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Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR Elbphilhar-
monie Orchester, Music Director of Royal Swedish Opera, Conductor Laureate of Royal Stock-
holm Philharmonic, and Director of Conducting and Orchestral Studies at Juilliard School. He
was also Music Director of New York Philharmonic between 2009 and 2017. Gilbert makes
regular guest appearances with orchestras including Berliner Philharmoniker, Royal Concert-
gebouw Orchestra, Sachsische Staatskapelle Dresden, Gewandhausorchester Leipzig, Or-
chestre de Paris, Cleveland Orchestra, Boston Symphony, and Philadelphia Orchestra. He has
appeared at Metropolitan Opera, LA Opera, Teatro alla Scala, Semperoper, and Oper Zirich,
among others.
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Bernstein: Overture to “Candide”
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Copland: Appalachian Spring Suite for full orchestra

I Very Slowly V' Subito Allegro

I Allegro VI As at first (slowly)
I Moderato VI Doppio movimento
IV Fast I Moderato

{R&8 / Intermission (20 %)
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lves: Symphony No.2

I Andante moderato

I Allegro molto (con sprito)
I Adagio cantabile

IV Lento maestoso

V' Allegro molto vivace
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Program notes by Robert Markow

Bernstein:
Overture to “Candide”

Leonard Bernstein: Born in Lawrence, Massachusetts, August 25, 1918; died in
New York City, October 14, 1990

Many terms have been used to describe the extraordinary career of
Leonard Bernstein, but perhaps the most accurate would be “versatile.” Aside
from his activities as conductor, lecturer, author, philosopher, and pianist,
Bernstein’s versatility was reflected in his music, which ranges from the deep-
ly serious, classical and “cultivated” to the world of the popular and vernacu-
lar. In his all-encompassing range of musical activities, in his popular appeal,
and in his assimilation of America’s musical idioms, both classical and popu-
lar, Bernstein may be regarded as the quintessential American composer.

The aperitif on this concert is a delectable, four-minute morsel that
sparkles with all the brilliance and wit of the original book. Voltaire’s novel
Candide first appeared in 1759 as a biting, satiric attack on the philosophical
folly of believing that “all is for the best in this best of all possible worlds.”
Nearly two centuries later (December 1, 1956), a comic operetta based on
Voltaire’s novel opened on Broadway, adapted by Lillian Hellman and with
lyrics by Richard Wilbur. The play failed, but the overture soon took on a life
on its own, and has become one of the most popular orchestral works of the
twentieth century. The composer conducted the New York Philharmonic in
the first concert performance on January 26, 1957. Bright sonorities, jazzy
syncopations, energetic melodies, irresistible charm and a sassy ambiance
constitute the mix of ingredients that bubble and froth to produce the
Overture to Candide.

Coplana:
Appalachian Spring Suite for full orchestra

I Very Slowly V Subito Allegro

I Allegro VI As at first (slowly)
I Moderato VI Doppio movimento
IV Fast VI Moderato

Aaron Copland: Born in Brooklyn, New York, November 14, 1900; died in
North Tarrytown, New York, December 2, 1990

Although Copland wrote music in many styles and in virtually all cate-
gories - symphonies, theater works, chamber music, choral pieces, piano
music, radio and film scores and even books - the orchestral portraits of rural
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America continue to be the music the public most closely associates with this
composer. These works, written mostly during the late 1930’s and early 1940’s,
include Billy the Kid, Our Town, Lincoln Portrait, Rodeo, The Tender Land,
and Appalachian Spring.

The ballet score for Appalachian Spring was composed in 1944 as a
result of a commission by the Elizabeth Sprague Coolidge Foundation for the
dancer and choreographer Martha Graham. Graham and her troupe gave the
first performance at the Library of Congress in Washington, D.C. on October
30, 1944. Later that year Copland expanded the original instrumentation from
thirteen players to full symphony orchestra and reduced the work’s length by
about a third, resulting in the well-known suite.

The published score bears the following description of the action: “... a
pioneer celebration in spring around a newly-built farmhouse in the
Pennsylvania hills in the early part of the [nineteenth] century. The bride-to-
be and the young farmer-husband enact the emotions, joyful and apprehen-
sive, their new domestic partnership invites. An older neighbor suggests now
and then the rocky confidence of experience. A revivalist and his followers
remind the new householders of the strange and terrible aspects of human
fate. At the end the couple are left quiet and strong in their new house.”

The Suite follows a linked sequence of eight passages, described as fol-
lows by the composer:

1. Very slowly Introduction of the characters, one by one, in a suffused
light.

2. Allegro Sudden burst of unison strings in A-major arpeggios starts the
action. A sentiment both exalted and religious gives the keynote to this scene.

3. Moderato Duo for the Bride and her Intended - scene of tenderness
and passion.

4. Fast The revivalist and his flock. Folksy feelings - suggestions of
square dances and country fiddlers.

5. Subito Allegro Solo dance of the Bride presentiment of motherhood.
Extremes of joy and fear and wonder.

6. As at first (slowly) Transition scenes reminiscent of the introduction.

7. Doppio movimento Scenes of daily activity for the Bride and her
Farmer-husband. There are five variations on a Shaker theme. The theme,
sung by a solo clarinet, was taken from a collection of Shaker melodies com-
piled by Edward D. Andrews, and published later under the title The Gift to
Be Simple. The melody I borrowed and used almost literally is called “Simple
Gifts.”

8. Moderato The Bride takes her place among her neighbors. At the end
the couple are left quiet and strong in their new house. Muted strings intone a
hushed, prayer-like passage. We hear a last echo of the principle theme sung
by a flute and solo violin. The close is reminiscent of the opening music.

Copland was amused that people would say to him, “When I listen to
that ballet of yours, I can just feel and see the Appalachians!” (a mountain
range in the eastern United States). Trouble was, Copland’s music was writ-
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ten well before Graham chose the title. True, she based the story on child-
hood memories of a ninety-year-old grandmother living on a farm in
Pennsylvania. But the title came from a poem by Hart Crane, “The Bridge,” in
which the speaker at one point climbs a hill in the Appalachians and finds a
gushing stream issuing forth from the summit. His exclamation “O
Appalachian spring!” obviously refers not to the vernal equinox but to a body
of flowing water.

lves:
Symphony No.2

I Andante moderato

I Allegro molto (con sprito)
Il Adagio cantabile

IV Lento maestoso

V Allegro molto vivace

Charles Ives: Born in Danbury, Connecticut, October 20, 1874; died in New
York City, May 19, 1954

Charles Ives is generally regarded not only as the father of nearly every-
thing American in American music, but as the father of nearly everything mod-
ern in modern music as well. He anticipated the use of tone clusters, quarter
tones, indeterminacy, Pop Art, the distribution of musicians over a large per-
forming area, polytonality, and polyrhythm years before other composers
thought of doing so (and taking credit for it). Ives was one of the first serious
American composers deliberately to avoid carrying on the tradition of
European art music. In spite of a thorough schooling in European music, he
turned to American hymn tunes, parlor songs, marches and patriotic songs for
his raw material, and fashioned them into compositions of remarkably original
style in which the time-honored concepts of tonality, unity, functional harmony
and resolution were left by the wayside as he pursued his own unique paths.

Ives’s music had virtually no audience during his lifetime. Insurance was
his business, and his firm became one of the most successful in the history of
insurance. ( “How can I let my children starve on dissonances?” he once
asked.) But the music was a different story. Many of his most important works
waited decades to be performed. His Second Symphony waited nearly half a
century. There has probably been no other composer of Ives’ stature to be so
neglected in his own lifetime yet so honored today.

The Second Symphony had a most convoluted genesis. A complete
description of how it all came together would fill several paragraphs. Some of
it dates from 1889 when the composer was just fifteen; some comes from
1897 while Ives was an undergraduate at Yale; parts of it are derived from
music he played as a church organist in New Haven, Connecticut; others
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from music he wrote for a pops orchestra and a brass band; the third move-
ment was originally part of the First Symphony. The Second Symphony was
“finished” by 1902, but Ives continued to work on it for several years thereaf-
ter. The first performance waited until an enterprising Leonard Bernstein pro-
grammed it with the New York Philharmonic in 1951. By this time Ives was
an old man in poor health and declined to attend the event. Bernstein even
offered to hold a private rehearsal just for him but he declined this also,
though he did hear the broadcast on a cheap radio at home. Ives’s wife and
relatives attended the performance and witnesses a highly favorable response
from both audience and critics.

It will not take even the most casual listener long to recognize that musical
quotations pervade this symphony - everything from classics like Beethoven’s
Fifth and Brahms’s Third to songs like “Columbia, the Gem of the Ocean” and
“Turkey in the Straw.” Fragments from some thirty different classical composi-
tions, patriotic songs, hymn tunes, marches and folksongs have been identified
here, all expertly woven into a cogent, highly integrated work of art. Quotation is
Ives’s central operating principle, but the symphony is far more than a mere col-
lage. “Ives is remodeling his sources rather than making a crazy quilt,” writes Ives
scholar Peter Burkholder, “[and] the intelligibility of the music depends on its
internal logic rather than on the fusing together of disparate elements.”

Leonard Bernstein, ever as articulate in words as in music, wrote of the
symphony that it “adds up to a sort of personal memoir of Ives’s own musical
experience. In a way, it is music about other music rather than about any-
thing programmatic. When you hear ‘Turkey in the Straw’ in this symphony,
you are not supposed to visualize a barn dance. Rather, try to feel the impact
of such a tune on one particular composer’s consciousness at a given moment
in American cultural history, when anything that was any good at all had to
come from Europe. That’s what’s so touching about all this use of Americana.
It comes to us full of Ives’s brave resolve to be American, to write American
music in the face of a diffident and uninterested world.”

The first movement, firmly rooted in the key of B minor, is a fugue
scored mostly for strings. Without pause the music slips into the jolly, spirited
second movement which, for all its folksy character, nevertheless adheres
rather strictly to traditional sonata-allegro form with its two contrasting main
themes, a development, recapitulation and coda. The serene central move-
ment (Adagio cantabile) was to Ives “a reflection of the organ and choir
music of the Long Green Organ Book.” A stentorian pronouncement from a
pair of horns alone introduces the fourth movement, which returns to the
symphony’s opening key of B minor and to the first movement’s main themat-
ic material as well as to its quotation of “Columbia, the Gem of the Ocean.”
The finale is a good-natured romp through a wide range of American folk
and patriotic tunes. The fun all comes to a crashing halt on a horrendous dis-
sonance containing every note but one of the chromatic scale.

For a profile of Robert Markow, see page 22
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Rachmaninoff: Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando
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Makoto OZONE

Piano

WNER B
S

©Kazuyoshi Shimomura (AGENCE HIRATA)
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Majoring in Jazz composition and arrangement, Makoto Ozone graduated from Berklee
College of Music in 1983. The same year, he became the first Japanese musician to be exclu-
sively signed to CBS, with the worldwide release of his first album OZONE. He has constantly
been in the forefront of the international jazz scene and have recorded and toured with leg-
ends such as Gary Burton, Chick Corea, and others. His stellar career has brought him a
Grammy nomination in 2003. In recent years, Ozone has also been focusing on works from
the classical music repertoire, collaborating with orchestras including New York Philharmonic
and San Francisco Symphony. Ozone has just celebrated his 60th birthday and the OZONE60
projects will be taking place all over Japan.
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Program notes by Robert Markow

Pettersson:
Symphony No.7 (1967)

Allan Pettersson: Born in Véastra Ryd, Sweden, September 19, 1911; died in
Stockholm, June 20, 1980

The life of Allan Pettersson was dogged by misfortune, misery, humilia-
tion, despair, and distress to an extent beyond that of nearly every other com-
poser of classical music. He was born into poverty and grew up in a damp
one-room basement apartment with three siblings, his mother, and a violent
father (a blacksmith) who, as the composer put it, “may have said no to God
but not to alcohol.” When his father discovered his son was studying music
he beat the boy. Nevertheless, Allan persisted in his musical studies. He sold
Christmas cards in order to acquire the funds to buy a cheap violin. But his
practicing annoyed the neighbors, and the boy was threatened with being
sent to reform school. After being twice rejected by the Royal Swedish
Academy of Music (probably because of his low social class he assumed), he
was finally accepted in 1931. Having no piano at home, he sought out instru-
ments in various locations including a church, where he was welcome until,
once again, neighbors complained. In 1939 he won a scholarship to study in
France, but had to return home the following year due to the war. From 1939
to 1951 Pettersson played viola in the Stockholm Concert Society Orchestra
(now the Stockholm Philharmonic). In the early 1950s he continued his stud-
ies in Paris, mostly with René Leibowitz.

During his years as an orchestral violist Pettersson began composing,
but his music was neglected and unperformed until, in 1954, Tor Mann con-
ducted the Second Symphony and Pettersson’s career began to flourish in
Sweden, but it took Antal Dorati’s discovery of the Seventh Symphony to
bring Pettersson international acclaim. In 1968, Dorati, then conductor of the
Stockholm Philharmonic, led this orchestra in the world premiere on October
13 and subsequently recorded the symphony, which received glowing
reviews. The Seventh remains the best-known of Pettersson's seventeen sym-
phonies. (No. 1 was left incomplete, while No. 17 exists only as a seven-min-
ute fragment.) Yet such is his reputation now that all have been recorded,
and all but the First multiple times over. Nearly all are in a single movement,
and last anywhere from 22 minutes to well over an hour.

Pettersson’s eventual recognition as a composer ran concurrent with a
debilitating disease, rheumatoid arthritis, which plagued him for the last two
decades of his life, resulting in lengthy hospital stays and inability to assume
normal posture. When asked in 1974 about how the disease affected him, he
gave the distressing reply that it “really didn’t change my situation at all. I
was already enclosed in my own world and had adjusted to the loner’s strug-
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gle.” In 1964, the government granted Pettersson a lifelong guaranteed
income, but in spite of limited mobility, he continued to live on the fourth
floor of a building with no elevator until late 1976, when he moved to more
suitable quarters.

In light of a life of almost constant physical and/or emotional pain, it is
hardly surprising that little of Pettersson’s music is lighthearted or joyful. The
intensity and weight of his musical statements have been compared to the
anguished spiritual world of Mahler. The music is intensely personal, and
does not provide “easy listening.” But for the individual prepared to abandon
worldly cares and concerns in search of a transcendent musical experience,
there are few more rewarding works than Pettersson’s Seventh Symphony.

The symphony is laid out in a single movement lasting approximately
three-quarters of an hour. In common with much of Sibelius’ music, it is not
organized around principal and subsidiary themes, but rather grows organi-
cally from numerous small, constantly repeated motifs into large symphonic
masses. In formal terms it may be divided into about seven continuously
linked sections of varying length, though these are in no way denoted in the
score, and are subject to each listener’s perception of how the music unfolds.
From the darkly brooding opening to its final pages of gloom, the listener is
swept across Pettersson’s world of searing emotional intensity. Oppressive
sadness, inexpressible grief, soaring lyricism, heart-aching melancholy, and
serene acceptance are all part of Pettersson’s sound world. Like the finale of
Tchaikovsky’s Pathétique Symphony, Pettersson’s Seventh ends in B minor in
a mood of profound resignation, the sound fading away slowly into blackness
... nothingness.

Rachmaninoff:
Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando

Sergei Rachmaninoff: Born at Oneg (an estate near Novgorod), April 1, 1873;
died in Beverly Hills, California, March 28, 1943

Rachmaninoff’s Second Piano Concerto, one of the most beloved in the
entire repertory, had a strange genesis. The harrowing experience of the utter
failure of the composer’s First Symphony (1897) had plunged him into deep
melancholy, and he shunned both the social and musical worlds. He finally
consented to see a Dr. Nicolai Dahl, who had acquired a reputation for suc-
cessfully treating nervous disorders through hypnosis and auto-suggestion. By
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inducing Rachmaninoff to repeat over and over phrases such as “You will
begin to write your concerto ... You will work with great facility ... The con-
certo will be of excellent quality ...” while in a hypnotic daze, the young
composer’s creative impulses were recharged.

The second and third movements were ready for performance on
December 15, 1900, and the first complete performance took place on
November 9 of the following year. On both occasions, Rachmaninoff was the
soloist, and the conductor was his cousin and former teacher Alexander Siloti.
The score bears a dedication to the man who had made it all possible, Dr.
Dahl. Popular success was immediate, Rachmaninoff’s spirits soared, and in
his renewed mood of self-confidence, he married in 1902. In 1904, the con-
certo won him the first of two Glinka prizes (the other came in 1906 for his
Second Symphony). Through its sweeping melodies, extravagant grandeur,
melancholy and passion, Rachmaninoff’'s Second Piano Concerto makes an
unabashed appeal to the emotions, and justifiably qualifies as the most popu-
lar piano concerto of the twentieth century.

The opening chords for the soloist have been described as a summation
of all that is most noble in the piano, a sort of monument to the concert
grand. The violins give forth the broadly flowing first theme with the piano as
accompaniment. The piano presents the warmly lyrical second theme in E-flat
major. Although the piano writing is overtly virtuosic, there are also numerous
passages where the soloist assumes the role of accompanist.

The second movement is in E major, a remote key from the concerto’s
basic tonality of C minor. However, the movement begins in the latter key,
only later moving to E major. Following a few chords in the muted strings, the
solo clarinet, accompanied by the piano, intones the movement’s principal
melodic idea, which surely ranks as one of the most ineffably beautiful ever
written. The mood is one of midnight poetry and quiet reflection. During the
thematic working out the pace quickens. After a brief cadenza, we hear once
more that memorable theme in the violins. For a coda, the piano plays a new
thematic idea in block chords, accompanied by left-hand arpeggios and trip-
lets in the woodwinds. The movement closes in serene peace.

The third movement, dramatic and colorful like the first, also has two
themes, the first militaristic and noble, announced by the soloist; the second
broadly lyrical, heard first in the violas and oboe. The movement incorporates
a fugato based on the movement’s main theme. First violins alone state the
theme lightly and softly; the piano answers almost immediately and continues
while other instruments take turns at the theme. Both themes are worked out
in various additional ways and the concerto ends in a blaze of virtuosity.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations in
the USA, Canada, and several countries in Asia. As a journalist he covers the music
scenes across North America, Europe, and Asian countries, especially Japan. At
Montreal's McGill University he lectured on music for over 25 years.
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