basis of orchestration
technique. Rather, he felt that “The opinion formed by both critics and the public, that
the Capriccio is a magnificently orchestrated piece — is wrong. The Capriccio is a
brilliant composition for the orchestra. The change of timbres, the felicitous choice of
melodic designs and figuration patterns, exactly suiting each kind of instrument, brief
virtuoso cadenzas for instruments solo, the rhythm of the percussion instruments, etc.,
constitute here the very essence of the composition and not its garb or orchestration.”
As the title implies, the work is based on Spanish folk melodies and brilliantly
suffuses Rimsky-Korsakov’s Russian flavor with the Mediterranean temperament of
its source material. Rimsky-Korsakov originally intended the work to be a concerto
for violin and orchestra but later decided the thematic material was more suited to a
purely orchestral texture. The result is a work that relies heavily upon momentary
soloists in rotation with the orchestra.
The Capriccio is in five movements, which form an overarching quasi-Rondo, each
movement based on a Spanish folk tune. The first, Alborada, is based upon an
Asturian theme celebrating the rising of the sun. An energetic and exciting dance, the
movement features notable solos by the principal clarinet and concertmaster.
Essentially a short set of alternations between these solo passages and a sustained
sound in the full orchestral texture, with prominent snare drum and triangle parts. The
second movement is a set of Variazioni, initiated by the horns. The slow waltz feel of
the material evokes regality and civilized charm. With each return of the theme, the
listener becomes more enraptured by the sheer beautiful of the material. The third
movement, Alborada is based on the same material as the first movement and is
nearly identical, other than the key center and some shifts of instrumentation.
Rimsky-Korsakov identified this movement as the weakest of the set, for obfuscation
of the woodwinds by the bombastic brass. The Fourth Movement, Scena e canto
Gitano, utilizes a gypsy motive (or, more accurately a toreador theme) to evoke its
setting. It opens with brief cadenza exchanges between five different soloists –
trumpet, violin, flute, clarinet, and oboe. Following this, a short gypsy dance leads to
the final movement by attacca. The finale, Fandango asturiano, features a lively
dance, also from Asturias, before returning to the Alborada theme.

Russian Easter Festival Overture, op.36 (1888)
The Russian Easter Festival Overture is based upon Russian Orthodox Church
melodies, taken from the compendium, Obikhod. The work was dedicated to the
memories of Borodin and Mussorgsky. Along with Capriccio Espagnol and
Scheherazade, it is considered one of Korsakov’s most brilliant works for orchestra.
In the composer’s words, the work is meant to evince “the legendary and heathen
aspect of the holiday, and the transition from the solemnity and mystery of the
evening of Passion Saturday to the unbridled pagan-religious celebrations of Easter
Sunday morning.” The tunes he selected would certainly have been recognized by the
composer’s contemporary audience and would have instilled a touch of nationalist
pride, as well as a religious weight. Although a non-believer himself, Korsakov was
fascinated by liturgical themes of many different traditions.
The single-movement work is in sonata form, with a long introduction. The work
features may solo passages, prominently featuring the violin, cello, trombone,
clarinet, and flute. Much of the piece is scored in unusual meters – 2/1, 3/1 and 5/2
(opening section). The 5/2 opening is one of the most well known works in quintuple
meter within the orchestral canon.

Scheherazade, op.35 (1888)
Scheherazade is a symphonic suite, based on the collection of Middle Eastern folk
tales known as “One Thousand and One Nights.” The work epitomizes the concurrent
“orientalism” of Eastern Europe, as well as displaying Rimsky-Korsakov’s mastery of
orchestral color. Although the music is loosely based on the work of literature, it is
not strictly programmatic in the sense that it is not meant to “re-tell” specific tales of
the hero, Sinbad. As opposed to correlating musical passages with specific episodes
by labeling them for specific tales in the fictional narrative, Rimsky-Korsakov titled
the movements somewhat vaguely as i. The Sea and Sinbad’s Ship, ii. The Kalendar
Prince, iii. The Young Prince and the Princess, and iv. Festival at Baghdad.
Scheherazade is one of the most recognizable and delightful works in the symphonic
repertoire. The identifiable nature of the work owes to the sheer repetition of
‘leitmotivic’ materials within it. For instance, the main Scheherazade theme (often
introduced in the solo violin) can be found in every movement, relentlessly repeated.
It remains an immensely popular work for many reasons: the variety and masterful
treatment of orchestral color, the vaguely oriental flavor, its direct and evocative use
of melody, the vitality of rhythm, and its straightforward character – unencumbered
by textural and structural complexity.

Joaquin Rodrigo (1901-1999)
Joaquin Rodrigo was a Spanish composer, acclaimed academic, and critic during the
modern and post-modern periods. Rodrigo was blind from the age of three. He
achieved accolades from an early age and acquired the status of elite artist (within
Spain) during the second half of the twentieth-century. During his lifetime, his music
received nearly unanimous praise from performers and critics, alike. In 1947
Complutense University, Madrid created the Manuel de Falla Chair of Music
specifically to appoint him. In 1950 he was elected to the Real Academia de Bellas
Artes de San Fernando.
Rodrigo’s music is usually grouped within the neo-classical school; however, this
appellation necessitates a caveat. Rodrigo links specifically to the classical tradition in
Spain, which is infused with the unique folk traditions of that region. His music is
neo-classical but the lineage does not obtain an overt connection to the German
tradition, which had dominated the 18th- and 19th-centuries.

Concierto de Aranjuez (prem. 1940, Barcelona, Regino Sainz
de la Maza, guitar)
Like much of Rodrigo’s music, the Concierto de Aranjuez harkens back to times past.
As the composer once said: “[it] brings to life the essence of eighteenth-century court
life, where aristocratic distinction blends with popular culture.” The Baroque structure
links the work to the ceremonial world of old Spanish royalty.; however, the fandango
dance in the first movement, the folk melodies of the finale, and the reference to saeta
– an andalusian song used during holy week – in the second link the work to an even
more distant time. Added to this is the thoroughly unique and contemporary sound of
Rodrigo’s personal melodic gift. This blend of the tradition with the contemporary
also extends forward in time, with later composers transcribing the work into many
different styles and instruments. Most famously, Miles Davis adapted the second
movement for his jazz ensemble in Sketches of Spain.
The opening movement, Allegro con spirito, is structured around dualistic
interchanges: between soloist and orchestra, between fragrant harmonies (especially
in the strumming guitar) and ecstatic melodic elements (first introduced in the
violins), and between the written time signature of 6/8 and hemiola patterns in 3/4.
The orchestrational treatment here demonstrates Rodrigo’s mastery in balancing the
solo guitar – a rather quiet, blending sound – with full orchestra, without sacrificing
either the colorful, textural palette of the orchestra or the intimate world of the soloist.
During the course of the movement, the solo part references flamenco, contrasting

passages of punteado (articulated scalar flourishes) with rasgueados (strumming). At
the climax, a whirlwind fandango bursts forth led by the brass, followed by a gentle
fade in the solo guitar.
The Adagio hinges around a lament in the English horn taken from saeta, as
mentioned previously. Here, one imagines women singing as a statue of the
crucifixion is borne through the streets of an Andalusian town. The theme is
transferred between the guitar and English horn, with the full orchestra eventually
taking part. After a rapturous climax, the movement dies away into calm reflection.
Emotionally engaging, at times even overwhelming, the composer later confided to a
friend that the inspiration was the death of his infant son.
The Allegro gentile finale fuses Baroque-sounding counterpoint with folk-like
melodies. Similar to the first movement, the finale juxtaposes metric accents through
hemiola, alternating between 2/4 and 3/4. Also as in the first two movements, the
movement grows to a large climax, before dying away. Rodrigo suggested that the
work, even in its most grandiose and lively moments, "should only be as strong as a
butterfly ... a suggestion of times past." In balancing the delicate and profound, he
provides a masterful score with the distinct possibility for this sensitivity of treatment.
It is no wonder that such a powerful and tantalizing work remains one of the most
popular concertos of the Twentieth-Century.

Concerto Madrigal for two Guitars and Orchestra (1966, prem.
30 July 1967, LASO, Rafael Fruhbeck, cond., Angel and Pepe
Romero, soloists)
Concerto Madrigal for two Guitars and Orchestra is in ten short movements. The
form is reminiscent of a baroque suite, while retaining the typical dialogical
relationship of a concerto between soloist and tutti. Although the movements are
extremely contrasting in character, rhythmc, orchestral setting, etc., they obtain a
common element which unites them all – a quotation of “O felici occhi miei!” (“Oh
happy eyes of mine!”).

Albert Roussel (1869-1937)
Albert Roussel was a French composer of the late Romantic period, achieving great
prominence between the great wars. Roussel’s early life was dedicated to
mathematics, and he did not embark on his first study of harmony until the age of
twenty-five. He completed his studies at Schola Cantorum de Paris in 1908, where he
also taught composition. Among his more prominent and successful students were
Erik Satie, Edgard Varese, and Bohuslav Martinu. Initially interested in
Impressionism and influenced by Debussy, most of his mature works reflect a neoclassical emphasis on traditional form and balance. Although French by heritage, his
style of heavy orchestration, emphasis on counterpoint, and adherence to functional
harmony mark him as closer to the German Romantic tradition than to the more
typically French approach of his compatriots such as Ravel and Debussy (if one cares
to enforce such positivist dichotomies).

Symphony No. 3 in G Minor, Op. 42 (prem. 24 October 1930,
Boston Symphony Orchestra, Serge Koussevitzky, cond.)
Roussel’s Symphony No. 3 was commissioned by the Boston Symphony Orchestra’s
Principal Conductor to celebrate the 50th Anniversary of the BSO. The day after the
premiere, Roussel remarked “As far as I can guage after hearing it, it is the best thing
I have done...” This comment has lingered in the work’s reception, as this is the
general consensus concerning Roussel’s output.
The work is very concise in delivery, opening i. Allegro vivo with a swagger which
instantly entices the listener. Following this, the II. Adagio – Andante – Adagio
molto is a euphoric expression of counterpoint and lyricism, set against an ostinato
pattern. The iii. Scherzo and iv. Allegro con spirito exhibit alternately elegance,
playfulness, and jubilance to the delight of any listener.

Camille Saint-Saens (1835-1921)
Camille Saint-Saens was one of the most highly revered French composer’s of the
Romantic period. As a performer, he was also a renowned organist, conductor and
pianist. At the beginning of his career, Saint-Saens was viewed as a revolutionary. He
introduced the Symphonic Poem to France, as well as brought a contemporaneous
element to a rather conservative musical milieu by championing Liszt and Wagner,
during a time when Bach and Mozart were enjoying a huge resurgence in France.
However, by the turn of the Twentieth-Century, he was considered a radical
conservative, fighting the influence of Debussy and Strauss with vigor. Thus
embodying the Romantic tradition, while simultaneously resisting the most
adventurous repercussions of its outcome, he is a somewhat paradoxical figure within
the tradition.

Introduction and Rondo capriccioso Op. 28 (1863)
Introduction and Rondo capriccioso was written for Pablo de Sarasate and exhibits
Saint-Saens great interest in the traditional music of Spain. The virtuosic and
technically demanding work is a rare showpiece for Saint-Saens, whose style is more
often typified by understatement and subtlety.
The work begins with a slow, plaintive introduction, Andante malinconico, which
gradually gains energy as it approaches a quasi-cadenza leading to the rondo. The
flamenco sound of the principal theme is unmistakable for its syncopation and
chromatic inflections. As the melody seems to spin out of control, the orchestra
assumes the reins, transitioning to the Secondary Theme. At the return of the principal
theme, the violin states this quietly before a brief but dramatic interlude in the
orchestral part, referring back to the transitional episode to the Secondary Theme.
Finally, the oboe re-states the main theme before the work closes with a virtuosic
coda showcasing the violin’s possibilities of expression and technique.

Violin Concerto No. 3 in B Minor, Op. 61 (1881)
Dedicated to the Spanish violinist Pablo de Sarasate, who premiered the work in
1881, the Violin Concerto No. 3 obtains influences from France, Spain, and Italy
through exploration of motivic flourishes based upon traditional melodies of those
regions. The journey begins in Paris, where George Bernard Shaw observed a "poetic
atmosphere and compelling melodiousness." Embodying alternate sentimentality and
outrageous explosive displays, the first movement is wild and various in character.
In the second movement, the listener is transported to Sicily and features a smaller
sound, grouping the soloist with the principal winds for a melodious discourse. In
matching the heat of Sicilian summer, the movement meanders at a languid pace,
although the mood is bright and warm. Here, the melodies soar and each of the
featured instruments is truly afforded the opportunity to sing.
The third movement begins in rhapsody before launching for Spain. At a quick pace
for most of the movement, the secondary theme offers respite from the frantic stir. As
the movement approaches the coda, the sheer inertia of the work seems as if it might
press forth from the edges of the Earth. Ultimately, though, the final reward is
achieves a grounded, heroic flourish.

Pablo de Sarasate (1844-1908)
Pablo de Sarasate was a virtuoso violinist and composer of the late Romantic/ early
modern period. As a performer, he was revered for a purity of tone – which is said not
to have born sentimentality in favor of a clear and transparent sound – as well as
outstanding technical command. De Sarasate the violinist is largely remembered for
the many works written for him, by composers such as Saint-Saëns, Bruch, Lalo,
Wieniawski and Dvořák, as well as for his famous refusal to play Brahms’ Violin
Concerto, wherein he stated that he would not “stand on the rostrum, violin in hand
and listen to the oboe playing the only tune in the adagio.” As a composer, de
Sarasate was a strong proponent of his heritage, basing many of his works on
traditional Spanish themes and rhythms. Most of his works feature the violin as
soloist and many are still regularly performed today.

Zigeunerweisen Op.20 (1878)
Zigeunerweisen is a delightful and virtuosic rhapsody, containing multiple mimetic
images – chirping birds, imitations of the zither, growls, and sobs – set to themes
from the Hungarian folk tradition. A single movement work, it is divided into four
sections. In the first, marked Moderato, the orchestra introduces the dramatic tone of
the work with grandiose splendor. The Lento passage which follows bears a quasiimprovisatory feel, with the soloist traversing the violin from one extreme of its range
to the other, alternately virtuosic and lyrical. Un poco piú lento features a bittersweet
melody, with the soloist muted. The final section, Allegro molto vivace, is lively and
rhythmically driven highlighting rhythms taken from the czardas folk dance.

Franz Schubert (1797-1828)
Franz Schubert was an Austrian composer and performer, widely regarded as the last
major composer of the Classical period, while simultaneously understood as one of
the first important figures of the Romantic era. From an early age, Schubert showed
great musical aptitude, with prodigious ability at the piano, organ, and violin,
prompting his family to enroll him at Stadtkonvikt, a music school focused on
training vocalists for the imperial court. One of his earliest teachers, Antonio Salieri,
praised young Schubert as a musical genius while Franz was still in grammar school.
After Schubert’s voice broke, he lost his scholarship to Stadtkonvikt and elected to
pursue teacher training and take a post as a schoolmaster, as had his father before him.
During this time he continued composing and began setting Lieder (songs), especially
to the poetry of the German writer Johann Wolfgang von Goethe. It is these sung
works for which Schubert is largely remembered and he is often considered the
forefather of the German Lied tradition. After leaving his teaching post to pursue fulltime employment as a musician, he achieved moderate successes in orchestral,
chamber (especially string quartet), and operatic genres but, largely due to his
innovative style, which was deemed uncertain, he struggled greatly and never
achieved lasting success during his own life.

Symphony No.5 in B flat major, D. 485 (1816)
Schubert composed the Symphony No.5 during his “youthful” period. One of his most
popularly performed orchestral works, the fifth leans toward the composer’s Classical
side in mood and scope exhibiting friendly, even unremarkable themes, and an
overarching sensation of reserve. The work displays an atmosphere of textural
transparency akin to that of a chamber ensemble, especially given the noteworthy
absence of bombastic brass and percussion. In the balance of themes and structures,
the work reflects Classical era norms, especially relating to the works of Mozart. The
slow movement is nearly a quotation of Mozart’s Violin Sonata in F (K. 377) while
the minuet shows remarkable resemblance to the G Minor Symphony (K. 550, “The
Great G Minor”). Despite these observations, which refer to the work’s more
derivative qualities, the Symphony no. 5 is a delightful work, which will entice the
listener from beginning to end.

Robert Schumann (1810-1856)
Robert Schumann was a German composer, pianist, and critic often identified as the
prototypical embodiment of the Romantic Period penchant for expressing feelings,
thoughts, and extra-musical narrative, as opposed to the absolute or abstract formal
structuring of the preceding Classical Era. Schumann also represents the concurrent
trend in European intelligentsia toward versatility in various fields, including poetry,
philosophy, and literature. As a music critic, his influence upon his own and future
generations was profound. As a composer, Schumann is remembered for orchestral,
chamber, dramatic, and piano works, as well as (most notably) a large body of Lieder.
Raised in rural Zwickau, Schumann developed strong interest in music and literature
from a young age, which his father encouraged. However, the elder Schumann died
shortly before Robert completed secondary schooling, forcing the young master into
the guardianship of a family friend. After graduating Gymnasium, Robert’s guardian
strongly encouraged him to enroll in law school, in Leipzig. From the outset,
Schumann showed little interest in his law studies, focusing his energy instead on
exploring the musical and artistic culture of the city. Eventually, he procured
permission from his mother to pursue music as a full-time profession.
In 1832, Schumann began writing for the newly created Neue Zeitschrift für Musik,
which had been created to counter the staunch conservatism of established critics in
Leipzig. With the growing influence of this periodical, Schumann began to induce
revision to the recent and contemporaneous musical canon. Through his writing,
Chopin, Wagner, and Brahms all gained strong support and the recently deceased
Schubert was revived and reconsidered with lasting effect.
Around this same time, Schumann met and became enchanted with Clara Wieck, a
thirteen-year-old musical prodigy and daughter of Schumann’s teacher. Although
initially Schumann became engaged to another of Friedrick Wieck’s students,
eventually the truth of Clara and Robert’s passion became known. When the elder
teacher, Friedrick was made aware he met the news with open, hostile opposition.
This lead to a turbulent struggle culminating in a lawsuit, which the father lost
allowing for Clara and Robert to marry in 1840.

Throughout the 1830s and 40s, Schumann wrote prolifically, despite progressively
frequent bouts of illness, due to prolonged and untreated syphilis. As Schumann aged,
these episodes were increasingly accompanied with signs of mental and emotional
instability. At his own request, he spent the last four years of his life in Endenich
Asylum near Bonn, before succumbing to his illness in 1856.
Symphony no. 4 in D Minor, Op. 120 (1841, rev. 1851)
Ten years after the premiere of what was originally his second symphony (1841),
Schumann dramatically revised the work to lend it a heavier and more regal tone, then
re-titled the work as Symphony no. 4 in D Minor, Op. 120 (1841, rev. 1851). Clara
later insisted that Robert had not completed the orchestration for the work in 1841 but
had only sketched the framework of the piece. Brahms knew this to be false and
wrote: "It is a real pleasure to see anything so bright and spontaneous expressed with
corresponding ease and grace. … Everything is so absolutely natural that you cannot
imagine it in any other way – there are no harsh colors, no forced effects. … The
score has not gained by being revised. … It has undoubtedly lost much of its charm,
lightness of touch and clarity of expression." He went on to suggest that Schumann
had revised the score to hide the fact that the Düsseldorf Orchestra was incapable of
producing a more refined performance. Greatly preferring the earlier version, Brahms
published it fifty years later in spite of Clara’s objections. In tonight’s performance,
we will hear the revised version preferred by the composer’s wife.
Although Schumann preserved the traditional structure of a symphony in four
movements, each movement is approached attacca and the thematic connections
between them are inescapable. The opening of the symphony includes a motif in the
bassoon and violins that underlies the second movement Romanze. The inversion of
this also forms the Principal Theme of the third movement Scherzo and comprises
part of the Principal Theme of the finale. In fact, nearly all of the thematic material of
the work derives from this one idea, forging a novel unification of thematic material
not matched until Bruckner’s Fifth Symphony, some thirty years later. In combination
with the lack of pause between movements, the unification of themes gives the work
the impression of existing as one protracted movement. This is precisely as Schumann
had intended – he called the work his “single-movement symphony.” Being the
playful and inventive composer that he was, however, Schumann couldn’t resist the
temptation to introduce a completely new and separate thematic idea in the final
minute of the work, only to leave it unresolved and underdeveloped.

Alexander Nicolayevich Scriabin (1872-1915)
Alexander Nicolayevich Scriabin is considered the most important Russian Symbolist
composer. In Europe, the Symbolists were a group of artists influenced by
irrationalistic and mystical poetry. The Russian branch was under the sway of such
poets and writers as Fyodor Dostoevsky, Fyodor Tyutchev and Vladimir Solovyov.
As regards music, Richard Wagner was the primary influence on the Russian
Symbolists. Scriabin’s main point of contact with these artists was through his close
friendship to Jurgis Baltrusaitis, a Lithuanian poet whose work embodied mystical
philosophy and the “mesmerization” of sound. Scriabin’s music is characteristic of
this mysticism, as well as of an innovative approach to the abandonment of functional
harmonic relationships, which he developed independently of Arnold Schoenberg.
In his early works Scriabin – who was also an exceptional pianist – modeled his tonal
language according to the lyricism and idiosyncrasies of Frederic Chopin. In these
works, Scriabin exhibits a specialized conception of the dominant function,
employing extensions to the dominant harmony that resolve chromatically. In these
early works, despite this unusual treatment of ninths, thirteenths, etc. his resolution of
the core triad remained largely consistent with the prior tradition. As his career
progressed, he moved increasingly away from these relationships, creating a complex
and only marginally functional use of harmonic materials.
Scriabin was also a synesthetic. He associated vivid coloristic descriptions with
modes as he experienced them and wrote at length about these “inherent” properties,
as well as had lengthy conversations with Rimsky-Korsakov about the distinctions
between their perceptions of color. Scriabin felt strongly that music can and should
influence the world around us and suffused his subjective color associations with his
peculiar brand of philosophy. He bridged the ancient Greek “Harmony of the
Spheres,” a doctrine of musical affects, with his concept of the natural connection
between color and pitch and attempted to exert influence upon the world at large
through this combination. He is purported to have believed that one of his late works,
Prometheus, could induce the rapture. In order to achieve this, Scriabin envisioned an
ideal performance where the music, color (which was meant to be projected during
the performance using a device specifically constructed for his music, known as a
clavier a l’umieres), and other elements of the performance would be perfectly
synchronized into a new conception of Wagner’s Gesamtkunstwerk. Despite his faith

in this concept, the numerous performances of this work have not brought the world
to its end.

The Poem of Ecstasy, op. 54 (1905-8)
The Poem of Ecstasy is a tone poem Scriabin based upon a literary poem of his own
creation. Scriabin sometimes referred to the work as his Fourth Symphony, although
the piece is not divided into individual movements and does not follow the traditional
formal layout of a symphony. Modest Altschuler, who aided Scriabin in the revision
of the score and conducted the premiere, claimed that, although not indicated in the
score or description by the composer, the implied program is divided into three
sections: I. His soul in the orgy of love, II. The realization of a fantastical dream, and
III. The glory of his own art. The work is constructed around small thematic units,
with tenuous functional relationships asserting a quasi-traditional sonata key
trajectory. As described by Bernard Jacobson, “The form depends … on the constant
interpenetration and cross-fertilization of a multiplicity of tiny thematic units, most of
them so sinuously chromatic as to subvert tonal feeling almost entirely beneath the
vertiginous onslaught of shifting harmonic colors.”
In Scriabin’s belief system, music is understood as the highest form of art. In addition,
he believed the moment of ecstasy to be the pinnacle of human emotion. As such, this
work synthesizes music and emotion to form, in his mind, a cogent rhapsodic
expression of the ultimate human experience.

Dimitry Dimitriyevich Shostakovich (1906-1975)
Dimitry Dimitriyevich Shostakovich is one of the most influential composers of the
twentieth-century. His musical legacy includes fifteen symphonies and fifteen string
quartets, which have earned a place at the heart of the repertoire for both genres. In
addition, he was a prolific composer of music for chamber/ solo instrumental, vocal,
film, incidental theater, and ballet. His use of motivic variation, orchestral color,
musical ciphers, and the emotional scope of his music set him apart from other
composers of his time and afterward. Shostakovich was also an active piano
performer for most of his life, until disability stunted his career in 1966.
Shostakovich was born into comparative privilege in St. Petersburg. He attended
primary school with children of the intelligentsia, including those of Trotsky,
Kamenev, and Kerensky. Although his family was quite musically active (his father
was an accomplished amateur singer and his mother had studied piano at the St.
Petersburg conservatory prior to marriage), Shostakovich resisted formal music
training until the age of nine. In 1919, he entered the Petrograd Conservatory, where
he began studies in harmony, orchestration, fugue, form, and composition with
Maximilian Steinberg and counterpoint and fugue with Nikolay Sokolov. Although
his family had lost much of their resources in the wake of the Bolshevik Revolution,
Shostakovich was fortunate to have the active support of Glazunov, who sought and
obtained economic support for his outstanding student.
In 1925, Shostakovich completed his First Symphony, which premiered on May 12 of
that year. The work was dedicated to a friend from his student days, Mikhail Kvadri,
who was also the first (in 1929) of Shostakovich’s close acquaintances to suffer at the
hands of Stalinism. Until Stalin’s death in 1953 many of Shostakovich’s closest
friends, family, teachers, and colleagues would come to suffer from the intermittent
cultural purges. The First Symphony was included as part of the first radio broadcast
from the Great Hall of the Leningrad Philharmonic. The work achieved a great
response from the audience, propelling the young composer to international fame, but
received mixed reviews from critics. In this respect, the First Symphony represents

many of the common elements of his musical reception, during his own life:
associated with a friend lost to tyranny, garnering public acclaim, largely viewed as
inconsequential by critics.
Most of Shostakovich’s professional life was alternately filled with laudatory
exaltation, coupled with official acceptance, and severe reprisals from the Soviet
government. The first denunciation and subsequent political tribulations came with
the premiere of Lady Macbeth of the Mtensk District (1936), which was harshly
denounced by Pravda, probably under the direction of Stalin, himself. In the wake of
this, he composed the Symphony, no. 5 in D Minor, op. 47, which restored him to
good favor. Similarly, in 1948, he suffered another official rebuke, along with a group
of composers including Katchaturian and Prokofiev, from the Zdhanov decree for
writing “formalist” and “anti-proletarian” music. As a consequence of this, he lost his
position at the Leningrad Conservatory. In 1949, however, Stalin opted to allow
Shostakovich to perform internationally, a freedom not afforded many of his
colleagues and which he retained thereafter.
Much of the posthumous scholarship on Shostakovich has been directed toward
unmasking his true opinions about the Soviet regime. In 1976 (one year after
Shostakovich’s death), Solomon Volkov defected to the U.S., bringing with him
Testimony, purported to be the memoirs related by Shostakovich as he approached the
end of his life. Although the veracity of this document has largely been refuted, the
influence it has had upon Shostakovich’s legacy has persisted. This is especially true
of the mythology surrounding Shostakovich in the non-specialist arena, given the lack
of a public forum for rebuke of the feature film based on the book. In the wake of this,
Shostakovich is now frequently characterized as a subversive composer, whose
dissident attitudes underlie the fabric of virtually every work and, possibly every note
(by stark contrasts to the contemporaneous view of Shostakovich during his life, as a
weak-minded, reactionary conformist).
Although virtually unaccounted, this
politicization of his output has become the principal focus for scholars and performers
in the last thirty-five years.
It is certainly true that Shostakovich wrote many of his more adventurous works “for
the drawer” (that is, not for performance, out of fear of official rebuke). However, to
cast his entire compositional output in the light of political dissent certainly overlooks
the versatility of the composer and, in the end diminishes him to a one-dimensional
figure. In truth, he may sometimes have been inspired to express his resentment
toward a regime hostile to artists and musicians but, by the same account, it would be
impossible to say which of his works derive inspiration thus and which express
altogether different sentiments, given the lack of clues the composer left behind.

Cello Concerto No. 2 in G Minor, op. 126 (premiere – 25 Sept
1966, Mstislav Rostropovich, USSR State SO, cond. Ye.
Svetlanov, Moscow, Conservatory Bol′shoy Hall)
The Cello Concerto No. 2 signals the beginning of Shostakovich’s “late period.” In
describing the later works of Shostakovich, David Fanning notes: “a sense of familiar
territory being traversed but in a wan, alienated manner, as though experienced by a
lost soul. Moments of tonal clarification register increasingly as out-of-body
experiences, and they are surrounded by paroxysms of pain, inscrutable soliloquies
and ghostly revisitings of the past.” With observations such as this, it has become

increasingly difficult for retrospective to divorce itself from the inaccuracies and
speculations of careless scholarship.
However, although Fanning’s view may here by tainted by erroneous, revisionist
historicity, the bleak character of the works beginning, is undeniable. Unlike the first
concerto, which opens with a vivacious, aggressive energy, the second is somber and
introspective. Eventually, this dark texture is interrupted by characteristic, “mocking”
interjections from the xylophone and winds. But, although the first movement briefly
escapes this solemnity, in favor of sardonic wit, the movement never breaks free
entirely. The second movement centers around a street song from Odessa. The folk
character of this music exhibits aliveliness in the particular manner of Eastern
European dance. Shostakovich told Rostropovich, for whom he wrote the piece, that
he had difficulty completing the finale of this work. He claimed that he had scrapped
an entire movement, for fear that it was inferior. The conclusion he decided upon is
subdued by comparison to his earlier works. Instead of ending with bombast and
frenetic energy as do the earlier concerti, this work dies away.

Festive Overture in A major, op.96 (1954)
Shostakovich’s Festive Overture was written to commemorate the 37th anniversary of
the October Revolution. Shostakovich was commissioned to write the piece only a
few days before the premiere and completed it in three days. For inspiration he turned
to Glinka, specifically Ruslan and Ludmila (1842), a work with a similar character
and rhythmic vitality. Festive Overture is rather conventional for Shostakovich but
somehow maintains his personal approach.
The Overture opens with a brass fanfare, followed by rapid-fire homophonic texture
lead by the winds, in turn. The middle section is more lyrical and features the horns
and cellos. After this, the fanfare returns before driving dramatically to the coda.

Piano Concerto No. 1 in D Minor, op. 35 (premiere – 15
October 1933, Philharmonic Bol’shoy Hall, Leningrad)
The Piano Concerto No. 1 in D Minor is scored for piano, string orchestra, and
trumpet. The work is a true piano concerto, with trumpet maintaining secondary
importance after the piano, as opposed to a double concerto wherein both instruments
would receive equal weight. That said, the trumpet does obtain a particular
prominence given the fact that no other winds or percussion are present. The work is
in four movements (i. Alegretto, ii. Lento, iii. Moderato, iv. Allegro con brio).
Throughout the work, the trumpet performs sardonic interjections, in response to the
voice of the piano. The Moderato is extremely short and, in some performances, it
treated as an introduction to the final movement. However, the musical material is
entirely detached from what follows and was intended by the composer to be separate.
Unburdened by profundity, the work is mostly a brilliant jeu d’esprit, although
Shostakovich’s characteristic dark side is sometimes present in the slow movement.
The first movement features a clear acceleration of material until it stops, quite
suddenly, followed by a reprise of the opening material. The second movement is
quite a contrast, featuring remarkable introspection and a relaxation of the energy
achieved by the first. After the brief Moderato, the finale is a joyful return to the
mood of the first movement. Here the listener will encounter melodic material that
almost feels familiar, whether the he or she has heard the work before.

Romanze from the Suite “Hornisse,” op. 97a (1955)
The Romanze from the Suite “Hornisse,” is a brief, enchanting interlude from the film
score to the movie translated in English as “The Gadfly.” In the movie, the
protagonist begins as a theology student and, by the end transforms to a satirist,
revolutionary, and enemy of the church, known to the public as “Hornisse.” Into the
complex political and religious message of the movie is woven a wonderful love
story, which transcends the plot while supporting the underlying the theme. The
music to this brief episode is thoroughly seductive for its simplicity and romantic
sensitivity.

Symphony No. 1 in F minor, Op. 10 (1925)
Shostakovich completed his first symphony at the age of nineteen in 1925. The piece
served as his graduation piece at Petrograd Conservatory and was received as a
tremendous success at the premiere. Still widely regarded as one of Shostakovich’s
finest works, displaying his characteristic wit and occasional playfulness with his
capacity for drama and tragedy, the work is exceptional in that few composers have
managed such a propitious opening to their careers. The orchestration is transparent,
by comparison with the scale and complexity of his later orchestral works. Profound
for the composer’s age, the work showcases Shostakovich’s amazing capacity for the
realization of formal structure, as well as for the linear construction of large-scale
tensions.
The first movement, i. Allegretto – Allegro non troppo, begins with a duet between
trumpet and bassoon. After this short introduction, the movement traverses a very
traditional sonata form. The Principal Theme is set to a march with vaudevillian flair.
Although technically a waltz, the secondary theme is in a swift compound duple
meter, setting the mood to frenzy.
Movement two, Allegro is a true scherzo. Here Shostakovich’s instrument, the piano,
steps into the foreground for the first time assuming the foreground for much of the
movement. In places, the movement showcases the composer’s knack for orchestral
colors, carrying through most of the woodwinds and strings.
The Lento third movement opens with a dark, lamenting oboe solo, which receives
response from the principal cello. Following this opening, a tutti crescendo swells to a
dramatic place of repose. After the introduction, a recurrent motive from Wagner’s
Siegfried assumes much of the narrative drama. For much of the movement, an
undercurrent of sorrow lies beneath alternately calm and affected episodes.
Shostakovich is known to have composed the final movement in one week, no small
feat indeed! The resultant finale, Allegro molto, maintains a dark pathos, suffusing
Mahlerian melody, with Romantic notions of fate and death. The movement is
approached attacca from the third, with the snare drum serving to connect the two.
Within the movement other members of the percussion, notably the timpani and
triangle, play significant discursive roles. Near the close of the symphony, the solo
cello again assumes full attention as the work drives toward a final and, despite the
bombastic brass and percussion, anti-heroic climax before coming abruptly to a halt.

Symphony No. 5 in D Minor, op. 47 (premiere – 21 November
1937, Philharmonic Bol’shoy Hall, Leningrad)
The Symphony No. 5 was composed partly in response to the reprisals Shostakovich
received for Lady Macbeth of the Mtensk District. In an article entitled “Muddle
Instead of Music,” Shostakovich had been accused of exhibiting “formalism” in Lady
Macbeth (a vague and erratic accusation, directed at music that, essentially, Stalin
didn’t like). The work was also identified as being “coarse, primitive, and vulgar.” As
a result, Shostakovich returned to a more conservative language for the Fifth
Symphony, according to one unidentified journalists appraisal as “… a Soviet artist’s
practical creative reply to just criticism.” After the premiere of the Fifth Symphony,
Kabalevsky congratulated Shostakovich for “not having succumbed to the seductive
temptations of his prior, ‘erroneous’ ways.” The work was also a remarkable success
with the audience of its premiere, receiving an ovation for more than thirty minutes.
The Fifth Symphony is in four movements (i. Moderato, ii. Allegretto, iii. Largo, and
iv. Allegro non troppo). The Moderato opens with the defining melody (employed in
all four movements) in canon in the strings, followed by a movement formally
definitive of Shostakovich. I believe few would argue that any other composer better
builds and relieves tension, while sparing the most graphic moments for the intended
climax of a work or movement. This first movement effectively embodies this
principal.
The Allegretto is a playful Scherzo, with an undertone of biting sarcasm, especially in
the stylistic episodes – perhaps recalling traditional Eastern European dance. At the
premiere, many in the audience openly wept during the Largo third movement, the
form of which is guided by dark melodies in the strings interspersed with prominent
solos in the flute, oboe, clarinet, and, ultimately, harp.
The finale, Allegro non troppo reaches a heroic conclusion that, although sometimes
criticized for a lack of resolution in some strands, may in fact be unintentionally
unresolved. Or, perhaps, the composer found his match in an inability to create a
truly genuine heroism, given the circumstances of his life at this time. Since the
composer left so little confirmation of his intentions, perhaps it is best to accept that
we cannot know the composer’s purpose and that this is, in fact, not what remains
important about the music he left. Rather, the sheer beauty of his writing can suffice.

Symphony no. 10 in E Minor, op. 93 (1951-3, premiered on 17
December 1953 by Leningrad Philharmonic Orchestra, Yavgey
Mravinsky)
The Symphony no. 10 was the first work Shostakovich wrote after the second political
denunciation of his career (the Zdhanov decree of 1948), a fact which often links it
with the fifth symphony. In addition, the work was premiered eight months after the
death of Stalin and, according to Shostakovich, the bulk of the composition was
completed during the intervening months (between July and October).
In spite of these remarkable circumstances, the work may be one of the least
politically charged pieces of his life. The first movement Moderato centers upon a
quote of his own work, Four Pushkin Monologues, ii. “What is in my name?” This
refers most directly to the frequent recurrence of Shostakovich’s musical monogram
(D-S-C-H), which is featured prominently in the third and fourth movements. The
form of the first movement is a slow sonata with an overriding sense of anxiety and

lack of fulfillment. Typical of Shostakovich’s middle period, the near-obsessive
reiteration of a single melodic idea lends the movement continuity, while utilizing
variation just enough to avoid tedium.
The second movement, Allegro, is a terse Scherzo with alternately violent and
triumphant undertones. In Testimony, the movement is described as “a musical
portrait of Stalin” but this account is unverifiable. The masterful use of brass and
strings as simultaneous and competing textural layers demonstrates the composer’s
absolute mastery of orchestration technique, as do the idiosyncratic flourishes in the
woodwinds.
Shostakovich called the third movement Allegretto a Nocturne. He constructed the
movement around two musical monograms: E-L-Mi-R-A (B-E-B-A-E) and the
aforementioned D-S-C-H (D-Eb-C-B). The work opens with frequent use of DSCH,
with ebbing and flowing momentum until the horn announces ELMiRa in
unaccompanied, bare texture. As the movement approaches the finale, these two
motives draw ever closer, into a kind of musical embrace never realized by their
human counterparts.
The Finale, Andante-Allegro opens with a sweet tune that seems somewhat misplaced
in Shostakovich’s dark world. A Gopak (the national dance of the Ukraine) eventually
supplants the juvenile opening melody. It is possible Shostakovich set the dance to
refer to Josef Stalin’s famous order to Nikita Kruschev to “dance the Gopak,” to the
embarrassment of all present (including, most obviously, Stalin’s eventual successor,
Kruschev himself). However, the use of this dance could also link to Elmira who, as
an Azerbaijani would have also had a link to the traditional dance, which originated
and disseminated throughout the Cossacks region. As the movement progresses,
recollections of the main melody of the first movement are eventually superseded by
the DSCH motive, which drives toward a frantic and triumphal ending.
Certainly, the application of the DSCH monogram in the final two movements links
the work for many listeners to the Eighth Quartet. Shostakovich would later compose
this work after visiting Dresden, as response to the horrifying remnants of the allied
bombings of 13-15 February 1945. Given that the Eighth Quartet may be the most
politically overt statement of his life, the tenth symphony must not be viewed as
entirely apolitical. As some would prefer to believe, it is imaginable although
impossible to verify that the Tenth Symphony carries a hidden subversive code.
However, the form seems directed mainly toward the unrequited love Shostakovich
had for his student muse. If Shostakovich intended the work as a political dissent this
meaning remains largely ineffectual for the lack of evidence he left behind.

Symphony no. 11 in G Minor, Op. 103 – “The Year 1905” (1957,
prem. 30 October 1957, Natan Rakhlin, cond.)
The Symphony no. 11 remains one of Shostakovich’s most popular successes, both
within and outside his homeland. Shostakovich intended to compose the work earlier,
to mark the fiftieth anniversary; however, during that time, his mother died, he
experienced great tumult as a result of his second marriage, and he witnessed the great
thaw immediately following the death of Stalin (1953) with many of his friends
returning from gulags. For this work, he received the Lenin Prize in 1958, officially
restoring him to party favor, ten years after the unfortunate Zdhanov decree. Notably,
for a composer as prolific as Shostakovich, this was only the second symphony he had
composed since the 1948 denunciation.

The subtitle of the eleventh symphony refers to the failed uprising of 1905, which
preceded the Bolshevik Revolution of 1917 in protest of the disenfranchisement of the
people with Tsarist rule. Unlike the Bolshevik led revolt, the 1905 uprising was not
politicized by any central party authority. It was truly a movement of the people,
unorganized and easily defeated but more pure in its ambition than the subsequent
unrest.
The i. Adagio (Palace Square) introduces many of the thematic ideas underpinning
the entire work. This first movement might best be described as ominous, featuring
distant trumpet calls, full of hope, and the first of nine quotations of revolutionary
songs, which appear throughout the work. The entire symphony hinges around the
events of ii. Allegro (the 9th of January), which depicts the gathering of protestors in
the palace square of Saint Petersburg on what would later be referred as “Bloody
Sunday.” The first half of this movement features a frenzy of activity as the protestors
meet to express their discontent. In the latter part of the movement, the military
intervention begins with a march guided by “gunfire” in the snare drum. The
movement is truly heart-wrenching, as the sensitive listener imagines the horrible
scene. Movement iii. Adagio (Eternal Memory) is based on “You Fell as Victims,”
the revolutionary funeral lament. It expresses unrelenting despair at the loss of life
and hope induced by “Bloody Sunday.” IV. Allegro non troppo (Tocsin) centers
around an extended English Horn solo, still lamenting the second movement, which
eventually returns to the military march, set against the tocsin (“warning bell”) in the
Chimes. As the work closes, the orchestra attempts to insist on a G Major conclusion,
with the chimes occasionally articulating the minor third, Bb. Ultimately, the work
rests on a unison G, eluding a definitive major conclusion.

Symphony no. 12, op. 112 “The Year of 1917” (1961,
premiered by Leningrad Philharmonic Orchestra, Yavgey
Mravinsky)
The Symphony no. 12 represents the completion of an endeavor Shostakovich first
discussed in the late 1930s: a work dedicated to and inspired by the life of Vladimir
Lenin. According to Shostakovich, he wished to “…embody the mighty image of the
greatest man of our most complex epoch…” The political considerations of this
remain unclear, given that Shostakovich wrote the work during the “Kruschchev
thaw” and that he had just become a Communist Party member the year before.
Subsequent revisionist claims – such as that of Lev Lebidinsky that Shostakovich rewrote the work quickly from an earlier, satirical version – remain largely
unsubstantiated. Probably, these assertions are rooted more in the ideology of their
proponents than in actual facts, as well as in the desire to overcome the works
relatively unsatisfying reception in “the West.”
The work revolves around the secondary theme of the first movement (and a very
closely related melody introduced in the third movement), which recurs repeatedly
throughout. This theme, first introduced in Bb Major, emphasizes the major tonic,
beginning by establishing the tonic with the leading tone neighbor. However, it also
outlines the tonic triad of the relative minor and could easily be placed in that context
(the leap from, in major, scale degree 6 to 4, acting as a neighbor to 3, with heavy
emphasis on the tonic pitch). As a result, although the melody is treated within the
major, for some listeners the brightness it achieves remains reserved.

Essentially, the work pits a struggle between this theme and the darker, principal
theme of the first movement. Unlike the ambivalent optimism achieved by the finale
of the fifth symphony, here the uplifting character is extremely clear. In the finale of
Symphony no. 12, one finds the clearest form of optimism of all fifteen of
Shostakovich’s orchestral works. Whether this optimism underlines a concealed
hyperbole remains for the listener to decide.

Symphony no. 15 in A Major, Op. 141 (prem. 8 January 1972,
USSR Radio Symphony, Maxim Shostakovich, cond.)
Symphony no. 15 represents a remarkable departure from much of Shostakovich’s
symphonic writing. For one thing, the scoring is much more restricted than most of
his other large-scale works: he does not call for Eb Clarinet, English Horn, Bass
Clarinet, Contrabassoon, Harp, or Piano. In addition, whereas he had mostly quoted
folk tunes and motives taken from his own pieces within prior works, the fifteenth
symphony features numerous quotations from the canon of Western Art Music. When
discussing this extensive use of quotation with his friend Isaak Glikman,
Shostakovich said: “I don’t myself quite know why the quotations are there but I
could not, could not, not include them.” Generally, as with the second cello concerto,
one can’t help but sense that Shostakovich would prefer not to write for orchestra at
all at this point in his life. The struggle with his imminent demise seems more suited
to the intimate setting of the string quartet or other chamber ensembles. Thankfully
for us, he opted to pen both works rather than barricade himself in the solitary world
of chamber music.
In the program note he included with the first recording of Symphony no. 15,
Shostakovich indicated that the first movement was meant to represent “toys coming
to life at night, in a toy shop.” Throughout the movement, frequent recurrences of one
of the most memorable quotations in his oeuvre appear, that of Rossini’s William Tell.
One of the central motives of the movement, Eb-Ab-C-B-A, spells the name of
Shostakovich’s grandson Sascha in the Russian system of note spelling. Although
enigmatically un-Shostakovich in many ways, the composers unmistakable imprint is
here, in this movement. Most especially, his dark humor looms. Although it may
certainly be interpreted as a literal presentation of his stated objective, something dark
lurks beneath the surface of child-like naiveté.
The haunting and deeply powerful second movement casts an impressive shadow over
the rest of the work. It begins with a tonal chorale in the brass, followed by a riveting,
breathtaking response from the principal cello in the form of a twelve-tone series. It is
worth acknowledging that, although the composer increasingly employed twelve-tone
rows in his late works (in fact, twelve-tone rows appear in all four movements of the
fifteenth), he did not use serial technique in the manner of a strict dodecaphonist.
Rather, he simply introduces melodic events that happen to traverse all twelve
chromatic pitches. The alternation between chorale texture and solo line persists
throughout the movement. The dark allure of the movement creates a foreboding
contrast to the guileless charm of the first. Whereas the first movement could
represent a look backwards toward youth or a profound joy in the company of
youthful progeny (only slightly altered by a cynical wisp of old age), the second
represents turning one’s gaze forward toward the abyss.
On the surface, movement three and four seem to be simple returns (at least in spirit)
to the first two movements. The third opens with an articulate, extremely taxing line

in the clarinet, very similar to the first movement’s opening theme. Movement three
lacks the energy found in the typical symphonic scherzo, simply because the opening
movement has felt so scherzando. The energy seems already to have been spent.
However, in fulfilling a welcome contrast to the austerity of the much longer
movements on either side, the third movement still serves the equally important
function of fulfilling a contrasting character.
The fourth movement invokes vexing, pivotal harmonies from the second at a key
moment toward the end of the work, linking the two movements overtly. In
proclaiming a profound quotation from Wagner, the “fate motif” of the Ring Cycle,
the inevitably of death exerts exactly that influence upon the psyche which it is want
to do. In this way, the movement goes beyond the sheer gravity of movement two
concluding the composer’s struggle with his own impending end. However, after
venturing back through many of the thematic elements of the entire work, the finale
closes with an extremely long A Major chord set against a percussive “clock” texture
and surprisingly bright melodic elements. Here, although the inevitability of time
exerts its influence, the final statement is not of bitterness or regret, rather a
remarkably playful contentedness.

Jean Sibelius (1865-1957)
Jean Sibelius is widely regarded as a national hero of Finland. According to some, he
is one of the greatest Scandinavian composers of all time, although this view is
certainly not universal. Near the close of the 19th-century, Sibelius gained an
international reputation for his brilliant orchestral writing. Although his acclaim was
largely unchallenged within Finland throughout the 20th-century, reception in other
territories was mixed and volatile throughout his life and beyond.
Sibelius’ music is characterized by the concurrent nationalist trends of his time.
Although considered neo-classical by most, his works evidence certain inimitable
properties especially concerning unusual application of diatonic harmony, orchestral
color, formal processes, and fundamental organization of materials. He composed
seven symphonies and one violin concerto, which are usually considered his greatest
contribution to the canon. In addition, he composed a plethora of incidental music, as
well as tone poems based on Finnish folk epics.
During the latter half of the 20th-century, Sibelius suffered greatly for his belief in the
“truth” ostensibly contained within ethnic identity. Unlike most of his
contemporaries’ retreat from nationalist ideology in the wake of World War I,
Sibelius’ entire identity remained strongly rooted in this world-view. In a previous
time, these beliefs would probably have remained largely ignored by musical critics.
However, the undeniable assimilability of his views with the Third Reich, coupled
with his nation’s ‘continuation-war’ pact with the Nazis, greatly marred his
reputation. To be clear, Sibelius was no Nazi and was actively critical of the racist
ideology of the Third Reich. However, his relationship to Scandinavian mythology
remained, for many, inseparable from the ‘blood-and-soil’ creed of the Nazis. This
view of Sibelius led him into disfavor with the avant-garde, which was already
skeptical, often classifying him as a “faded remnant of the 19th-century.” Sibelius is
still largely ignored in the historical discussion, despite the persistent positive
response of audiences.
Beginning around 1927, Sibelius entered a creative crisis that eventually consumed
his compositional output entirely. For the last thirty years of life, he published no
music. He worked extensively on the Eighth Symphony for nearly a decade but
destroyed all of the materials, along with many other manuscripts, around 1945.
Sibelius died in 1957 of a cerebral hemorrhage.

Finlandia, Op. 26 (1899, rev. 1900, prem. 2 July 1900, Helsinki
Philharmonic Society, Robert Kajanus, cond.)
Sibelius composed Finlandia as part of a nationalist pageant to raise money for a
press pension fund in Helsinki. In addition to the overt fund-raising of the event,
much of the impetus came from a clandestine protest of censorship exerted by
Finland’s Russian Empire oppressors. Although no folk material was used for the
composition, the work exhibits a patriotic tone, leading to its adoption as a national
treasure of Finland and a symbol of nationalist ambitions there. Most of the work is
tempestuous until the final section, which features the “Finlandia Hymn.” Often
mistaken for a folk-derived passage, the hymn was a spontaneous creation of the
composer.

Symphony No. 1 in E Minor, Op. 39 (compl. 1899, rev. 1900,
prem. 18 July 1900, Berlin, Helsinki Philharmonic, Robert
Kajanus, cond.)
Sibelius wrote his Symphony No. 1 when he was 33 years old. Although cast in the
conventional, four movement structure and often relying on the rhetorical devices of
traditional symphonic repertoire, the work is unusual for the articulation and pacing of
structural goals.
I. Andante, ma non troppo – Allegro energico opens with a quiet, introspective
clarinet solo. The listener is invited to settle into the calm solo texture just long
enough to be unsettled by the energized entrance of the strings, typical of Sibelius’
propensity toward surprise and idiosynchratic timing. Many of Sibelius’ signature
gestures of instrumentation receive a warm introduction here. II. Andante, ma non
troppo lento proceeds in roughly a rondo form (ABACA…), although the secondary
thematic materials might be understood as subthematic or transitional, lending the
movement the feeling obtained through the non-transformational properties of a
theme and variations. The iii. Scherzo, Allegro is a lively romp with a bright
restrained character. Not nearly as comedic or sardonic as a Scherzo of Beethoven,
this movement achieves restrained wit but never ventures from the classical period
minuet (which would ordinarily appear at this place in the form). The result is a less
marked, although more refined, contrast between the surrounding scherzo and internal
trio of the movement. The iv. Finale leans toward the second symphony more than the
other movements. To the astute listener, the more famous work will certainly come to
mind with many of the structurally significant moments here.

Nikos Skalkottas (1904-1949)
Nikos Skalkottas was a Greek composer, theorist, and scholar of the Modernist
period. He began studies at the violin, graduating from Athens conservatory in 1920.
He lived in Berlin from 1921 to 1933, where he transitioned from a career in violin
performance to composition. While living there, he studied with Paul Kahn, Paul
Juon, Kurt Weill, Philipp Jarnach and Arnold Schönberg. Skalkottas died suddenly, at
the age of 45, from complications arising from an untreated hernia. At the time of his
death, he had not received widespread recognition. Many of his works were
premiered posthumous.
Throughout his career, Skalkottas was greatly influenced by his intensive research in
the traditional folk music of Greece. As a result, Skalkottas eventually reached a
dramatic conclusion and point of confirmation that, to him, proved revelatory: Greek
folk music was (arguably) closer to the “atonal” trends of the early twentieth century,
than to that of functional harmony. With the liberation this discovery achieved as his
justification, Skalkottas finally felt free to explore his contemporary avante-garde
without restraint. For most of the remainder of his career, Skalkottas remained true to
the Weimar period artistic movement of “New Objectivity” (Neue Sachlichkeit),
leaning toward the neo-classical, “absolute music” ideals of that movement and
applying this toward dodecaphony and free atonality.

“The Sea” Ballet Suite for Orchestra
“The Sea” is one of the few purely tonal works of Skalkottas oeuvre. The piece
depicts several episodes in an imaginary tale, as described by the composer thus: “…a
sailor, true son of the sea, rests dreaming at the seaside. In his dream, he reflects on
sorrows and joys, his own people, his home and his friends. Shortly, a storm breaks
out. The seas is getting rough and the waves appear like dancing in the darkness of the
night – this is the Dance of the Waves. The sea calms down, before long the nature

quiets down – the view of a trawler boat with its singing fishermen transports him to
another dimension. He sees the small fish swirling and moving along without an
apparent direction – he sees the happiness in the work of the fishermen. Before long,
everybody moves off and an endless calm takes hold over nature – a particularly
beautiful side of marine nature. He keeps on dreaming. Suddenly, there, on the waves,
he sees something the looks outlandish, a woman getting ready to dance. What is it? It
is a Gorgon, a nymph of the sea, the sister of Alexander the Great. The crowd of
mariners gathers up and watches her over her dance. Believing she dances in front of
her brother; Alexander the Great, the mermaid swirls over a wild dance. The crowd,
then, asks: does Alexander the Great live? Yes, he lives! They answer from far away.
The tale of Alexander the Great comes true. In some way, it is facts that give rise to
fold tradition. Here, ends the dream of the sailor. When he gets over it, he feels
overwhelmed by both great sorrow and great happiness – he sings along, together
with the crowd, the last Hymn to the Sea, full of inner love, adoration, and yet fear
and doubt. That kind of doubt reflects the sorrow of death, which resounds like a
refrain from the sea.”
Formally, “The Sea” is composed of an introduction and ten dance scenes. Not
surprisingly, given Skalkottas’ preclusions, Greek traditional melody appears
throughout the work. A singular motive, representing the sea, recurs in the
Introduction, Dance of the Waves, Nocturne, and Hymn to the Sea. All of the
movements are bound to the dance movements of the original form.

James Stephenson (b. 1969)
Chicago area composer James Stephenson’s works have been performed by leading
American orchestras and hailed by critics as having “straightforward, unabashedly
beautiful sounds” and "Stephenson deserves to be heard again and again!" (Boston
Herald). His music incorporates a fresh and energizing soundscape that delights the
audience while maintaining integrity and worthwhile challenges for the performing
musicians. This rare combination has rewarded Stephenson with a host of ongoing
commissions and projects.
Recent collaborations include a concerto for Branford Marsalis with Rodney Mack;
an exuberant fanfare for the Houston Symphony; and a concerto for the Philadelphia
Orchestra’s principal trombonist, Nitzan Haroz. In 2010 and 2011, Stephenson
premieres included a trumpet concerto in Sydney, Australia, (with repeats in Brazil,
Sweden, Croatia, the US, and the UK, culminating in this Thailand premiere with the
TPO), as well as concertos for flute and clarinet in Florida and Ohio (Cleveland),
respectively. His oboe concerto - "Duels and Dances" - is receiving numerous
performances in the Americas by Alex Klein, former principal oboe of the Chicago
Symphony. Other upcoming premieres include "Ode to Peace" - a celebration of the
Native Americans of Lawton, Oklahoma - "Meditations and Grooves" for the Quincy
(IL) Symphony, concertos for bassoon, french horn, and a Magnificat for the Grand
Rapids Symphony Orchestra and Chorus.
The 2011-2012 season will see the premiere of two new violin concertos, to be
performed by the Minnesota Orchestra (Osmo Vanska conducting, Jennifer Frautschi,
violin) and the Rhode Island Philharmonic (Larry Rachleff with Alex Kerr).
Stephenson is also active in the concert band world, with premieres occurring at
major venues such as the 2010 Midwest Clinic, and the 2011 ABA (American
Bandmasters Association) convention with the US “President’s Own” Marine Band.
His landmark educational work, Compose Yourself!, has now been performed over
200 times since its creation in 2002, and will see performances by four Chicago-land
orchestras this season as well. Also active as a highly sought-after arranger,
Stephenson's arrangements have been performed/recorded/broadcast by virtually

every major orchestra in the country, including the Boston Pops, Cincinnati Pops, NY
Pops and more.
Before moving to Lake Forest as a full-time composer, Stephenson spent 17 seasons
with the Naples (FL) Philharmonic as a trumpeter, a position he won immediately
upon graduating from the New England Conservatory of Music. When not writing
music, he enjoys spending time with wife, Sally, and four children, or doing almost
any sporting activity!
Stephenson is currently enjoying a position of Composer-in-Residence with the Lake
Forest Symphony. Alan Heatherington is Music Director.

Concerto No. 2 for Trumpet & Orchestra "Rextreme”
“In the summer of 1987, Rex Richardson and I first met as young trumpet players at
the ITG (International Trumpet Guild) Conference, held in Kalamazoo, MI, on the
campus of Western Michigan University. While we both have different accounts of
what we were actually doing when we met (though both stories involve misbehaving
adolescents), one thing can be acknowledged as fact: that neither of us had any
inkling that Rex would be premiering a trumpet concerto that I would compose for
him 23 years later, and that the premiere would take place at yet another ITG
Conference, this time in Sydney, Australia!
Since our first meeting, Rex has gone on to conquer the trumpet world, in both the
classical and jazz idioms. I, on the other hand, have put the trumpet in the case, and
am now enjoying life solely as a composer.
"Rextreme" is an effort to showcase Rex's tremendous versatility as a trumpet soloist.
The three movement work includes modern classical trumpet writing, beautiful ballad
solos (flugelhorn), and also allows opportunities for improvisatory solos.
Acknowledging Rex's ability as a very fine composer, the work also allows for a
freely improvised cadenza, occurring just before the virtuosic ending, highlighting his
masterful technique on the instrument.
A constant joy for me is the chance to write music for colleagues with whom I have
enjoyed a lasting friendship. This work is certainly no exception, as I consider Rex to
be one of my closest friends. I sincerely appreciate his faith in me as a composer with
this collaboration to come up with a new work designed especially for him.
Though the work was written specifically with Rex in mind, "Rextreme" is certainly
accessible to all classical audiences and classical trumpet soloists as well. Alternative
versions of the solo trumpet part are available to those who would prefer not to
improvise.
The premiere of 'Rextreme' occurred on July 6, 2010 in Sydney, Australia, conducted
by Mr. Stephen Williams, with the composer in attendance.”-JS

Johann Strauss II (1825-1899)
Johann Strauss II was a Viennese composer, conductor, and violinist. He was the son
of Johann Strauss I, a notable Viennese musician, who had exerted a dramatic
influence on the Viennese concert tradition through the creation and development of
his own orchestra, the Strauss Orchestra. Whereas most orchestras of the time focused
on dance music (such as waltzes), the Strauss Orchestra performed open-air concerts,
featuring operatic extracts and symphonic fantasies. Johann II and his younger brother
Josef continued this tradition under their batons, solidifying a radical change to the
relationship between the audience and the concert performance. In spite of this,
Johann Strauss II built his composition career on dance music and is often referred as
the “Waltz King,” for his prolific output in that genre.

Die Fledermaus
Die Fledermaus (“The Bat”) has been regularly performed since its Vienna premiere
in 1874 and is Strauss’ most well-known and beloved operetta. The term operetta is
hardly distinguishable from opera, other than by vague indication of having “lighter”
music. However, this work probably will not appear particularly light to our ears. As
with most nineteenth-century overtures, in this work the audience receives a preview
of the dramatic narrative of the coming stage work. The piece is characterized by
frequent changes of tempo and character, as well as very riveting melodies.

Emperor’s Waltz
During the 1848 Vienna Revolution, Strauss initially aligned himself with the
revolutionary elements. He was, at one point, even interrogated by the police for his
radical views. However, when these views began to threaten his career, Strauss
summarily shifted his allegiance to the side of the Emperor. For the remainder of his
life, Strauss proved an obedient supporter of the empire, as evident in the countless
works he composed either dedicated to or inspired by the emperor. The Emperor’s
Waltz, which premiered in 1872, at Konigsbau concert hall in Berlin is a work
embedded in this tradition. Eljen a Magyar is a similarly politically-motivated work
dedicated “to the Hungarian Nation.”

An der schonen, blauen Donau
An der schonen, blauen Donau was written during a period of intense rivalry between
Strauss and his brother Josef. Many of the works composed during this time were
written in an elaborate spirit of competition between the two, who dominated the
dance-music scene between the late 1850s and 1870s in Vienna. For an extended
period, each of the brothers responded to the master work of his brother with one of
his own. This work is one of his most memorable pieces, made more so by its
inclusion in the soundtrack to Stanley Kubrick’s 2001: A Space Odyssey.

Richard Strauss (1864-1949)
Richard Strauss was the first of two children born to Franz Strauss, the principal horn
of the Munich Court Orchestra and his wife, Josephine Pschorr Strauss, the daughter
of a wealthy Munich brewer. His was a profoundly talented musical family, which
encouraged him greatly in his early pursuits. He began studying piano at the age of 4,
composed his first works at 6, studied violin from the age of 8, and began serious
composition study at 11. His father, of conservative musical temperament, was the
most consistent influence on young Richard’s early musical development. After
graduating from Gymnasium, Richard briefly attended the University of Munich (for
one winter). During this time, he first discovered the philosophy of Shopanhauer,
inspiring a life-long interest in philosophy. He also began to make a significant
impression upon the local music community at this time. Shortly thereafter, he moved
to Berlin, where his musical career truly launched.
As an apprentice to Bullow in Meiningen (1885-6) he mastered the skill of
conducting, which would later propel him to the leading posts of Europe. In addition,
he established himself as a solo performer and composer during his tenure there.
However, as a composer his complex organization and variation of extremely simple
rhetorical elements at first confounded listeners. When he conducted his Symphony in
F minor for Brahms, the elder composer advised: “Your symphony contains too much
playing about with themes. This piling up of many themes based on a triad, which
differ from one another only in rhythm, has no value.” In fact, although the young
Strauss claims to have taken this advice to heart, these elements remained at the core
of his compositional technique throughout his life.
During the 1930’s and beyond, Strauss’ place in the canon was both confirmed by his
significant contributions to opera and tarnished by his complicity with or, at best,
deliberate disregard for the atrocities of the Nazi regime. Strauss was certainly not a
hero who stood in bold opposition to the Nazis; however, neither was he was a true
sympathizer or (probably) openly anti-Semitic. For a time he served as president of
the Reichsmusikkammer, essentially occupying the position of state composer of the

Nazi government. However, he was later openly critical of the regime, to the extent
that he eventually lost this post. When Toscanini resigned in protest of the Nazis in
1933, Strauss lent legitimacy to the regime (and its anti-Semitic ideals) by helping the
Nazis find a replacement. Whether or not this reflects his attempt to repair his own
relationship to Bayreuth (and not out of a desire to please the Nazis), Strauss cannot
have been ignorant of the impression this created within the international community.
However, at other times he stubbornly refused to accept that he would not be allowed
to collaborate with Jewish artists, such as Stefan Zweig. In the final analysis, Strauss’
interactions with and reactions to the Nazis must be viewed not as based upon moral
responsibility, but rather upon his career aspirations. The best we can say of him,
perhaps, is that he did nothing. He did nothing to hinder the atrocity of Nazism, nor
was he entirely submissive to their worldview or policies. He “stood still on a moving
train” and, for better or worse, that is how history must remember him.
In spite of this controversy, Strauss’ musical legacy is impressive. In his early career,
he emerged as the most important living German composer after the death of Wagner
(1883) and Brahms (1897). During his life, he was also recognized as one of the most
exceptional conductors for orchestra in Europe. Although he composed in every
genre, he is most well-known for his orchestral tone poems and operas.

Death and Transfiguration, Op. 24 (1888-9)
Strauss’ tone poem, Death and Transfiguration is dedicated to the composer’s friend
Friedrich Rosch. The work is an attempt at the literal depiction of the death of an
artist. Essentially, it is meant to elicit I. the protagonist on his deathbed; II. the
struggle against his own death; III. reflection on his life – beginning in childhood
innocence, confronting the struggles of adulthood, overcoming these struggles to
attain worldly success; and, finally, IV. attainment of transfiguration “from the
infinite reaches of heaven.” The following descriptive poem, written at Strauss’
request by his friend, Alexander von Ritter, clarifies the sectional divisions of the
single movement work and their fount of inspiration:
I. Largo
In a small bare room, dimly lit by a candle stump, a sick man lies on his bed.
Exhausted by a violent struggle with death, he lies asleep.
In the stillness of the room, like a portent of impending
death, only the quiet ticking of a clock is heard.
A melancholy smile lights the invalid’s pale face:
does he dream of golden childhood as he
lingers on the border of life?
II. Allegro molto agitato
But death grants him little sleep or time for dreams.
He shakes his prey brutally to begin the battle afresh.
The drive to live, the might of death!
What a terrifying contest!
Neither wins the victory and once more silence reigns.
III. Meno mosso, ma sempre alla breve
Exhausted from the battle, sleepless, as in a delirium,
the sick man now sees his life pass before him,
step by step, scene by scene.

First the rosy dawn of childhood, radiant, innocent;
then the boy’s aggressive games, testing, building his strength—
and so maturing for the battles of manhood,
to strive with burning passion for the highest goals of life:
to transfigure all that seems to him most noble,
giving it still more exalted form—
this alone has been the high aim of his whole existence.
Coldly, scornfully, the world set obstacle upon obstacle in his way.
When he believed himself near his goal, a thunderous voice cried:
‘Halt!’ But a voice within him still urged him on, crying:
‘Make each hindrance a new rung in your upward climb.’
Undaunted he followed the exalted quest.
Still in his death agony he seeks the unreached goal of his ceaseless striving,
seeks it, but alas, still in vain. Though it grows closer, clearer, grander,
it never can be grasped entire or perfected in his soul.
The final iron hammerblow of death rings out,
breaks his earthy frame, and covers his eyes with eternal night.
IV. Moderato
But from the endless realms of heavenly space
a mighty resonance returns to him bearing
what he longed for here below and sought in vain:
redemption, transfiguration.
Interestingly, on his own death bed 60 years later, Strauss is known to have claimed
“It’s a funny thing, Alice, dying is just the way I composed it in Tod und
Verklärung.” Please send me a text if you find this to be true when your own time
comes.

Ein Heldenleben, op.40 (1897-8)
Like many of Strauss’ works from the late nineteenth- and early twentieth-century, his
final tone poem, Ein Heldenleben (The Hero’s Battlefield) negotiates the conflict
created by the artist being sustained and beholden to bourgeois factions of society
while driven by the imperative of his vision. This is treated ironically, to appease the
necessity of his artistic integrity, without offending his patrons. In a letter to his
father, he insisted that the notion that he was the hero was “only partly true.” At the
premiere, he referred to “not a single poetical or historical figure but, rather a more
general and free ideal of great and manly heroism.” It is possible that he really did not
have a specific hero in mind or was referring to one of his predecessors (Wagner,
Brahms, or Büllow, perhaps). However, Strauss later admitted to Romain Rolland that
he found himself “no less interesting than Napoleon,” referring to Beethoven’s
inspiration for Eroica. In this respect, it is hard to ignore the frequent and insistent
self-reference and quotation within the work.
Ein Heldenleben is composed of six episodes, each depicting different aspects of the
hero’s story. The first, “The Hero,” begins by introducing the Hero’s leitmotif in
Horns and cellos. After this, contrasting material provides lyrical respite from the
austere main theme. “The Hero’s Adversaries” is usually interpreted to evince the
composer’s struggles against the many critics opposed to his music, during his own
life. In some places in the score, he even wrote in the names of some of these
detractors. As the work progresses, the hero seems to diminish before their rebuff –

his leitmotif falling into the minor mode – before a brass fanfare revives him.
Although reticent to divulge whether he was actually the hero of this story, Strauss
explicitly wrote that his wife was “The Hero’s Companion.” In a letter he described
her as “…very complex, a trifle perverse, a trifle coquettish, never the same, changing
from minute to minute.” The movement features a rapturous solo in the hands of the
concertmaster, dialogue between offstage and onstage trumpets, and a “voluptuously
scored love scene.”
The “The Hero’s Battlefield” is a provocative description of combat on a virtually
unprecedented scale. As the movement closes, the Hero’s theme emerges from the
chaos as a cantabile melody in solo trumpet, followed by a quotation from Don Juan
(unison Horns) leading to the next episode. “The Hero’s Works of Peace” is riddled
with quotations from many of Strauss’ earlier works. This section reveals a dense
pastiche of the composer’s past works, delivering a degree of self-quotation which
remained unrivaled well into the twentieth-century (perhaps only surpassed by
Shostakovich’s Eighth String Quartet). “The Hero’s Withdrawal from the World”
begins with an elegant English Horn solo and recalls moments from the earlier
movements. At the conclusion, the serene dignity of the hero has finally been
achieved.

Oboe Concerto in D Major, AV 144, TrV 292 (1945, prem. 26
February 1946, Zürich, Tonhalle Orchester, Volkmar Andreae,
cond., Marcel Saillet, ob.)
Strauss wrote the Oboe Concerto in D Major in 1945 and attended its premiere in
1946. The American oboist, John de Lancie, who had been principal oboe of the
Pittsburgh Symphony Orchestra in civilian life, was stationed in Garmisch as part of
the allied occupation immediately following WWII. When the young oboist, who was
quite familiar with Strauss’ work, discovered that the composer was nearby he
approached Strauss and beleaguered him with requests for an oboe concerto.
Although Strauss was initially dismissive of the idea, he eventually found the appeal
but not until de Lancie had returned to the U.S. To his credit, although Strauss
bestowed the world premiere upon another oboist, he offered the rights for the US
premiere to de Lancie. However, as de Lancie had since assumed the post of second
oboe of the Philadelphia Orchestra (behind Marcel Tabuteau), the protocol of that
time would not allow for the second oboe to perform a concerto. Therefore, de Lancie
passed the performing rights along to his friend, Mitch Miller, who premiered it with
the CBS Orchestra (NYC).
The concerto is in three movements, all connected attacca. The first movement,
Allegro Moderato, is in the traditional sonata form and features an immediately active
and fluid melody in the oboe, set against a furtive, repeated sixteenth-note gesture in
the strings. The breadth of the orchestral accompaniment remains reserved until the
transition to the secondary theme. Whereas the first theme is characterized by a fluid
charm, the second is closer to a dance. In the recapitulation, the closing section
uncharacteristically fades into a quiet abyss. The ternary second movement, Andante,
begins by synthesizing the first movement’s furtive string gesture with a slow dance
in 3/4. Against this backdrop, the oboe sings with the warmth and charm that only that
instrument can achieve. The darkest moments of the entire work appear in the
orchestral interludes. The final movement, Vivace – Allegro, departs without pause
from the closing cadenza of the andante with a joyful romp. It is in Sonata Rondo
form, with a firm, almost naive commitment and consistent return to the “home key.”

Although calmer in the secondary theme, the movement never ventures into darkness.
Still, throughout the work, Strauss manages to achieve contrasts of thematic material,
positing complements between “ecstatic” and “gently uplifting” rather than the more
typical “light” and “dark.”

Der Rosenkavalier, Op. 59 (“The Knight of the Rose”)
Strauss’ comic opera, Der Rosenkavalier, which was based upon an original German
libretto by Hugo von Hoffmansthal, premiered in 1911 in Dresden. The opera’s plot
centers on two couples: a young count (Octavian) who is involved with a much older
aristocrat (Marschallin) and the aristocrat’s cousin (Baron Ochs) who is engaged to
the daughter of a rich bourgeois (Sophie von Faninal). During the course of events,
Octavian is chosen as Rosenkavalier to the “bride-to-be” leading to an entanglement
of the youths. Of course, they fall in love with the result that they end up together.
Struss composed Der Rosenkavalier shortly after the premiere of his, heretofore, two
most adventurous and difficult works – Salome and Elektra – which had been
received with reservation. Both of the previous works were extremely dark in content
and difficult in their tonal language. As a result, Strauss deliberately chose to return to
a more traditional sound and light-hearted narrative for the newer work. In many
ways, Der Rosenkavalier represents Strauss’ homage to the comic operas of Mozart
and embodies the ebullient tone of those masterworks. However, although light in
subject and content, the work addresses more serious topics through themes of aging
and the inconstancy of men, especially as revealed in the thoughts and feelings of
Marschallin.
The suite was completed and premiered in 1945, although Strauss is purported to have
had no part in its arrangement. Although it remains unknown who arranged the suite,
it is probable that the premiere’s conductor, Artur Rodzinski completed this work.
Loosely following the major events of the opera in their proper order, the suite begins
with the prelude, depicting a night of passion between Octavian and Marschallin.
After this, Octavian and Sophie are introduced (oboe and horn) and their love
blossoms. This is followed by a waltz, then a nostalgic setting of Marschallin’s
realization of her loss. The final movement is a pompous waltz depicting Ochs (who
had been the title character in the sketches for the opera).

Igor Stravinsky (1882-1971)
Igor Stravinsky is one of the most performed and beloved composers of the
Twentieth-Century. Unlike many of his contemporaries and the ensuing generation,
who were often determined to create or develop a single compositional approach in
the wake of the abandonment of the common practice idiom, Stravinsky’s work
encompasses many different styles and approaches, such as nationalism, neoclassicism, serialism, and free atonality. Common characteristics underlie these
stylistic periods, like a unique sense for orchestrational treatment, an unprecedented
focus on idiosyncratic rhythmic structures, and a distinctive treatment of intervallic
dissonance. Formally, his works are clearly defined, with very little care for
transitions. Yet, development of ideas over the course of a single work is highly
articulate, with recurrences and transformation of materials presented with true
sensitivity and mastery.

The Concerto in D for Violin and Orchestra (1931)
The Concerto in D for Violin and Orchestra was commissioned by Samuel Dushkin,
with whom the composer worked closely in composing. Stravinsky was initially wary
of the commission as he worried he was relatively unfamiliar with the violin. Paul
Hindemith, who was both a composer and violinist, assured Stravinsky that his lack of
familiarity might actually provide for a unique approach. After some consideration,
Stravinsky determined to undertake the task. Hindemith’s assertion proved accurate –
in the most obvious example, Dushkin claimed the triple-stop opening for each
movement was not possible. As we shall see in tonight’s performance, although
challenging this sonority is both manageable and rewarding on the violin.
The work was composed during the heart of Stravinsky’s neo-classical period. Like
many of his pieces from this era, the Violin Concerto applies diatonic, almost simple,
harmony and voice-leading while set against a unique sense of rhythm and meter. In

many places (notably the first movement), the rhythmic motive actively subverts the
metric accent through the use of syncopation and offbeat, irregularly recurring
accents. The soloist must confront these irregular patterns and create a sense of
anacrusis towards them, whether notated with an interceding barline or not.
The first movement is a lively toccata, opening with a resounding form of the
aforementioned triple-stop. Although this sonority may shock the listener for its
instability, the piece quickly settles into a jolly explication of the key (D Major). The
clarity and creativity of Stravinsky’s orchestral color immediately grabs attention,
leaving little doubt that the composer stands as one of the great orchestrators of all
time. Throughout the toccata, Stravinsky returns to several characteristic gestures that
are found in other movements, such as a group of lovely, harmonics in three layers
and a short-short-long rhythmic motive. The second movement (D Minor) is
surprisingly active, given that it is labeled Arioso I and in a minor key. The modality
might be described as dark, but appears aggressive by comparison to the third
movement. In Arioso II, the key center shifts to F# Minor and the mood to solemn. It
is here that Stravinsky’s sense of lyrical and poignant melody come to the fore. The
final Cappriccio reinvigorates the brightness of the opening movement and satisfies
the listener with a return to the home key and a restrained but luminous final cadence.

The Firebird Suite (1919)
Zhar-ptitsa or The Firebird Suite is a ten-movement adaptation of the Ballet with the
same title. Stravinsky completed the ballet in 1910, shortly after receiving a
commission from Sergey Pavlovich Diaghilev, the director of the Ballets Russes
(1909-1929), who premiered the work on 25 June, in Paris. The story tells of how
Ivan Tsarevich, the Prince Charming character in Russian fairy tales, with the aid of
the Firebird wins the hand of the Princess Nenaglyadnaya-Krasa (Unearthly beauty)
by freeing her from a spell cast by the sorcerer Kashchey-Bessmertnïy (Deathless
Kashchey).
The musical setting for this drama sets two characteristic styles in direct juxtaposition.
The human characters and, especially, the prince and princess are set to a folkloric, du
vrai russe (quintessentially Russian) style. The supernatural participants (as well as
the essentially natural bird calls) are derived from the “ladder of thirds” progression
Stravinsky had adopted from his teacher, Rimsky-Korsakov, around the time of
composing. This “ladder of thirds” is built upon a twenty-four-unit cycle in which no
member may recur until all others have intervened. One example of this “magical”
music can be found in the opening measures, wherein segments of the ladder are
expressed in linear form in the bass voices of the orchestra and, as vertical sonorities,
in the winds.
As the work progresses, we understand why some of the dancers missed entrances in
rehearsal. The sonorities, especially for their orchestral treatment, are striking. Even
now, the listener may not anticipate or entirely comprehend the pitch language.
However, some moments of breathtaking simplicity also appear, especially the
Bercuese, which features a stunning duet between bassoon and oboe, set against a
pulsing harp and shimmering strings. The poignancy of such moments will resonate
within sensitive listeners for some time after the applause fade.
Formally, the work relies upon the vision of Stravinsky’s collaborators and breaks
little ground. The scenario is quite old-fashioned, traversing a sequence of dances
linked by pas d'action. In this way, the large-scale trajectory of both the ballet and

suite do not depart from the tradition, as established by Tchaikovsky and Delibes.
However, Stravinsky’s characteristic fingerprint is here, especially in the rhythmic
treatment within The Infernal Dance of King Katschey and the clear and innovative
orchestration throughout. In a more general aesthetic statement, Henri Ghéon named
The Firebird “the most exquisite marvel of equilibrium we have ever imagined
between sounds, movements and forms.” As a first attempt at the genre, the Firebird
Suite established the foundation for the later collaborations with Dhiagalev, which
would set Stravinsky apart as a true master of Modern and Post-Modern music.

Karol Szymanowski (1882-1937)
Karol Szymanowski was of Polish heritage, although he was born in the Ukraine. His
family was part of a group of landed gentry who settled there after the partitions of
Poland – perpetrated by the Russian Empire, The Habsburg Dynasty, and the
Kingdom of Prussia – effectively divided modern Poland and stripped her of
sovereignty for 123 years. His early musical education was nominal and transpired
largely within the confines of his childhood home. In 1901, he moved to Warsaw,
where he began formal musical training, studying harmony with Marek Zawirski and
counterpoint and composition with Zygmunt Noskowski, at the forerunner of the
Warsaw Conservatory, the Warsaw Music Institute. In 1905, along with a group of
fellow young Polish composers – Fitelberg, Rozycki, and Szeluto – he founded
“Young Poland in Music,” a group dedicated to the promotion of progressive musical
trends. Apart from a profound idolization of Richard Strauss, the group actually held
little in common. However, thanks to the group’s backing by Prince Wladyslaw
Lubomirski, much of Szymanoski’s early music (including the Concert Overture) was
published as a result of this early collaboration.
In the early years, Szymanowsky took much inspiration from the poets of the “Young
Poland” group (a group of writers dedicated to progressivism in literature around the
same time). These ideals are best expressed by their principal exponent, Stanislaw
Przybyszewski who proclaimed: “… Art has no aim, it is aim in itself… Art stands
above life, penetrates the essence of the universe… [It] becomes the highest religion,
and the artist becomes its priest.” From this, Szymanowski’s earliest works derived an
intimacy with the interior self.
In his later years, Szymanowski suffered greatly from insecurity about his
contribution to the tradition, as well as pernicious health problems. Added to this, his
family lost the bulk of their fortunes during World War I. As a result, the combination
of health issues and a rigorous touring schedule beleaguered him. He finally
succumbed to illness in 1937.

Concert Overture in E Major, Op. 12 (1904-5, reorch. 1912-13)
The interior, yet exotic imagery of the Concert Overture in E Major was wellreceived at its first performance. The leading music critic of Warsaw, Aleksander
Polinski, responded to the premiere by saying “I did not doubt for a moment that I
was faced with an extraordinary composer, perhaps a genius.” Unlike so many of his
contemporaries, in the early years Szymanowski was not attracted to nationalism,
linking the quotation of Polish folk music with Provincialism. Instead, many of his
early works are so closely related to the quintessentially German Richard Struass that
Szymanowski, himself, feared that his sound was derivative. The Concert Overture
achieves this by employing overwhelming orchestral tutti and, especially in the use of
brass and percussion, a sound-world inextricably linked to Strauss’ Don Juan.

Pyotr Ill’yich Tchaikovsky (1840-1893)
Pyotr Ill’yich Tchaikovsky was the first Russian composer to extend the Western
European symphonic tradition into Russia. His style is deeply personal and original,
evoking strong emotional contours with some of the most effective orchestration ever
composed. Lyrical melodies predominate, elucidating a complex drama and
psychology in virtually all of his works.
In his early years, Pyotr’s father was preoccupied by the pursuit of stable
employment, which induced the family to move several times within Russia – from
Votkinsk to Moscow, then St. Petersburg, settling for a time in Alapayevsk and
ultimately returning to St. Petersburg. By the age of seven, Pyotr already
demonstrated a remarkable intellect through surviving writings (which he prepared in
French) on secular and metaphysical topics. At this precocious age, he also composed
poetry and began a history of Joan of Arc. Procuring a proper musical education for
the young talent proved very difficult for his parents in provincial Russia. However,
being musically literate, his parents did recognize his ability, offering the best access
to musical education possible given the circumstances.
Tchaikovsky’s first serious musical training came in 1861 with a theory class and, in
1862, at the newly opened St. Petersburg Conservatory. His principal teacher at the
conservatory was Antonin Rubinstein, who Tchaikovsky scorned as a composer but
from whom he learned a great deal of the craft, especially concerning discipline and
rigor. At the conservatory, Tchaikovsky progressed very quickly, establishing himself
neither as a pure nationalist, nor fervent embracer of the Western approach, while
accomplishing for himself a distinct and powerful voice and technique. Upon his
departure from the conservatory, his colleague Herman Laroche is known to have
prophesied “You are the greatest musical talent in present-day Russia … I see in you
the greatest, or, better said, the sole hope of our musical future.”
Shortly after his graduation from St. Petersburg Conservatory in 1866, his teacher’s
brother, Anton Rubinstein approached Tchaikovsky about teaching theory at the
newly formed Moscow Conservatory. In 1877, he embarked upon one of the most
controversial endeavors in his life, his platonic marriage to Antonina Miliukova.
Although a great deal remains uncertain, it is clear that intimacy between the two was

minimal, at best. It is likely that Tchaikovsky was a homosexual, although the impact
on his compositions has largely been overestimated. Surviving letters suggest that he
did not suffer personal guilt over his own sexual preference, to which he made
oblique reference. However, Tchaikovsky was an adamant protector of his public
image and feared social rebuke in the face of any controversy. His prevarication,
added to the fact of his family’s postmortem sequestering of the events of his life,
provide difficulty in verifying anything with certainty. In any case, it is likely that his
sexuality may have cost him the support of his greatest benefactor, Nadezhda von
Meck, who may have been pressured by her family to end her support of him.
In October of 1893, Tchaikovsky fell ill five days after conducting the premiere of his
Sixth Symphony. He died within a week. The circumstances surrounding his death
remain a mystery but it is likely that he suffered from the long-term effects of alcohol
and tobacco and succumbed to some form of organ failure. His principle biographer,
his brother Modest, suggested that Pyotr drank unboiled water and contracted cholera.
However, Modest has proven to be an extremely unreliable source for many of the
details of Pyotr’s life – prone to dishonest and manipulative portrayals in the interest
of glorification. Much of the music from Tchaikovsky’s final decade projects a deep
philosophical dialogue between “of this world” and “of the beyond,” which lends
itself to some radical views surrounding his fate. In 1980, the musicologist
Aleksandra Orlova suggested that Tchaikovsky killed himself rather than have the
truth of his sexual advances upon a young aristocratic man become public. The
tenacity of rumor and willingness to support conjecture in spite of reason have created
a cloud of misinformation concerning his biography. The truth of his death will
almost certainly never be known.

Capriccio Italien, Op. 45 (1880)
Tchaikovsky wrote Capriccio Italien between January and May of 1880. He
originally titled the work “Italian Fantasia,” since he utilized a free approach to form
in its composition. As inspiration for the piece, he referred to Mikhail Glinka’s
“Spanish Pieces,” as well as quoting a bugle call he heard while on a trip to Rome. As
Tchaikovsky sketched the work he initially felt it would be a success, even writing to
Nadezhda von Meck with this sentiment. However as he proceeded to complete the
orchestration, he worried that it lacked musical substance.
The work opens with a somber Russian melody set against an Italian rhythm,
simultaneously evoking some of the composer’s internal strife while exhibiting the
exotic (for its contemporaries) sound of Southern Europe. Soon thereafter, the rapid
energy proves impossible to contain and arrives at a series of exceptionally prepared
orchestral tutti hits. Amazingly, although the orchestration is rather thick throughout,
the work never ceases to gain intensity. The triumphal close proves both satisfying
and conclusive for such a short work.

Piano Concerto no. 1 in B-flat minor, Op. 23 (prem. 25 October
1875, Boston Symphony, Hans Guido Van Bülow, pno.)
Tchaikovsky composed the Piano Concerto no. 1 for Nicolai Grigorevich Rubinstein,
founding director of the Moscow Conservatory and renowned pianist of the Romantic
period. Despite the heretofore extremely close relationship of the two musicians,
Rubinstein rejected the work with a dismissive and disrespectful disdain, claiming
that it was “impossible” and that: “if within a limited time [Tchaikovsky] reworked

the concerto according to [Rubinstein’s] demands, then he would do the honor of
playing [the] thing at his concert.” Tchaikovsky famously replied: “I will not change a
note.” Although this created a separation of wills for a time, eventually Rubinstein
became convinced of the works mastery (perhaps by the inescapable evidence of its
possibility in the hands of Hans Guido Van Bülow, who performed the work over 100
times in his tour immediately following the premiere). By the end of his life,
Rubinstein had become an outspoken champion of the work, promulgating its mastery
through his own hands, as well as through those of his students.
The piece is in the traditional, fast-slow-fast three-movement form. The curious
introductory theme of the work is not repeated, thus serving a singular function
despite its memorable character. Tchaikovsky claims to have heard a blind beggar at a
street fair singing the melody. After this, the movement follows the typical sonata
form, with the oboe presenting the secondary theme in exquisite variation in the
recapitulation. The second movement is in ternary form, opening with a languid
melody in the first section. The second theme of the movement is lilting and dancelike, before returning to the first theme to close the movement. The Allegro final
movement exhibits the flourishing energy of a Cossack dance. This vigorous romp is
contrasted by a tender, riveting secondary theme, with the two themes competing for
the opportunity to complete the work. In the end, the Cossack’s dance the work to a
close.

Sleeping Beauty Suite, Op. 66a ()
The Sleeping Beauty Suite is often viewed as the turning point into Tchaikovsky’s late
style. Unusual for him, Sleeping Beauty represents a true collaboration and, even, a
subordinate role for Tchaikovsky. The musical decisions were based upon
requirements laid out by the French choreographer, Marius Petipa, to which
Tchaikovsky willingly acquiesced. However, Tchaikovsky the philosopher went
further in composing by developing a tension between present and future worlds.,
between “of this world” and “of the beyond.” The contrast between the themes of
Lilac Fairy (good and of the world beyond) and the Carabosse (evil and of this world)
embodies this tension with clarity and brilliance.

Symphony No.1 in G minor, Op.13 “Winterdreams” (prem.
Moscow, February 1868)
Tchaikovsky wrote the Symphony No. 1 immediately after accepting his post at the
Moscow Conservatory. It is often considered the most significant of his early works.
Tchaikovsky acknowledged great difficulty in completing the work; however, he
remained fond of the work into his later years. He once wrote to his patroness,
Nadezhda von Meck, indicating: "although it is in many ways very immature, yet
fundamentally it has more substance and is better than any of my other more mature
works."
The symphony is in four movements, with the first two movements having referential
titles: I. Dreams of a Winter Journey, II. Land of Desolation, Land of Mists, III.
Scherzo, IV. Finale. The work created a crisis for Tchaikovsky, in that he came to
realize he had no affinity or (possibly) aptitude for strict adherence to traditional
forms. As a result, in the first movement especially he adapted sonata form to fit his
natural disposition. In truth, this crisis was brought on probably more by his teacher,
Anton Rubinstein’s, devotion to the old ways and hostility toward change than by

some “deficiency” in Tchaikovsky’s writing. In any case, Tchaikovsky’s adaptable
approach leans forward in time toward the further exploration of sonata form found in
later composers’ works, such as Mahler.
The second movement evokes a vivid imagery by investigating a monothematic
structure. The subtlety to the approach and the generative melody demonstrate
Tchaikovsky’s mastery of melody, perhaps to the detriment of formal development.
Tchaikovsky wrote the third movement first, as adapted from the C-sharp Piano
Sonata he had written as a student. Here, Tchaikovsky changed the key to C-Minor
and adapted the instrumentation for expression of orchestral color as only he was
capable. Both the principal and secondary themes of the Finale are based upon a
Russian folk-song.

Symphony No.6 in B Minor, Op. 74 “Pathétique” (1893)
Tchaikovsky composed his last symphony (virtually his last complete work), the
Symphony No.6, in February and March of 1893. The work remains one of the great
masterpieces of the orchestral repertoire. From the dark bassoon entrance in the
opening, to the lively (or, more accurately, manic) third movement, the work
navigates a broad panorama of emotional contours. The work is in four movements,
typical of Tchaikovsky’s large formal design: a dense and complex first movement
fixed in sonata form, a lyrical second movement expressive of hyper-linguistic
beauty, a vibrant, dance-like third movement, and a striking (shocking even) finale.
The orchestral colors and breathtaking melodies have delighted audiences since the
premiere and left us to marvel at the absolute genius of one of the unparalleled
masters of the compositional craft.
As a narrative structure, the work is infamous for misleading audiences. The third
movement could almost certainly serve as the finale, as it propels toward an
unmitigated jubilation in the final phrases. As the movement dies away, one must
aggressively restrain oneself from the compulsion to bound forth from the repose of
his chair to express gratitude to the musicians and conductor. Instead, as the final
movement opens, an oppressive melody consumes the joy previously attained,
ferrying the listener toward the inevitability of the gasping, death rattle ending to the
work. Perhaps, for the more optimistic side of our nature, this last movement will
confound. Indeed, the possibility of ending with movement three teaches us more
about the turmoil of Tchaikovsky’s life than were it not present. We may be tempted
to put on our rose-colored lenses and walk away before the final movement begins.
But that is not the ending the master intended and we must, out of respect for the great
artist listen to his tale until the final chord. Not that this is any chore.

Swan Lake Suite, op. 20
The Swan Lake Suite remains one of the true, unquestioned masterworks of the ballet
repertoire. However, Tchaikovsky did not live to see its success, partially because the
original version of the score was considered “undanceable.” Fortunately for concertgoers, after Tchaikovsky’s death, the production was revised and revived as a
memorial to the great composer.
The story of the ballet involves a struggle between good and evil. Before the stage
production begins, the “Swan Queen,” the evil sorcerer, Baron Von Rothbart, for
refusing his proposal of marriage, had transformed Odette, into a swan. During the
course of the story, she captivates the hero, Sigfried, while explaining that Swan Lake

was created from the tears of herself and other maidens who have been transmuted
into swans. However, Sigfried is later tricked by the black swan, Odile – who poses as
the object of his affection – into swearing his love for the wrong person. In the end,
faced with the truth that her death will be the only release from the evil spell, Odette
leaps from a cliff. To be united with her, Sigfried does likewise. With their demise,
Von Rothbart’s power vanishes and he also dies, which liberates his remaining
captives.
In its original conception, two different dancers performed the roles of Odette and
Odile. However, the revived version was commissioned to feature the virtuosic dancer
Pierina Lagnani. As a result, the roles were combined to be performed by one person,
as they usually are today.
The music to the suite, which matches the grandiosity of the libretto, was one of the
earliest ballet scores to raise the genre of ballet to the level of “serious art.” Not
surprisingly, Tchaikovsky’s masterful scoring and symphonic predilections aided him
in this task. As mentioned previously, the complexity of the scoring (at first compared
to Wagner) created true difficulties in the production and performance for the dancers.
However, this same complexity and provocative authority induced the work’s greatest
legacy, bestowing upon the genre a greater respect and wider appeal.

Variations on a Rococo Theme, Op. 33 (1876-77)
Although Tchaikovsky did not leave us with a cello concerto, in composing the
Variations on a Rococo Theme, he managed to leave a standard masterwork for
ensuing generations of virtuosic soloists. Despite the misleading title, the theme on
which the work is based is not a quotation. Rather, Tchaikovsky mimicked the
melodic style of the great Baroque composers and based the work upon the result. As
regards the use of variation, Tchaikovsky was inspired by Mozart’s approach to the
genre especially in his use of codetta within his own theme and variation works. By
employing a codetta, Tchaikovsky recognized that Mozart created a contrasting
episode between the variations sufficient to differentiate the principal thematic idea in
its many iterations and allow for a more satisfying pacing for the audience and
performer.
The work features an introduction of the theme, followed by seven variations
(originally, there were eight). Tchaikovsky’s initial conception of the piece, including
the order of variations and much of the solo part, was subjugated by the dedicatee,
Wilhelm Fitzenhagen. In a typical display of his insecurity as a composer, especially
concerning form, Tchaikovsky bowed to the wishes of the soloist and never heard the
work performed as he had conceived of it. In Tchaikovsky’s version, the first five
variations feature “…a progressive expansion and evolution of the theme’s
structure…. the sixth briefly recall[s] the original phrases of the theme before the
seventh… [leads to] the real peak of the piece,” (David Brown) before the final
variation brings the listener back to the beginning.
In tonight’s performance, the cello part has been adapted for solo flugelhorn. This
arrangement was produced by the soloist’s father, Mikhail Nakariakov, and is
included in the landmark recording, “No Limit” (2000 Teldec Classics International
8573-80651-2).

Violin Concerto in D Major, op. 35 (premiered in Vienna, on 4
December 1881)
Tchaikovsky wrote the Violin Concerto in D Major while recovering on the shores of
Lake Geneva, after the disastrous marriage to Antonina Miliukova. He wrote the work
quickly – in about a month – relying heavily on his composition student, the violinist
Iosif Kotek, for advice concerning idiomatic writing. Although he originally intended
to dedicate the work to Kotek, he was concerned that this might incite gossip about
the nature of their relationship, since they had spent the month of composition
together in the Swiss mountains. In addition, Kotek refused first performance of the
work out of a fear that the work would be received unfavorably and might hinder his
young career. As a result, Tchaikovsky returned to one of his former collaborators to
offer the work.
Tchaikovsky first dedicated the work to Josef Auer, to whom he had dedicated
Serenade Melancolique, and intended to offer him the first performance in March of
1879. However, although Auer was a great admirer of Tchaikovsky’s symphonic
works, he refused the offer for performance. Three decades later, he recounted the
following: “When Tchaikovsky came to me one evening, about thirty years ago, and
presented me with a roll of music, great was my astonishment on finding this proved
to be the Violin Concerto, dedicated to me, completed and already in print. My first
feeling was one of gratitude for this proof of his sympathy toward me, which honored
me as an artist. On closer acquaintance with the composition, I regretted that the great
composer had not shown it to me before committing it to print. Much unpleasantness
might then have been spared us both....” Eventually Auer did perform the work, after
he “for purely technical reasons, [made] some slight alterations in the passages of the
solo part.”
Adolph Brodsky (Vienna Philharmonic, Hans Richter, cond.) gave the first
performance, with a new dedication to Brodsky. Reaction to the work was largely
critical. Eduard Hanslick offering the strongest rejection: “[the concerto] brought us
face to face with the revolting thought that music can exist which stinks to the ear.”
However, in the final analysis, the work has lasted precisely for the technical
challenges it provides for the performer and for the virtuosic orchestral treatment
consistent with most of the master’s works.

Giuseppe Verdi (1813-1901)
Giuseppe Verdi is often considered the greatest composer in the Italian musical drama
tradition. At the time of his death, he can only be described as a national hero of Italy.
Several of his premieres stand as among the most important performance events of
Italy’s modern history. Part of this reception is due to the fact that the composer was
strongly associated with the unification of the Italian kingdoms.
In spite of his highly lauded position during life, almost immediately following his
death his music began to be perceived as too simple and direct within cosmopolitan,
fin-de-siècle Europe. One must remember that the beginning of the twentieth-century
was a time of searching in European art. It was an absolutely revolutionary period,
during which novelty trumped nearly every other aspect of a composer’s (or artist’s)
reception. However, in the late 1920s Weimar Germany, Verdi achieved a lasting
renaissance that has persisted to this day. As an alternative to the failures of the
Wagnerian lineage in captivating and cultivating a lasting audience, Verdi captured
the ideal of the neo-classical trend and was praised as such.

Fantasia di Rigoletto for Clarinet and Orchestra
The Fantasia di Rigoletto for Clarinet and Orchestra is adapted from the opera of the
same name. The work begins with a dramatic, Beethovian flourish in the orchestra
and proceeds through many of the noteworthy episodes of the opera. As an
exploration of the clarinet’s innate capabilities, it expresses an astonishing array of
technical virtuosities. Being a fantasia, the work’s form progresses through many
episodes of the inspiring work in a “through-composed” manner. Probably the most
apt description of the form is actually “medley.” In spite of this, L. Bassi took great
care to mimic the narrative of a traditional concerto, with the final episode (a coda
containing a revisit to previous material) following an appropriate-length cadenza
with dramatic effect, with a rhythmic diminution and increased activity directed
toward the final chord.

Richard Wagner (1813 - 1883)
Richard Wagner was a German composer of the late Romantic Period and one of the
most influential figures on the Copernican revolution of Modernism in music (i.e.
atonality/ dodecaphony). Wagner is largely remembered for his contribution to opera
and lieder but also wrote a great deal of criticism and was an active political dissident
in his time. He was born to a middle-class family in Leipzig. One of nine siblings,
Richard never knew the bearer of his surname, Friedrich Wagner, who died shortly
after Richard’s birth. It remains uncertain whether his biological father was actually a
traveling actor, Ludwig Geyer, who later married Richard’s mother. As a child,
Wagner showed little interest in scholarly topics other than poetry. Later in life he
applied this foundation in literary art to the composition of his own librettos, as part
of his vision of the Gesamtkunstwerk (total art work).
Few composers have elicited more controversy than Wagner. Wagner’s polarizing
impact depends upon two forms of radicalism: 1) his approach to functional harmony
and orchestration and 2) his extra-musical (especially political) ideas. An outspoken
critic of the monarchical system in Germany, Wagner was exiled for eleven years
(1849-1860) for his part in the failed revolution of 1848. As far as political writings,
Wagner left little behind of merit. He is reviled as an extremely outspoken antiSemite, to the extent that his music has been unofficially banned in Israel since the
birth of that nation. This practice began in 1938, when the Meistersinger prelude was
removed from an Israel Philharmonic (the then Palestine Symphony) performance.
Since that time Wagner has remained virtually unperformed there.
Speaking only of Wagner’s music does not eschew the polemic. His approach to
harmony pushed the diatonic tonal system to the extreme limits of functional
comprehensibility. In addition his bombastic orchestration, with heavy reliance on
brass and percussion, often alienates listeners to nearly the same degree as his
political views. That said, for today’s listener – especially one trained in music – this
is exceptional, even exquisite music. Wagner accomplishes numerous feats within the
idiom of functional harmony that distinguish him from everything that came before or
after. His voice-leading approaches the contrapuntal virtuosity of Bach, within a
completely different style and time.

“Der fliegende Holländer” (1843)
Wagner was inspired to compose “Der fliegende Holländer” while fleeing from
creditors in the Latvian city of Riga. As it is told, the journey to London was plagued
by various natural obstacles, including two storms at sea, which prompted the crew of
the ship to suspect that Wagner was carrying the “curse of the flying Dutchmen.” The
overture portends the story of the opera in miniature, introducing all of the leitmotifs
as they appear in the complete work. The sailor/ protagonist appears first, caught in
the drama of a storm of his own doing (he had blasphemed by claiming that he could
sail around the Cape of Good Hope, in spite of an epic storm). In the next passage, the
Dutchman is lulled by the song of the female protagonist, Senta, who is the key to
saving the Dutchman from his unhappy fate. After a sailor’s dance (perhaps a bit of a
departure from the drama), the storm returns until Senta kills herself in order to save
the protagonist and her theme reappears in a glorified form.

“Die Walküre” (1870)
“Die Walküre” is the second of four operas comprising Wagner’s Ring Cycle. “The
Ride of the Valkyrie” is the prelude to the third act of the work and is one of
Wagner’s most well-known works. In describing the composition, it is a fairly
straightforward growth of momentum, beginning with a great deal of rhythmic and
contrapuntal activity in the woodwinds and strings set against a clear melody in the
brass. There occur two brief excursions into a secondary thematic area, each followed
by a more dramatic and fantastic reprise of the opening. In the final passage, the brass
and percussion play a unified version of the melody to memorable and epic effect.

“Parsifal” (1882)
The prelude to Wagner’s final, complete stage work, “Parsifal,” introduces two
essential Leitmotifs of the opera often referred to as the “Communion Theme” and the
“Theme of the Grail.” These thematic ideas (along with others) are melded through
counterpoint in a thoroughly riveting manner, virtually unparalleled in its ingenuity.
Wagner intended the work as a form of redemption for the difficult life he had lived.
Listening this way, the audience may wish to disregard its reservations about Wagner,
the person, and appreciate the transcendent nature of this music with aplomb.

“Prelude and Liebestod from Tristan” (1859)
Wagner first premiered the “Prelude and Liebestod from Tristan” before the opera
was completed, as a return to pure concert music. Of the commission of the work,
Wagner wrote: “A man who rejoiced in the name of Ferreiro introduced himself to me
as the Brazilian consul in Leipzig, and told me that the Emperor of Brazil was greatly
attracted to my music....The Emperor loved everything German and wanted me very
much to come to Rio [de] Janeiro, so that I might conduct my operas in person. As
only Italian was sung in that country, it would be necessary to translate my libretto,
which the Emperor regarded as a very easy matter, and actually an improvement of
the libretto itself....I felt I could easily produce a passionate musical poem that would
turn out quite excellent in Italian, and I turned my thoughts once more, with an everreviving preference, towards Tristan and Isolde.” Although the trip to Brazil never
took place, we must remain grateful that the potential for this inspired one of the more
meaningful and influential works of the Late Romantic Period.

Perhaps the most commonly referred element of the work is the “Tristan Chord”
(0368, spelled as root, augmented fourth, augmented sixth, augmented ninth). The
chord appears in the opening phrases, set against the leitmotif of the opera’s
protagonist. Although the relationship of intervals is not, in itself, unusual (half
diminished seventh chord), its application within the surrounding context is often seen
as an earth-shattering departure from functional tonality because it is open to several
interpretations, within different keys. This chord has been credited with initiating the
modernist movement into non-tonal composition and has inspired everything from
Debussy, to Alban Berg, to Radiohead, to the name of a TPO conductor’s son.

William Walton (1902-1983)
William Walton was an English composer and conductor of the modern and postmodern periods known mostly for orchestral music. Walton’s earliest musical
development was overseen by his father, who earned a modest income as Chorister of
the local Anglican choir, in Oldham. The composer’s later preoccupation with
perfection may owe in part to his father’s stern training (the elder Walton would rap
his knuckles whenever he made a mistake). At ten years old, Walton won a
scholarship at Christ Church Cathedral, Oxford, where he obtained the bulk of his
formal music training. At 16, Walton entered university at Christ Church, where he
delved into the techniques of orchestral color of Debussy, Ravel, Prokofiev, and
Stravinsky, all of whom would exert great influence on his own later style. Although
he did not complete his degree, having failed three times to pass the BA exam, he
came away from this experience with a strong foundation for his composition career.
Walton’s style was often dismissed during his own life as too conventional, being
labeled as neo-Romantic. Especially as he grew older, however, he demonstrated
great depth of expression and technically sound orchestration and counterpoint.
Having discovered his own voice early in life, from which he never wavered, he was
able to incorporate a wide range of stylistic influences, from Anglican hyms, to jazz,
to Stravinsky, Elgar, and Ravel. Unlike so many of his contemporaries, Walton
remained relatively uninterested in innovation throughout his career, in favor of a
subtle but unique voice steeped in the tradition.

Viola Concerto (1928–9, prem. 1929, Henry Wood Symphony
Orchestra, W. Walton, cond., Paul Hindemith, viola)
The Viola Concerto suffuses, for the first time, Walton’s conservative style with the
strong influence of Stravinsky. The work is in three movements, carefully scored so
that the orchestra never subsumes the viola, despite a wide and expressive exploration
of orchestral color throughout. Formally, Walton modeled the work on Prokofiev’s
Violin Concerto No. 1, in D Major, which the English composer greatly admired. The
first movement, Andante comodo sets the stage with a lovely, sweeping melody,
introduced by the soloist. As the movement progresses, it gains energy to merge
seamlessly with movement two, Vivo, con molto preciso. This second movement
Scherzo provides a fitting, light contrast with the greater breadth of the outer

movements. The final movement, Allegro moderato, opens with a charming romp in
the bassoon, introducing the dialogue between the legato secondary theme and the
more clipped, dance-like principal theme. As the work draws to a close, the energy
diminishes across the final cadenza to close in the dark, sweet register of the viola’s
low end.

Carl Maria Von Weber (1786-1826)
Carl Maria Von Weber was a German composer, conductor, pianist, and critic.
Weber’s father, Franz Anton Weber was also a successful musician. Throughout his
career, Carl Maria sought to enrich the lives of the emerging European middle class
by promoting and providing accessibility to art and music. His opera proved
extremely influential to the Romantic generation, especially through the proliferation
of his overtures. He is remembered largely for his contributions to the concert
overture and symphonic poem genres.

Der Freischutz (1821)
Der Freischutz propelled Weber into the international spotlight through its immense
success. Composed between 1819 and 1821, the work (of which the title best
translates as “the free shot”) is a comedy according to the original intent of the word
to mean a narrative directed toward a “happy ending.” The story centers on the
anxiety a bride feels in anticipation of her wedding, while dark forces conspire to
bring the betrothed couple to an ill fate. In the overture, the two tonal centers establish
the narrative drama, with C Major depicting the bright aspects of the story and C
minor the darker side of the tale. The orchestration also reinforces this duality, with
horns conjuring images of the hunter, the protagonist’s future husband, and timpani,
low clarinets and the diminished seventh chord representing the black huntsman,
Samiel.

Bernd Alois Zimmermann (1918-1970)
Bernd Alois Zimmermann was a German composer who achieved prominence in the
second half of the Twentieth-Century. Zimmermann grew up near Köln, in a rural
Catholic community. He spent the majority of his life in this region, attaining the
Professor of Composition position at the Universität Köln in 1957, after the retirement
of Frank Martin. He rose to international renown after the enormous success of his
opera, Die Soldaten, which premiered in 1965. In 1970, he committed suicide at his
home in Königsdorf.
Sometimes identified as a proponent of the contemporaneous avant-garde, his style
always remained somewhat apart from the radical rejection of the past of so many of
his contemporaries. In 1948-1950, Zimmermann attended the Internationale
Ferienkurse für Neue Musik, Darmstadt, which exposed him to the most far-reaching
approaches of contemporary music of the time. Although his music does employ
some techniques of the more radical movements of the ‘50s, Zimmermann never
affixed himself to dogmatic serialism or other predominant trends. Unlike the younger
generation of the so-called Darmstadt School, many of whom attempted to forge
something entirely new without any association to past or present traditions,
Zimmermann attempted to bridge the gap between “serious” and “popular” music by
incorporating styles well outside the Western Art Music tradition. In this way, he
presaged postmodern eclecticism and the pluralistic attitudes of the last quarter of the
twentieth-century.

‘Nobody Knows de trouble I see’ (1954)
‘Nobody Knows de trouble I see’ is based upon the familiar African-American
spiritual of the same name, applying the tune to the format of a concerto. Underlying
the logic of the entire work’s structure, the selection of this melody also obtains
political meaning as applied to what Zimmermann perceived as “racial hatred
poisoning society.” Although written as a single-movement work, the form is divided
into three sections: “chorale prelude,” “free variation form,” and “jazz modified as
concert music.”

The first section, “chorale prelude,” utilizes the spiritual as the cantus firmus – a
fundamental, background melody against which the counterpoint is set. Although the
work applies serialism as a development of the musical quotation (blues), it gravitates
strongly toward centricity, ultimately focusing upon C minor. In both the “free
variation form,” and “jazz modified as concert music” sections, the use of derived
material goes far beyond pitch to incorporate rhythmic styles of the source’s intrinsic
idiom. Throughout the piece, texture and orchestral combination escape into forays of
big band, gospel, and somber blues worlds. These stylistic combinations converge to
forge an emotionally inspired and raw work, full of energy and determined
expectations (ultimately unfulfilled).

Programs with multiple composers
Opera Night
The tradition of opera in “Western” music extends from the baroque through
contemporary periods. The term, opera is an abbreviation of opera in musica, which
connotes a dramatic narrative sung with orchestral accompaniment, wherein the
characters and stage are bespectacled with elaborate costume and scenery. Whereas
Wagner merely strove to create the highest form of art possible with his
Gesamtkunstwerk (total art form), others (especially Scriabin) viewed opera as
transubstantiational – capable of invoking the transition from our earthly realm to
heaven, here and now. The aria, of which you will here several tonight, is the melodic
focal point of opera. Periodic arias are separated by recitative and spoken dialogue
during the course of any given work (to move along that pesky thing known as the
plot). Although similarly determined by the narrative structure of the tale, the crucial
difference between opera and its cousins – musical theater and film music – is that
music is not incidental but, rather, integral to the narrative drama of opera.
It is certainly true that the opera house (as well as, perhaps, the entire nation of Italy)
has always been home to a degree of fanaticism toward opera. Haruki Murakami
characterized the opera audience as “[possibly] the narrowest people in the world.” In
Love in the Time of Cholera, Marquez describes, “opera fever infect[ing] the most
surprising elements in the city and [giving] rise to a whole generation of Isoldes and
Otellos and Aidas and Siegfrieds.” During the eighteenth century, the audience would
often call for encores of favored arias during the course of the production, greatly
disrupting the narrative flow of the storyline in favor of “a pretty tune.” In the course
of its history, opera produced countless international celebrities. Until the early 19th
century, many of the female roles in opera were written for castrati, the greatest of
whom (such as Senesino and Farinelli) were renowned throughout the “Western”
world. The first prima donna, Anna Renzi, gained prominence in the mid-17th
century.
Throughout its history, opera has represented the favored and often most challenging
genre for countless composers. This list includes many revered equally or, to greater
extent for instrumental music, such as Händel, Purcell, Mozart, Tchaikovsky,
Glazunov, Janacek, Prokofiev, Alberto Ginastera, John Adams, and Zhou Long.
These composers were fortunate to achieve success within opera, as well as within
other forms; however, some noteworthy composers – Elgar, Mendelssohn, Brahms,
Bruckner, Mahler, and Ives, to name a few – either avoided opera completely or were
frustrated by early failures and opted out of creating more operatic works. For
Beethoven and Debussy, one was enough (although we certainly wish they had
written more, given the “one” they each produced). Shostakovich’s Lady Macbeth of
the Mtensk District inextricably linked the genre with his first, most terrifying
condemnation by the Soviet state.
Tonight’s performance features music from both opera seria and buffa, arias in
several of the traditional languages, and music largely written by composers known
primarily for their operatic works.

Music for film
The history of film music includes virtually every style and cultural imprint
imaginable; however, orchestral music from the Romantic Period remains the
predominant influence. In part this is due to the Romantic period preoccupation with
programmatic association but it also involves specific compositional approaches
adopted from that era. Even further, Romantic elements are found not merely within
the scope of orchestral color and range of typical tonal usage but also for certain
characteristic techniques.
Perhaps the largest influence of the Romantic period is found in the relationship
between the Gesamtkunstwerk (total artwork, to include scenery, costume, dialogue,
and music) of late 19th-Century opera and film. For example, most film scores rely on
the operatic convention of Leitmotif – the deliberate association of individual
characters with distinct melodies. This correspondence between character and theme
relies on distinctive intervals and modal differences and, when effectively achieved
lends nonverbal reactions within the listener. In addition, the narrative and motivic
elements become virtually inseparable and iconic (for example, Harry Potter’s
Leitmotif could hardly be confused with that of Voldemort… Oh wait, I wasn’t
supposed to mention his name!).
The influence of music upon film is undeniable. Perhaps every listener can recall
films that have left unfavorable impressions, largely due to the musical score (for this
author, Frankie and Johnny takes the cake in this regard). Even more to the point, as
Claudia Goodman offered “the emotive power of music can easily persuade a
spectator to suspend objective critical faculties and become emotionally malleable.”
Of course since film music typifies “incidental music,” most of the narrative scope is
directed toward manipulating precisely this facet of the listener’s subconscious. The
degree of effectiveness is widely varying, as may be expected.
The influence of the film upon the music, on the other hand, is a notion of greater
controversy. As Bliss argued “one’s emotional involvement in a film can lead to an
over-generous assessment of the qualities of its musical accompaniment.” However,
the debate over whether a film score should “stand on its own” is largely moot. The
fact is that performances of film scores in the concert hall (such as tonight’s) often
prompt the largest audience turnout. In addition, the presentation of suites from film is
not unprecedented within the Western Art Music Tradition (WAMT), itself. Some of
the most revered (and reviled) works of the WAMT come from adapted suites of
ballet and operatic overtures. Given this precedent, the critical community might
benefit from a relaxation of the distinction between “serious art” and the more
widespread adoption of enjoyable music with strong emotional associations taken
from film. By doing so, it might be possible to bridge the divide between the concert
hall and its audience.

