
NOTES on the program
BY SUSAN HALPERN

Richard Danielpour is one of the
most popular composers of his
generation. He writes brilliant,
energetic, eclectic music that
bears an essentially American
stamp, influenced by the music of
Copland and Bernstein, as well as
that of Stravinsky, Barber, and
Britten. Danielpour has com-
mented that “music [must] have
an immediate visceral impact and
elicit a visceral response.” His
music is expansive and romantic,
with energetic rhythms as well as
introspective, melodic beauty. 

Danielpour studied at the New
England Conservatory and at The
Juilliard School. His teachers
were Vincent Persichetti, Peter
Mennin, and John Heiss for com-
position; Benjamin Zander for
conducting; and Lorin Hollander,
Veronica Jochum, and Gabriel
Chodos for piano. Danielpour is
on the faculties of The Curtis
Institute of Music and the
Manhattan School of Music.
Currently, he is also serving com-
poser residencies at the

Nashville Symphony, Van Cliburn
Foundation, and Berklee College
of Music in Boston.

Adagietto for String Orchestra
was written for the Wheeling
Symphony’s celebration of the
50th anniversary of Wheeling
Jesuit University. (Wheeling
Jesuit University sponsored
Danielpour’s commissioned
work.) While completing it, the
composer commented on the
project, noting, “The work itself
will be an exciting fusion, being
written as it is for Wheeling—one
of the smallest cities to maintain
an orchestra of this caliber, out-
reach, and budget—in honor of
the Jesuit community and
Wheeling Jesuit University.” 

The Adagietto for Strings is an
arrangement of the last movement
of the composer’s String Quartet
No. 5, subtitled “In Search of ‘La
Vita Nuova.’” Danielpour gave
the Adagietto an epilogue, in
which he quotes Proust: “The
real voyage of discovery consists

RICHARD DANIELPOUR  Adagietto for String Orchestra 

Born January 28, 1956, in New York.

Adagietto for String Orchestra was first performed on March 11, 2005, at the Capitol
Music Hall in Wheeling, West Virginia, by the Wheeling Symphony Orchestra.
Tonight’s performance marks the New York premiere of this work.

Performance time: approximately 10 minutes.
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not in seeking new landscapes,
but in having new eyes.”
Danielpour has commented,
“There is something essential
about this piece. In Search of ‘La
Vita Nuova’ means ‘the new life,’
really the ‘transformed life.’ It is
subtitled in Italian because I
have, over the past 20 years, had

a long-standing love affair with
certain parts of Europe, particu-
larly Italy. That country has
become a metaphor for that
magical place where I can go to
be renewed, but I realize now,
after nearly two decades, that the
magical place that one seeks is
ultimately within.”

In Beethoven's fertile creative life,
no time was more productive
than the years 1805 and 1806. In
1804, Beethoven had reached the
climax of his early career with the
completion of the “Eroica”
Symphony, his third, which music
historians often call a turning
point in the history of music.
During the next two years, in his
mid-30s, Beethoven proved he
was not just another young com-
poser of great promise but the
mature possessor of musical
powers without precedent.

He completed the Piano Concerto
No. 4 in 1806 and was the soloist
in its first performance in March
1807 in one of a pair of private
concerts devoted entirely to his
music at the palace of his generous

friend, Prince Lobkowitz. In
August 1808, the concerto was
published with a dedication to
Archduke Rudolph, the Emperor’s
youngest son, who had studied
piano and composition with
Beethoven since 1804. Beethoven
was eager to give a public per-
formance of the concerto, but he
had difficulty in securing a hall.
An official of the Imperial Court,
who was both director of theaters
and supervisor of charities, finally
gave Beethoven free use of the
Theater an der Wien on December
22, 1808, in exchange for his
services at three benefit concerts.

It was some time before the con-
certo joined the standard piano
repertoire. Its immediate antecedent,
the Piano Concerto No. 3, is easier

LUDWIG VAN BEETHOVEN  Piano Concerto No. 4 in G Major, Op. 58 

Baptized December 17, 1770, in Bonn; died March 26, 1827, in Vienna.

Completed in 1806, Beethoven’s Piano Concerto No. 4 was first performed in March
1807 in a private concert at the home of Prince Lobkowitz. The public premiere took
place on December 22, 1808, at the Theater an der Wien, with Beethoven as piano
soloist for both concerts. The concerto received its Carnegie Hall premiere on March 4,
1892, with Franz Rummel, piano, and the New York Symphony Orchestra conducted by
Walter Damrosch. 

Scoring: solo piano, flute, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 trumpets, 
timpani, and strings.

Performance time: approximately 31 minutes.
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to play, and the Piano Concerto
No. 5 is more imposing. Both
overshadowed the Fourth Piano
Concerto, but finally, Mendelssohn
established a place for it in the
concert repertoire in his second
season as conductor of the Leipzig
Gewandhaus Orchestra. On
November 3, 1838, Robert
Schumann wrote, “Today
Mendelssohn played the G-Major
Concerto of Beethoven with a
power and polish that transported
us all. I took a pleasure in it such
as I have never before enjoyed,
and I sat in my seat without mov-
ing a muscle or even breathing.”
An enormously difficult concerto,
it differs greatly from the usual vir-
tuoso concerto of this period, for
the purpose of all its difficulties is
to express the composer’s com-
plex ideas and not to show off the
pianist’s skills. The orchestra does
not just fill musical time and space
around the soloist but participates
fully and equally in a dialogue
between orchestra and piano. 

The first movement, Allegro mod-
erato, does not open with the con-
ventional orchestral exposition of
the principal ideas, which ordinar-
ily the soloist restates, weighted
somewhat differently. Instead, the
piano begins, with an ambiguous
phrase, almost as though in mid-
sentence. The orchestra answers,
and only then does it begin the
main theme. Phrases and musical

sentences in piano and orchestra
are often telescoped, run together
as though in a rush to proceed to
a new idea before quite finishing
the old one. The ideas are warm,
personal, witty, heroic, and severe,
as the conversation takes many
turns. This movement, by defying
audience expectations, came as a
shock to the audience of the time,
and some felt they were listening
to ravings of a lunatic. Despite ref-
erences to Mozart and the past, it
was radical music containing sug-
gestions of Brahms and (in the
third movement) even discussions
of a subject to be heard again
more than 15 years later in
Beethoven’s Ninth Symphony. 

The second movement, Andante
con moto, is also startlingly orig-
inal. The piano persistently
answers the strings with loud
and forceful statements until the
whole orchestra is calmed, as the
alternations of solo and tutti
draw closer to each other, and
the piano develops the musical
ideas with passion and depth. A
cadenza comes at the end of the
movement, and then the music
runs without pause into the taut
rondo finale, Vivace. Characterized
by a very rhythmic theme, the
finale demonstrates how a simple
subject can yield many rich varia-
tions, and how masterfully yet
unpredictably the piano and
orchestra can relate to each other.
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When Dvořák came to New York
in October of 1892, as Director of
the National Conservatory of Music,
he was already a figure of world-
wide repute. He hoped that his
American earnings would make it
possible for him to give up teaching
in Prague so that he could devote
himself entirely to composition.
The American years were profitable
for him and artistically fruitful,
but at their end, he returned to
his post in his homeland.

Two months after his arrival in
America, Dvořák began to sketch
the “New World” Symphony. After
the New York Philharmonic gave
the symphony its first performance
in December of 1893, Dvořák
said in a letter to his publisher in
Berlin, “The Symphony was a
splendid success. The newspapers
say that no composer has ever
had such a triumph. I was in a
box and [Carnegie] Hall was
filled with the best people in New
York. They applauded so much
that I felt like a king.” 

Despite or perhaps because of its
success, the symphony quickly
became the subject of great con-

troversy. Some said that the work
was based almost entirely on folk
songs of Native Americans and
African Americans, while others
found it typically Czech. Modern
opinion asserts that Dvořák
intended the “New World”
Symphony to set an example for
American composers of what
they could do with themes that
were American in character and
style, without actually quoting
any folk songs. Regardless, it 
certainly awakened an American
movement toward using home-
grown resources.

Without doubt, Dvořák had
quickly made an effort to become
acquainted with music that was
most characteristically American.
One of the most gifted of the
eager, young people who flocked
to his classes was a black musi-
cian, Henry Thacker Burleigh
(1866–1949), who later had a dis-
tinguished career as a composer
and singer. Burleigh spent long
hours with Dvořák, singing spiri-
tuals and slave songs that com-
pletely captivated him and
became an important part of his
inspiration for the symphony.

ANTONÍN DVOŘÁK  Symphony No. 9 in E Minor, Op. 95 
(“From the New World”) 

Born September 8, 1841, in Nelahozeves, near Kralupy; died May 1, 1904, in Prague.

Composed in 1893, Dvořák’s Symphony No. 9 was first performed at an open rehearsal
at Carnegie Hall on December 15, 1893, by the New York Philharmonic conducted by
Anton Seidl.

Scoring: 2 flutes (one doubling piccolo), 2 oboes (one doubling English horn,) 2 clar-
inets, 2 bassoons, 4 horns, 2 trumpets, 3 trombones, tuba, timpani, percussion (trian-
gle and cymbals), and strings. 

Performance time: approximately 46 minutes.
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Susan Halpern contributes program notes to numerous musical
organizations.

Shortly before the first perform-
ance, the composer said, “I am
satisfied that the future music of
this country must be founded
upon what are called the Negro
melodies. These can be the basis
of a serious and original school
of composition, to be developed
in the US. When I first came
here, I was impressed with this
idea, and it has developed into a
settled conviction. These beauti-
ful and varied themes are the
product of the soil. They are
American. They are the folk songs
of America, and your composers
must turn to them. All the great
musicians have borrowed from
the songs of the common people.”

Observations of this kind made
people assume that Dvořák actu-
ally quoted such songs in the
symphony and his explanation—
“I only tried to write in the spirit
of those national American
melodies”—was finally understood
and accepted only many years
later. What had escaped notice
during the period of controversy
is that despite their differing, 
distant origins, the folk music of
Czech peasantry, of black
Americans, and of some native
Americans all share certain musi-
cal characteristics, especially the
use of the pentatonic scale.

The “New World” Symphony is a
splendid work, in which Dvořák
applies the musical methods he
had learned from his mentor
Brahms and musical ideas that
would become a subject for lively

debate. In the first movement,
this amalgam can be heard in the
slow introduction, Adagio, and is
present at length in the Allegro
molto section. The first movement
is stronger than the succeeding
movements in its structure,
although the other three are no
less moving, even though their
form is not as exceptional. The
second movement begins with a
hopeful yet nostalgic solo, one of
the most famous English horn
passages ever composed. Dvořák
originally sketched the principal
theme of the second movement,
Largo, for a work he never com-
pleted that was to be based on
Longfellow’s long poem
Hiawatha. Although Dvořák evi-
dently thought that the music
was Indian in character, it later
became popular as a song, an
imitation Negro spiritual called
“Goin’ Home,” which actually
followed the symphony 30 years
later when, in 1922, William Arms
Fisher, a former student of the
composer, wrote words for it to
fit Dvořák’s melody. The melody
and rhythms of the sprightly
scherzo, Molto vivace, were drawn
from Indian dance scenes also
developed for the Hiawatha proj-
ect. The composer said this music
sets the section of Longfellow’s
poem that describes the dance of
Pau-Puk-Keewis, and the dance is
introduced by a motif that sounds
as if it were from Beethoven’s
Symphony No. 9. In the final
Allegro con fuoco, the music seems
to become less and less American
in inspiration and more Czech.
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