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Toshiyuki Shimada Music Director & Conductor 
Bülent Evcil Flute
Çağatay Akyol Harp

Tüzün  Esintiler (Inspirations)
    Allegro
    Zeybek
    Allegro vivace

MOzART  Concerto for Flute and Harp in C Major,
   K. 299/297c
    Allegro
    Andantino
    Rondeau - Allegro
   BülEnt EvCIl and ÇAğAtAy AKyol

IntERMISSIon (20’)

BEETHOVEn  Symphony no. 7 in A Major, op. 92
    Poco sostenuto - vivace
    Allegretto
    Presto - Assai meno
    Allegro con brio

This performance is made by possible by: 
Chelsea Groton Bank
With thanks to the Donald C. & Dolores M. Gordon Stage Extension donors
Post-concert reception sponsors: 
Ellen & Bruce Cummings; Michael & Maureen Pernal

TURKISH DELIGHT
SATURDAY, FEBRUARY 29, 2020 – 7:30 PM

TURKISH DELIGHT
Sponsor

The Eastern Connecticut Symphony orchestra is grateful to

for their generous support as tonight’s concert sponsor.

https://www.chelseagroton.com/
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Bülent Evcil
Flute

Bülent Evcil is a turkish solo flutist and the 
winner of the Royal Belguim Encourage-

ment Medal of Art.

Born in Istanbul in 1968, Evcil started his flute 
training at the State Conservatoire of Mimar 
Sinan University and graduated with the 
highest distinction in 1988. That same year, 
he continued his studies at the Brussels Royal 
Conservatoire, graduating in 1992 with the 
Diplome Superieur avec Grand Distinction for 
Flute, winning the Premiere Prix for chamber 
music. He received the Künstlerische Ausbil-
dung (Efficiency in Art) degree with the high-

est distinction in 1996 at the Heidelberg - Mannheim Music Academy. 

Evcil studied with flute virtuoso Sir James Galway, who described him as 
“one of the best flutists of his generation.” He has worked as solo flutist 
in various symphony orchestras, including: Arturo toscanini Philhar-
monic, Murcia State Symphony, São Paulo State Symphonie orchestra, 
Istanbul State opera and State Symphony, and Istanbul Borusan Philhar-
monic orchestra. He has worked with such conductors as lorin Maazel, 
Alexander Rahbari, Igor oistrakh,  and Emil tabakov.

Evcil released the albums Tango Zamani (time for tango, 2008) and 
Orta Doğu Minyatürleri (Middle Eastern Miniatures, 2012) on the 
Kalan Music label. He is also the solo flautist in Fazil Say’s Mezopotamia 
Senfonisi (Mesopotamia Symphony, 2013). His last album, The Flute 
virtuoso, was released in 2016.

He is currently the assistant principal flute of the Istanbul State Sympho-
ny orchestra and solo flutist of the Borusan Istanbul Philharmonic. He 
performs in such diverse countries as Belgium, Germany, Austria, Italy, 
Hungary, Poland, USA, Ukraine, Switzerland, Brazil, and turkey, and 
has taken part in the music festivals of Kraków, Bayreuth, lemberg and 
Istanbul. Evcil seeks to expand the popularity of his instrument, and is 
proud to represent his music and his country on the international stage.

Çağatay Akyol was born in Balikesir in 1969. 
He began studying the harp at the age of 

10 with Assistant Professor Kaysu Dogansoy at 
Ankara State Conservatory in 1980. He graduated 
from the conservatory in 1988 and started 
performing with the Presidential Symphony 
orchestra (PSo) as a solo harpist at the age of 19. 

He has performed in several music festivals such 
as Salzburg Music Festival, Wien Modern, BBC 
Proms, Amsterdam Mahler Festival, and Budapest 

Spring Festival, and has worked with world renowned conductors such 
as Claudio Abbado, Bernard Haitink, Riccardo Chailly, Peter Eotvos, 
Michael Gielen, yakov Kreisberg, James Judd, Giuseppe Sinopoli, tugan 
Sokhiev, Daniel Gatti, Daniel Harding, and viladimir Fedoseyev. 

As a soloist, he performed countless harp concertos accompanied by 
the Presidential Symphony orchestra, İzmir State Symphony orchestra, 
Cukurova State Symphony orchestra, Bursa State Symphony orchestra, 
Eskisehir Symphony orchestra, national Reassurance Chamber 
orchestra, and Borusan Philharmonic Chamber orchestra.
 
In 2006, Çağatay was invited to Felix Godefroid International Harp 
Competition as juror. Between 2008 and 2010 he performed as guest 
artist in the Mahler Chamber orchestra. Three turkish composers have 
dedicated their works to Çağatay: nejat Basegmezler (Harp Concerto); 
Mahir Çetiz (Instant Dream for Solo Harp); and Hasan tura (Trio for 
Harp, Flute & Viola).

He is an artist of the Kalan Music recording company and has recorded 
two albums: Lyric, Harp and Recorder, (november 2004); and Harp and 
Violin with Cihat Askin, (July 2009). In 2011, he participated in a EU 
Project called Hattushah based on Hittite music in Anatolia. He founded 
the duo Arpanatolia with turkish musician Ferhat Erdem in May 2012. 
In the 2018-19 season, Çağatay was invited to perform in Canada, 
Russia, Bulgaria, Italy, Ukraine, USA, Japan, and Germany.

He is currently the resident solo harpist of the PSo. 

Çağatay Akyol
Harp
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Esintiler                                                                               (~19’)
First ECSO Performance

FERIT Tüzün
Born April 24, 1929; Istanbul, turkey
Died october 21, 1977; Ankara, turkey

Ferit tüzün is one of the most prominent turkish composers of the 
past century. He initially attended the Ankara State Conservatory 

before receiving a scholarship from the turkish government to attend 
the University of Music and Performing Arts, Munich, where he studied 
composition with his teacher, Carl orff, the composer of Carmina Bura-
na. Professionally, he worked as a conductor and later general director of 
the Ankara State opera and Ballet until dying unexpectedly at age 48.

Esintiler, like many of tüzün’s works, merges the tradition of Western 
music with turkish classical music and folk song. The title translates 
to “inspirations” in English. Much of the musical material tüzün draws 
upon is from music commonly heard in cities and towns on turkey’s 
Black and Aegean Sea coasts. The first movement is based on an original 
theme by tüzün. It is less traditionally turkish than the other two, and 
more like a wild orchestral dialogue between sections with contrasting 
counterpoint and melodies thrown between sections of the orchestra.

The second movement is a zeybek, a traditional dance from western tur-
key. tüzün dispenses with the traditional slower “warm-up” section of 
the Zeybek, and instead presents a simple moderately paced dance. The 
movement sounds deceptively as though it is based on two beat patterns, 
but actually uses nine beats per measure! look out for the extra beat 
that occurs in every other grouping of four beats. The third movement 
is based on the folk song “Ha Bu Diyar” (“This is the land”). The rapid 
tempo, exotic sounding percussion beats, contrast between the freeflow-
ing melody in the strings, and rapidly separated lines from the wind 
instruments seem reminiscent of a village celebration.

—Saadya Chevan

Change a pet’s life
Adopt. Volunteer. Donate.

CThumane.orgNewington  |  Waterford  |  Westport  |  Fox Memorial Clinic
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Concerto for Flute and Harp in C Major                   (~30’)
First ECSO Performance

WOLFGAnG AMADEUS MOzART
Born January 27, 1756; Salzburg, Austria
Died December 5, 1791; vienna Austria

Wolfgang Amadeus Mozart’s Concerto for Flute and Harp was writ-
ten by Mozart during his unsuccessful trip to Paris in 1778. Mo-

zart’s mother, who was travelling with him, wrote to his father in April 
that he had received a commission from the Duke de Guines. The Duke 
and his daughter were amateur flute and harp players respectively, and 
the concerto was intended for them to play together. Mozart appears to 
have considered both to be skilled in playing their instruments.

Although he completed the concerto, Mozart did not seem to be on good 
terms with his employer. Despite the skillful work Mozart put into the 
concerto’s composition, the Duke never compensated Mozart for it and 
may not have even attempted to play it. Mozart also had been briefly em-
ployed as a music composition teacher for the Duke’s daughter, whom he 
considered untalented as a composer.

This is Mozart’s only work that uses harp, as it was more of a novelty 
than a serious instrument for playing music at the time; commentators 
have speculated that Mozart likely disliked the sound of the 18th Cen-
tury harp. The modern pedal harp was not invented until the 1810s. The 
pedal harp allowed harpists to play any note while being able to play a 
diatonic scale, the staple scale of western classical music, without skip-
ping any strings. Until that time, design limitations meant that conven-
tional harps could only play in a limited number of keys, making them 
ill-suited for orchestral use. The harp sound in Mozart’s concerto is very 
different from what we would associate with harp music in the 19th or 
20th Centuries. Given that there was no clear way to use the harp musi-
cally during this time period, Mozart writes for the harp as though it is a 
keyboard instrument.

As for the flute, it is possible that during this time period Mozart grew 
to hate it. He had already written several other compositions for it in 

https://cthumane.org/
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that year including his two flute concertos. Mozart had been commis-
sioned by amateur flutist Ferdinand De Jean to write “three little concer-
tos—easy to play and short—and a couple of flute quartets,” but he only 
produced two concertos, one of which was a transcription of his Oboe 
Concerto up a whole tone to the key of D. As a result, he was compen-
sated with only 96 florins instead of the 200 he was promised.

—Saadya Chevan

Symphony no. 7 in A Major, Op. 92                           (~36’)
Most Recent ECSO Performance: March 13, 2010, Garde Arts Center. 
Toshiyuki Shimada conducting; his first season with the ECSO.

LUDWIG VAn BEETHOVEn
Born: December 1770; Bonn, Germany
Died: March 26, 1827; vienna, Austria

Strange as it may seem, Beethoven’s Seventh Symphony had to play 
second fiddle at its first performance to a hilariously bad piece of 

music, also by Beethoven. The date was December 8, 1813, and the oc-
casion was a benefit concert for Austrian and Bavarian soldiers who had 
been wounded in battle at Hannau by napoleon’s invading army. The 
featured work was Beethoven’s Wellington’s Victory, or The Battle of Vit-
toria, a noisy musical description of Wellington’s famous victory over the 
French. A fervently patriotic audience was stirred to great enthusiasm by 
this curious work, but the Seventh Symphony was relegated to the status 
of an “also ran.” 

It took several years for the real value of the Seventh Symphony to be ap-
preciated. Carl Maria von Weber, for example, was prompted to remark 
after hearing the symphony, that the composer was, “now quite ripe for 
the madhouse.” on the other hand, Wagner was a champion of the work 
and wrote that “This symphony … is Dance in her highest aspect, as it 
were the loftiest deed of bodily motion incorporated in an ideal mold 
of tone.” In addition to Wagner, several other commentators have tried 
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to read a “program” into the symphony, although Beethoven himself left 
none. The symphony opens with a long and richly developed Introduc-
tion which has almost the importance of a separate movement.  The 
main body of the movement is dominated by the principal theme, which 
is introduced by the flute, and because of its dotted dactylic rhythm, the 
character of the dance is certainly indicated. Beethoven develops this 
theme with consummate skill, emphasizing its rhythmic rather than 
melodic aspect and, as a result, the entire movement builds to a climax 
of great power.

The Allegretto, in A minor, is built on a theme which is almost a mono-
tone and possesses a rhythmic pulse like a persistent heartbeat. to this 
spellbinding rhythm is added a beautiful countermelody and the materi-
al expands with increasing sonority. The movement ends with the subtle 
pulsation as heard at the beginning, giving the whole a quality not unlike 
a solemn ritual dance or procession.

The Presto is a brilliant scherzo with a trio which Beethoven’s biographer, 
Thayer, claims was an old Austrian pilgrim hymn.  An unusual feature of 
the movement is a complete repetition of this trio and then the begin-
ning of a third restatement before the music is cut off by the final fortis-
simo chords. The kinetic energy engendered in the Finale is enormous. 
The whirling first theme, derived from Beethoven’s accompaniment to 
the Irish folk song Nora Creina, is joined by a second theme, and the 
two are developed into a tumultuous whirlwind of sound, bristling with 
rhythmic incisiveness and all but swept up into a furious vortex.

—Paul E. Shannon, DMD

https://www.facebook.com/MuddyWatersNewLondon/
https://flavoursoflife.com/

