__lLetter from our President
Princeton Symphony Orchestra

PRINCETON /YMPHONY ORCHESTRA

Fall 2002

Welcome to our 23rd Season! You will be delighted with the
world-class caliber of Princeton’s own symphony orchestra.

Breathtaking classical performances, uplifting family concerts, and
our self~supported school music program, BRAVO!, make the
PSO a community resource unlike any other in our area.

The Board of the Princeton Symphony Orchestra is committed to
expanding the number of performances and increasing the overall
presence of our truly remarkable ensemble. To do this we need
sufficient financial strength to try new things and make
experimental efforts. I ask you, therefore, to be as generous as
possible this season to ensure these efforts are made.

Thanks to the many, many friends who support our fine orchestra
and keep the PSO a favorite feature of the musical scene in the
Princeton area.

Enjoy the music!
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John J.Hamel, Il
President
Board of Trustees
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___ Special Programs
Princeton Symphony Orchestra
Chamber Series

PSO’s All-Mozarl

PSO POPS!

At the Montgomery Center for the Arts’ 1860 House

All performances at 4:00 pm

November 10,2002

December 8, 2002

February 2,2003

March 9, 2003

April 13,2003

When two of the area’s finest cultural institutions team up with
another “institution” named Mozart, the result is unbridled delight

on a Sunday afternoon.PSO Music Director Mark Laycock personally
prepares each of the six small ensemble programs featuring the
classical master’s most intimate, and some say, most passionate works.

Performed by the critically acclaimed musicians of the Princeton
Symphony Orchestra, this series is presented in the intimate and

comfortable setting of the Montgomery
I
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Center for the Arts’ historic 1860 House.
Available in 5 & 3-concert packages

or single tickets. Call 609-497-0020

for details.
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December 15,2002, 4:30 pm

A Princeton tradition that brings audiences to their feet!
Join us for the premiere performance of a captivating

new narration of Rimsky-Korsakov’s magical Christmas
Eve Suite, Tyzyk's inspired Twelve Gifts of Christmas,
Channukah favorites, and our annual sing-along! A
delight for the young and young-at-heart. Always a hot
ticket (and a great gift idea), so order early.

PSO’s TEDDY BEAR TEA!

December 15,2002, 3:30 pm (before the concert)
Back by popular demand: A pre-concert party for
young tots. Kids don their holiday finery and bring
their favorite stuffed pillow pal for treats, hot
chocolate, photos, and hilarious fun offered up by
PSO Principal Tuba Gary Cattley. Proceeds benefit our

Princeton Symphony Orchestra in Richardson Auditorium

children’s educational outreach program, BRAVO!

FOR TICKETS CALL 609-497-00

Princeton Symphony Orchestra Phone: (609) 497-0020 PRINCETON
P.0.Box 250, Princeton, NJ 08542 Fax: (609) 497-0904 SYMPHONY
ORCHESTRA
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MARK LAYCOCK, Conducting
Gerard Le Feuvre, Cello

Hovhaness

Symphony No. 6 “Celestial Gate”

(In one movement)

Tchaikovsky
Variations on a Rococo Theme

GERARD LE FEUVRE

INTERMISSION

Schubert
Symphony No. 3, in D Major

I. Adagio maestoso — Allegro con brio
II. Allegretto
III. Menuet:Vivace

IV. Presto vivace

Large print programs available by request.

This program is funded in part by the New Jersey
State Council on the Arts/Dept. of State
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_ Program
Princeton Symphony Orchestra

MARK LAYCOCK, MUSIC DIRECTOR

Now in his seventeenth season as music director, Mark Laycock has

deftly shaped the Princeton Symphony Orchestra into a mature and
acclaimed ensemble, reflecting his elegance, wit, and precision. He is
well known for his innovative programming and his ability to provide
the audience with an understanding and accessibility to the music that

remains unique in the concert going experience. Mr. Laycock was
initially trained as a violist under the tutelage of the Curtis String
Quartet. In 1979, he won the Leopold Stokowski Memorial Conducting Competition and

the opportunity to conduct the Philadelphia Orchestra. He was then twenty-one and the
second youngest ever to conduct that orchestra. He carries the distinction of being the only
non-Russian invited to appear at the Moscow Autumn Festival, performing at Tchaikovsky Hall
in 1988, and has conducted the Philharmonia Orchestra at the Royal Festival Hall and the
Barbican Centre, London. Mark Laycock was music director of Orchestra London Canada from
1995 to 1998. In November 2000 he was appointed Assistant Conductor of the New Jersey
Symphony Orchestra, and was subsequently promoted to Associate Conductor at the beginning
of the 2001-2002 season, a post he continues to hold simultaneously with his PSO music
directorship. In addition, Maestro Laycock appears frequently as a guest conductor with some
of North America’s most prestigious orchestras, including the Philadelphia Orchestra and the
Montreal Symphony Orchestra. In December 2001 he made his debut to great acclaim at the
famed Palacio de Bellas Artes in Mexico City.

ABOUT THE PRINCETON SYMPHONY ORCHESTRA

‘Whether performing the classical masterworks or introducing music by the most innovative con-
temporary composers, the Princeton Symphony Orchestra is widely regarded as one of the
region’s finest musical organizations, renowned for its excellence in presenting unusual and
challenging programs. The Princeton Symphony Orchestra is greater Princeton’s only resident
professional orchestra and performs its subscription series in Princeton University’s beautiful and
historic Richardson Auditorium. Last season PSO performed the American premiere of Daylight
Divine by Augusta Read Thomas, and in past seasons presented American Salute July 4th concerts,
annual Holiday Pops concerts, a Waterloo Festival Concert and the Millennial Celebration of
Sacred Music, including the Festival of Hymns and the All-Bach New Year’s Day program. PSO
also produces BRAVO!, an educational outreach series with performances in schools, at
Richardson Auditorium, and the State Theater in New Brunswick.

Founded in 1980 by the late Portia Sonnenfeld, the Symphony was originally comprised of ama-
teur music lovers in the Princeton area who presented two or three informal concerts each year.
The Princeton Symphony Orchestra was restructured as a professional group in 1983 and, under
the leadership of Mark Laycock since 1986, has developed into an incredibly versatile ensemble,
with the ability to shift styles dramatically and perform a wide variety of orchestral works ranging
from the sixteenth century to the present, from classical to jazz. The artists and soloists who have
appeared in concert with the PSO include the Louisiana Repertory Jazz Ensemble, the American
Boychoir, Leon Bates, John Chancellor, John Cheek, Linda Hohenfeld, Joan LaBarbara, Chantal
Juillet, Emily Mann, Bernard Rands, Sharon Sweet, Tania Leon, Joel Quarrington, Anthony
Hewitt, Arve Tellefsen, Cynthia Clarey, Vladimir Ovchinnikov, and Representative Rush Holt.
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_ Guest Artist
Princeton Symphony Orchestra

GERARD LE FEUVRE, cello

By his mid teens Gerard Le Feuvre had won two national
awards as one of the most outstanding young British cellists
of his generation. He went on to win scholarships to the
Royal Academy of Music, the Banft School of Performing
Arts (Canada), and the Sibelius Academy (Finland), studying
with some of the greatest teachers and cellists in the world,;
Florence Hooton, Aldo Parisot, Vladimir Orloff, T. Tsutsumi,
Arto Noras and in master class with Paul Tortelier. He was awarded the Lloyd’s
Bank national award for “outstanding musicianship and musical attainment,” as
principal cello in the National Youth Orchestra, and also won a large award for
study abroad, given by the Countess of Munster Musical Trust. In 1980 while still a
student, he gained first prize (CBS Records award) in the Royal Society of Arts
national competition, and performed in the Luzern Festival in Switzerland, after
which he was described as “a cellist of the highest class” in the international press.

Over the last 20 years Mr. Le Feuvre has given over 500 recitals mostly with the
distinguished British pianist Nigel Clayton, and has performed concertos in the
UK, Germany, Scandinavia, and in the USA. He has had several works written for
him by distinguished British composers and is an active composer himself, writing
many works for celli, and for his bassoonist wife Sarah. He was for 7 years the
cellist of the internationally renowned “English String Quartet” (led by Diana
Cummings), and also free-lanced, playing principal cello with the English Chamber
Orchestra, the English Sinfonia, the Royal Ballet Sinfonia, the New Queen’s Hall
Orchestra, and many other distinguished chamber orchestras. Mr. Le Feuvre is
Director of the Kings Chamber Orchestra, and the Kings Celli. These ensembles
have given pioneering improvisations in concert, and demonstrate a unique
humour and depth that typifies his approach to music making. In the year 2000,
the Royal Academy of Music awarded him the title of “Associate” in honor of his
“outstanding achievements in the music profession.” In 2001, Le Feuvre received
a standing ovation at the Masterworks Arts Festival in upstate New York for a
performance of Tchaikovsky’s Rococo Variations for cello and orchestra, his first
collaboration with the distinguished American conductor, Mark Laycock.
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Program Notes
Laurence Taylor

PLANNING A WELL-BALANCED MUSICAL MENU

There are many ways to plan an orchestra concert. There
was a time when the listener expected to be settled down
with an overture, then a razzle-dazzle concerto (very likely

chosen with the aim of filling seats), concluding with the

: solid nourishment of a symphony...Beethoven or Brahms

always a dependable choice. This “meat and potatoes”
approach to programming still is to be found, however there
are other ways to plan a musical menu. PSO Music Director Mark Laycock
cheerfully admits that putting a concert together can sometimes be akin to preparing
for the pleasures of the table, as he has shown in the adventurous range of
“musical dishes” which Princeton Symphony Orchestra audiences have come to
expect. This season’s opening concert, for example, left listeners with tummies
nicely filled with richly flavored specialties of early 20th century Saint Petersburg
and Budapest. Today’s fare is a fascinating juxtaposition of styles, nationalities and
historical eras, characterized by a wide range of subtle textures and varied musical
flavors. Opening with a symphony of uniquely visionary power written by a
mid-20th century American composer, the concert moves back in time to music
composed 85 years earlier by a Russian composer whose elegant late-19th century
style hearkens back to the world of Mozart, and closes with another symphony,
one written six decades earlier by a teen-aged composer, filled with elegance, wit,
and youthful bravado. A gourmet repast for the ears indeed — bon appetit!

Alan Hovhaness (1911-2000)

SYMPHONY NO. 6, OP. 173, “CELESTIAL GATE"” (1959)

A native of Somerville, Massachusetts, born to an Armenian father and Scottish
mother, Alan Hovhaness began to compose at an early age, studying at the New
England Conservatory under Frederick Converse, one of the tradition-minded
New England composers active in the early years of the 20th century. In the early
1940s Hovhaness attended the Berkshire Music Center at Tanglewood, where
severe criticism from Aaron Copland and Lukas Foss led him to destroy nearly all
of his early compositions, which then numbered several hundred major works,
including symphonies, chamber works and operas. After 1945 Hovhaness began to
develop a style that drew upon elements of his Armenian heritage, as well as a
profound study of Medieval and Renaissance music, and a growing preoccupation
with the music of eastern cultures. In that respect his career shows some parallels
to that of Olivier Messaien, with aspects of early European musical techniques
merged with scale systems and rhythmic procedures derived from the music of
India, Japan and Korea. Prolific to an extent rarely seen since the age of Telemann
and Vivaldi, Hovhaness composed hundreds of works, including no fewer than 67
symphonies, the second, Mysterious Mountain (1955), winning him wide celebrity
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when recorded by Fritz Reiner and the Chicago Symphony in 1958. In his later
years Hovhaness’s works showed an increasing preoccupation with nature, environ-
ment and man’s relation to the universe, as heard in works such as And God
Created Great Whales (1970), and symphonies with such subtitles as Hymn fo the
Mountains, Loon Lake, To the Appalachian Mountains, Cold Mountain, Glacier Peak,
Mountains and Rivers Without End, and Mount Saint Helen.

In 1947 Virgil Thomson, probably the most perceptive of all American music crit-
ics and celebrated for his acerbic observations on contemporary music, wrote
about Alan Hovhaness:

“The expressive function [of his music] is predominantly religious, cere-
monial, incantatory, its spiritual content of the purest... The high quality
of the music, the purity of its inspiration, is evidenced in the extreme
beauty of the melodic material, which is original material, not collected
folklore, and in the perfect sweetness of taste it leaves in the mouth.... It
brings delight to the ear, and pleasure to the thought. For all its auditory
complexity — for ornateness is of the essence — it is utterly simple in
feeling, pure in spirit and high-minded.”

Written in 1959, the Sixth Symphony, Celestial Gate, is scored for a small orchestra,
comprising single woodwinds, horn, trumpet, timpani, chimes, harp and strings, and
is laid out in a single movement, with a succession of four interlocking episodes in
which contrasts of sonority (harmony) and melody are set out with great clarity,
forming tonal “cross references.” The work centers upon two key centers: F major
(with modal inflections) and A minor.

The symphony opens in a quiet haze of plucked sounds in the lower strings,
the beat subdivided into 2, 3 and 4 heard simultaneously, weaving around long
sustained pitches in the cellos, while the bassoon unfolds a plaintive, chant-like
melody. The tonal center is F but with a flattened second degree of the scale
(G-flat in the key of F), suggesting the archaic flavor of the Phrygian mode
found in Medieval music. In a contrasting passage the upper strings enter in
broad long notes that swell upward, subtly accelerating, then slowing as they
descend. The music has shifted into A minor, and with the entry of the solo
clarinet a new thematic element is introduced, a sinuous, flowing melody,
marked by a characteristic “quintuplet” figure, heard over a sustained back-
ground in the strings, with contrapuntal lines in violas and celli, the basses on
tiptoe, still pizzicato. The rising/falling passage in long notes returns, the clarinet
theme now recurring in the oboe, supported by increasingly free counterpoint
in the strings. The third appearance of the rising/falling line leads to a further
elaboration of the clarinet melody, now extended, focusing upon the strings in
closely-woven counterpoint, more expansive in sonority, with points of color
added by doubling in the winds. Reaching a full-throated fortissimo, with the
winds in a rich triple unison touching upon A major, the music then quiets,
rounding out the first section with a serene meditation upon the clarinet theme
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played by four muted solo violins in a gentle contrapuntal fabric, joined by four
more violins to enrich the texture.

The second section returns to the tonality of E the original bassoon melody now
heard in the violas joined by an ostinato figure in the harp over the soft thrumming
of pizzicato bass. Unexpectedly the tutti strings (mixing bowed and plucked sounds)
are heard in a trance-like 25-second episode marked senza misura (without a beat)
in which rapidly buzzing repeated patterns move at varying rates of speed (“‘each
player at his own individual speed,” the composer indicates), rising from the softest
to the loudest volume levels. These two contrasting elements are then heard again
(now with the bassoon playing the melody from the opening of the symphony),
followed by a third repetition. This time the senza misura does not recur, instead is
succeeded by the “rising/falling” passage, now shifted to F minor, with a verbatim
reprise of the extended clarinet theme from the beginning of the work, now
shared between solo horn and trumpet. For the fifth and final time the
“rising/falling” figure appears, settling down into the apparent calm of F major, the
horn intoning a new variant of the Phrygian bassoon melody, now becoming
agitated, marked by repeated notes rising in intensity. Unexpected dissonant pizzi-
cato jabs intrude upon the stillness, then dissonant sonorities in the violas and cellos
followed by a piercing discord in the violins. From this a pattern of four richly
sonorous chords emerges, beginning in the lower strings and steadily mounting
upward, repeated without change thirteen times, always increasing in volume. This
forms a background to the repeated-note figure, now in the trumpet. At this point,
for the first time in the symphony, the percussion instruments (chimes and tim-
pani) make their entrance, the timpani establishing a raga-like rhythmic pattern
consisting of a sixteenth-note triplet followed by a pair of eighth notes. A curious
sequence is established in which the triplet is followed by a rest of 4-1/2 beats, the
pair of eighth notes by a rest of 5-1/2 beats, a sequence repeated thirty-three times!

The intermittent background in the percussion spills over into the third section of
the symphony, marked Allegro, which returns to A minor, pressing ahead in a pas-
sage of scherzo-like buoyancy. The strings, pizzicato, play in unison throughout, with
occasional moments of contrapuntal overlapping of the melodic lines and some
spiky touches of dissonance, playing step-wise melodic lines suggestive of music of
the Middle East. The timpani holds fast to its rigid raga-like rhythmic pattern,
while presently a suave melody in the flute quite evocative of the East is heard,
one unrelated to earlier material. A final “overlapping” leads directly to a recur-
rence of the senza misura episode, this time played by the violins only, and linked to
another repetition of the bassoon melody accompanied by the harp ostinato.

The fourth and final section of the work follows, the lyrical and spiritual heart of
the symphony. Set in a tranquil F major (now released from its darker Phrygian
inflections), the trumpet and horn hover above in expressive cantilena. As the music
gradually gains in emotional power the harmony takes on a more chromatic cast,
giving way to a coda of haunting beauty, with divided violins spread out in sonori-
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ties of shimmering texture (and dissonant intensity), leading in a mysterious seven-
note ostinato pattern in the harp. A final thread of melody in the flute is spread out
over the chordal pattern, now pizzicato, and a long sustained F major chord in the
second violins is joined by higher sounds in the first violins, a final ascending
strand of harmonics in the harp drawing the music into silence.

Piotr Ilyich Tchaikovsky (1840-1893)

VARIATIONS ON A ROCOCO THEME FOR
VIOLONCELLO AND ORCHESTRA, OP. 33

The Rococo Variations was Piotr Ilyich Tchaikovsky’s only major work for cello
and orchestra. While full-fledged concertos for the cello were composed by
Schumann and Saint-Saens, the instrument was widely regarded as a poor match
for the sonority of a full orchestra, and few composers of the first rank attempt-
ed such a risky challenge. Even Brahms only ventured to compose for solo cello
in partnership with a solo violin in his Double Concerto. It is interesting to note,
however, that a gifted young cellist, Yulian Poplavsky, visiting Tchaikovsky barely
a fortnight before his untimely death, left a tantalizing account of a conversation
with the composer:

“Noting his particularly good spirits, we pestered him with our constant
request — to write a concerto for cello. “Why don’t you just play some of
my Variations on a Rococo Theme?’ was his unvarying reply...he added that
in October he expected to write a concerto for flute...several small pieces
for piano, and then after that he promised to tackle a cello concerto.”

Although the age of the glamorous cello virtuoso would not come until the

20" century, in 1876 Tchaikovsky enriched the repertory with one of his most
gracious compositions, the Variations on a Rococo Theme, written for his friend,
Wilhelm Fitzenhagen, who was a member of the Quartet of the Russian Musical
Society (Moscow), which presented the first performances of most of the composer’s
chamber works.

The Variations are an example of an aspect of Tchaikovsky’s musical personality
that often escapes attention, namely his deep reverence for the music of Mozart,
and his affection for the idiom and mannerisms of 18th century musical style. A
notable example of this is found in the Act II ballroom scene of the Queen of
Spades, where a divertissement is danced, labeled “a la Mozart.” There is the
affectionate treatment of some of Mozart’s own compositions in the Fourth
Suite for Orchestra (“Mozartiana”), not to mention many passages of transparent
orchestral sonority and delicate melodic writing characteristic of the composer.

While Mozart’s mature works cannot properly be described as Rococo, the theme
upon which the Variations is based (Tchaikovsky’s own) is undeniably Mozartian in
character, as is the traditional variation technique employed throughout the work.
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Tchaikovsky composed many wonderful sets of variations, as in the concluding
movement of his great Piano Tiio, but none conformed more closely than this work
to the conventions of the Classical period.

Following a brief orchestral introduction, suave and ingratiating, the Rococo theme
is unfolded by the soloist, leading off with a tiny rhythmic figure (a pair of six-
teenth notes) which is threaded through the introduction, and which permeates
the entire work. The theme follows the traditional pattern: two short phrases, each
repeated, with a concluding ritornello-like passage in the winds rounded out by a
final melodic tag in the solo cello.

In Variation 1 the soloist moves in lilting triplet figuration, the theme itself absent
at first, then reappearing in the violins. The ritornello conclusion is heard as before.

Variation 2 finds the cello indulging in virtuoso acrobatics, the orchestra joining in
a spirited exchange of elegant passagework. The atmosphere of this variation brings
to mind the brilliant coloration and gestures of Tchaikovsky’s ballet music. Here
the concluding ritornello is extended, leading the music away from the home key of
A major into a subdued C major.

Variation 3, set in a slower tempo (Andante sostenuto), steps away from the sprightly,
dance-like articulation of the preceding sections, taking on a cantabile expressive-
ness so characteristic of the essential personality of the cello. At first the orchestra is
confined to a simple accompaniment, but when the melody returns after a brief
cadenza, expressive embellishment in the winds lends a subtle decorative luster. The
concluding ritornello is now replaced with a sweeping final phrase in which the
harmony prepares to return to the home key of A major.

Variation 4, marked Andante grazioso, returns to the graceful dance-like character of
the earlier variations. At a point where the cello hovers in its lowest register, the
tempo quickens, and rich woodwind sonorities lead in a passage in which the
soloist sails into an extreme high register (rarely encountered in earlier cello
music), with a dazzling technical display. This juxtaposition of the extremes of cello
register and darkly textured winds returns twice before a concluding link ushers in
the next variation.

Variation 5 finds the original theme returning, at first in the solo flute over trills in
the cello, then taken up by full orchestra. Remarkably, this is the first time in the
work that the entire orchestra futti is heard, a sign of the composer’s attention to the
balance between cello and orchestra. Momentarily reverting to the original ritornello
passage in the winds, the variation unexpectedly shifts out of the home key in an
extended, impassioned cadenza that prepares the way for the next variation.

Variation 6, set in the heartfelt key of D minor, is the emotional highpoint of
the composition. The cello pours out an unbroken flow of heartfelt lyricism,
the orchestra drawn into the background, emerging only for a variant of the
ritornello conclusion heard over a sustained low D in the cello, which then soars
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out of sight in stratospheric harmonics to bring the music to a complete halt.

Variation 7, marked Allegro vivo, springs into action, the cello eagerly leading the
music on an exhilarating chase, the orchestra in hot pursuit. The basic melodic and
harmonic framework of the theme are now decked out in glittering colors, stately
rococo graciousness giving way to an abandon of irrepressible energy and delight,
pressing on to bring the work to a joyous conclusion.

Franz Peter Schubert (1797-1828)

SYMPHONY NO. 3 IN D MAJOR, D. 200 (1815)

Until the middle of the 20" century only a pair of Franz Schubert’s symphonies
were performed with any regularity, most of all the “Unfinished” (No. 8), perhaps
the most-played symphony ever written, and the “Great C Major” (No. 9). Only
quite recently has the significance, and even the numbering, of the Schubert
symphonies begun to be recognized, with at least seven of them now familiar to
concert audiences. Only the somewhat immature Symphony No. 1, and the remark-
able Symphony No. 7 in E Major (left in sketch form) are not likely to be encoun-
tered in the concert hall. The nine symphonies belong to three stages in the com-
poser’s development: Nos. 1-6 composed 1813-1818; Nos. 7-8 composed 1821-22;
No. 9 composed in 1825. Of these, only Symphony No. 6 received a professional
performance in Schubert’s lifetime. The Ninth was first heard in a performance
under Mendelssohn in 1839, the Eighth (“Unfinished”) received its premiere in
1865, and the first five symphonies received their first public performances in
London as late as the 1880s.

Written at the end of his student days and the outset of his career as a schoolteacher,
Schubert’s early symphonies seem to have received sight-reading performances by
small ensembles made up of fellow students and amateur players, probably of value
in shaping the composer’s command of orchestra composition. The Third Symphony
is one of the most brilliant of these early works, exhibiting Schubert’s growing
confidence and technical skill as a composer. It shows signs of the influence of
Mozart and Haydn in shaping the young composer’s musical personality, as well as
the impact of the earlier symphonies of Beethoven, who was alive and active during
that period. The Choral Symphony would not appear for another ten years.

Scored for an orchestra identical to Beethoven’s own D Major Symphony (No. 2),
which had appeared little more than a decade earlier, Schubert’s Third Symphony is
launched with a brief adagio maestoso introduction, with sweeping gestures in the
strings, fullness of orchestral sonority, and a bold shift into the cool contrast of F
major which lingers for a moment before slipping into D minor, and without
hesitation spins off in the home key of D major with great energy and brilliance.
The primary theme is little more than a fanfare-like figure in the clarinet alternat-
ing with bustling string figures, building up to a forfissimo transitional passage with
the entire orchestra in unison, moving directly to the secondary theme. Here an
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ingratiating little oboe melody, joined by the other wind instruments, displays
characteristic Schubertian charm, rising in sonority to move into the Development.
Switching to F major, as in the introduction, the music at first dallies in that key,
toying with motives from the secondary theme. Presently a restless and imagina-
tively colored succession of shifting harmonies leads the way back to the recapitu-
lation. Proceeding much as before, Schubert abruptly modifies the original
harmonic setting, turning to the unexpected key of G major for the secondary
subject. But in a twinkling the music slips home to D major, rounding out the
movement with a brilliant coda built upon the sweeping gestures from the
introduction and transition.

The Allegretto (hardly a traditional “slow movement”) is one of those easy-going
movements that are a Schubertian trademark, seeming to evoke the composer’s
relaxed strolls in the company of friends through the countryside surrounding
Vienna. In this movement the winds are slightly reduced in number; the trumpets
and drums are silent. The music is laid out as a rondo, the opening ABA section
features a simple tune in the violins and flute, grazioso in character. The “B” section
is notable for an endearing Schubertian mannerism in which a tiny dotted melodic
figure is repeated four times before turning back to the opening A section. The
Episode (or “C” section) is a quite innocent tune in the clarinet unfolded over a
quiet “oompah” accompaniment in the strings. This is repeated using the full
resources of the orchestra, yet with great delicacy and fineness of detail. The
opening material is then heard as before, a charming threefold repetition of the
concluding melodic figure stepping down into silence.

The Menuetto vivace is a notable example of the impact of early Beethoven upon
the young Schubert, for despite its title it is really more a lively scherzo than a
minuet. Using a trick learned from Beethoven, the third beat (“pick-up”) receives a
robust sforzando whack, adding greatly to the breezy energy of the music, while
moving to a folk-like C major at midpoint (still stressing the pick-up), which is an
especially refreshing element as well. The brief Tiio hearkens back to the Lindler-
like trios found in Haydn’s Minuets, in an affectionate duet for oboe and bassoon
that forms a lyrical contrast to the bumptious high spirits of the main body of the
movement. For all the attention given to the influence of Beethoven upon
Schubert, too little is said about the equally fruitful impact of Haydn upon the
young composer.

Living in a Vienna that had gone mad about Gioacchino Rossini’s comic operas, it
is not surprising that many of Schubert’s early orchestral compositions reveal his
delighted response to the effervescent energy heard in the overtures of the Italian
master, who himself was only five years older than his young Austrian admirer.
Clear signs of the Rossini influence were heard in Schubert’s Second Symphony
(performed by the PSO in April 2001). Here, in the finale of the symphony is an
even more vivid example of the “Italian style” in its galloping energy and exhila-
rating crescendo passages. Indeed, Schubert has gone one step further and composed
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a veritable farantella movement, one that manages to conform to the structural
constraints of the symphonic tradition. Marked presto vivace, with caution thrown
to the wind, the music flies away in the Funiculi—-Funicula rhythm familiar to any-
one who has ever attended an Italian wedding. While the surface detail seems to
whirl away, the music is anchored by harmonic changes that are actually fairly
slow-moving, sometimes suggesting the sort of Musette (bagpipe) drone figures
found in Italian folk music. The harmonic movement is sometimes unusual, as
when an early shift to B minor (closely linked to the key of D) is followed by a
startling step down to B-flat, providing a convenient pivot to turn back to the
home key. Repeating the opening phrases, the music builds in density and
momentum to drive on to a secondary theme, initially heard in the key of G. Here
four-note motives spun from the opening theme are tossed around the orchestra,
circling from winds to strings and back, finally taking root in the dominant key,
the four-note motive hammered out with relentless energy. This omnipresent four-
note figure surges onward, making a claim to B minor (the same “closely linked”
tonality heard at the outset of the movement), only to downshift onto C major
before forging onward to begin the recapitulation in the “wrong” key of A major.

Here, through a simple transposition of the main elements of the exposition, the
secondary theme eftortlessly reappears in the home key of D, restored to its pride
of place. This “transposition” maneuver, famously heard in the opening movement
of Schubert’s Tiout quintet, has encouraged the composer’s detractors to scold him
for seeming to “take the easy way out.” But the result is actually a fascinating
modification of conventional symphonic practice with refreshing consequences. As
before, the secondary theme makes insistent use of the four-note figure, whizzing
around the orchestra in boundless high spirits. In a coda increasingly forceful in
expression, this figure is put through a few more harmonic hoops before barreling
on to a tumultuous ending. Rossini would have loved it.

The first public performance of the Third Symphony took place on February 19,
1881, in the Crystal Palace, London.
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Princeton Symphony Orchestra

Great Opera Choruses — Mendelssohn Club of Philadelphia

All-time favorites by Weber, Puccini, Gounod, Wagner, and Verdi

An opera buff’s nirvana. PSO joins forces with the 120-voice chorus of
the Mendelssohn Club of Philadelphia, serving up fifteen choral and
orchestral selections from all your favorites: Aida, Il Trovatore, Turandot,
Madama Butterfly, Faust, Die Meistersinger, Tannhauser,
Gotterdammerung and more. White scarf optional!

Sounds of Spring

Beethoven Leonore Overture No.3
Bitensky WORLD PREMIERE: “...a perfect rest” for orchestra
(A Jewish Prayer of Remembrance)

Schumann Symphony No.1 “Spring”

The fanfare of Beethoven’s Leonore Overture No. 3 ushers in this
stunning musical event, highlighted by the world premiere of

Laurence Bitensky's beautiful and heartfelt sacred music work. Robert
Schumann’s ebullient “Spring” Symphony combines classical structure
with romantic expression, showing Beethoven'’s influence upon the
man who was his pallbearer.

APRIL 27,2003,4:00pm 0000000000000

Symphonic Showcase — Christina Castelli, violin

Smetana Three Dances from The Bartered Bride
Lutoslawski Concerto for Orchestra

Ravel Tzigane

Enescu Romanian Rhapsody No. 1
Rimsky-Korsakov Capriccio Espagnol

Our season finale is bursting with sensuous pleasures and high-wire
performances. Smetana’s popular Dances are immediately familiar to
anyone who grew up watching the great classic cartoons, while
Lutoslawski’s Concerto for Orchestra is a powerful and difficult work
that is rarely performed. Rising star Christina Castelli brings her magic
to Ravel's daunting and gorgeous Tzigane, Enescu stirs lush
Romanticism with folk idioms in this love letter to his homeland, and
the colorful music of Rimsky-Korsakov, ever the musician's favorite, is
the exclamation point on our 23rd season of celebration!

Programs, artists, and dates subject to change.
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Orchestra

Princeton Symphony Orchestra

MARK LAYCOCK, Music Director

Violin |

Valissa Willwerth, Concertmaster
Margaret Banks

Nina Evtuhov

Hanfang Zhang

Ruotao Mao

Winona Fifield

Janey Choi

Linda Howard

Kiri Murakami

Sharon Holmes

Cello

Frances Rowell
Elizabeth Loughran
Talia Schiff

Alistair MacRae
Tish Edens

John Enz

Oboe

James Button
Mark Snyder

Basia Danilow and Anna Lim are Co-Concertmasters of the Princeton Symphony Orchestra.

Violin Il

Rachel Segal
Omar Guey
Carmina Gagliardi
Melanie Clarke
Soyeon Ahn
William Leach
Nancy Ronquist
Laurence Taylor

Bass

Joanne Bates
Daniel Hudson
Ben Tedoff
Stephen Groat

Clarinet
David Hattner
Sherry Hartman Apgar

Horn

Douglas Lundeen
Victor Sungarian

Harp

André Tarantiles
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Viola

Harold Levin
Elizabeth Schulze
Lisa Hammell
Jacqueline Watson
Clifford Young
Emily Laycock

Flute

Jayn Rosenfeld
Amy Wolfe

Bassoon

Roe Goodman
Seth Baer

Trumpet
Joseph Reardon
Brad Siroky

Timpani

Adrienne Ostrander
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MARK LAYCOCK, Music Director

BOARD OF DIRECTORS
John J. Hamel, III, President

The Princeton Symphony Orchestra salutes the support and service to the commu-
nity of our Business Council. We express our deep gratitude on behalf of the PSO
and the Princeton community at-large.

George Albers-Schonberg Nancy Schade Hearne Fadlou Shehadi

Kathleen Biggins Betsy Hely Arnold H. Snider Bloomberg Opera Festival Of New Jersey

Deborah C. Brittain Judith McCartin Andrew Steginsky Blue Point Grill Outerbridge / Morgan Partners, LLC

Holland Burt Irene Naorlevich Dale S. Strohl Bristol-Myers Squibb Parmele, McDermott & Thomas

Marvin Cheiten Janet O’Brien Caren Sturges Barbara Campbell Interior Design Peyton Associates

John K. Clarke Ruth Perkins Judith Ogden Thomson Michael Bilginer, Caldwell Banker Realtors ~ PNC Advisors

Philip Clippinger Harriet Robertson Kathleen Tovar Cardinal Health Partners Princeton Car & Truck Country

Charles W. Daves Mark M. Rutzky George A.Vaughn Classical New Jersey Society Family of Dealerships

Stephen Fillo Christine Wainwright Domain Associates, L.L.C. Princeton Corkscrew Wine Shop
ADVISORY COUNCIL Ellsworth’s Princeton Latin Academy

Milton Babbitt Marian E Griffiths Anne Reeves Esplanade at Bear Creek Princeton Orthopaedic

Nathaniel Burt Patricia Hagan William Scheide Ferry House Princeton Shopping Center

Edward T. Cone Mary P. Keating Frank Taplin Gasior’s Furniture Princeton University Chapel Music

Nina Cook Immanuel Kohn Robert Taub Goldstein & Herst Princeton Wine & Liquor

Mary Cross Steven Mackey Reid White Good Time Charley’s RBC Dain Rauscher

JOSHUA WORBY, Executive Director
MELANIE CLARKE, Director of Education

Staft Assistant: Randie Roderick
Contractor: Elizabeth Thompson/Classical Artists Performing Service
Librarian: Jan Lewis
Bookkeeping: Jean Taber (services donated)
Graphic Design: Isabella D. Palowitch/ARTISA LLC
Printing: Carol Hill/Trenton Printing
Accountant: Heidi Dreyfuss/WithumSmith & Brown
Advertising Sales: Linda Sproehnle
Student Volunteers: Brad Ruderman, Andrea Worby

Princeton Symphony Orchestra Administrative Offices:
P.O. Box 250, Princeton, NJ 08542
phone (609) 497-0020 fax (609) 497-0904

e-mail: info@princetonsymphony.org www.princetonsymphony.org

RICHARDSON AUDITORIUM ADMINISTRATION

Paul Breitman, Director ~ Rie Yamauchi, Assistant Director -

Jennifer Sorgatz, Associate Director Marketing & Communications
Kathy Cannon, Business Manager ~ Karla Guido, Marketing &
Anthony Morreale, Assistant Business Manager Communications Coordinator

Pamela Baker, Ticket Office Manager ~ Dino Palomares, Web Developer
Joan Termyna, Assistant to Director

RICHARDSON AUDITORIUM STAFF
John C. Schenck III, Production Manager  Bill Pierce, Stage Technician
John Burton, Stage Manager ~ Mary Lee Roberts, Recording Engineer
Christopher Gorzelnik, Technical Coordinator ~ James Allington, Recording Engineer

Design by ARTISA LLC.
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Group 5

Hamilton Jewelers

Harlingen Veterinary Clinic
Hazen Plastic Surgery, PA.
Rush Holt

J.E. Caldwell & Co.

Jacobs Music

Janssen Pharmaceutica

Kale’s Nursery & Landscape
Lasley-Brahaney Design-Build
Samuel S. Levine, M.S., D.D.S.
Lawrence Lexus

Luttmann’s

Main Street

Mayflower Cleaners
McCaftrey’s Supermarket
N.T.Callaway Real Estate
Nassau Interiors

Obal Garden Center

Raynor Woodworking

Richard’s Market & Catering
Seed-Velikovsky Gallery

Sight Center

Smith, Stratton, Wise, Heher & Brennan
Sports & Specialist Cars

Stadtmauer Bailkin Biggins LLC
Steginsky Capital LLC

Thomas Sweet

Towne Wine & Liquor’s

Trenton Printing

U.S. Trust Company of NJ

United Way of Greater Mercer County
University Orthopaedic Associates, PA.
Volvo of Princeton

Wegman’s

WithumSmith & Brown

Woodwinds

WWFM
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The Princeton Symphony Orchestra’s Board of Trustees and Advisory Board thank all of
our current supporters. To contribute to the annual fund, please call our office at (609) 497-
0020 or mail a check made payable to Princeton Symphony Orchestra at P.O. Box 250,

Princeton, NJ 08542. All friends are listed in the concert programs, unless they request

anonymity. Please note that all contributions are tax deductible.

The PSO gratefully acknowledges the support offered by the following since May 2002.

Guarantor $5,000+
Patron $500+

Sponsor $2,500+
Supporter $125+

Benefactor $1,000+
Friends $50+

GUARANTOR

The Frank and Lydia Bergen Foundation
Bloomberg

Bristol-Myers Squibb

Dr. Marvin Cheiten

John and Melanie Clarke

Steve and Trish Fillo

‘Ward and Patricia Hagan

The Louise H. and David S. Ingalls Foundation
J. Seward Johnson, Sr. 1963 Charitable Trust
Robert Wood Johnson 1962 Charitable Trust
Johnson & Johnson Family of Companies
The Curtis W. McGraw Foundation

William H. Scheide

Mr. and Mrs. Arnold Snider

Dale S. Strohl

Frank E.Taplin, Jr.

SPONSOR

Mr. and Mrs. Willard Britain, Jr.
The Bunbury Company

Mr. and Mrs. Nathaniel Burt
ExxonMobil Foundation

The Jacquelin Foundation

Mrs. Mary P. Keating

George Michel and Elizabeth Turek
PNC Adpvisors

Princeton Youth Fund

U.S. Trust Company of New Jersey

BENEFACTOR

Mr. and Mrs. Ellis Anderson

John and Kathleen Biggins
Elizabeth Dilworth

Mr. and Mrs. Norman Klath

Vera and Immanuel Kohn
McMaster-Carr Supply Company
Toby Goodyear and Jerry Neary

Mark M. Rutzky and Yvonne Marcuse
Mr. and Mrs. Robert O’Connor

Mrs. Ruth Perkins

David and Harriett Robertson

Ms. Judith Ogden Thomson

Martha and Arky Vaughn

Reid and Laird White

Diana and Louis Worby

PATRON

Mr. and Mrs. George Albers-Schonberg
Peter Benoliel

Mr. and Mrs. Pete Buck

Mr. and Mrs. Robert Burt

Dr. Ogden B.Carter, Jr.

Mr. and Mrs. Charles Dennison
Mr. and Mrs. Timothy Garry
Mr. and Mrs. John J. Hamel, 111
Kit and Pete Hildick-Smith
Mr. and Mrs. Kevin Kenyon
Mr. John R. Langeler

Richard M. Ludwig

Mr. William Selden

Mr. and Mrs. Fred Slivon

Rory and Josh Worby

SUPPORTER

Elizabeth W. Belshaw

The Borofsky — Ritts Family
Charles and Erica Daves

Mr. and Mrs. George C. Ford
Mrs. Grunilla Gruenwalk
Mr. and Mrs. Nathaniel Hartshorne
Mr. and Mrs. George Jordan
Ann and Leighton Laughlin
Daniel and Gloria Longhi
Ralph Martinson

John Rassweiler
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Mr. and Mrs. Philip Reed, Jr.

Mr. John Ricklefs and Ms. Nancy Greenspan

Edward J. and Cynthia A. Schlueter
Frank and Grace Sinden

Dr. Peter Slugg

Ms. Berit Smith

Drs. Kurt and Judit Stenn

Ms. Caren Sturges

Harriet and Bob Teweles

Mr. and Mrs. Ramsay Vehslage
Susan and Donald Wilson

Stanley B.Yates

FRIEND

Carole Allison

George J. Alzin, Sr.

Phoebe Biddle

Mr. and Mrs. William Bonini
Reba Burrichter

Mrs. Loretta Casalaina
Patricia Casey

Theodore Chase

Beryl Collins

Joan R. Coppinger

Mr. and Mrs. James Deneen
Annie Dicke

Mr. and Mrs. Robert Daiute
Mrs. Elizabeth S. Ettinghausen
Mr. and Mrs. Everett Garretson
William N. Garrett

Jonathan and Gilda Gittleman
Mr. Thomas M. Gorrie

PSO’s ANNUAL BENEFIT DANCE & AUCTION

Judy and Richard Kaye

Beverly Kestenis

John S. Kuhlthau

Esther Lancefield

Dr. and Mrs. Edwin R. Levin
Ms. Stephanie R. Lewis

Mr. and Mrs. John Lowrance
Dr. and Mrs. Paul I. Lyness

Ms. Ann Merritt

Mr. and Mrs. John Mc Cormick

John and Ann McCullough
June Merrell

Rev. Sue Ann and Mr. David Morrow
Mr. and Mrs. Julius Moynahan
Mimi O’Leary

Ludwig Rebenfeld

Edward J. and Cynthia A. Schlueter
Mr. William R. Schmidt

Ruth and Rolland Schreib

Dr. and Mrs. Daniel Shapiro
Charles E. Stenard

Ken and Sandy Steiglitz

Mr. and Mrs. William Stephenson
Audrey H. Sullivan

Melinda and Ted Talley

Mrs. Joanne Theimer

Mr. E.D. Thomas

David Tierno

Mr. and Mrs. John Timoney

Mr. and Mrs. Robert Williams

We give special recognition to Jean Taber for her

volunteer work at the PSO office. Brava!

JANUARY 25, 2003

2003 Benefit Committee Co-Chairs

Betsy Hely

Sharon Altmeyer
Mary V.Bell
Kathleen Biggins
Deborah Brittain
Holly Burt
Melanie Clarke
Phil Clippinger
Susan Coleman

Kathleen Moore Tovar

Linda Gecha

Committee

Debbie Cusma

Erica Disch

Julia Garry

Harriet Huston

Patty Lamb

Laurie Lincoln

Livia Wong McCarthy
Judy McCartin

Madelyn Miller
Cheryl Mooney
Sandra More

Janet O'Brien
Sharon Orr

Phoebe Outerbridge
Angela Penaloza
Amy Rhett

Cindy Schlueter
Edward Schlueter
Stahley Sednaoui
Andy Steginsky
Caren Sturges
Harriette Willis
Melita Wright
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i BRAVO!
Princeton Symphony Orchestra

For seven years, the Princeton Symphony Orchestra has been

“Bringing Renowned Artists for Valuable Outreach” (BRAVO!) to
area elementary schools, with programs that introduce children to
the instruments of the orchestra and the joy of classical music.
Grade-appropriate programs sequentially introduce the four
instrument families, the processes of composing and performing
music, all brought to life by the professional musicians of the PSO.
Each year, these in-school programs culminate in a fun-filled, full
orchestra concert just for children at Richardson Auditorium, with
Music Director Mark Laycock delighting young concertgoers with

his infectious energy and informative insights.

BRAVO! reaches nearly 5,000 children each year and is provided to
participating schools at no cost, thanks in large part to the vision
and generosity of The Louise H.and David S.Ingalls Foundation,
Betty Wold Johnson, The Frank and Lydia Bergen Foundation,
Bloomberg, L.P, Princeton Youth Fund, Princeton University, the
New Jersey State Council on the Arts, the PSO’s Board of Trustees,

and the hundreds of PSO supporters like you.

For more information about BRAVO), call us, or email br pril

2002 2003



