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Sunday, April 19, 2020, at 3 pm
Eternal Spring: Celebrating the 50th Anniversary of Earth Day
Jayce Ogren, conducting
Ran Dank, piano

FELIX MENDELSSOHN (1809–1847)
Overture The Hebrides (“Fingal’s Cave”), Op.26

AARON COPLAND (1900–1990)
Appalachian Spring [Complete ballet]
 I. Very Slowly
 II.  Allegro
 III.  Moderato
 IV.  Quite Fast
 V.  Subito allegro
 VI.  Meno mosso
 VII.  Doppio movimento
 VIII.  Coda. Moderato

Intermission

LUDWIG VAN BEETHOVEN (1770–1827)
Concerto No. 4 in G for Piano and Orchestra, Op. 58
 I. Allegro moderato
 II. Andante con moto
 III. Rondo (vivace)

Mr. Dank
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Governor Andrew Cuomo and the New York State Legislature.
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Overture The Hebrides  
(“Fingal’s Cave”), Op.26
FELIX MENDELSSOHN
Born 3 February, 1809 in  
Hamburg, Germany
Died 4 November, 1847 in  
Leipzig, Germany

• Mendelssohn’s overture celebrates 
 Scotland’s wild coastal beauty 
• The subtitle “Fingal’s Cave” comes 
 from a structural seacoast hollow on 
the island of Staffa
• Listen for the swirling power of  
 the sea

Johannes Brahms once observed, “I would 
gladly give all I have written, to have 
composed something like the Hebrides 
Overture.” While it is very much to our 
advantage that no such sacrifice was 
necessary, Brahms’s assessment of this 
youthful Mendelssohn overture is certainly 
deserved. This paean to Scotland’s rugged 
northern beauty is a masterpiece on a level 
with Mendelssohn’s “Italian” Symphony 
and Violin Concerto. Mendelssohn’s 
biographer Heinrich Jacob wrote that 
the overture “brings the perils of nature 
straight into the concert hall, and the 
audience is forced to respond on the  
sheer physical level.”

Mendelssohn traveled to the British Isles 
for the first time in 1829, accompanied by 
his friend Karl Klingemann. Their journey 
included an August visit to the Hebrides 
Islands off the northwest coast of Scotland. 
The rocky beaches and dramatic seas made 
an enormous impression on the young 
composer. He sent his family a letter 
with a few measures of sketched music, 
declaring that this would help them to 
understand how deeply the Hebrides had 
affected him. 

Mendelssohn is said to have jotted 
down that music—the opening B-minor 
theme—upon first seeing Fingal’s Cave, a 
remarkable structure hollowed out by the 
sea on the isle of Staffa. The grotto has a 
series of columns balanced in symmetry 
almost as if an architect had designed 
them. Discovered in 1772, Fingal’s Cave 
was still a relatively new wonder of the 
world when Mendelssohn and Klingemann 
visited it a half-century later. The cave lent 
its name as the overture’s alternate title; 
in fact, Mendelssohn changed the work’s 
name on two intervening occasions as he 
revised it between 1829 and 1835. 

The overture is full of surprises, beginning 
with the swirling power of the opening 
theme. As music evocative of the sea,  
The Hebrides was a powerfully influential 
work whose impact stretched from Wagner 
(The Flying Dutchman) and Smetana 
(The Moldau) on to Debussy (La Mer); 
indeed, Wilfred Blunt goes so far as to call 
Mendelssohn’s overture an anticipation of 
impressionism. The composer’s customary 
gift for orchestration is superbly in 
evidence, for example in the rich sound of 
the cellos to announce the glorious second 
theme, and the delicate snippets from 
the winds in the development section. 
Mendelssohn reserves a final surprise 
for the closing measures, where a quiet 
postscript from clarinet and flute reminds 
us, through an allusion to the opening 
theme, that the sea is eternal. 

The score calls for woodwinds, horns, and 
trumpets in pairs; timpani, and strings.
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Appalachian Spring [Complete ballet]
AARON COPLAND
Born 14 November, 1900 in  
Brooklyn, New York
Died 2 December, 1990 in  
North Tarrytown, New York

• Copland was a master of  
 celebrating American heritage  
 and legend in music
• Appalachian Spring was 
 commissioned for the legendary 
 Martha Graham, who  
 choreographed it
• The score immortalized the Shaker 
 hymn ’Tis a Gift to be Simple 
• Copland’s ballet captures the 
 simplicity and honesty of America’s 
 pioneer roots

Copland, Mom, and apple pie

Appalachian Spring is one of three “folk 
ballets” that constitute the foundation of 
Aaron Copland’s substantial reputation. 
(The other two are Billy the Kid and 
Rodeo.) Appalachian Spring’s sentimental 
appeal derives from the strong sense of 
Americana with which Copland suffused 
his score. Even though the only borrowed 
melody is the Shaker tune “Simple Gifts,” 
his original music communicates the sense 
that we have always known it. Somehow 
Copland distills the essence of our nation’s 
spirit in ways that speak to us all.

The Elizabeth Sprague Coolidge 
Foundation commissioned this ballet 
for Martha Graham in 1943. Copland 
completed the score in 1944 while 
teaching at Harvard. The premiere took 
place in Washington, at the Library of 
Congress’ Coolidge Auditorium that 
October. Martha Graham and Merce 
Cunningham danced the principal roles. 
Appalachian Spring was an immediate 

success, earning the New York City Music 
Critics’ Circle Award for the outstanding 
theatrical work of the 1944-1945 season, 
and the Pulitzer Prize in music for 1945. 

Capturing the spirit of  
America’s heartland

The ballet scenario takes place in the early 
nineteenth century. A young farming 
couple in Pennsylvania Dutch country are 
being married; the wedding celebration 
centers around their new pioneer 
farmhouse in the Appalachian foothills. 
Copland later acknowledged the essential 
message that guided his thinking when he 
composed this ballet:

I knew certain crucial things—that it 
had to do with the pioneer American 
spirit, with youth and spring, with 
optimism and hope. 

That gentle, strong spirit suffuses the score.

Copland extracted a suite in 1945 at the 
behest of Artur Rodzinski, eliminating ten 
minutes of music. Nine years later, Eugene 
Ormandy asked him to orchestrate the 
complete ballet. That is the version we 
hear. Copland scored the original ballet 
for 13 instruments. His 1954 version for 
Ormandy calls for expanded orchestra 
comprising two flutes (second doubling 
piccolo), two oboes, two clarinets, two 
bassoons, two horns, two trumpets, two 
trombones, timpani, bass drum, suspended 
cymbal, side drum, tabor, triangle, 
glockenspiel, xylophone, wood block, 
claves, harp, piano and strings.

Concerto No. 4 in G for Piano and 
Orchestra, Op. 58
LUDWIG VAN BEETHOVEN
Born 16 December, 1770 in  
Bonn, Germany
Died 26 March, 1827 in Vienna, Austria

• Beethoven’s sense of theatre emerges 
 in a quieter, gentler way, with an 
 immediate entrance from the soloist
• Poetic and inward, the Fourth 
 Concerto explores nuances of thought 
 and expression
• Notice the contrast in the slow 
 movement between the stern string 
 declamation and the understated 
 eloquence of the piano
• The orchestral complement changes 
 in each movement
• This year marks the 250th anniversary 
 of Beethoven’s birth

If we scan the list of Beethoven’s works, we 
see relatively few concertos: one for violin, 
five for piano, two violin Romances, 
and the so-called “Triple” Concerto for 
violin, cello, and piano. Beethoven was 
more interested in the concerto genre 
than such a modest list would indicate. 
He followed new developments in 
the evolving manufacture of keyboard 
instruments, adjusting his piano writing 
to take full advantage of the ever larger 
Hammerklavier. The fact that all five of 
his concerti for piano are bulwarks of the 
keyboard repertoire attests not only to 
their intrinsic artistic value, but also to the 
importance he placed on them.

Piano remained Beethoven’s principal 
expressive voice long after deafness 
curtailed his performing career. Surviving 
sketches indicate that he contemplated 
a sixth piano concerto about 1815, and 
he continued to compose solo piano 
sonatas until the early 1820s. The 
Fourth Concerto clearly continued to 

absorb Beethoven for a long while after 
he completed it in 1806, for he wrote 
three cadenzas for each outer movement, 
probably in 1809. (Two have survived 
in full for the first movement; only one 
for the finale.) By writing out these 
cadenzas, he was placing certain limits 
on the creativity of the performer, for 
cadenzas up until then had been left to 
the improvisatory talent of the soloist. 
Beethoven went so far as to specify in the 
score that the third movement cadenza was 
to be short.

Inaugural gesture: quiet, improvisatory, 
and revolutionary

This concerto stands apart from its 
four companions in Beethoven’s work 
list. Rather than commencing with 
a conventional orchestral exposition, 
he chooses an intimate, expressive 
and somewhat improvisatory primary 
statement. Solo piano opens with a series 
of simple G major chords in an irregular 
five-measure phrase. The strings respond 
with a related series of chords in B major,  
a daring key for a piece in G major.  
One by one, the woodwinds creep  
into the orchestral fabric in decidedly  
un-Beethovenian fashion. No bombast, no 
rhetoric, no drama demands that we sit up 
ramrod straight in our seats.

To the contrary, Beethoven’s orchestra in 
the Fourth Concerto is Mozartean, almost 
chamber-like. In the first movement, it 
lacks timpani and is devoid of brass,  
other than the mellow French horns. He 
treats his orchestra virtuosically, however. 
As Anne-Louise Coldicott has noted: “The 
increasing virtuosity of his writing for 
[piano] is matched by his treatment of the 
orchestra: its contributions are weightier, 
and the individual parts are more 
demanding than in previous concertos.”
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Intimacy and playfulness

The overriding concept of the Fourth 
Concerto is intimacy. Sometimes 
Beethoven adds a touch of playfulness. 
Elsewhere he interjects the kind of 
private introspection that makes us a bit 
embarrassed, as if we have witnessed a 
corner of someone’s soul to which we 
have no legitimate right. Always the music 
touches us with a tenderness Beethoven 
achieved in no other concerto.

The Fourth Piano Concerto was first 
played in a private performance at the 
palace of either Prince Joseph Franz 
Maximilian Lobkowitz or Prince 
Carl Lichnowsky in March 1807 (the 
notebooks say “Prince L.”; both noblemen 
were Beethoven’s patrons at the time). 
Beethoven himself played the first public 
performance at the end of 1808. It was the 
last time he played a concerto première  
in public. 

Maynard Solomon writes of the G major 
concerto’s “sense of calm, spaciousness, 
and measured nobility of rhetoric.” 
Fundamentally different in spirit from 
the other concertos, the fourth achieves a 
level of spiritual peace we might all wish 
that Beethoven had achieved during his 
lifetime. A noteworthy innovation in the 
slow movement is the use of una corda 
[soft pedal] pedaling instructions, the  
first such occurrence in Beethoven’s  
piano music. 

Iron hand in a velvet glove trimmed 
with lace 

Beethoven’s piano writing in the fourth 
concerto is among his most delicate: lace 
filigree, yet with the strength of wrought 
iron in its structural integrity. We have 
few works from him that marry fanciful, 

self-indulgent imagination so happily with 
inventiveness of form. At once capricious 
and reliable, the G-major concerto never 
ceases to be endearing, perhaps because of 
its fundamental ambiguity.

The Concerto is scored for flute; pairs of 
oboes, clarinets, bassoons, and horns, solo 
piano and strings. The second movement 
consists solely of dialogue between strings 
and soloist. For the finale, which ensues 
attacca [without pause] from the slow 
movement, Beethoven returns to his first 
movement ensemble, adding trumpets  
and timpani.

The Orpheus Connection

In ancient Greek mythology, Orpheus 
was a celebrated poet and musician who 
was presented with his lyre by Apollo. 
Instructed by the Muses (his mother 
was Calliope, muse of epic poetry), he 
became so accomplished that he could 
enchant beasts, trees, and even the rocks 
of Mount Olympus with the beauty of his 
music-making. He married the nymph 
Euridice, who died after being bitten 
by a serpent. Bereft, Orpheus followed 
her to the underworld, where his lyre-
playing charmed the shadows of Hades 
and allowed him to retrieve his bride from 
the dead—provided he did not look back 
during the return journey. Ceding to 
anxiety, he ignored that instruction and 
glanced over his shoulder to be certain 
she was following him. Immediately she 
returned to the nether regions of Hades, 
condemned forever. 

The Orpheus myth has been important for 
music, particularly opera. It also has strong 
links to the slow movement of Beethoven’s 
Fourth Piano Concerto. “If I am not 
mistaken, it was Liszt who compared 
the slow movement of this concerto to 

Orpheus taming the wild beasts with his 
music,” the English historian and pianist 
Donald Francis Tovey wrote in the 
1930s. In fact, Tovey was mistaken. Liszt 
composed an orchestral tone poem called 
Orpheus, including an essay on Gluck’s 
opera Orfeo ed Euridice in his published 
introduction, but there is no evidence  
that he associated the legend with 
Beethoven’s concerto. 

Actually, the association with Orpheus is 
valid. As Owen Jander argued in a 1985 
article, Beethoven himself almost certainly 
had Orpheus in mind with the slow 
movement, but he called upon a different 
part of the legend from what Tovey 

inaccurately attributed to Liszt. Jander 
suggests that Beethoven was illustrating 
Orpheus’s fateful journey to Hades in 
pursuit of his beloved. The stern growling 
from the strings represents the Furies  
(or Shades), guarding the entrance; the 
piano is Orpheus, eloquently pleading his 
case with the irresistible accompaniment 
of his lyre. At the close of the movement, 
they acquiesce to his entreaties. This 
theory adds a strong programmatic 
element to a work otherwise free of 
extramusical association. 

Program notes by Laurie Shulman © 2018
First North American Serial rights Only
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ayce Ogren has 
established himself 

as one of the most 
innovative and versatile 

conductors of his generation. 
From symphonic concerts to 

revolutionary community service programs 
to operatic world premieres, Mr. Ogren is 
a leader in breaking down barriers between 
audiences and great music.

Mr. Ogren began his career as Assistant 
Conductor of The Cleveland Orchestra 
and Music Director of the Cleveland 
Youth Orchestra, a concurrent 
appointment he held from 2006-2009. In 
the years since, he has conducted many 
of the world’s most prominent orchestras, 
including the BBC Symphony, Boston 
Symphony, Ensemble Intercontemporain, 

Hong Kong Philharmonic, Los Angeles 
Philharmonic, New York Philharmonic, 
the Dallas and San Francisco Symphonies, 
and the Saint Paul Chamber Orchestra, 
in programs ranging from Mozart to 
Beethoven through Sibelius and Bernstein, 
to presenting U.S. and world premieres of 
works by Steve Mackey and Nico Muhly.

Among the numerous progressive projects 
Mr. Ogren has conducted are the New 
York premieres of Leonard Bernstein’s only 
opera, A Quiet Place, and puppeteer Basil 
Twist’s The Rite of Spring, both at Lincoln 
Center; the world premiere of David 
Lang’s symphony for a broken orchestra, 
bringing together 400 student, amateur 
and professional musicians in Philadelphia; 
and the world premiere of Jack Perla’s 
Shalimar the Clown at Opera Theatre of 
St. Louis.

A longtime collaborator of singer/
songwriter/composer Rufus Wainwright, 
Mr. Ogren conducted the 2012 U.S. 
premiere of his opera Prima Donna at 
the Brooklyn Academy of Music, and led 
its recording with the BBC Symphony 
on Deutsche Grammaphon in 2016. Mr. 
Ogren and Mr. Wainwright have since 
appeared together throughout the world, 
with ensembles such as the National Arts 
Centre Orchestra in Ottawa, the Orchestre 
national d’Île-de-France in Paris and the 
Toronto Symphony.
 
A devoted educator, Mr. Ogren was 
invited by renowned poet Paul Muldoon 
to create an interdisciplinary studio class 
at Princeton University for the 2017-
2018 academic year. He has worked with 
students at the Brevard Music Center, the 
Juilliard School, Manhattan School of 
Music, Music Academy of the West and 

Jayce Ogren, conductor

Verbier Festival. In 2016, he presented a 
unique workshop in orchestral rehearsal 
techniques for music teachers at Carnegie 
Hall in collaboration with the Carnegie 
Hall Weill Music Institute and the Juilliard 
School Pre-College. For his own part, Mr. 
Ogren earned his Masters in conducting 
at the New England Conservatory and 
studied as a Fulbright Scholar with  
Jorma Panula.
 

A native of Hoquiam, Washington, Jayce 
Ogren lives in Brooklyn, New York with 
his wife Carly, an architect, and their 
son, Alistair. An avid athlete, he has run 
the Big Sur, Boston and New York City 
marathons, the JFK 50 Miler trail run, and 
the Ironman Lake Placid triathlon. As an 
individual member of 1% for the Planet, 
Mr. Ogren is proud to connect his artistic 
work with his deep love of nature and 
concern for the environment.

Jayce Ogren
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working under the batons such as Michael 
Stern, Jahja Ling, Michael Christie, Kirill 
Karabits, Jun Märkl, Pinchas Zukerman, 
Jorge Mester, Jaime Laredo, and Ken-
David Masur. His chamber music festival 
appearances have included Santa Fe, 
Seattle, Chanel in Tokyo, Great Lakes, 
Bridgehampton, Cooperstown, Mänttä, 
Bowdoin, Maverick, Skaneateles, and 
Montreal, and he has collaborated with 
luminaries of the field such as Paul 
Watkins, Augustin Hadelich, Eugene 
Drucker, Jaime Laredo, Sharon Robinson, 
James Ehnes, and The Orion, Shanghai, 
Takács, and Dover String Quartets. 
Mr. Dank’s recent performance of the 
monumental set of variations “The People 
United Will Never Be Defeated!” at the 
University of Chicago has been selected as 
one of the top ten performances of 2017 
by the Chicago Classical Review.

Mr. Dank is an ardent advocate for 
contemporary music, and has performed 
in recent seasons Kevin Puts’ piano 
concerto “Night,” the Tobias Picker 
concerto, “Keys to the City,” Frederic 
Rzewski’s “The People United Will Never 
Be Defeated,” William Bolcom’s Pulitzer-

winning set of “Twelve New Etudes,” 
and has given, alongside pianist and wife, 
Soyeon Kate Lee, the world premieres of 
Frederic Rzewski’s “Four Hands,” and 
Alexander Goehr’s “Seven Impromptus.” 
This season Mr. Dank and Soyeon Kate 
Lee will feature the world premiere of 
multiple Grammy-nominated pianist and 
composer’s Marc-André Hamelin’s “Tango” 
for piano four-hands.

Ran Dank and Soyeon Kate Lee have 
established a series of concerts, Music 
by the Glass, held in a New York SoHo 
art gallery, where the audience of young 
professionals listen, mix and mingle with 
performing artists who play solo pieces 
and chamber works accompanied by treats 
sweet and savory, paired with wines by  
the glass.

Ran Dank is the recipient of numerous 
honors, including the Naumburg Piano 
Competition and the Sydney International 
Piano Competition, and First Prize  
winner of the Hilton Head International 
Piano Competition.

Ran Dank

otable 
performances 

during Mr. Dank’s 
2019/2020 season 

include appearances at 

the National Gallery in DC, the Hawaii 
Concert Society, Purdue Convocations, 
Gina Bachauer Concert Series, two 
consecutive recitals at the Pro Musica series 
in San Miguel de Allende in Mexico, and 
a collaboration with Jayce Ogren and the 
Westchester Philharmonic. In addition, 
he returns to the Chanel Chamber Music 
Festival in Tokyo and to the Portland 
Symphony for a performance of Saint 
Saens’ 2nd Piano Concerto under the baton 
of Eckart Preu.

Ran’s recent performances have included 
recitals at the San Francisco Performances 
Series, Gilmore, Ravinia, Carnegie Hall’s 
Zankel and Weill Halls, Steinway Hall, 
Gardner Museum, Kennedy Center, 
Town Hall, Yale School of Music, Philips 
Collection, Morgan Library, Pro Musica 
in San Miguel de Allende, Mexico, 
Portland Ovations, and have garnered 
critical acclaim from the New York Times 
and The Washington Post. Mr. Dank has 
performed as a soloist with the orchestras 
of Cleveland, Sydney, St. Luke’s, Portland, 
Eugene, Toledo, Hawaii, Kansas City, 
Vermont, Charleston, Jerusalem, Valencia, 
Phoenix, Hilton Head, among others, 

Ran Dank, piano
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