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with it influenced two others to do the same-Debussy 
in his Passepied (1890, originally called Pavane) from his 
Suite bergamasque, and Ravel, a student in Faure's class, in 
his famous Pavane pour une infante defunte (1899, arch. 1910). 

At the suggestion of his patroness Vicomtesse Elisabeth 
Greffulhe, Faure added chorus parts in 1887, setting some 
admittedly quaint verses fashioned in the style of Verlaine 
by the Vicomtesse's cousin, Count Robert de Montesquiou. 
The first performance seems not to have been given by 
Danbe; but by Charles Lamoureux at the Societe Nationale 
in Paris on April 28, 1888. The Vicomtesse, together with 
Faure, also had in mind a dramatic presentation of the 
Pavane with mime, dance, costume, hidden choir, and 
orchestra, which in fact took place at an evening party 

The Firebird Suite (1919) I IGOR STRAVINSKY 

MASTERWORKS CONCERT IV Program Notes 

she gave in the Bois de Boulogne on July 21, 1891. The 
Pavane achieved more widespread recognition when it was 
taken up by the Ballets Russes in 1917 for a ballet entitled 
Les meninas and later Les jardins d'Aranjuez. 

The opening flute melody of the Pavane is one of Faure's 
most memorable. The various subtle changes it undergoes, 
which "germinated" of their own accord, show Faure's 
ingenuity. The central more impassioned section is notable 
for its series of four-bar sequences over held bass notes 
that descend in Faure's beloved whole steps. Despite mime, 
ballet, and choral renderings, the Pavane is almost always 
performed in its beloved, purely orchestral form. 

-©JANE VIAL JAFFE 

Born in Oranienbaum (now Lomonosov), June 17, 1882; died in New York, April 6, 1971 

Stravinsky said he had begun to think about The Firebird 
in the fall of 1909 even before he received the commission. 
"I remember the day [impresario Sergei] Diaghilev 
telephoned me to say go ahead, and I recall his surprise 
when I said that I had already started." Completed in St. 
Petersburg in March 1910, The Firebird was premiered by 
Diaghilev's Ballets Russes in Paris on June 25. It marked 
the beginning of a long collaboration with far-reaching 
results for both artists. Stravinsky, twenty-eight years old, 
was relatively unknown outside Russia. "Mark him well," 
said Diaghilev to Karsavina who was dancing the title 
role, "he is a man on the eve of celebrity." 

Choreographer Michel Fokine had adapted the story from 
Russian sources. Prince Ivan Tsarevich spies a bird with 
plumes of fire eating golden fruit in an enchanted forest 
(Introduction-Dance of the Firebird). He captures her, 
but releases her when she gives him a glowing feather. He 
beholds thirteen dancing princesses (Round Dance of the 
Princesses) under the spell of the fearsome Kastchei, and 
falls in love with the thirteenth. At Kastchei's castle, the 
Prince faces a horde of freakish monsters, then Kastchei 
himself. The Firebird's feather saves him from being 
turned to stone, and she herself aids him by causing 
the monsters to dance in a frenzy. They seem to regain 
control (Infernal Dance), but collapse from exhaustion. The 
Fire bird lulls them to sleep (Berceuse) and helps the Prince 
vanquish Kastchei and his monsters. The princesses and 
other visitors previously turned to stone are liberated, and 
Prince Ivan receives the hand of the beautiful thirteenth 
princess amid general rejoicing (Finale). 

Stravinsky differentiated musically between the human 
and supernatural characters-the music for humans is 
mainly diatonic (within the scale), including the borrowed 

Russian folk melodies, and for the supernatural characters 
he uses chromatic music (colored by notes outside the basic 
scale), based on the interval of a tritone. He was particularly 
proud of the orchestration, which contains many brilliant 
effects-horn and trombone glissandos (sliding between 
pitches) and "the natural-harmonic string glissando near 
the beginning, which the bass chord touches off like a 
Catherine-wheel" [revolving firework]. 

Rhythmic ingenuities abound, among them the syncopated 
bass of the Firebird's Dance under the fluttering woodwinds, 
and the sustained insistent beat of the Infernal Dance. Most 
notable to the composer himself, the finale shows "the 
first appearance in my music of metrical irregularity-the 
7/4 bars subdivided into 1-2-3/1-2/1-2; 1-2/1-2/1-2-3 etc." 
Stravinsky made concert versions of the ballet in 1911, 1919, 
and 1945; we hear the most popular, from 1919. 

Audiences loved The Firebird from the outset, attracted 
by the romanticism of the tale and the expressiveness of 
the music. The work identified Stravinsky to much of the 
public, and he conducted it nearly a thousand times. "To 
complete the picture, I was once addressed by a man in 
an American railway dining car, and quite seriously, as 
'Mr. Fireberg."' 

-©JANE VIAL JAFFE 
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PET ER JAFFE MUS IC DIRECTOR & CONDUCTOR 

BIOGRAPHY 

PETER JAFFE IS IN HIS EIGHTH SEASON as the 
music director and conductor of the Auburn 
Symphony, fostering artistic growth and bringing 
dynamic energy to the podium. Mr. Jaffe has 
also served as the music director for the Folsom 
Lake Symphony since 2014 and the Stockton 
Symphony since 1995. He has spearheaded many 
commissions of world premieres and earned 

prestigious awards and national recognition for 
innovations in educational programming and 
distinguished cultural contributions. 

Mr. Jaffe has captivated audiences as a guest 
conductor with the Louisiana Philharmonic 
Orchestra, New Mexico Symphony Orchestra, 
Flagstaff Symphony Orchestra, Long Beach 
Symphony Orchestra, Symphony Silicon Valley, 
the Sacramento and Virginia Symphonies, 
and many other orchestras and music festivals 
across the country. 

Mr. Jaffe teaches every summer at the Conductor's 
Institute of South Carolina, and he conducted 
and taught at the Aspen Music Festival for 
fourteen years-many ofhisAspen performances 
have been broadcast nationally. He spent three 
seasons conducting at the Oberlin Conservatory 
and two as a visiting professor at Stanford 
University, highlighted by an Eastern European 
tour with the Stanford Symphony. He has served 
as music director for the Stockton Opera since 
2001, most recently conducting Humperdinck's 
Hansel and Gretel. 

A HISTORY O F THE AUBURN SYMPHONY 

CELEBRATING 32 YEARS OF FABULOUS MUSIC 

IN THIS 32ND SEASON, the Auburn Symphony has 
been recognized as one of the best community 
orchestras in the nation. Guest conductors and 
guest artists alike continue to marvel at the 
quality of this orchestra, the result of dedicated, 
accomplished, musicians who volunteer their 
time, dynamic program selections and the 
extraordinary conducting and leadership of 
Music Director Peter Jaffe. 

The Auburn Symphony has implemented many 
programs benefitting the community at large. For 
example, the Auburn Symphony's educational 
outreach programs (Symphony Goes to School, 
Symphony Goes to Preschool) reach more than 
6,000 students each year. As funding for public 
education continues to wane, the arts, and music 
programs in particular, have been hit hard. The 
Symphony outreach plays a vital role, educating 

continued on page 31 
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MASTERWORKS CONCERT IV Prog ram Notes 

Piano Concerto No.2 in B-flat major, op. 83 I JOHANNES BRAH MS 
Born in Hamburg, May 7, 1833; died in Vienna, April 3, 1897 

I have written a tiny little piano concerto with a tiny 
little wisp of a scherzo," wrote Brahms to Elisabet von 
Herzogenberg, playfully describing what is one of the most 
towering concertos in the repertoire. Four days later he 
sent the completed score to The odor Billroth, surgeon and 
amateur violinist, saying teasingly: "I am sending you 
some little piano pieces." It had been over two decades 
since Brahms had written a piano concerto, so this was 
thrilling news. Clara Schumann, one of the century's 
greatest pianists, was equally pleased, quipping that if it 
really were little "I might even be able to play it myself." 

Brahms had made initial sketches in 1878 after his 
first Italian journey with Dr. Billroth, but other works, 
among them his Violin Concerto, and another Italian 
tour intervened before he completed the Second Piano 
Concerto in 1881. He dedicated the work to his former 
piano and composition teacher Eduard Marxsen, finally 
feeling he had produced an appropriate honor. After 
a number of private trial performances-in his own 
two-piano arrangement and with the Meiningen court 
orchestra conducted by Hans von Bulow-Brahms gave 
the public premiere on November 9, 1881, in Budapest on a 
Philharmonic subscription concert conducted by Alexander 
Erkel. Greeted by a standing ovation, Brahms launched a 
tour of the work with the Meiningen orchestra through 
Germany, Switzerland, Austria, and the Netherlands. 

Brahms's First Piano Concerto had begun in the Classic 
manner with the soloist entering after an orchestral 
exposition, but his Second begins with solo horn and the 
piano introducing the main theme-a celebrated duet. 
(This order of events had become more typical in the 
Romantic era in the wake of Beethoven's Fourth and Fifth 
Piano Concertos.) The movement contains no cadenza in 
the traditional sense, though Brahms does include several 
unaccompanied passages for the soloist. 

Brahms confided to Dr. Billroth that he had included 
the second movement, a scherzo, as "something strong 

Pavane, op. 50 I GABRIEL FAURE 

and passionate" to offset the andante character of the two 
surrounding movements. This "added" movement raises 
the number of movements to four-more in keeping with 
a symphony than a concerto. Brahms may have originally 
invented this material for his Violin Concerto, but even 
though the scherzo was the last to be completed, in no 
way does it sound like an afterthought-one could hardly 
imagine the work without this spirited movement. Brahms 
integrates the scherzo-trio-scherzo form with sonata form; 
in the midst of the development he introduces a ringing, 
contrasting D major theme as a kind of "trio" section. 

The third movement opens with a gorgeous solo cello 
melody, which creates poignant hemiolas (contrasting 
rhythmic groups of two and three). The expansive three
part structure becomes developmental and impassioned 
in its central portion. With harmonic ingenuity Brahms 
has the opening cello solo return in the remote key of a 
lovely piano episode, before slipping back to the home 
key for the reprise. 

The last movement-a rollicking rondo with elements 
of sonata form-features several episodes of Hungarian 
character, a reminder that Brahms had just written his 
Violin Concerto for his Hungarian friend, virtuoso violinist 
Joseph Joachim. The final return of the rondo refrain speeds 
up into a version in 6/8 meter, mirroring a similar effect in 
his Violin Concerto. The finale leaves a wonderful sense of 
grandeur and playfulness ingeniously combined. 

The scherzo and the four-movement scheme of the 
Second Piano Concerto have led some to dub the work 
a "piano-symphony." The soloist's part, however, cannot 
be considered obbligato (accompanying) in nature-its 
complex rhythms, massive chords, and passages in thirds, 
sixths, and octaves make it one of the most challenging 
in the repertoire. 

-©JANE VIAL JAFFE 

Born in Pamiers, Ariege, May 12, 1845; died in Paris, November 4, 1924 

Composed in 1886 for the concert series of Jules Danbe, 
the Pavane "germinated by itself," wrote Faure to his wife. 

While I was thinking about a thousand different 
things of no importance whatsoever, a kind of 
rhythmical theme in the style of a Spanish dance 
took form in my brain. And this theme followed 

its own dictates . . .. Although preoccupied by 
everyday life, this theme developed by itself, 
became harmonized in different ways, changed 
and modulated. 

With the delicately melancholy Pavane, Faure took a 
backward glance at the stately Renaissance dance and 
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~MIT P/)ELED cello 
Israeli-American cellist, conductor, and pedagogue 
Amit Peled, a musician of profound artistry and 
charismatic stage presence, is acclaimed worldwide as 
one of the most exciting and virtuosic instrumentalists 
on the concert stage today. From 2012 through 2018, 

· Peled performed on the Pablo Casals 1733 Goffriller 
cello. He has been named Music Director for CityMusic 
Cleveland for the 2019-2020 season. 

Highlights of Peled's 2019-2020 season include over 
twenty concerto appearances around the world; 
recitals with pianist Noreen Polera; the world premiere 
of Joshua Barnfield's Concerto for Cello and Choir 
with the Handel Choir of Baltimore; Haydn's Cello 
Concerto at the Silver Lyre International Festival of 
Chamber Music in Saint Petersburg, Russia; the Elgar 
Cello Concerto with the Fundaci6n de Orquestas 
Juveniles e Infantiles de Chile; a Bach Suites recital 
in Estonia; his Journey With My Jewishness program in 
Greensboro, NC and Baltimore, MD; and a Beethoven 
cycle with pianist Alon Goldstein in Mexico. In 
addition to his conducting debut with CityMusic 
Cleveland, Peled's conducting engagements this 
season include a debut with the Peabody Symphony 
Orchestra and leading his own Mount Vernon 
Virtuosi. Peled also performs this season with the 
Goldstein-Peled-Fiterstein Trio in Washington, D.C.; 
Yellow Springs, Ohio; and New York, NY. 

In 2017, Peled published a children's book, A Cello Named 
Pablo, written by Marni Fogelson and illustrated by A vi 
Katz. It follows Peled's journey from the basketball 
courts of rural Israel to the world's great concert halls 
playing one of the most famous instruments of all time 
and continuing the legacy of Pablo Casals. 

The Amit Peled Cello Gang is composed of students 
from Peled's studio at the Peabody Institute at Johns 
Hopkins University, where he has taught since 2003 
and was one of the youngest professors ever hired by 
a major conservatory. Peled and the Cello Gang record 
in professional studios and tour regularly around the 
country, performing concerti, cello choir repertoire, 
and more in an effort to give the conservatory students 
more professional experience. Peled is also the founder, 
conductor, and artistic director of the Mount Vernon 

Virtuosi, a chamber orchestra dedicated to launching 
the careers of recently graduated music students. Peled 
is a founding member of the famed Tempest Trio with 
pianist Alon Goldstein and violinist Ilya Kaler. 

Peled's extensive discography includes critically 
acclaimed CDs on the Naxos, Centaur, CAP, CTM 
Classics, and Delos Labels. His recording, To Brahms 
with Love .. . From the Cello of Pablo Casals (CAP Records, 
June 2018), features Brahms' Cello Sonatas Nos. 1 and 2 
with pianist Noreen Polera. Peled released a recording 
of Bach's iconic Cello Suites Nos. 1-3 on the Casals cello 
in February 2019, which AllMusic called "an important 
new statement in the history of these works." Upcoming 
album releases include a recording of the Cassada cello 
sonatas for Naxos and the second installment of the 
Bach Suites for CTM Classics. 

Peled lives in Baltimore, Maryland with his wife and 
children and performs on the only known copy of the 
"Servais" Stradivarius by Vuillaume ca. 1865. 

For more information, visit AmitPeled.com. 
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Overture inC major I FANNY MENDELSSOHN HENSEL 
Born in Hamburg, November 14, 1805; died in Berlin, May 14, 1847 

Fanny Mendelssohn was the oldest of the Mendelssohn 
siblings, born into a cultured Jewish family-her 
grandfather was the celebrated philosopher Moses 
Mendelssohn-though she and the immediate family 
converted to Lutheranism in the post-Enlightenment 
atmosphere of Berlin. She received the same wide-ranging 
education that her brother Felix did, which included piano 
lessons with Ludwig Berger and composition studies with 
C. F. Zeiter. She and her brother Felix were extremely 
close, always consulting about their artistic pursuits, but 
while he encouraged her composing he drew the line at 
publication as something unseemly for women at the time. 

Once Felix married, the intensity of Fanny's relationship 
with him lessened and she did venture to publish on 
her own. Fanny married Prussian court painter Wilhelm 
Hensel in 1829, and became a leading figure in the Berlin 
arts scene, holding regular salons where many of her 
compositions were heard, and where she often played 
piano or conducted. She died suddenly of a stroke in 1847, 
greatly mourned by Felix and the whole of her close family, 
only months before he too succumbed to a stroke. 

Fanny's over five hundred compositions consist mainly 
of piano pieces and songs, but she did compose several 
large-scale dramatic works-the Lobgesang, the cantata 
Hiob, and the Oratorium nach Bildern der Bibel, all in 1831, 
and the dramatic scene Hero und Leander the following 
year. The Overture in C major, her only orchestral work, 
also dates from between March 29 and May 1832 (though 
often listed as c. 1830), but remained unheard until Fanny 

herself conducted a performance, "horribly shy and 
embarrassed with every stroke," as she reported to Felix, 
at her residence on June 15, 1834, with musicians from the 
Konigstadt Theater orchestra. Nevertheless, she reported, 
"It greatly pleased me to hear this piece for the first time 
after two years and to find that almost everything was as 
I had imagined it to be." The first performance since that 
time took place on June 7, 1986, at the Frankfurt Opera 
House by the Clara-Schumann-Orchester, conducted by 
Elke Mascha Blankenburg, at the Fest der tausend Frauen 
(Festival of One Thousand Women). Since then the work 
has been championed by the Women's Philharmonic, 
whose recording, conducted by JoAnn Falletta, was 
released in 1992. 

The Overture inC major shows a certain kinship with Felix's 
Calm Sea and Prosperous Voyage Overture of 1828, both as 
to structure-a slow introduction with transition to a fast 
section-and even perhaps as to some wave motion in the 
accompaniment to the second theme. Mendelssohn scholar 
Larry Todd also suspects the influence of her brother's 
Trumpet Overture (1826) in her brass fanfares, but notes 
that she must have also known Carl Maria von Weber's 
overtures and absorbed the influences of Beethoven's Fifth 
and Sixth Symphonies. Her use of four rather than two 
horns suggests a celebratory atmosphere, and she teases 
her listeners with a "false reprise" of the first theme before 
the recapitulation proper. A great build-up the final chords 
provides a wonderfully emphatic ending. 

- ©JANE VIAL JAFFE 

Romeo and Juliet, Fantasy Overture after Shakespeare I PYOTR IL'YICH TCHAIKOVSKY 
Born in Kamsko-Votkinsk, Vyatka province, May 7, 1840; died in St. Petersburg, November 9, 1893 

The idea of composing an orchestral piece based on 
Shakespeare's Romeo and Juliet stemmed from a conversation 
Tchaikovsky had in the summer of 1869 with Balakirev, 
influential leader of a group of St. Petersburg composers. 
Tchaikovsky had studied in St. Petersburg, but met 
Balakirev only after moving to Moscow. Their friendship 
was sometimes marred by Balakirev's dictatorial ways and 
adverse criticisms-he was, after all only three years older 
and less talented than Tchaikovsky-but he proved to be the 
catalyst Tchaikovsky needed at this early stage in his career. 

When Tchaikovsky lamented his lack of inspiration 
that October, Balakirev seized the opportunity to prod 
Tchaikovsky by detailing his own approach ten years 
earlier to the Shakespearean subject of King Lear. After 
advising Tchaikovsky to "inflame yourself with a plan" he 

went so far as to include four measures of how he would 
begin a Romeo and Juliet work. Another letter followed 
in which Balakirev detailed a plan for the work that even 
included a key scheme. 

Tchaikovsky's creative powers were unblocked, but he 
resisted Balakirev's pleas to see the work in progress. 
He did, however, send samples of the main ideas, upon 
which Balakirev was quick to comment. He was critical 
of the introductory theme, but highly praised the famous 
love theme. After the not-very-encouraging premiere 
in Moscow on March 16, 1870, conducted by Nicolay 
Rubinstein, Tchaikovsky sent the score to Balakirev, who 
made further comments. Tchaikovsky, though aware that 
Romeo and Juliet was his best piece to date, revised it during 
July and August 1870. He wrote to Balakirev, to whom he 
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KONSTANTIN SOUKHOVETSKI p1ano 

2018 marked the premiere of Konstantin's transcription 
of R. Strauss's Four Last Songs. Unveiled at L'Esprit du 
Piano Festival in Bordeaux, (France) Four Last Songs 
premiered in NYC's Symphony Space at the New York 
Chamber Music Festival. 

This season Konstantin appears with the Johannesburg 
Philharmonic and Eastern Cape Philharmonic 
Orchestra as part of his South African tour as well as the 
Miami Symphony Orchestra and Auburn Symphony. 
Konstantin has also been named Artist in Residence 
at Music in the Mountains Festival in California. His 
debuts this season include Richmond Symphony 
Orchestra and Lyric Series in New York City. 

Career highlights include appearances with the 
Westmoreland Symphony, Virginia Symphony, the 
Long Island Chamber Players, the Manchester Music 
Festival Orchestra, and the Asheville Symphony. 
Recital highlights are: Phillips Collection in 
Washington, DC, Chopin Society of Switzerland in 
Bern, and London's Wigmore Hall. 

Following his 2006 William Petschek Debut Recital 
Award performance at Alice Tully Hall, in New York's 
Lincoln Center, the New York Times headlined its review: 
"Romanticism so intense it warms up Philip Glass." 

Konstantin has worked with an array of distinguished 
conductors, among them: Daniel Meyer, Gerard 
Karsten, Eduardo Marturet, Rebecca Miller, James 
DePreist, Emmanuel Siffert, Jahja Ling, Fran<;ois-Xavier 
Roth, Doran Salomon, Timothy Muffitt, Conrad von 
Alphen, Michael Goodwin, Stephen Ramsey, Mary 
Woodmansee Green, Enrique Batiz Campbell, Allan 
Stephenson, David Scarr, Omri Hadari, Andrew Grams, 
and Emil Tabakov. 

In 2013 Konstantin made his directorial debut as 
assistant music director of the new opera Magic Mirror in 
Boston. Konstantin's other theater appearances: narrator 
with Miami Symphony's Musimelange performance of 
Stravinsky's Soldier's Tale, Forbidden Juilliard as multiple 
characters at the Juilliard School and Club Makkor in 
NYC, and Victor or Children in Power as Young Victor at 
Moscow State Satire Theatre, Moscow. 

Konstantin is a producer and host of Real Pianists of The 
Hamptons - the first ever classical music reality show 
made at Pianofest in The Hamptons where Konstantin 
has been Artist in Residence since 2011. He appeared on 
many television and radio interviews including NPR's 
Performance Today with Fred Child. 

Konstantin is a board member of Southampton 
Cultural Center, NY, Hamptons Music Sessions, NY, 
and has adjudicated competitions such as Piano Ohio, 
Hong Kong Music Association, and Connecticut Piano 
Teacher's Association. 

Konstantin is a recipient of over 15 awards and is an 
alumnus of the Juilliard School where he earned his 
Bachelor of Music, Master of Music, and Artist Diploma 
degrees under the tutelage of Jerome Lowenthal. Born in 
Moscow to a family of artists he studied at the Moscow 
Central Special Music School, under the auspices of the 
Moscow State Conservatory, with Anatoly Ryabov. 

Konstantin is an Arts Global artist and is also 
represented by Manhattan Music Ensemble. 
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JOHANNES BRAHMS 
(1833-1897) 

GABRIEL FAURE 
(1845-1924) 

IGOR STRAVINSKY 
(1882-1971) 

MASTERWORKS CONCERT IV- 10 MAY 2020 

Mother's Day Spec:tac:ular 

ROBERT AND MARGRIT MONDAVI CENTER ~( 
FOR THE PERFORMING ARTS • UC DAVIS fV\ 

Peter Jaffe, conductor 
Konstantin Soukhovetski, piano 

Piano Concerto No. 2 in B-flat major, op. 83 
Allegro non troppo 
Allegro appassionato 
Andante 
Allegretto grazioso 

Konstantin Soukhovetski, piano 

I NTERMISSION 

Pavane,op.50 
Placer High School Concert Choir 
David Lawrenson, Director of Music, Placer High School 

The Firebird Suite (1919) 
Introduction-Dance of the Firebird 
Round Dance of the Princesses 
Infernal Dance of King Kastchei
Berceuse-
Finale 

Presented by Ceronix I Don & Kay Whitaker 
Konstantin Soukhovetski Sponsored by Drs. Rodney & Karen Kihara and Sierra Precision Optics 

Concertmaster Sponsors: Bud & LaRaine Beadles, Dean Prigmore & Patrice Taylor, and Kurt & Betty Simon 

/ 

••• •••••• •••••• 
::::: CERONIX 
•••••• •••••• ••• 

Don & Kay Whitaker thank 
the Auburn Symphony for 

all the beautiful music! 
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had naturally dedicated the work, "I think that the end is 
now respectable. The introduction is new, the development 
almost new, and the recapitulation of the second subject 
(in D major) has been completely rescored." 

Tchaikovsky published the revised score in 1871 
without taking Balakirev's additional suggestions into 
consideration. He even resisted Balakirev's urging for 
further revisions in 1871 after the publication came out. 
The second version was first performed on February 
17, 1872, in Moscow, conducted by Eduard Napravnfk. 
Finally in 1880, however, having lived with the piece for 
over a decade, Tchaikovsky rewrote the ending with a 
more powerful climax to better portray the essence of 
the drama-young love destroyed by the hatred of the 
warring families. The 1880 version, published in 188t was 
not performed until 1886 in Tbilisi. This final version, the 
one now universally performed, shows the characteristic 
superiority of Tchaikovsky's second and third thoughts, 
while retaining the best of his early ideas. 

After the unsuccessful attempt at free-form composition 
in the symphonic poem Fatum, Tchaikovsky conceived of 
his Romeo and Juliet in sonata form from the outset. In 
his revised introduction, a chorale evokes medieval or 
Renaissance church music to depict Friar Laurence. In the 
manner of Liszt, whose model Balakirev had recommended, 
Tchaikovsky followed the practice of repeating his whole 
introduction in another key, here a half step lower and 
rescored for winds atop pizzicato. 

Tchaikovsky's first theme area contains two massive 
connected statements of the main theme; this "warring" 

MASTERWORKS CONCERT II Program Notes 

theme was present in his first conception and wonderfully 
suggests conflict through its rhythms, its unresolved ninth 
chord, and the ensuing "rushing about." "Rushing about" 
was Tchaikovsky's way of describing the sixteenth-note 
motion after the opening chords; germs of both had been 
present in the little sample Balakirev had originally sent 
Tchaikovsky. At the climax of the section, these fast notes 
are punctuated by staccato off-beat chords, suggesting the 
clashes of sword fighting. 

Tchaikovsky took Balakirev's suggestion for a distant key 
for his second theme area. It contains two themes, both 
of which Tchaikovsky labeled love themes in his letter 
to Balakirev; the second of these has become almost 
unbearably famous. Tchaikovsky's development, much 
stronger in the revision, focuses on the feuding families 
and their street brawls. Tchaikovsky also masterfully 
weaves in the love music and Friar Laurence's music. 

The recapitulation begins with the "warring" first theme 
and continues with the two love themes in reverse-this 
part of the scheme from the original version still suited him. 
The composer's brilliant dramatic strokes of 1880 included 
extending the broad love theme and then infiltrating it and 
overpowering it with the "warring" music, subjecting Friar 
Laurence's music to the same sense of encroachment and 
futility, and finally having the twisted love theme arise 
from the ashes in the funereal coda. The closing chords 
no longer seem to represent sword fighting, but rather the 
horror of what hatred had wrought. This, Tchaikovsky's 
first masterpiece, has remained one of his most powerful. 

-©JANE VIAL JAFFE 

Cello Concerto in B minor, op. 104 I ANTONfN DVORAK 
Born in Nelahozeves, near Kralupy, September 8, 1841; died in Prague, May 1, 1904 

In a letter to his friend Alois Gobl in 1894, Dvorak wrote 
that no one was more surprised than he that he had decided 
to compose a cello concerto. He loved the instrument in 
chamber and orchestral ensembles but had his doubts 
about the instrument's solo capabilities. He had been urged 
to write a concerto before by his friend Hanus Wihan, cello 
professor at the Prague Conservatory and member of the 
Bohemian String Quartet, but the impetus he needed 
came from hearing a performance of Victor Herbert's 
Cello Concerto No. 2 in Brooklyn in the spring of 1894. 
Dvorak wrote his Concerto between November 8, 1894, and 
February 9, 1895-the last work he composed in the United 
States during his three years as director of the National 
Conservatory of Music in New York. When Brahms saw 
the score he exclaimed, "Why on earth didn't I know it was 
possible to write a cello concerto like this? If I had only 

known, I would have written one long ago!" The work is 
regarded by many as the best cello concerto ever written. 

While working on the Concerto in December 1894, Dvorak 
received a distressing letter from his terminally ill sister
in-law Josefina Kaunitzova, with whom he had been in 
love thirty years previously. In her honor he used the 
melody of his song "Leave me alone," op. 82, no. 1, which 
he knew to be a favorite of hers, in the slow movement. A 
month after he returned to his beloved Czechoslovakia, 
she died, causing him to rewrite the ending of the Concerto 
to include another version of the song as a memorial to her. 

Dvorak dedicated the work to Wihan and, accompanying 
him on the piano, tried it out in August 1895. The cellist 
made numerous suggestions, some of which Dvorak 
incorporated, but he made clear to his publisher: 
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I have had some differences of opinion with 
Friend Wihan over a number of places ... and I 
must insist on my work being printed as I wrote 
it .... I shall only give you the work if you promise 
not to allow anybody to make changes-Friend 
Wihan not excepted-without my knowledge and 
consent-and also not the cadenza that Wihan has 
added to the last movement. There is no cadenza 
in the last movement either in the score or in the 
piano arrangement. I told Wihan when he showed 
it to me that it was impossible to stick such a 
bit on. The Finale closes gradually diminuendo, 
like a sigh, with reminiscences of the 1st and 
2nd movements-the solo dies down to pp, 
then swells again, and the last bars are taken 
up by the orchestra and the whole concludes 
in a stormy mood. That is my idea and I cannot 
depart from it. 

Changing the ending would have meant altering his 
memorial to his sister-in-law, which he was not willing 
to do. Dvorak had already dedicated the work to Wihan 
and had promised him the premiere, when he learned 
to his horror that the Philharmonic Society of London 
had engaged Leo Stern to play the solo part upon finding 
Wihan unavailable for the date of March 19, 1896. The 
composer angrily wrote the following, in his style of 
English, to the Society: "I am sorry to announce [to] you 
that I cannot conduct the performance of the Celo conzerto. 
The reason is I have promised to my friend Wihan-he will 
play it. If you put the conzerto into the program I could 
not com~ a( all, and will be glad to come another time." 
He was somehow persuaded to go along with the Society's 
plans and he conducted Leo Stern in the premiere. Wihan's 
reaction can only be guessed. He did not perform the 
Concerto until January 25, 1899, conducted by Mengel berg 
at The Hague. He and Dvorak must have made their peace, 

however, for he performed the work with the composer 
conducting the following December. 

Dvorak was constantly homesick in America and the minor 
key and brooding quality of the Concerto have often been 
said to reflect his longing for home. In fact, however, his 
mature works often included melancholy elements, even 
those he wrote back home. The long orchestral exposition 
begins with the clarinets intoning the main theme of the 
movement. The meltingly beautiful second theme, begun 
by horn and continued by clarinet, never failed to move its 
own creator whenever he conducted it. The cello elaborates 
on this material as well as adding imaginative new ideas 
in its exposition. It is the second theme with which Dvorak 
begins his recapitulation, having masterfully short
circuited his first theme and its ensuing transition. 

The slow movement again entrusts its opening theme to the 
clarinet. The cello plays the song for Josefina Kaunitzova 
in the middle section of the three-part form after a great 
orchestral climax. Dvorak adapted the song's delicate 
duple-meter melody into triple meter for this movement. 
He significantly varies the return of the opening section 
and conspicuously places his sparsely accompanied 
cadenza for the solo instrument here in the slow movement 
rather than in the first or last movements where it might 
have been expected. 

The Finale begins with a dramatic march theme, which 
becomes the main subject of a rondo when the solo cello 
enters. The first episode, which never returns, pairs the 
cello with clarinet. The second slower episode eventually 
turns into a tender duet for solo violin with the solo cello 
in the parallel major key. The sixty closing measures of the 
movement, which Dvorak so vehemently described to his 
publisher, contain the reference Josefina's song and to the first 
movement before the triumphant return of the rondo theme. 

- ©JANE VIAL JAFFE 
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The Auburn Symphony's 
Education & Outreach Programs 
Each year thousands of preschool and school-aged children 

participate in Auburn Symphony outreach programs. 

THESE INCLUDE: 

Symphony Goes to School/Symphony Goes to Preschool 
We are excited to be entering our 21st year of bringing 
this wonderful program to thousands of elementary 
and preschool children in our area. A group of twenty 
musicians and a Youth Conductor travel to school 
campuses to perform live. We provide all teachers 
with a comprehensive study guide to enhance 
musical education in the classroom. 

Family Concert- Saturday, 8 February 2020 
Guest Artist Sophie Zhang, winner of the 
2019 Young Artists Competition. 

Young Artists Competition- Sunday, 9 February 2020 
Students aged 8-18 compete in three categories for prizes. 
Open to the public, held at the Auburn State Theatre. 

Young Artists Recital- Sunday, 19 April2020 
Free concert to showcase age division winners of the 
2020 Competition, held at the Auburn State Theatre. 

To inquire about sponsoring the programs or 
bringing the symphony to your school or preschool, 
please call our office at 530-823-6683. 

The American Association of University Women is 
proud to sponsor the Auburn Symphony as it 
enriches the culture of our community. 

Fundraising events, such as our Trivia Bee, help 
fund scholarships for local High School graduates, 
Sierra college re-entry students and seventh 
graders nominated to attend a STEM program 
named Tech Trek. 

AAUW membership is open to both women and 
men with a college degree. We have many interest 
groups for fellowship with similarly-educated 
community members. 

Donations are welcome toward scholarships and 
Tech Trek. Information is available at 
htto:/ /auburn-ca .aauw. net 

byAAUW 
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Overture inC major I FANNY MENDELSSOHN HENSEL 
Born in Hamburg, November 14, 1805; died in Berlin, May 14, 1847 

Fanny Mendelssohn was the oldest of the Mendelssohn 
siblings, born into a cultured Jewish family-her 
grandfather was the celebrated philosopher Moses 
Mendelssohn-though she and the immediate family 
converted to Lutheranism in the post-Enlightenment 
atmosphere of Berlin. She received the same wide-ranging 
education that her brother Felix did, which included piano 
lessons with Ludwig Berger and composition studies with 
C. F. Zelter. She and her brother Felix were extremely 
close, always consulting about their artistic pursuits, but 
while he encouraged her composing he drew the line at 
publication as something unseemly for women at the time. 

Once Felix married, the intensity of Fanny's relationship 
with him lessened and she did venture to publish on 
her own. Fanny married Prussian court painter Wilhelm 
Hensel in 1829, and became a leading figure in the Berlin 
arts scene, holding regular salons where many of her 
compositions were heard, and where she often played 
piano or conducted. She died suddenly of a stroke in 1847, 
greatly mourned by Felix and the whole of her close family, 
only months before he too succumbed to a stroke. 

Fanny's over five hundred compositions consist mainly 
of piano pieces and songs, but she did compose several 
large-scale dramatic works-the Lobgesang, the cantata 
Hiob, and the Oratorium nach Bildern der Bibel, all in 1831, 
and the dramatic scene Hero und Leander the following 
year. The Overture in C major, her only orchestral work, 
also dates from between March 29 and May 1832 (though 
often listed as c. 1830), but remained unheard until Fanny 

herself conducted a performance, "horribly shy and 
embarrassed with every stroke," as she reported to Felix, 
at her residence on June 15, 1834, with musicians from the 
Konigstadt Theater orchestra. Nevertheless, she reported, 
"It greatly pleased me to hear this piece for the first time 
after two years and to find that almost everything was as 
I had imagined it to be." The first performance since that 
time took place on June 7, 1986, at the Frankfurt Opera 
House by the Clara-Schumann-Orchester, conducted by 
Elke Mascha Blankenburg, at the Fest der tausend Frauen 
(Festival of One Jbousand Women). Since then the work 
has been championed by the Women's Philharmonic, 
whose recording, conducted by JoAnn Falletta, was 
released in 1992. 

The Overture inC major shows a certain kinship with Felix's 
Calm Sea and Prosperous Voyage Overture of 1828, both as 
to structure-a slow introduction with transition to a fast 
section-and even perhaps as to some wave motion in the 
accompaniment to the second theme. Mendelssohn scholar 
Larry Todd also suspects the influence of her brother's 
Trumpet Overture (1826) in her brass fanfares, but notes 
that she must have also known Carl Maria von Weber's 
overtures and absorbed the influences of Beethoven's Fifth 
and Sixth Symphonies. Her use of four rather than two 
horns suggests a celebratory atmosphere, and she teases 
her listeners with a "false reprise" of the first theme before 
the recapitulation proper. A great build-up the final chords 
provides a wonderfully emphatic ending. 

- ©JANE VIAL JAFFE 

Romeo and Juliet, Fantasy Overture after Shakespeare I PYOTR IL'YICH TCHAIKOVSKY 
Born in Kamsko-Votkinsk, Vyatka province, May 7, 1840; died in St. Petersburg, November 9, 1893 

The idea of composing an orchestral piece based on 
Shakespeare's Romeo and Juliet stemmed from a conversation 
Tchaikovsky had in the summer of 1869 with Balakirev, 
influential leader of a group of St. Petersburg composers. 
Tchaikovsky had studied in St. Petersburg, but met 
Balakirev only after moving to Moscow. Their friendship 
was sometimes marred by Balakirev's dictatorial ways and 
adverse criticisms-he was, after all only three years older 
and less talented than Tchaikovsky-but he proved to be the 
catalyst Tchaikovsky needed at this early stage in his career. 

When Tchaikovsky lamented his lack of inspiration 
that October, Balakirev seized the opportunity to prod 
Tchaikovsky by detailing his own approach ten years 
earlier to the Shakespearean subject of King Lear. After 
advising Tchaikovsky to "inflame yourself with a plan" he 

went so far as to include four measures of how he would 
begin a Romeo and Juliet work. Another letter followed 
in which Balakirev detailed a plan for the work that even 
included a key scheme. 

Tchaikovsky's creative powers were unblocked, but he 
resisted Balakirev's pleas to see the work in progress. 
He did, however, send samples of the main ideas, upon 
which Balakirev was quick to comment. He was critical 
of the introductory theme, but highly praised the famous 
love theme. After the not-very-encouraging premiere 
in Moscow on March 16, 1870, conducted by Nicolay 
Rubinstein, Tchaikovsky sent the score to Balakirev, who 
made further comments. Tchaikovsky, though aware that 
Romeo and Juliet was his best piece to date, revised it during 
July and August 1870. He wrote to Balakirev, to whom he 
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KONSTANTIN SOUKHOVETSKI p1ano 

2018 marked the premiere of Konstantin's transcription 
of R. Strauss's Four Last Songs. Unveiled at L'Esprit du 
Piano Festival in Bordeaux, (France) Four Last Songs 
premiered in NYC's Symphony Space at the New York 
Chamber Music Festival. 

This season Konstantin appears with the Johannesburg 
Philharmonic and Eastern Cape Philharmonic 
Orchestra as part of his South African tour as well as the 
Miami Symphony Orchestra and Auburn Symphony. 
Konstantin has also been named Artist in Residence 
at Music in the Mountains Festival in California. His 
debuts this season include Richmond Symphony 
Orchestra and Lyric Series in New York City. 

Career highlights include appearances with the 
Westmoreland Symphony, Virginia Symphony, the 
Long Island Chamber Players, the Manchester Music 
Festival Orchestra, and the Asheville Symphony. 
Recital highlights are: Phillips Collection in 
Washington, DC, Chopin Society of Switzerland in 
Bern, and London's Wigmore Hall. 

Following his 2006 William Petschek Debut Recital 
Award performance at Alice Tully Halt in New York's 
Lincoln Center, the New York Times headlined its review: 
"Romanticism so intense it warms up Philip Glass." 

Konstantin has worked with an array of distinguished 
conductors, among them: Daniel Meyer, Gerard 
Karsten, Eduardo Marturet, Rebecca Miller, James 
DePreist, Emmanuel Siffert, Jahja Ling, Fran<_;ois-Xavier 
Roth, Doron Salomon, Timothy Muffitt, Conrad von 
Alphen, Michael Goodwin, Stephen Ramsey, Mary 
Woodmansee Green, Enrique Batiz Campbell, Allan 
Stephenson, David Scarr, Omri Hadari, Andrew Grams, 
and Emil Tabakov. 

In 2013 Konstantin made his directorial debut as 
assistant music director of the new opera Magic Mirror in 
Boston. Konstantin's other theater appearances: narrator 
with Miami Symphony's Musimelange performance of 
Stravinsky's Soldier's Tale, Forbidden Juilliard as multiple 
characters at the Juilliard School and Club Makkor in 
NYC, and Victor or Children in Power as Young Victor at 
Moscow State Satire Theatre, Moscow. 

Konstantin is a producer and host of Real Pianists of The 
Hamptons - the first ever classical music reality show 
made at Pianofest in The Hamptons where Konstantin 
has been Artist in Residence since 2011. He appeared on 
many television and radio interviews including NPR's 
Performance Today with Fred Child. 

Konstantin is a board member of Southampton 
Cultural Center, NY, Hamptons Music Sessions, NY, 
and has adjudicated competitions such as Piano Ohio, 
Hong Kong Music Association, and Connecticut Piano 
Teacher's Association. 

Konstantin is a recipient of over 15 awards and is an 
alumnus of the Juilliard School where he earned his 
Bachelor of Music, Master of Music, and Artist Diploma 
degrees under the tutelage of Jerome Lowenthal. Born in 
Moscow to a family of artists he studied at the Moscow 
Central Special Music School, under the auspices of the 
Moscow State Conservatory, with Anatoly Ryabov. 

Konstantin is an Arts Global artist and is also 
represented by Manhattan Music Ensemble. 
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