


Neal Gittleman Biography, 2019-2020 
 
 “Your bio’s dull!”  That’s what my wife said after readying the same write-up in 20 years of 
DPO program books. So I agreed to create a “less dull” bio going forward. Here’s “Volume 5”, 
a look at my concert-day routine.  
 Music Review: Concert prep is all about being calm and focused when I step onstage. So 
every concert day begins with score study. I should know the music cold at the first rehearsal, 
but I still review every piece before every concert. I sit in a chair with my scores and go through 
the music. Sometimes it’s a just quick review, sometimes a detailed, bar-by-bar examination, 
depending on how hard the music is.  
 Food: Conducting is physically demanding, so I eat the same way many athletes do on game 
day: a high-protein meal four-to-five hours before showtime, then nothing else. The meal 
(which I call “linner” because it comes between lunch time and dinner time) gives me plenty of 
energy. The lead-time guarantees no stomach rumbles during the concert. An apple at 
intermission makes sure my energy doesn’t sag in the second half.  
 Nap: After linner comes a power nap—20, 40, or 60 minutes, depending on how I’m 
feeling. I like to use the Pzizz app. It plays music and environmental sounds along with a soft 
voice offering periodic hints and suggestions then gently wakes me up and I’m ready to go.  
 Warm-Up: I usually get to the Schuster Center 90 minutes before showtime so I can warm 
up my shoulder. Since my rotator cuff surgery three years ago I always do a weights-bands-and-
balls routine to make sure my shoulder is stretched out and ready for a musical work-out.  
 Bruce: After the warm-up routine I listen to Bruce Springsteen on my iPhone while I change 
into my concert clothes. I’m a late convert to The Boss, but got hooked when my buddy Mr. 
Phil (a.k.a. “Front-Row Guy”) took me to see a concert. I was blown away by the energy and 
excitement of a live Springsteen show, so I use playlists of his concerts to get me pumped up 
during that last half-hour before concert time. We do lots of performances. But fortunately, 
live.brucespringsteen.net has lots of concerts available for download. I work my way through 
one playlist, then buy another.  
 T’ai Chi: Once I’m dressed it’s about 10 minutes before the concert—the perfect time for 
worries and nerves to creep in. I fight that by doing t’ai chi. It’s the perfect way to stay loose, 
focused, and energized in those final moments before going onstage. Although I could do it in 
the quiet of my dressing room, I prefer the hubbub of backstage, with musicians warming up 
and stagehands running through their pre-show checklists.  
 Superstitions: Like most performers and athletes, I have superstitions—things I do or don’t 
do, routines I follow, items I take with me onstage. And those are gonna stay secret. After all, 
revealing them could undo their mojo! But I will tell you about one superstition. It concerns 
words I often hear before going onstage: “Good luck!”  That phrase is actually considered bad 
luck, so the only safe response is silence! 
 
 
 
To read my “boring bio”, go to http://www.parkerartists.com/Neal-Gittleman.html 
 



Neal’s Notes 2019–2020
The Things That Really Matter

“Programs and artists subject to change.” 
Language that every performing arts 
organization puts somewhere in its promotional 
materials (usually in very small type).

We say that because you never know. Guest 
artists get sick. Or they get another offer 
they literally can’t refuse. Or it snows. I once 
changed a Masterworks Series program when 
the orchestra’s first rehearsal got snowed 
out and we ended up with not quite enough 
rehearsal time to prepare an unfamiliar and 
unusually difficult piece of music.

We live in the real world. And sometimes the 
real world makes us change our plans. The 
Philharmonic’s Masterworks Series concert of 
March 27 and 28 is the latest example.

How do we onstage respond—as artists—to 
tragic events in the real world? I’ve had to 
grapple with that question twice in my life. First 
was after the terrorist attacks of September 11, 
2001. Then came last August’s shootings in the 
Oregon District.

People reacted to that horror in many different 
ways. Some left flowers and candles in front 
of Blind Bob’s. Some went to eat, drink, and 
shop at Oregon District businesses. Some 
went to Dave Chapelle’s big gig. Some said, 
“Do something!”

What could we of the Dayton Philharmonic 
Orchestra do? Right away, nothing. The 
shootings happened during our off-season, with 
no concerts scheduled for another six weeks. 
When we returned to work in September, we 
did a few things. We started programs with 
a moment of silence. We played “The Star-
Spangled Banner” with a “Dayton Strong” 
image. We opened the Masterworks Series 
season with Elgar’s Nimrod Variation, a 
beautiful piece often played as a memorial.

I’m glad we did those things, but they didn’t 
quite seem like enough of a response.

In the face of tragedy, artists—like everyone—
often feel powerless. We even sometimes feel 
like that horrific events make what we do 
seem insignificant. But it’s not insignificant. 
Not at all.

Music is powerful. It’s powerful because it 
speaks directly to our hearts, to our emotions, 
to our souls. Music can’t keep guns out of the 
hands of angry, troubled people. But hearing 
music—especially in public, with other 
people—can help us deal with tragedy. It can 
inspire. It can be cathartic. It can heal.

When I heard the horrible news from the 
Oregon District, I immediately thought of 
Leonard Bernstein’s response to President 
Kennedy’s assassination. Here’s what Lenny 
said: “We musicians, like everyone else, are 
numb with sorrow at this murder, and with 
rage at the senselessness of the crime. But this 
sorrow and rage will not inflame us to seek 
retribution; rather they will inflame our art. 
Our music will never again be quite the same. 
This will be our reply to violence: to make 
music more intensely, more beautifully, more 
devotedly than ever before.”

Last March, U.S. composer and conductor 
Lucas Richman premiered his “Symphony: This 
Will Be Our Reply”, a beautiful piece inspired 
by Bernstein’s words. It’s in three movements: 
“Intensity”, “Beauty”, and “Devotion”. The 
third movement, for chorus and orchestra, has 
a Hebrew text that Richman wrote built around 
the Jewish concept of tikkun olam—to heal the 
world. This was a piece I’d heard about a few 
years ago when Lucas first had the idea, and 
it was something I wanted to bring to Dayton 
sometime in the future.

After August 4 I decided not to wait. So we 
will open our March Masterworks program with 
“Symphony: This Will Be Our Reply” in place of 
the originally planned opener, Igor Stravinsky’s 
Symphony of Psalms.

Will performing this work heal the world? 
Maybe not. It’s just a piece of music, after all. 
But if hearing this music brings you peace, 
consolation, inspiration, or healing, then the 
program change will have been worth it.

We’re musicians. We play music. Do 
something? This is what we do. And we will do 
it following Bernstein’s example. We will play 
our music more intensely, more beautifully, 
and more devotedly than ever before.
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Dayton Philharmonic 
Orchestra Personnel

1ST VIOLINS
Jessica Hung, 

Concertmaster  
J. Ralph Corbett 
Chair 

Aurelian Oprea, 
Associate 
Concertmaster  
Huffy Foundation  
Chair 

William Manley,  
Assistant  
Concertmaster  
Sherman 
Standard Register 
Foundation Chair 

Elizabeth Hofeldt 
David Goist
Mikhail Baranovsky 
Louis Proske 
Katherine Ballester*
Youjin Na
John Lardinois 
Philip Enzweiler 
Dona Nouné 
Janet George 

2ND VIOLINS 
The Peter and 
Patricia Torvik 2nd 
Violin Section

Kirstin Greenlaw,  
Principal  
Jesse Philips 
Chair 

Kara Camfield, 
Assistant Principal 

Ann Lin Baer
Gloria Fiore 
Scott Moore
Tom Fetherston 
Nick Naegele 
Lynn Rohr 
Yoshiko Kunimitsu 
William Slusser 
Yein Jin*
Zhe Deng

VIOLAS 
Sheridan Currie,  

Principal  
F. Dean Schnacke 
Chair 

Colleen Braid,  
Assistant Principal 

Karen Johnson  
Grace Counts 
Finch Chair 

Emilio Carlo*
Scott Schilling 
Lori LaMattina 
Mark Reis 
Leslie Dragan
Tzu-Hui Hung
Belinda Reuning 

Burge

CELLOS 
Jonathan Lee, 

Principal 
Edward L. Kohnle 
Chair 
in memory of 
Andra Lunde 
Padrichelli, 
Principal Cellist 
2003–2018

Christina Coletta,  
Assistant Principal 
Gilbert and Patricia 
Templeton Chair

Lucas Song 
Paul and Susanne 
Weaver Chair

Mark Hofeldt 
Nadine 

Monchecourt 
David Huckaby
Isaac Pastor-

Chermak
Zoë Moskalew

BASSES 
Deborah Taylor,  

Principal  
Dayton 
Philharmonic  
Volunteer Assn./  
C. David Horine  
Memorial Chair 

Jon Pascolini, 
Assistant Principal 

Donald Compton 
Stephen Ullery 
Christopher Roberts 
James Faulkner 
Bleda Elibal 
Jack Henning*

FLUTES 
Rebecca Tryon 

Andres, Principal  
Dayton 
Philharmonic  
Volunteer Assn.  
Chair 

Jennifer Northcut 
Janet van Graas 

PICCOLO 
Janet van Graas 

OBOES 
Eileen Whalen, 

Principal  
Catharine French  
Bieser Chair 

Connie Ignatiou 
Robyn Dixon Costa 

ENGLISH HORN 
Robyn Dixon Costa  

J. Colby and 
Nancy Hastings 
King Chair 

CLARINETS 
John Kurokawa,  

Principal  
Rhea Beerman 
Peal Chair 

Rosario Galante
Christopher Rueda

BASS CLARINET 
Christopher Rueda 

BASSOONS 
Rachael Young,  

Principal  
Robert and Elaine  
Stein Chair 

Kristen Smith 
Bonnie Sherman

CONTRABASSOON 
Bonnie Sherman 

FRENCH HORNS 
Aaron Brant,  

Principal  
Frank M. Tait  
Memorial Chair 

Jessica Pinkham
Todd Fitter 
Amy Lassiter 
Sean Vore, 

Assistant Principal 

TRUMPETS 
Charles Pagnard,  

Principal  
John W. Berry  
Family Chair 

Alan Siebert 
Daniel Lewis

TROMBONES 
Timothy Anderson,  

Principal  
John Reger  
Memorial Chair 

Richard Begel 
Chad Arnow

BASS TROMBONE 
Chad Arnow  

Bill and Wanda 
Lukens Chair

TUBA 
Timothy Northcut,  

Principal  
Zachary, Rachel  
and Natalie 
Denka Chair 

TIMPANI 
Donald Donnett, 

Principal  
Rosenthal Family 
Chair in Memory 
of Miriam 
Rosenthal 

PERCUSSION 
Michael LaMattina,  

Principal  
Miriam Rosenthal 
Chair 

Jeffrey Luft * 
Richard A. and  
Mary T. Whitney  
Chair 

Davi Martinelli 
de Lira

Gerald Noble 

KEYBOARD 
Joshua Nemith,  

Principal  
Demirjian Family 
Chair 

HARP 
Leslie Stratton,  

Principal  
Daisy Talbott  
Greene Chair 

*Leave of Absence 

Neal Gittleman  
Artistic Director 
and Conductor 

Patrick Reynolds  
Associate 
Conductor and 
Conductor, DPYO 

Hank Dahlman  
Chorus Director 

Jane Varella  
Personnel 
Manager 

Eric Knorr  
Orchestra Librarian 

Elizabeth Hofeldt  
Youth Strings 
Orchestra Director 

Kara Camfield 
Junior Strings 
Orchestra Director 
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The 
s e c o n d 
month of the 

“Made in 
A m e r i c a 

Festival” of 
the Dayton 

P h i l h a r -
monic was 

a concert 
of works as 

A m e r i c a n 
as apple 

pie. Amer-
ican musical 

icons Leonard 
Bernstein and 

Aaron Copland 
shared the stage of 

the Schuster with Dayton’s premiere 
composer Steven Winteregg. Winteregg, 

commissioned by the Philharmonic to write a 

“serious piece,” chose the most somber of themes, 

the battle with cancer.  Dedicated to his lovely wife Candy 

and her treatment and survival from breast cancer, the 

music was compelling but far from glum.  Winteregg has an 

ability with melodic line and intricate rhythms making his music 

persuasive and delightful.  We are fortunate in Dayton to have 

heard his music from the Philharmonic and Dayton Ballet. 

Resolution, beautifully played by the musicians of the 

Philharmonic was full of energy and emotion.  There 

were, perhaps a few too many percussion interrup- t i o n s 

with the musical line, but the total effect was well received. Bernstein’s 

Serenade after Plato’s Symposium was a first hearing for the 

audience.  I was certain that the piece would be like several 

other of Bernstein’s classical works, a wandering opus lacking 

the focus of his lighter compositions.  After hearing Serenade, I 

owe “Lennie” a profound apology. The work was conceived to be 

an exposition of Plato’s familiar student assignment, The Symposium. 

It is remembered as a wine-sodden discussion on the various phases of 

love by convivial philosophers. Serenade succeeded, not as philosophic 

guide, but as a stunning piece of music, a violin sonata with orchestral 

accompaniment.  Each of the five parts was full of musical nuances 

and expressions.  Each of these nuances and expressions was 

presented to perfection by young violinist Philippe Quint and 

the master musicians of the Philharmonic. Included was 

a remarkable double cadenza by Quint and 

Principal Cellist Christina Coletta..
Quint, a 

The Oakwood Register
Applauding The Arts Weekly with Burt Saidel

294-2662 • 435 Patterson Rd., Dayton, Ohio
www.oakwoodregister.com

This issue introduces the two newest members of 
the Orchestra, Rosario and Davi, as well as Jonathan, 
who is now the Orchestra’s Principal Cellist.

Rosario Galante is the second chair 
and E-flat clarinetist with the DPO. He 
was born and raised in Omaha, 
Nebraska. Rosario began playing the 
clarinet at age 9 and took lessons 
from his father, Carmelo Galante, the 
Principal Clarinetist of the Omaha 

Symphony. Rosario earned a Bachelor’s of Music 
and Performers Certificate from the Eastman 
School of Music in 2018 and will graduate with his 
Masters of Music from Northwestern University’s 
Bienen School of Music in 2020. In addition to his 
father, his teachers have included Jon Manasse, 
Kenneth Grant, Steve Cohen, and Mark Nuccio. 
Prior to joining the DPO, Rosario has been a 
substitute musician with the Omaha Symphony, 
Symphoria (Central New York) and the Battle Creek 
Symphony Orchestra. He has spent his summers 
participating in several music festivals including 
the Marrowstone Music Festival, the Round Top 
Festival Institute and the Sebago Long Lake Music 
Festival. Beware Buckeye supporters, our newest 
member is an avid Nebraska football fan!

Jonathan Lee, Principal Cellist, joined 
the DPO in 2014. He earned a 
Bachelor of Music in Cello 
Performance from the University of 
Cincinnati College-Conservatory of 
Music (CCM) in 2016 and an MBA 
Degree from the Lindner College of 

Business. Jonathan currently is pursuing a 
Doctorate of Musical Arts at CCM. The son of 
musical parents (violin and viola), he began 
playing cello at age four after first trying the violin. 
Jonathan made his solo debut playing the Saint-
Saens Cello Concerto with the New Mexico 
Symphony Orchestra at the age of 16. An avid 
chamber musician, Jonathan has performed on 
numerous concert series and music festivals 
including the Pacific Music Festival and the 
National Orchestra Institute. He has studied 
chamber music with members of the LaSalle, 
Johannes and Ariel Quartets and  is the founding 

member and Artistic Director of the Immaculata 
Chamber Music Series. Jonathan was a member 
of the Lyseon Piano Trio, which received the Music 
Teachers National Association Chamber Music 
Award for 2014–2015. He has played in many of 
the major concert halls of the world, including the 
Kennedy Center, Suntory Hall, Kitara Hall, Sydney 
Opera House, Mozarteum and Haydn Hall. 
Jonathan regularly performs with the Cincinnati 
Symphony and Cincinnati Opera Orchestras. His 
primary cello teachers have been Ilya Finkelshteyn, 
Principal Cellist of the Cincinnati Symphony, and 
Dr. David Schepps, Professor of Cello at the 
University of New Mexico.

Davi Martinelli de Lira, is the 
temporary second chair percussionist 
during Jeffrey Luft’s leave of absence. 
Davi earned a Bachelor Degree in 
Percussion at the University of São 
Paulo (Brazil) in 2011. He moved to 
Cleveland in 2014 to pursue his 

Master’s Degree in Performance from Cleveland 
State University. After graduating, Davi moved to 
Florida, where he earned a Professional 
Performance Certificate from Lynn University in 
2019 and now is pursuing a Professional Studies 
Certificate at the Colburn Conservatory of Music 
in Los Angeles. In addition to his DPO duties, Davi 
is a current member of the Southwest Florida 
Symphony and has worked with the New World, 
Santa Barbara and Sarasota Symphony Orchestras, 
and the Louisiana Philharmonic Orchestra. He has 
performed in several countries of the Americas, 
including the Dominican Republic, Brazil, Jamaica, 
Mexico and Canada. He has performed with 
multiple music festivals including the Aspen Music 
Festival, National Orchestra Institute, Orchestra of 
the Americas and National Repertory Orchestra, 
where he was a featured soloist. Away from music, 
Davi enjoys working out, soccer, swimming and 
Kung Fu, all of which bring a balance to his 
physical and mental health.

Contributed by Dick DeLon, 
DPAA Honorary Trustee

Dayton Philharmonic Orchestra

Meet Your Orchestra Up Close and “Personnel”
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DP&L Foundation – DPAA Innovation Partner
The Bob Ross Auto Group –  
Official Automobile Dealership of the  
Dayton Philharmonic Orchestra
Marriott University of Dayton – Official Hotel 
of the Dayton Philharmonic Orchestra

DPAA INNOVATION PARTNER 
 
DP&L FOUNDATION 
Powering Innovation in the 
Performing Arts

DAYTON PERFORMING ARTS ALLIANCE
Dayton Philharmonic Volunteer Association

MASTERWORKS SERIES
Dayton Philharmonic Orchestra
Neal Gittleman, Artistic Director and Conductor

Beethoven’s 6th and Mozart
Gavin George, piano soloist

Friday,

February
21, 2020

8:00 P.M.
Schuster Center

Saturday,

February
22, 2020

8:00 P.M.
Schuster Center

Herbert Woodward Martin Four Lyrics After Beethoven’s Pastoral 
 Poem Inspired by Beethoven’s Pastoral Symphony

Aaron Copland Appalachian Spring Suite
(1900–1990)

Wolfgang Amadeus Mozart Piano Concerto No. 21
(1756–1791)  I. Allegro maestoso 
  II. Andante
  III. Allegro vivace assai 

 Mr. George

–  I N T E R M I S S I O N  –

Ludwig van Beethoven Symphony No. 6 (“Pastoral”)  
(1770–1827)  I. Awakening of Cheerful Feelings on  
   Arriving in the Countryside
  II. Scene by the Brook
  III. Joyful Get-Together of the Country Folk
  IV. Thunderstorm 
  V. Shepherd’s Song: Glad and Thankful Feelings  
   After the Storm

Microphones on stage are for recording purposes only.

Series Sponsor

Military Appreciation Program Sponsor: Dayton Aerospace, Inc.
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Gavin George
Biography

Aaron Copland
Appalachian Spring Suite

Acclaimed for his musical maturity and virtuosity, 
16-year-old pianist Gavin George began formal 
piano instruction at age three-and-a-half. He 
made his concerto debut by age seven with 
the Newark-Granville Symphony, performing 
Haydn’s Concerto in D Major, and was a featured 
performer on the CBS Early Show. As a gold-medal 
winner for two consecutive years in the American 
Association for the Development of the Gifted and 
Talented International Piano Competition, Gavin 
has performed multiple times in Carnegie Hall. 
He was awarded a full scholarship to study and 
perform at Luxembourg’s Vianden Music Festival.

In 2011, Gavin became the youngest musician 
to perform on the Emmy-award winning show 
From the Top, broadcast on NPR. He was awarded 
first prize in the SAA’s International Piano 
Concerto Competition performing Beethoven’s 
Concerto No. 3 and performed at Orchestra 
Hall (Minneapolis), Midland Theater (Newark), 
and Constitution Hall (Washington, D.C.). Gavin 
was selected as one of the PRODIGIES series 
documentary profiles made by Radical Media, 
appearing on the YouTube THNKRTV channel.

In recent seasons, Gavin has given recital and 
concerto performances both nationally and 
internationally. He performed Mendelssohn’s 
Concerto No. 1 with orchestras in Severance 

Hall (Cleveland), Hoover Auditorium (Lakeside), 
Midland Theater (Newark), and at the Perugia 
Music Festival (Italy). PNC Bank sponsored 
“Gavin George: Live on Your Screen,” streaming 
live his performance of Rachmaninoff’s Concerto 
No. 1 with the Westerville Symphony Orchestra. 
Tri-C Classical Series presented Gavin in his first 
full-length recital at the Cleveland Museum of 
Art’s Gartner Auditorium, and a documentary by 
Tri-C Classical Series was produced and streamed 
on YouTube at this time. He also performed 
recitals at Ocean Reef Club Performance 
Center (Key Largo), Wexner Center for the Arts 
(Columbus), Mainly Mozart Festival (San Diego), 
Xavier University (Cincinnati) and Sorrento, Italy. 
Gavin was also a guest performer on The Queen 
Latifah Show.

Gavin is a student of Antonio Pompa-Baldi and 
has participated in masterclasses with Menahem 
Pressler, Ann Schein, John Perry, and Boris 
Slutsky, among others. In addition to his musical 
endeavors, Gavin is a voracious learner and 
excels in all academic areas, holding particular 
interest in science, mathematics, and literature. 
In his free time, he enjoys making iMovies, snow 
skiing, tennis, and playing with his younger 
brother, Max.

Instrumentation: 2 flutes, piccolo, 2 oboes,  
2 clarinets, 2 bassoons, 3 horns, 2 trumpets,  
2 trombones, timpani, percussion, harp,  
piano, strings

This work was last performed by the Dayton 
Philharmonic Orchestra in October 2007 with 
Neal Gittleman conducting.

Aaron Copland’s Appalachian Spring has become 
one of the most popular and accessible works in 
the repertory of American classical music. Written 
in 1944 on commission for Martha Graham’s 
dance company, Copland’s score continues to be 
performed by orchestras throughout the United 
States and is still enthusiastically enjoyed by 
those orchestras’ audiences.

At the time that Graham commissioned the 
work, she was one of the premier dancers and 
choreographers in the United States. She had 
begun her career doing more classically oriented 
ballet, but by the middle 1930s she tried to 
incorporate American traditional dances into her 
work, an inclination evident in her choreography 
for Appalachian Spring (still viewable on YouTube 
for those who may be interested). Along with 
more classical and Modernist gestures, Graham 
uses several square dance steps—skips and 
paddle turns and curtsies—to tell the story of the 
ballet: the thoughts and the courtship of a young 
frontier couple on their wedding day.

Aaron Copland worked closely with Graham 
on the story of Appalachian Spring, although 
Graham’s final choreography sometimes differed 
significantly from what Copland thought it 
would be. As he said, he was surprised to see 
that “music composed for one kind of action 
had been used to accompany something else.” 
Nevertheless, he was sanguine about the result, 
especially since he thought that Graham had 
effectively choreographed his music.

While Copland’s score is almost immediately 
memorable, perhaps the most memorable part of 
the score would be his setting of the Shaker tune 

“Simple Gifts.” The Shakers, or more properly 
the United Society of Believers in Christ’s 
Second Coming, was a Utopian religious sect, 
which originated in England in the eighteenth 
century and subsequently spread to the United 
States. During the nineteenth century the sect’s 
adherents established several communities in 
Indiana, Kentucky and Ohio (one important 
Shaker settlement was on the northwest corner 
of Research Boulevard and County Line Road 
here in the Dayton area).

An important part of the Shaker religion was 
the experience of spiritual manifestations. These 
manifestations, what we might call “revelations,” 
came to individual Shakers in the throes of 
religious fervor and were given material form 
as artistic works, physical motion, and musical 
expression. “Simple Gifts” was one such 
manifestation, supposedly first revealed to a 
young African-American Shaker in the 1840s 
(although it is also sometimes attributed to the 
Shaker elder Joseph Brackett).

Appalachian Spring was first performed 
in 1944 in the Coolidge Auditorium in the 
Library of Congress. The Auditorium is relatively 
small, seating about 500 people, and so the 
commission asked for an appropriately compact 
performing group. Copland ultimately settled 
on an ensemble of just 13 instruments but, no 
matter the ensemble’s size or the story’s homely 
quality, Appalachian Spring was an immense and 
immediate success. Graham and her company 
took the ballet on the road throughout the United 
States, and those performances made both the 
performers and the music famous.

In 1945 Copland arranged the ballet as an 
orchestral suite. The transparency of the original 
version is appealing, but the orchestral version 
has a grandeur that the chamber music version 
cannot match.

–Dennis Loranger, Lecturer in Music,  
Wright State University
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Ludwig van Beethoven
Symphony No. 6

Instrumentation: 2 flutes, piccolo, 2 oboes,  
2 clarinets, 2 bassoons, 2 horns, 2 trumpets,  
2 trombones, timpani, strings

This work was last performed by the Dayton 
Philharmonic Orchestra in March 2012 with 
Neal Gittleman conducting.

Beethoven wrote his Sixth Symphony in 1808, 
during the period of his career some critics call 
“Heroic.” While using less grandiose terminology, 
music historians Joseph Kerman and Alan Tyson 
agree that Beethoven at this point in his career 
developed a style particularly suited to the 
capabilities of the orchestra, a style they call 
the “symphonic ideal.” In this style of writing, 
composers regard the symphonic ensemble not 
simply as a glorified piano but as possessing 
inherent and unique characteristics that 
distinguish it from other performing mediums. 
A composer writing to this ideal would not write 
a symphony by simply orchestrating a piano 
sonata. Rather the composer would take the 
possibilities offered by the orchestra and produce 
something that did not merely fit the traditional 
forms but instead took those forms in some new, 
perhaps grander direction. But this adherence 
to the symphonic ideal also had an emotional 
element as well. Composers were now writing 
in such a way that listeners could plausibly hear 
the music as depicting some kind of conflict, 
a conflict that is ultimately transcended by the 
work’s conclusion.

The Sixth Symphony very much belongs to 
this symphonic ideal. But, despite its grand 
conception, the Sixth Symphony’s premiere was 
less than auspicious. It was first heard as part 
of a four-hour program of music Beethoven 
put together as a benefit concert. The program 
included—beside the Sixth Symphony—the 

premiere of the Fifth Symphony, a performance 
of  Beethoven’s Fourth Piano Concerto, and 
parts of his Mass in C, as well as the Choral 
Fantasy, a piece he had written for the occasion 
to take advantage of the forces that happened 
to be available that night. The performance of 
this last piece was notoriously disastrous; the 
underrehearsed orchestra at one point simply 
broke down, and Beethoven had to restart the 
piece. Whether the benefit made any money is 
not recorded.

The Sixth Symphony has a particularly well-
known program depicting a traveler’s journey 
to the country. Each movement has a short 
descriptive title that moves the story forward. 
The first movement, for instance, is entitled 
“Awakening of Cheerful Feelings upon Arrival in 
the Country; Allegro ma non troppo.” The rest of 
the movements have similar titles, all describing 
various bucolic scenes: a brook, a gathering of 
peasants, a thunderstorm, a shepherd’s song.

In some instances, the program suggests actual 
pictures: at the end of the second movement 
Beethoven includes some instrumental imitations 
of bird calls and, in the score, actually gives 
the names of the species referred to. But, 
notwithstanding the obvious illustrative titles 
he gives the various movements, he also warns 
the listener against taking the music as merely 
depicting a scene. As he said, the work should 
be heard as “more the expression of feeling 
than painting.” So, Beethoven may have stood 
by a brook, but his music does not ask us to see 
its ripples, but rather share the emotions those 
ripples evoked.

–Dennis Loranger, Lecturer in Music,  
Wright State University

Wolfgang Amadeus Mozart 
Piano Concerto No. 21 in C major

Instrumentation: Flute, 2 oboes, 2 bassoons,  
2 horns, 2 trumpets, timpani, strings

This work was last performed by the 
Dayton Philharmonic Orchestra in January 
2004 with soloist Jennifer Yeo and Stephen  
Smith conducting.

Concertos—musical works featuring a soloist 
accompanied by an orchestra—have sometimes 
been in ill repute. A common criticism of 
such works is that they are often nothing 
but flash, showcases of empty dexterity that 
leave a discerning listener cold. Composer 
and music critic David Tovey accordingly 
separated the form into two species: the “false” 
concerto,  a concerto in which the virtuoso 
plays against “the splendid spectacular effect … 
of a full orchestra” in a display of instrumental 
technique which expresses “little else than that 
effect.” Tovey distinguishes such works from 
“true” concertos,  much rarer things. And he 
found those authentic concertos chiefly in the 
works of Mozart: “the number of great works in 
true concerto form is surprisingly small.... And 
of this small collection a good two-thirds has 
been contributed by Mozart.”

Mozart was a indeed a prolific composer of 
concertos, whether “true” or “false,” writing 
almost thirty such works, as well as numerous 
fragments in this genre.

Musical life in Vienna, where Mozart was living 
at the time, and his own skills as a keyboardist 
explain why he wrote so many piano concertos. 
Viennese audiences, not overly concerned with 
such niceties as distinguishing “true” from 
“false” concertos, loved the flash and dash of 
such works, and they flocked to concerts where 
they could hear Mozart show off his prodigious 
gifts as a performer and, not incidentally, 
advertise himself as a possible teacher for 
audience members looking to improve their 
own musical skills.

Mozart often acted as his own impresario and 
would put together concerts that presented 
his work to the Viennese public. 1785 was a 
particularly busy year for such concerts. Mozart’s 
father, Leopold, visited Vienna around this time 
and was dazzled and finally exhausted by the 
pace of artistic life in Wolfgang’s household. 
Overcome by the late hours, the hurried 
demands of composition and copying, and 
the transportation of Mozart’s piano to various 
venues, Leopold finally threw up his hands and 
wrote that “It is impossible for me to describe the 
rush and bustle.”

Mozart premiered the Piano Concerto No. 21 
on March 10, 1785 in the Burgtheater in just 
such a concert. Leopold, normally very willing 
to tout his son’s work for its artistic qualities, 
succumbed to his exhaustion and simply noted 
that the concert brought in 559 gulden. This was 
not an inconsiderable sum, amounting to more 
than a year’s rent for Mozart’s upscale digs in 
Vienna. Whether “true” or “false,” the concerto 
was certainly lucrative.

For a more artistic evaluation of the Piano 
Concerto No. 21, we can turn to the pianist 
and critic Charles Rosen. Rosen describes 
this concerto as “Mozart’s first true essay in 
orchestral grandeur”; where earlier works had 
been brilliant, this concerto was majestic and, 
in Rosen’s opinion, leads to the achievement 
of such works as Mozart’s Symphony No. 41, 
the “Jupiter.”

Like the “Jupiter” Symphony, the Piano Concerto 
No. 21 also has a nickname. The 1967 Swedish 
film Elvira Madigan used music from the second 
movement as its theme and, for whatever 
reason, the nickname stuck.

–Dennis Loranger, Lecturer in Music,  
Wright State University
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Five Lyric Pieces After Beethoven’s Pastoral Symphony 
Herbert Woodward Martin 

 
I 
 

In the sleep of ancestors lay me down,  
for the grave is silent; there is no sound.  
Let me ascertain the freedom they longed for,  
not the mad dogs they encountered or saw. 
 
I try to follow what the sage old women advised 
Because of what they knew, because they were wise. 
They lived lives sheltered in dusty problematic dreams,  
what they saw was real; they did not imagine what was or seemed. 
 
Let me praise the men who were named after their fathers.  
Let me sing hymns to those women who were deemed mothers.  
They united and protected us from despair;  
they instructed us to breathe in the generous air. 
 
From slavery to segregation, from liberty to democracy,  
those parents sharpened their choices against larceny,   
because they wanted a race of men and women fruitful  
in the idea of running the race to see what the end would be. 
 

II 
 

They who lay claim to the righteousness in all men: captive and free,  
shall find their lives encased in the freedom of thought. 
They will have no need to celebrate their silences with song,  
nor raise the roof of the sky’s abundance for that is 
the glorious fulfillment of the mountains where only praise is spoken,  
of the good men accomplish when it has been prophesized.   
Let us listen when the volcanoes under the oceans speak 
 

III 
 

Come all ye citizens who love the refreshment of water,  
sisters and brothers who believe in the sacrament of prayer,  
who seek the solace of peace, who relish the sun and the air,  
who are direct descendants of joy and peace.  
Let us clap hands and give praise to the comforts that surrounds us.  
Let us clap hands for the hills and valleys. 
Let song resonate in the community of our voices,  
in the structured trees of our hearts,  
in the leaves of our lives.  
Let music be sung at the river’s edge. 
 



IV 
 

The old women relished the taste of freedom on their tongues while 
the old men who held the death of cotton between the frailty of their fingers. 
Their children knew nothing of the routes taken towards freedom. 
How shall these descendants learn? 
There is no one to teach them radical songs; 
No one to warn them about the buffets of advancing winds. 
What child listens to the warnings of the wind anyway? 
Who among them entertains the sum of silence? 
Who shall teach them to gather together  
when the sun’s shadow appears? 
 

V 
 

Come let us rejoice and commit ourselves;  
the storm is passing over.  
The rain is a breath of renewal;  
let us be resolute when the sun shines,  
for it ordains that which is sacred in our hearts, 
and speaks to the holiness in our bodies.  
Let the blood that flows through us 
rejoice for song is alive in all hat is good.  
Let us embrace and celebrate  
the innocence that still lives in our hearts. 
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