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TITANS
SATURDAY, APRIL 27, 2019 - 7:30 PM

Toshiyuki Shimada   Music Director & Conductor 
Eastern Connecticut Symphony Chorus Wendy Moy, Director

Prometheus Overture (5’)     LUDWIG VAN BEETHOVEN (1770-1827)

Mass in C Major, K. 317 (Coronation) (24’) 
WOLFGANG AMADEUS MOZART (1756-1791)

 I. Kyrie
 II. Gloria
 III. Credo
 IV. Sanctus
 V. Benedictus
 VI. Agnus Dei

INTERMISSION

Symphony No. 1, (Titan) (53’) GUSTAV MAHLER (1860-1911)
 I. Langsam schleppend (slowly, dragging)
 II. Kräftig bewegt (moving strongly)
 III. Feierlich und gemessen (Solemnly and measured)
 IV. Stürmisch bewegt (stormily agitated)

Concert sponsored by: 
Olde Mistick Village 

With thanks to the Donald C. & Dolores M. Gordon Stage Extension donors

Post-concert reception sponsor: Tom and Dorrit Castle, 
JohnPaul and Donna Morales; and Eric Cooper
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Eastern Connecticut Symphony Chorus

The Eastern Connecticut Symphony Chorus (ECSC) was founded 
as a subsidiary of the Eastern Connecticut Symphony Orchestra 

in 1967 with Connecticut College Choral Director James F. Armstrong 
directing. Currently under the direction of Wendy Moy, it is an ener-
getic group of auditioned volunteer singers who range in age from high 
school students to senior citizens, and currently consists of over 80 
members. The Chorus rehearses weekly on Wednesday evenings from 
7pm - 9pm from September through April.

As the last remaining symphony chorus in Connecticut, the ECSC is 
proud to continue the legacy of ECSO founder, Victor Norman, as it 
promotes classical choral works in Connecticut and around the world.  
The ECSC has performed in China, Italy, Greece, and Croatia, with the 
Acadiana Symphony Orchestra in Louisiana, and at Carnegie Hall.  The 
ECSC performs a minimum of two symphonic concerts annually. In 
2013, the group joined forces with the Yale Symphony Orchestra and 
the Elm City Girls Chorus to perform a third concert: Gustav Mahler’s 
Symphony No. 3 under the direction of Maestro Toshiyuki Shimada.  
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PROGRAM NOTES
Prometheus Overture, Op. 43         Ludwig van Beethoven (1770-1827)

Ludwig van Beethoven wrote the music for the ballet The Creatures of 
Prometheus in 1800 and 1801. The commission for the work came 

from Neapolitan choreographer Salvatore Viganò, one of the most 
talented ballet artists of his generation. Viganò normally composed 
the music for his ballets, but for Prometheus he sought the advice of 
the court of Austrian empress Maria Theresa, which recommended 
Beethoven’s services because of his talent composing heroic-style music. 
Beethoven had recently gained favor with the court by dedicating his 
Septet, Op. 20, to the empress. Prometheus is Beethoven’s first full ballet. 
However, about a decade earlier he had ghostwritten a “Knights Bal-
let” (now catalogued as Beethoven’s WoO 1) that was credited to Count 
Ferdinand von Waldstein, an early patron of Beethoven’s prior to his 
departure from his hometown of Bonn for Vienna. 

The exact staging and choreography of each scene in the ballet is lost to 
history. However, the playbill from the first performance explains that 
the ballet’s story is inspired by the Greek philosophers’ writings about 
the myth of Prometheus. It describes Prometheus as “a lofty spirit who, 
finding the human beings of his time in a state of ignorance, refined 
them through art and knowledge and gave them laws of right conduct.” 
In the ballet two living statues are awakened and made to feel all the 
human emotions. Prometheus brings them to Apollo—the god of the 
arts, who commands his followers to teach them music, tragedy, comedy, 
and dance.

The overture opens with seven dissonant-sounding chords taken from 
outside its key—this is similar to the opening of Beethoven’s earlier First 
Symphony (1801). A slow introduction with pastoral qualities follows. 
This opening could perhaps be ascribed to the initial creation of humans 
and their ignorance. However, this is interrupted by another dissonant 
chord, suggesting conflict in this scene, which soon after leads to the 
rushed main section of the overture. This consists of a contrast between 
rapid scales in the strings and a calmer melody played by the flutes. This 
is perhaps reflective of Prometheus’ work educating the first humans to 
understand their emotions and purpose in this world.

 - Saadya Chevan
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Mass in C major, K 317 (Coronation) 
Wolfgang Amadeus Mozart (1756-1791)

Wolfgang Amadeus Mozart wrote his Mass in C Major (Coronation) 
for Easter services in 1779 while in the service of Prince-Archbish-

op of Salzburg Hieronymus Colloredo. At the time it had only been a 
few months since Mozart’s return to Salzburg after his disastrous journey 
to Paris of 1777-1779. Mozart hated this period of service to Colloredo, 
and would leave it in 1781 when he finally settled in Vienna for the last 
ten years of his life.

However, despite Mozart’s dislike for his employer, he still bragged in 
a letter about his ability to follow the strict reforms and regulations 
Colloredo laid out regarding the lengths of masses. The archbishop 
required all masses to be no longer than forty-five minutes, even on 
important days of the Christian calendar like Easter. At the same time he 
expected the masses to be grand and use the full choral and orchestral 
forces and colors of the Salzburg cathedral. We see Mozart’s ability to 
conform to these expectations, particularly the time constraint, in the 
mass’ structure. The texture is usually homophonic, with the singers 
singing the text together. Performing differing sections of text at 
differing rhythms is the inverse, a polyphonic setting, and would likely 
take more time to resolve.

As is typical of concert masses, Mozart sets the six sung sections of the 
mass ordinary, the parts of the Catholic liturgy recited at mass on any 
day. The Kyrie begins solemnly and uses an ABA form, a form that 
composers often use to set the Kyrie. The chorus sings the A section 
while the soloists are heard in the B section. What is unusual about 
Mozart’s setting is that the B section contains both the lyrics “Kyrie 
eleison” and “Christe eleison,” rather than only “Christe eleison” as is 
more typical. The Gloria is very grand as is fitting for a section praising 
the glory of God. It is also one of the shorter settings of this section 
in the standard repertory. The Credo follows in rondo form. Here we 
see Mozart’s ability to keep the music for this longer statement of faith 
short in line with the expectations of Colloredo. The singers and chorus 
mostly sing through the text without repeating any section of it, and 
each syllable is usually given only one note. 
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Although the Sanctus is the shortest movement of the mass, the 
following Benedictus movement serves as a resolution to it with the 
chorus repeating the “osannas” of the Sanctus in its conclusion. It is 
interesting to hear this connection between the movements in concert 
as they were not performed directly after each other during the original 
Salzburg Easter mass. The final and most famous movement of the mass 
is the Agnus Dei; it is renowned for its beautiful soprano solo, which has 
been compared to the aria “Dove sono” from Mozart’s later opera The 
Marriage of Figaro. 
                - Saadya Chevan

Symphony No. 1, (Titan)            Gustav Mahler (1860-1911)

“My work is finished… people are likely to be surprised by many things!  It 
grew to overwhelming—flowing out of me like a mountain torrent… All 
the floodgates within me were thrown open at one sweep!”

So wrote Mahler about his first symphony in March 1888. As indi-
cated by his words and as heard in the music, this first symphony by 

a twenty-eight year old Mahler was most definitely a departure from 
the classical and early romantic concept of the symphony beginning 
with Haydn and Mozart, and continuing with Beethoven, Schubert, 
Schumann, and Brahms. The innovations of Berlioz in his Symphonie 
Fantastique as early as 1830 are well known, but it was for Mahler to 
achieve a unique melding of the lyric with the dramatic in the sym-
phonic form; he accomplished this primarily through the use of song 
within the structure of the symphony. No fewer than four songs (three 
of them his own) does Mahler organically integrate into this symphony, 
a technique which he would employ again with great success in his next 
three symphonies.

Between the first performances and the publication of the score, Mahler 
had a change of mind concerning symphonic “programs,” considering 
them to be a distraction from the music itself, and thus the symphony 
was published with only the tempo markings for the various movements. 
The composer also suppressed the second (Blumine) movement and the 
symphony then was cast in the traditional four-movement form, the 
Scherzo now becoming the second movement.

The first movement is remarkable in at least two respects: the 
introduction with its long-held unison in the strings and superimposed 
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cuckoo calls and distant fanfares, evoking a vision of the Austrian 
landscape at dawn, is a “tone painting” never heard before in symphonic 
music. The major innovation of the movement is that the entire 
section is based on a song theme—I Crossed the Meadow at Morn, 
from Mahler’s song cycle, Songs of a Wayfarer, and is developed into a 
continuous musical flow with interspersed bird calls and other touches 
of instrumental color. The music eventually rises to a boisterous climax 
and concludes with a flourish of timpani strokes, hammering out the 

“cuckoo” motif, which formed the germinal seed of the whole movement.

The second movement is a rustic and bucolic waltz – landler, using 
another song, Hans und Grete, as an insistent basso ostinato. The Trio is 
very much a waltz with a tender and gracious flavor.

The famous third movement Funeral March imparts a strange and 
sinister effect by its use of the well-known tune Frere Jacques played in a 
brooding minor key. The music moves in mock solemnity, highlighted 
with irreverent comments by the oboe, and interrupted at intervals 
by an intentionally vulgar and banal parody march punctuated with 
oompa-pa percussion. A lyrical interlude based on another of Mahler’s 
Wayfarer Songs provides a welcome contrast, but gives way to a return of 
the canonic processional music. The parody march is heard again with 
greater insistence and this fascinating movement closes as the orchestra 
sinks into a suspenseful silence.

The Finale opens in pandemonium as the entire orchestra rages in 
convulsive fury. Screaming strings and snarling brass demonstrate 
the composer’s flair for theatrical effect in creating what he wished to 
convey as a heroic struggle by an unnamed hero, who might well have 
been Mahler himself. The storm gives way eventually to a peaceful and 
lyrical interlude, which bears the stamp of a typical Mahlerian lyricism.  
The triumph of the Finale now begins to build with an ingenious 
transformation of the march-like main theme. The music reaches for a 
grand climax but is thwarted and falls back seemingly exhausted. Literal 
flashbacks to the first movement and an impassioned restatement of the 
poetic second theme lead to another climax with the heroic theme. This 
time the triumph is attained as the “falling fourth” germinal motive of 
the symphony is blared forth by stentorian brass and the work comes to 
an end in an overwhelming blaze of jubilant splendor. 
                 - Paul E. Shannon, DMD
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Tune in to WMNR 94.5 FM for encores 
all season

Welcome Toshi, our guest soloists, and the ECSO into your home 
by tuning in to WMNR 94.5 FM.

Our concerts are broadcast on the Sunday before our next concert 
from 7 p.m. to 9 p.m. at 94.5 FM on the radio or at wmnr.org.

 Date of Concert   Date of Broadcast
 October 20, 2018  November 11, 2018
 November 17, 2018  January 20, 2019
 January 26, 2019  February 17, 2019
 February 23, 2019  March 17, 2019
 March 23, 2019   April 21, 2019
 April 27, 2019   FALL 2019 TBA

Save your Program Book for use with the broadcasts.


