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PROGRAM NOTES BY DR. RICHARD E. RODDA 

 
 

WOLFGANG AMADEUS MOZART 
 
Symphony No. 33 in B-flat major, K. 319 (1779, 1782) 
 
Wolfgang Amadeus Mozart was born in Salzburg on January 27, 1756 and died in Vienna on December 
5, 1791. He composed his Symphony No. 33 in 1779 and added the Minuetto movement in 1782, and it 
was first premiered in Salzburg by the Archiepiscopal Orchestra with Mozart conducting in 1779. The 
Pittsburgh Symphony first premiered the symphony on subscription with conductor Pinchas Zukerman on 
February 4, 2000, and most recently performed it on subscription with former music director Mariss 
Jansons on February 25, 2001. The score calls for pairs of oboes, bassoons and horns, and strings. 
Performance time: approximately 19 minutes 

 
The time from mid-January 1779, when he returned to Salzburg from his sad and frustrating tour to 

Mannheim and Paris, having both failed to secure a regular position and suffered en route the death of 
his mother, who accompanied him as chaperone, until he left in November of the following year to 
produce Idomeneo in Munich was a difficult one for Mozart. Having seen the glamour of two of Europe’s 
music capitals, he was bored and frustrated in his position as court organist in the provincial town, and 
could raise little enthusiasm to compose during the last months of what he called his “Salzburg captivity.” 
In his study of the composer, Wolfgang Hildesheimer noted that there are as many entries in Mozart’s 
diary during this time pertaining to playing with Tarot cards, throwing darts or taking walks as to making 
music. These twenty months saw the creation of a handful of Organ Sonatas to accompany the Cathedral 
services, two Masses (K. 317 “Coronation” and K. 337, both in C major), two settings of the Vespers (K. 
321 and K. 339), a small clutch of songs, canons and tiny piano pieces, incidental music to two plays, and 
three symphonies (K. 318, 319, 338), in addition to the Concerto for Two Pianos (K. 365), the “Posthorn” 
Serenade (K. 320) and the Sinfonia Concertante for Violin and Viola (K. 364) — a considerable output, 
had the composer been someone other than the fecund Mozart. There are as many fragments and 
incomplete works from this time as there are finished scores, a circumstance almost unknown for this 
wondrous creator, who usually completed an entire composition in his head before undertaking the 
drudgery of writing out the manuscript, which he regarded as little more than a sort of glorified musical 
dictation. 

The second of the three symphonies Mozart composed during his last months in Salzburg (No. 33 in 
B-flat major, K. 319, completed in July 1779) seems to have been intended for the entertainment of 
Archbishop Colloredo and his court. Its modest, chamber-orchestra scoring (strings augmented by pairs 
of oboes, bassoons and horns) was probably necessitated by Colloredo’s parsimony in hiring musicians, 
though Mozart does not fail to draw from even this limited wind section interesting and novel sonorities. 
Originally the Symphony followed the three-movement form then preferred in Salzburg, but Mozart added 
a minuet when he revived the piece for a Viennese performance in 1782. This four-movement version 
was published by Artaria in Vienna in 1785. 

The Symphony’s opening movement, whose bracing triple meter hints at a derivation from the 
minuet, is perhaps a souvenir of Mozart’s visit to Paris, whose cultivated taste in those days favored 
instrumental works of bustling rhythm and effervescent expression. The main theme is built from the 
contrast between a full chord played by the entire orchestra and a kittenish response by the strings. The 
complementary melody is a sweet, chromatically inflected strain given in octaves by the violins and 
answered by swaying phrases from the double reeds. The exposition is not repeated. Rather than 
developing themes already presented, the center of the movement (which begins with quick, 
unaccompanied trills in the violins) is based on a phrase that appears in a number of Mozart’s works, 
most notably as the main motive and fugal subject in the finale of the Symphony No. 41, “Jupiter.” The 
Andante, which, according to Alfred Einstein, brings “a new intimacy of feeling” to Mozart’s music, is a 
three-part design in which the middle portion enlists a bit of imitative counterpoint discussed first by the 
strings and then by the winds. The following Minuet is of a rather vigorous nature, which is nicely 
balanced by a singing melody in the central trio in the style of the Austrian Ländler. Jens Peter Larsen 
called the finale “a stylized gigue,” and cited it as an important influence on the last movement of 
Beethoven’s Eighth Symphony, his most riotous work. Like the opening movement, the sonata form of the 
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finale is modified in that its center section utilizes new thematic material enlivened by imitative interplay. 
Mozart stands on the threshold of his artistic maturity with this delightful, polished B-flat Symphony. 

 
 

LUDWIG VAN BEETHOVEN 
 

Concerto No. 4 in G major for Piano and Orchestra, Opus 58 (1804-1806) 
 
Ludwig van Beethoven was born in Bonn on December 16, 1770, and died in Vienna on March 26, 1827. 
He composed his Piano Concerto No. 4 in 1804-1806, and it was premiered in Vienna with Beethoven as 
the soloist on March 5, 1807. The Pittsburgh Symphony first performed the concerto at Carnegie Music 
Hall with conductor Victor Herbert and soloist Ernst von Dohnányi on January 18, 1901, and most 
recently performed it with music director Manfred Honeck and soloist Till Fellner on December 1, 2013. 
The score calls for flute, pairs of oboes, clarinets, bassoons, horns, and trumpets, timpani and strings.  
Performance time: approximately 34 minutes 

 
The Napoleonic juggernaut twice overran the city of Vienna. The first occupation began on November 

13, 1805, less than a month after the Austrian armies had been soundly trounced by the French legions 
at the Battle of Ulm on October 20th. Though the entry into Vienna was peaceful, the Viennese had to 
pay dearly for the earlier defeat in punishing taxes, restricted freedoms and inadequate food supplies. On 
December 28th, following Napoleon’s fearsome victory at Austerlitz that forced the Austrian government 
into capitulation, the Little General left Vienna. He returned in May 1809, this time with cannon and 
cavalry sufficient to subdue the city by force, creating conditions that were worse than those during the 
previous occupation. It was to be five years — 1814 — before the Corsican was finally defeated and 
Emperor Franz returned to Vienna, riding triumphantly through the streets of the city on a huge, white 
Lipizzaner. 

Such soul-troubling times would seem to be antithetical to the production of great art, yet for 
Beethoven, that ferocious libertarian, those years were the most productive of his life. Between Fidelio, 
which was in its last week of rehearsal when Napoleon entered Vienna in 1805, and the music for 
Egmont, finished shortly after the second invasion, Beethoven composed three concertos, three 
symphonies, two overtures and many songs, chamber works and piano compositions. It is a stunning 
record of accomplishment virtually unmatched in the history of music. 

The poetic mood of the Fourth Concerto is established at the outset by a hushed, prefatory phrase for 
the soloist. The form of the movement, vast yet intimate, begins to unfold with the ensuing orchestral 
introduction, which presents the rich thematic material: pregnant main theme, with its small intervals and 
repeated notes; secondary themes — a melancholy strain with an arch shape and a grand melody with 
wide leaps; and closing theme of descending scales. The soloist re-enters to enrich the themes with 
elaborate figurations. The central development section is haunted by the rhythmic figuration of the main 
theme (three short notes and an accented note). The recapitulation returns the themes and allows an 
opportunity for a cadenza before a glistening coda closes the movement. The second movement starkly 
opposes two musical forces — the stern, unison summons of the strings and the gentle, touching replies 
of the piano, which eventually subdue the orchestra. A high-spirited rondo-finale is launched by the 
strings to bring the Concerto to a stirring close. 

 

 
REZA VALI 
 
Isfahân (Calligraphy No. 16) (2017) 
 
Reza Vali was born in Ghazvin, Iran on July 26, 1952, and currently resides in Pittsburgh, Pennsylvania. 
He composed Isfahân (Calligraphy No. 16) in 2017 on a commission from the Pittsburgh Symphony 
Orchestra in celebration of Manfred Honeck’s 10th anniversary as Music Director. These performances 
mark the world premiere. The score calls for piccolo, two flutes, two oboes, English horn, two clarinets, 
bass clarinet, two bassoons, contrabassoon, two horns, two trumpets, two trombones, tuba, timpani, 
percussion, harp, piano and strings.  
Performance time: approximately 14 minutes 
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Reza Vali was born in Ghazvin, Iran in 1952, and began his music studies at the Tehran 

Conservatory of Music. In 1972, he went to Austria to study music education and composition at the 
Academy of Music in Vienna. Vali moved to the United States after graduating and continued his studies 
at the University of Pittsburgh, where he completed his doctorate in music theory and composition in 
1985. He has been a faculty member of the School of Music at Carnegie Mellon University since 1988. 
Among Vali’s numerous distinctions are the Honor Prize of the Austrian Ministry of Arts and Sciences, 
two Andrew W. Mellon Fellowships, and grants from the Pennsylvania Council on the Arts, Heinz 
Endowments, Chamber Music America and the Pittsburgh Board of Public Education; his commissions 
include those from the Pittsburgh Symphony Orchestra, Boston Modern Orchestra Project, Pittsburgh 
New Music Ensemble, Kronos Quartet, Seattle Chamber Players, Carpe Diem String Quartet, Arizona 
Friends of Chamber Music, and Northeastern Pennsylvania Philharmonic. In December 1991, he was 
selected by the Pittsburgh Cultural Trust as the Outstanding Emerging Artist, for which he received the 
Creative Achievement Award. Vali’s compositions have been performed in the United States, Europe, 
South America, China, Mexico, Hong Kong and Australia, and recorded on the Deutsche Grammophon, 
Naxos, New Albion, MMC, Ambassador, Albany and ABC Classics labels. 

American artistic life has been immeasurably enriched since the country’s founding by foreign-born 
musicians who have worked and, for many, made a permanent home here. The inevitable interaction of 
traditions, styles, outlooks and philosophies of composers and performers from diverse backgrounds has 
provided creative inspiration for innumerable works that both respect and synthesize different musical 
cultures. Reza Vali is among those who have found a Western voice in which to express their own distinct 
musical heritage. Though Vali’s compositions are mostly written for traditional European instruments, 
many embody Persian subjects, songs, dances and styles, a creative tendency at the heart of his series 
of compositions for strings, flutes and santoor (Persian hammered dulcimer) begun in 2000 gathered into 
The Book of Calligraphy. The most recent, Isfahân (Calligraphy No. 16), was originally written for string 
quartet. The version for orchestra was written in 2017 on a commission from the Pittsburgh Symphony 
Orchestra in celebration of Manfred Honeck’s tenth anniversary as the ensemble’s Music Director. 

In the liner notes for the 2015 recording of the first twelve of the Calligraphies on the Albany label, 
Vali wrote, “In 2000, I broke away from the European music system and started composing music based 
on the Iranian Dastgâh/Maghâm system. [A system of scale patterns, tunings and performance practices 
whose roots date back to the 2nd century A.D. The conventional Western ‘major’ and ‘minor’ scales are a 
paltry sample among the thousands of examples from abstract theories and world music cultures 
catalogued by Russian-American musicologist, theorist and conductor Nicolas Slonimsky in the 230 
densely packed pages of his classic 1947 Thesaurus of Scales and Melodic Patterns.]  

“My compositional and aesthetic goals since 2000 have been as follows: 
“1. To replace the European equal temperament tuning system with the Persian traditional tuning 

system. 
“2. To replace European polyphony with Persian/Middle Eastern polyphony inherent in the 

Dastgâh/Maghâm system. 
“3. To replace European musical forms with the Dastgâh/Maghâm system’s musical forms, such as 

mosaic elaboration and fluid stratification, as well as the musical forms of Persian/Middle Eastern 
Medieval music. 

“4. To expand the music’s rhythmic structure and include the rhythmic cycles of the Dastgâh/Maghâm 
system. 

“To explore the above goals, I started composing a series of works in 2000 using the title 
‘Calligraphy.’ 

“In a performance of traditional Persian music, particularly in the improvisation section, a subtle form 
of polyphony often occurs. For example, if a master of voice is improvising and is accompanied by an 
instrumentalist, the accompanist does not know exactly what the master will sing and has to wait and 
listen to the master before imitating the master’s musical lines on the instrument. There would be a delay 
of approximately two to four seconds between the entrance of the master’s voice and the entrance of the 
accompanying instrument. This intrinsic time lag results in a refined form of polyphony. 

“In Isfahân (Calligraphy No. 16), the musical material is derived from Persian traditional music. The 
modal characteristics of the piece as well as the tuning, rhythm and form relate to the Iranian 
Dastgâh/Maghâm system. The pitch structure of the composition is based on the Persian mode of 
Isfahân, which consists of an ascending and a descending tetrachord [four-note scale pattern] with the 
pitch G functioning as the finalis (home tone) of the mode. This modal structure is elaborated throughout 
the piece, undergoing a series of permutations, modulations and expansions.” 
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*  *  * 
 
In addition to his original compositions, Vali, with Eric Barndollar, has developed what he describes 

as “a computer-driven keyboard instrument that produces the sounds of Persian traditional and folk 
instruments using the tuning system of Persian and Middle Eastern music. Individual instruments in a 
digital Western European sound library have been manually retuned according to the interval ratios of the 
Persian modes and software was developed to automate this process. Future plans include bringing 
masters of Persian traditional instruments to record samples of the sounds of their instruments for a new 
sound library.” A video demonstration of this “Arghonoon Project” — Vali explained that “Arghonoon is the 
Persian transliteration of the Latin word ‘organum’ [the most ancient form of multi-voice European 
composition], meaning ‘organ’” — is available at: https://vimeo.com/13518362. 
 

 

FRANZ LISZT 
 

Les Préludes, Symphonic Poem No. 3 (1844-1854) 
 
Franz Liszt was born in Doborján, Hungary (now Raiding, Austria) on October 22, 1811, and died in 
Bayreuth, Germany on July 31, 1886. He composed Les Préludes (one of thirteen symphonic poems) 
from 1844-1854, and it was premiered in its final version on February 23, 1854, by the Weimar Court 
Orchestra with Liszt conducting. The Pittsburgh Symphony first performed the work at Carnegie Music 
Hall with conductor Frederic Archer on December 9, 1897, and most recently performed it on subscription 
with former music director Mariss Jansons on May 16, 1999. The score calls for woodwinds in pairs plus 
piccolo, four horns, two trumpets, three trombones, tuba, timpani, percussion, harp and strings. 
Performance time: approximately 16 minutes 

 
Les Préludes, the most popular of Liszt’s thirteen symphonic poems, had its beginning in 1844, when 

the composer met the French poet Joseph Autran in Marseilles at a banquet in Liszt’s honor. Within days, 
Liszt set one of Autran’s poems, Les Aquilons (“The Winds”), for mixed chorus and piano; this work was 
performed by a local chorus almost before the ink had dried. Liszt set three further of Autran’s poems — 
Les Flots (“The Oceans”), Les Astres (“The Stars”) and La Terre (“The Earth”) while on tour in Spain the 
following year. In 1848, Liszt, having made a study of orchestration during the intervening years, tried his 
new-found skill in an overture called The Four Elements to preface the quartet of vocal compositions set 
to Autran’s verses. Between 1852 and 1854, Liszt completely recomposed the overture as a symphonic 
poem, and presented it in 1854 under the title Les Préludes. 

During the revision process, Liszt discovered that a long, meditative poem by the French writer and 
statesman Alphonse de Lamartine evoked emotions similar to those he envisioned in his music, and it 
was from the title of Lamartine’s poem — Les Préludes — that he derived the name for his new work. 
Though the words have little more in common with the music than a general sharing of contrasting 
sentiments (love–war), Liszt chose to preface the published score with his prose interpretation of the 
original poem, which he began, “What else is life but a series of preludes to that unknown hymn, the first 
and solemn note of which is intoned by Death?” 

Les Préludes loosely resembles a sonata form. It opens with a slow introduction that presents the 
work’s principal theme. Much of the music that follows grows from transformations of this germinal 
melody. The theme is presented in a bold, vigorous version by trombones to begin the sonata form 
proper, and is soon joined by a swaying, complementary melody sung by the horns. The “development” 
section contains sentiments first martial, then loving, and finally pastoral. The “recapitulation” is devoted 
mostly to the lyrical complementary theme. The brilliant coda, a grand, heroic transformation of the main 
theme again led by the trombones and tuba, brings Les Préludes to a stirring close. 

 

 
RICHARD WAGNER 
Prelude to Die Meistersinger von Nürnberg (“The Mastersingers of Nuremberg”) (1862) 
 
Richard Wagner was born in Leipzig on May 22, 1813, and died in Venice on February 13, 1883. He 
composed Die Meistersinger in 1862, and it was premiered in Leipzig by the Gewandhaus Orchestra 
conducted by Wagner on November 1, 1862. The Pittsburgh Symphony first performed the Prelude to Die 
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Meistersinger at Carnegie Music Hall with conductor Frederic Archer on December 10, 1896, and most 
recently performed it with conductor James Conlon on December 3, 2000. The score calls for woodwinds 
in pairs plus piccolo, four horns, three trumpets, three trombones and tuba, timpani, triangle, cymbals, 
harp and strings. 
Performance time: approximately 10 minutes 

 
The plot of Die Meistersinger centers around a song contest held in 16th-century Nuremberg on St. 

John’s Day (June 24th). The winner is to marry Eva, daughter of the goldsmith Veit Pogner. Walther von 
Stolzing, a young knight from Franconia who has fallen in love with Eva, vows to win the contest and her 
hand, even though he is not a member of the guild of Mastersingers. He is granted permission to 
compete despite the attempts of Sixtus Beckmesser, the town clerk and also a contestant, to discredit 
him for not knowing the ancient guild rules governing the composition of a song. Eva and Walther 
communicate their love to the wise cobbler Hans Sachs, who remains their friend and adviser despite his 
own love for the girl. Sachs helps Walther shape his musical and poetic ideas, which bring a new 
freshness and expression to the staid ways of the guild. Beckmesser, having stolen Walther’s poem, 
gives it a ludicrous musical setting, and makes a fool of himself at the contest. Sachs invites Walther to 
show how the verses should be sung, and the young knight is acclaimed the winner. 

The Prelude, written between March and June 1862, was the first part of the score to be completed 
and served as the thematic source for much of the opera. It opens with the majestic processional of the 
Mastersingers intoned by the full orchestra. A tender theme portraying the love of Eva and Walther leads 
to a second Mastersinger melody, this one said to have been based on The Crowned Tone by the 17th-
century guild member Heinrich Mögling. The Prelude’s first section closes with the development of 
another love motive and phrases later heard in Walther’s Prize Song. The central portion is largely 
devoted to a cackling, fugato parody of the first Mastersinger theme that anticipates Beckmesser’s 
buffooneries. The Prelude is brought to a magnificent ending with a masterful weaving together of all of 
its themes. 

©2018 Dr. Richard E. Rodda 
 


