Concerts of Thursday, April 19, Friday, April 20 and Saturday, April 21, 2012, at 8:00pm.
Roberto Abbado, Conductor
Yuja Wang, Piano
Dmitry Kabalevsky (1904-1987)
The Comedians, Opus 26 (Suite for Small Orchestra) (1940)
I. Prologue: Allegro vivace	
II. Galop: Presto		
III. March: Moderato	
IV. Waltz: Moderato	
V. Pantomime: Sostenuto e pesante	
VI. Intermezzo: Allegro scherzando	
VII. Little Lyrical Scene: Andantino semplice	
VIII. Gavotte: Allegretto	
IX. Scherzo: Presto assai e molto leggiero	
X. Epilogue: Allegro molto e con brio
Peter Ilyich Tchaikovsky (1840-1893)
Serenade for Strings in Major, Opus 48 (1880)
I. Pezzo in forma di Sonatina: Andante non troppo—Allegro moderato
II. Walzer: Moderato. Tempo di Valse
III. Élégie: Larghetto elegiaco
IV. Finale: Tema russo. Andante—Allegro con spirito
Intermission
Sergei Rachmaninov (1873-1943)
Concerto No. 3 in D minor for Piano and Orchestra, Opus 30 (1909)
I. Allegro ma non tanto
II. Intermezzo: Adagio
III. Finale: Alla breve
Yuja Wang, Piano

Notes on the Program by Ken Meltzer
The Comedians, Opus 26 (Suite for Small Orchestra) (1940)
Dmitry Kabalevsky was born in St. Petersburg, Russia, on December 30, 1904, and died in Moscow, Russia, on February 14, 1987.  The first performance of The Comedians took place in Moscow in 1938.  The Comedians Suite is scored for piccolo, flute, oboe, English horn, two clarinets, bassoon, two horns, two trumpets, trombone, tuba, timpani, military drum, tambourine, bass drum, cymbals, xylophone, triangle, piano and strings.  Approximate performance time is fifteen minutes.
These are the first ASO Classical Subscription Performances.
Dmitry Kabalevsky was a prolific and highly influential musician in 20th-century Russia.  His compositions span a wide variety of genres, including operas, symphonies, concertos, and various other orchestral works, as well as choral and chamber music.  Kabalevsky was also active as a writer, teacher and administrator.
Throughout his life, Dmitry Kabalevsky took special interest in children’s involvement with music.  Starting with his years as a student at the Moscow Conservatory, Kabalevsky wrote numerous works for performance by young musicians.  He also frequently incorporated child performers into large-scale compositions.  Kabalevsky wrote two books concerning children’s music.  He also developed a method for introducing music to young students.  These efforts earned Kabalevsky several honors from the Soviet government.
One of Dmitry Kabalevsky’s most famous works also relates to his interest in music for children.   Kabalevsky composed The Comedians for a play presented by the Children’s Theater of Moscow in 1938.  The Comedians depicts the antics of a clown troupe.  For the play, Kabalevsky provided breezy, energetic, and brilliantly-scored music that continues to delight audiences of all ages.  In 1940, Kabalevsky fashioned a Suite for Small Orchestra, incorporating music from The Comedians.
The Suite from The Comedians is in ten very brief movements.
I. Prologue: Allegro vivace	
II. Galop: Presto		
III. March: Moderato	
IV. Waltz: Moderato	
V. Pantomime: Sostenuto e pesante	
VI. Intermezzo: Allegro scherzando	
VII. Little Lyrical Scene: Andantino semplice	
VIII. Gavotte: Allegretto	
IX. Scherzo: Presto assai e molto leggiero	
X. Epilogue: Allegro molto e con brio
Serenade for Strings in C Major, Opus 48 (1880)
Peter Ilyich Tchaikovsky was born in Kamsko-Votkinsk, Russia, on May 7, 1840, and died in St. Petersburg, Russia, on November 6, 1893.  The first public performance of the Serenade for Strings took place in St. Petersburg on October 30, 1881, with Eduard Nápravník conducting.  The Serenade for Strings is scored for first and second violins, violas, cellos, and double-basses.  Approximate performance time is thirty-one minutes.
First ASO Classical Subscription Performance: December 7, 1949, Henry Sopkin, Conductor.
Most Recent ASO Classical Subscription Performances: November 20, 1965, Robert Mann, Conductor.
“I wrote from an inner compulsion”
In 1880, Peter Ilyich Tchaikovsky wrote to his patroness, Nadezhda von Meck: “So it seems there is no way to occupy my time and satisfy my inner need to work—apart from composing.  The result is that I am now planning a symphony or a string quintet; I don’t know which I will settle on.”
The work Tchaikovsky contemplated took a somewhat different form.  By October 22, Tchaikovsky was able to report to Von Meck:
My muse has been so well-disposed towards me of late that I have written two works very quickly: (1) a Grand Ceremonial Overture, I have done this for the exhibition at Nikolay Grigoryevich’s (Rubinstein’s) request; (2) a Serenade, for string orchestra, in four movements.  I am scoring both of them little by little.
The first work Tchaikovsky mentioned in his letter to Von Meck is the composer’s 1812 Overture, Opus 49.  The latter, the culmination of Tchaikovsky’s original plan to compose “a symphony or a string quintet,” is one of the Russian composer’s most beautiful and elegant works—the Serenade for Strings in C Major, Opus 48.
In his letter to Von Meck, Tchaikovsky made no secret of a preference for one of his most recent creations:
The overture will be very loud and noisy, but I wrote it without warmth or love so it will probably not have any artistic merit.  But the Serenade, by contrast, I wrote from an inner compulsion; it is deeply felt and for that reason, I venture to think, is not without real merit.
Tchaikovsky completed his Serenade on November 4, 1880.  He informed his publisher, Jürgenson: “To my surprise I have written a serenade for string orchestra in four movements.  Whether it is because it is my most recent child, or because it really isn’t bad, I really do love this serenade.”
Jürgenson referred the score to Nikolay Rubinstein, founder of the Moscow Conservatory, where Tchaikovsky had taught for several years.  When Tchaikovsky paid a visit to the Conservatory on December 3, the musicians surprised him with a performance of the Serenade.  The first public performance of the Serenade took place the following year in St. Petersburg on October 30, 1881, at a Russian Musical Society concert, led by Eduard Nápravník.  The performance was a brilliant success, and included an encore of the second-movement Waltz.
Throughout the remainder of his life, Tchaikovsky maintained a profound affection for the Serenade for Strings.  He frequently programmed the work as part of his conducting tours, invariably to great audience and critical acclaim.  The Serenade for Strings continues to impress as one of Tchaikovsky’s finest works.
Musical Analysis
I. Pezzo in forma di Sonatina: Andante non troppo—Allegro moderato—The Serenade’s first movement opens with a grand and extended slow introduction (Andante non troppo), based upon a melody introduced at the very outset.  The introduction journeys to a pianissimo close.  A brief pause leads to the principal Allegro moderato, and the first violins’ introduction of a lilting, waltz-like melody.  The key changes from C to G Major for a scurrying sixteenth-note theme that, from time to time, also incorporates fragments of its predecessor.  Tchaikovsky reprises the principal themes, this time both in C Major.  After another pause, a forceful restatement of the slow introduction resolves to a rich, ffff chord.
II. Walzer: Moderato. Tempo di Valse—Tchaikovsky composed many gorgeous waltzes, and this is one of his finest.  The first violins sing the elegant principal Waltz theme, marked dolce e molto grazioso.  The melody culminates in a shimmering passage, scored for first and second violins.  An agitated, minor key episode serves as the Waltz’s Trio portion.  A reprise of the opening Waltz leads to a brief and delicate coda, capped by two pizzicato chords.
III. Élégie: Larghetto elegiaco—The Serenade’s slow movement begins with a noble introduction, based (like the preceding Waltz) upon an ascending scale.  The first violins, over pizzicato accompaniment by the remaining strings, present the Élégie’s molto cantabile central melody.  A series of variations on this melody culminates in a cadenza-like passage for the muted first violins, and a pause.  The introduction returns (Tempo I.), with all the strings now muted, leading to the Élégie’s ethereal pppp final bars.
IV. Finale: Tema russo. Andante—Allegro con spirito—The Serenade’s Finale incorporates two Russian folk melodies.  The first serves as the basis for the Finale’s slow introduction (Andante), again scored for muted strings.  Toward the close of the introduction, the first violins begin to offer suggestions of yet another theme.  During a brief pause, the strings remove their mutes, and then launch into the brisk Allegro con spirito.  Here, the first violins play another Russian folk melody, hints of which appeared toward close of the slow introduction.  The second principal theme is a noble, flowing melody, in E-flat Major.  The two themes undergo a lively development, often in tandem with each other.  The recapitulation of the themes suddenly comes to halt.  After a pause, the ensemble reprises the first movement’s slow introduction (Molto meno mosso).  In the final measures, the relationship between that introduction and the Finale’s second Russian melody becomes crystal-clear, as the Serenade jaunts to a vibrant close.
 Concerto No. 3 in D minor for Piano and Orchestra, Opus 30 (1909)
Sergei Rachmaninov was born in Semyonovo, Russia, on April 1, 1873, and died in Beverly Hills, California, on March 28, 1943.  The first performance of the Third Piano Concerto took place at the New Theater in New York City on November 28, 1909, with the composer as soloist, and Walter Damrosch conducting the Symphony Society of New York.  In addition to the solo piano, the Concerto is scored for two flutes, two oboes, two clarinets, two bassoons, four horns, two trumpets, three trombones, tuba, timpani, bass drum, cymbals, snare drum, suspended cymbals and strings.  Approximate performance time is forty-two minutes.
First ASO Classical Subscription Performance: October 30, 1951, Thomas Brockman, Piano, Henry Sopkin, Conductor.
Most Recent ASO Classical Subscription Performances: September 24, 26 and 27, 2009, Garrick Ohlsson, Piano, Robert Spano, Conductor.
ASO Recording: ASO Media CD-1003, Garrick Ohlsson, Piano, Robert Spano, Conductor.
 “I’ll be able to buy myself that automobile”
In the summer of 1909, Sergei Rachmaninov received an invitation to make his first concert tour of the United States.  The Russian pianist/composer/conductor had grave misgivings about leaving his family and homeland for such an extended period of time.  However, considerations of a decidedly non-musical nature seemed to provide some consolation.  According to biographer Oskar von Riesemann, in the early part of the twentieth century Rachmaninov developed a passion for motorcars:
While in the country he frequently made long or short expeditions…These journeys were his greatest recreation, and never tired him; he invariably returned happy and refreshed and in the best of tempers.  As he said himself, it was only when driving the car that he could get away from the musical visions which constantly pursued him.
Rachmaninov considered the generous fees he would earn during the American tour, and finally accepted.  As he confessed to his friend, Nikita Morozov: “I don’t want to go.  But then perhaps after America I’ll be able to buy myself that automobile…It may not be so bad after all!”
The American concert tour featured Rachmaninov as both pianist and conductor in performances of his compositions.  During the summer of 1909, he authored a new work to be premiered during that tour—his Third Piano Concerto.  Rachmaninov composed the D-minor Concerto while vacationing at his retreat in Ivanovka, located some 300 miles south of Moscow.  In October of that year, Rachmaninov began his voyage to the United States.  The composer later recalled:
As during the previous summer I had not found much time for practicing and was not familiar enough with some passages, I took a dumb piano (i.e., silent keyboard) on the boat with me and practiced during the journey.  I believe it is the only time that I have resorted to this mechanical toy, which, however, at the time proved very useful.
Rachmaninov and Mahler
On November 28, 1909, Rachmaninov appeared as soloist in the world premiere of his Third Piano Concerto, which took place at the New Theater in New York City.  Walter Damrosch conducted the Symphony Society of New York.  On January 16, 1910, an historic collaboration took place at Carnegie Hall, when Rachmaninov again performed his Third Piano Concerto—this time with the New York Philharmonic.  The conductor was the Orchestra’s Music Director, the great Austrian composer, Gustav Mahler.  Rachmaninov deemed Mahler:
the only conductor whom I considered worthy to be classed with (Arthur) Nikisch.  He touched my composer’s heart straight away by devoting himself to my Concerto until the accompaniment, which is rather complicated, had been practiced to the point of perfection, although he had already gone through another long rehearsal.  According to Mahler, every detail of the score was important—an attitude which is unfortunately rare amongst conductors.
The rehearsal began at ten o’clock.  I was to join it at eleven, and arrived in good time.  But we did not begin to work until twelve, when there was only a half hour left, during which I did my utmost to play through a composition that usually lasts thirty-six minutes.  We played and played…Half an hour was long passed, but Mahler did not pay the slightest attention to this fact…
Forty-five minutes later Mahler announced:
“Now we will repeat the first movement.”
My heart froze within me.  I expected a dreadful row, or at least a heated protest from the orchestra.  This would certainly have happened in any other orchestra, but here I did not notice a single sign of displeasure.  The musicians played the first movement with a keen or perhaps even closer appreciation than the previous time.  At last we had finished.  I went up to the conductor’s desk, and together we examined the score.  The musicians in the back seats began quietly to pack up their instruments and disappear.  Mahler blew up:
“What is the meaning of this?”
The leader (i.e., concertmaster): “It is half-past one, Master.”
“That makes no difference!  As long as I am sitting, no musician has a right to get up!”
The talents and hard work of Rachmaninov, Mahler and the Orchestra produced a sterling performance of the new Concerto.  As the New York Herald reported the following day:
The impression made at the earlier performances of the essential dignity and beauty of the music and the composer’s playing was deepened, and the audience was quite as enthusiastic in its expression of appreciation as at the performance at The New Theater on 28 November last and at the Carnegie Hall two days later.
Then, the New York Herald critic offered this prophetic commentary about the Rachmaninov Third:
The work grows in impressiveness upon acquaintance and will doubtless rank among the most interesting piano concertos of recent years, although its great length and extreme difficulties bar it from performances by any but pianists of exceptional technical powers.
We’re fortunate that there have been many superb artists willing to tackle the phenomenal technical demands imposed by Rachmaninov, who was, after all, one of the greatest virtuoso pianists.  When the hurdles are overcome, the Rachmaninov Third emerges as a summit of the Romantic piano concerto repertoire—a masterful fusion of virtuoso pyrotechnics, unforgettable melody and lush orchestration.
Musical Analysis
I. Allegro ma non tanto—After two bars of orchestral introduction, the soloist enters with the undulating principal melody, scored in octaves, with each hand playing a single note.  The soloist’s lightning-quick passagework serves to accompany the orchestra’s restatement of the theme.  A brief unaccompanied episode for the soloist leads to a broader presentation of the opening theme.  Fanfares herald the second theme, soon played in its complete form by the soloist.  The development section begins in much the same manner as the opening of the movement, but soon ventures into flights of stunning display for the soloist.  An extended, fully-composed cadenza for the pianist also briefly incorporates the solo flute, oboe, clarinet and two horns.  Instead of the traditional full recapitulation, the movement closes with a restatement of the opening melody and a brief reminiscence of the second theme.
II. Intermezzo: Adagio—The Intermezzo begins with an extended, somber orchestral introduction whose central theme—initially played by a solo oboe—bears a kinship to a portion of the principal melody of the opening Allegro.  The soloist enters with rhapsodic variants of the theme.  A contrasting, vivacious scherzando passage features yet another transformation of the opening movement’s principal melody, now played by a solo clarinet and bassoon.  After a brief reprise of the opening portion of the Intermezzo, the soloist launches a dramatic passage.  This serves as the bridge to the Finale, which follows without pause.
III. Finale: Alla breve—The soloist presents the fanfare-like opening theme, derived from the introductory measures of the first movement.  A series of syncopated chords by the soloist develops into the flowing second theme.  Two subsequent episodes—a breezy Scherzando and more reflective Lento—present echoes of the opening Allegro.  A varied reprise of the Finale’s first section leads to the grand resolution of the Concerto—a glorious declaration of the second theme, capped by a dazzling cascade by the soloist.
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