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Welcome to the opening concert of the 82nd season of the  
Waterbury Symphony Orchestra. This afternoon’s  
performance features three masterpieces of late Romanticism, 
from three composers each working in a different form:  
tone poem, concerto and symphony.  Maestro Bjaland and  
the WSO will take us on a musical journey that transcends  
cultural boundaries. 

 
 

  Jean Julius Sibelius  
(8 December 1865 – 20 September 1957)  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Finlandia, Op. 26  
Scored for pairs of flutes, oboes, clarinets and bassoons, four 
horns, three trumpets, three trombones, tuba, timpani, bass 
drum, cymbals, triangle, and strings 
 
Along with his seven magisterial symphonies, the Finnish  
composer Jean Sibelius is best known for his wondrous tone 
poems. He had a fascination for the form, writing fourteen of 
them across the early and midpoint of his career, from 
En Saga (1892); the Swan of Tuonela, based on the Finnish  
national epic, the Kalevala (1896); to the Tapiola suite (1926). 
These works tap deeply into Finland’s rich cultural history and 

creation myths. While Sibelius used Franz Liszt’s monumental 
symphonic poems as a model, he broke new ground by  
amalgamating the tone poem with the foundational pillars of 
the symphony, blending symphonic weight and abstraction with 
the tone poem's structural innovation, imaginative coloring and 
musical poetry.  
 
In early 1899, Tsar Nicholas II of Russia issued the “February 
Manifesto,” an edict aimed to restrict the autonomy of the 
Grand Duchy of Finland. Sibelius, quietly seething, wrote 
the patriotic tone poem, Finlandia, as part of the Helsinki Press 
Celebrations of that year,  a covert national response to  
increasing censorship from the Russian Empire. It is the last 
of a seven-movement tableau depicting episodes from Finnish 
history; Finlandia (which Sibelius originally entitled, Finland 
Awakens) was the finale. The premiere was given on 2 July, 
1900 with the Helsinki Philharmonic Society conducted by  
Sibelius’ friend and musical champion, Robert Kajanus. In order 
to avoid being edited out, the work had to be performed under 
alternative names; some of its alter ego titles were Happy  
Feelings at the Awakening of Finnish Spring and A Scandinavian 
Choral March.  
 
While Sibelius always remained puzzled as to why Finlandia 
would become more popular than any of his symphonies or his 
violin concerto, it certainly catapulted him into international 
prominence. Almost overnight, he became not only the most 
famous Finn in Finland, but in the world. While many assume its 
inspiring ending is a Finnish song, it too was actually Sibelius’ 
own creation. The melody was given lyrics in 1940 by Veiko 
Koskenniemi and became known as the Finlandia Hymn. The 
melody also underpins many Christian hymns such as This is My 
Song, Be Still My Soul, and We Rest on Thee, as well as A Prayer 
for Wales. 
 
 

 

Continued on next page 
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Camille Saint-Saëns  

(9 October, 1835 – 16 December, 1921)       
 
 
 
 
 
 
 
 
 
 
 
                                                    
 
 
 
 
 
Concerto for Piano and Orchestra no. 5 in F Major, Op 103 
“Egyptian”     
I. Allegro animato     
II. Andante     
III. Molto allegro    
 
Scored for solo piano, pairs of flutes (and piccolo), oboes, 
clarinets, and bassoons; four horns, two trumpets, three 
trombones, timpani, tam tam, and strings 
 
 
 
 
 
                                                    

 

  

“I produce music the way an apple tree produces apples,” 
Camille Saint-Saëns famously wrote. A prodigiously gifted 
musician, Saint-Saëns enjoyed an extraordinarily lengthy 
and successful career as composer, pianist, and conductor, 
and even wrote a film score. He began life as a child prodi-
gy who demonstrated perfect pitch at age two, and began 
composing music at age four.  At ten, he made his debut as 
a pianist, at the famed Salle Pleyel in Paris, performing 
works of Mozart and Beethoven. This early admiration of  

Classicism remained with Saint- Saëns throughout his  
professional life. Revered by the public, he was feted in 
1896 in a Jubilee Concert, returning to the Pleyel on the 
fiftieth anniversary of his debut, for which he composed 
and performed his fifth and last piano concerto, the F  
major. 

 
“For me art is form,” Saint-Saëns stated. “Expression and 
passion seduce the amateur… for the artist it is different. 
An artist who is not fully satisfied by elegant lines,  
harmonious colors, and beautiful harmonic progressions 
has no understanding of art.”  He was alluding to the  
nineteenth century debate between absolute music (say, a 
Beethoven string quartet or a Mozart symphony) versus 
program music (for example, Berlioz’s Symphonie  
Fantastique or Franz Liszt’s symphonic poems).  While 
Saint- Saëns mostly composed on the absolute side of 
things, some of his music was positively cinematic, as in 
the Danse Bacchanale from his opera Samson et Dalila and 
this afternoon’s scintillating piano concerto. 

 

The concerto opens with a simple piano melody which 
morphs into a kaleidoscopic series of technically  
challenging variations; a gentle and yearning second theme 
follows.  It is the second movement Andante which gave 
rise to the sobriquet “Egyptian,” for its many episodes of 
musical color, akin to an aural travelogue. Indeed,  
Saint-Saëns wrote that it represented a sea voyage.  
The first theme’s use of the augmented second (G to 
A sharp) harkens Middle Eastern motifs, then a lyrical and 
exotic melody floats by, which Saint-Saëns said stemmed 
from what he had heard on one of his frequent winter  
vacation trips to Luxor, “a Nubian love song sung by the 
boatmen as I went down the Nile.” There are also some 
interesting similarities between these motifs, Javanese 
gamelan music and Manuel de Falla’s Nights in the Garden 
of Spain. The third movement is announced by a brilliant 
piano solo. The woodwinds then introduce a new and ex-
hilarating melody, after which soloist and orchestra gallop 
forward together to a blazing conclusion. 

Continued on next page 

   “For me, Art is Form” 
  

Camille Saint-Saëns 
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 Pyotr Ilyich Tchaikovsky    

(7 May 1840 - 6 November 1893) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Symphony no. 2 in c minor, Op. 17  “Little Russian” 
I. Andante sostenuto - Allegro vivo     
II. Andantino marziale, quasi Moderato      
III. Scherzo: Allegro molto vivace     
IV. Finale.  Moderato assai - Allegro vivo  
 
Scored for pairs of flutes, oboes, clarinets and bassoons, 
piccolo, four horns, two trumpets, three trombones, tuba, 
timpani, cymbals, bass drum, tam tam, and strings 
  
While much of Tchaikovsky’s life reads like a Victorian  
novel, with episodes of elation and artistic success  
punctuated by bouts of profound sadness, the  
circumstances surrounding his second symphony found 
him in good spirits.  He wrote much of the work in 
the summer of 1872, on holiday in Kamianka, in the 
Ukraine, at the home of his sister Alexandra’s family, 
the Davydovs. Their estate had become the composer's 
“home away from home.” His affection for this retreat led 
to his using local folk song melodies in the composition.  He 
once jokingly wrote that credit for the symphony should 
have gone "to the real composer of the work, Peter  
Gerasimovich!”  Gerasimovich, the Davydov’s butler, would 
sing folk songs as Tchaikovsky composed.  
 

Tchaikovsky was also paying homage to Mikhail Glinka, 
who had been the first successfully to utilize Russian folk 
song in an orchestral work, Kamarinskaya. Tchaikovsky 
stated that in this work “lay the core of the entire school of 
Russian symphonic music, just as the whole oak is in the 
acorn.” The Moscow-based  kuchka (The Five, or Mighty 
Handful ) - Balakirev, Borodin, Cui, Mussorgsky, and Rimsky
-Korsakov - had already taken up Glinka’s cause and  
wanted Tchaikovsky to continue this national style of Rus-
sian music based on folk materials.  
 
The second symphony’s popular nickname, “Little  
Russian”  (Малороссиская) was coined by the music critic  
Nikolai Kashkin, who observed that it featured those tunes 
from the Ukraine, at the time a region colloquially known 
as “Little Russia.”  The premiere took place on 7 February, 
1873, in Moscow, under Nikolai Rubinstein.  Tchaikovsky 
wrote that it "enjoyed great success and Rubinstein wants 
to perform it again, by public demand.” Several repeat per-
formances followed, and critical reaction was just as en-
thusiastic.  One reviewer felt that "in terms of color, struc-
ture and humor, it is one of the most important creations of 
the entire Russian school,” referring to how Tchaikovsky 
employed folk song to structure the symphony. 

  
The symphony begins slowly and deliberately, as do many 
of Tchaikovsky’s masterpieces. A solo horn, in the plaintive 
tonic of   c minor (three flats), introduces the first folk 
song, “Down by Mother Volga.” The tune is repeated  
several times, unchanged, each with a different meter or 
harmony. The Andantino is also leisurely paced, with the 
melody from another folk song, “Spin, O My Spinner.” A 
sprightly scherzo follows, with a tricky rhythm in 3/8 time  
alternating with duple meter. The final movement is the 
climax of the symphony, whose majestic introduction  
recalls Mussorgsky’s clarion call, The Great Gate of  
Kiev, from Pictures at an Exhibition. An opening fanfare in 
the glorious parallel major of c major (no sharps or flats) is 
followed by a wondrous set of variations in cut time (2/4) 
on the melody from a third folk song, “The Crane.”  It is a   

Continued on next page 
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roller coaster ride of different rhythms, harmonization, 
counterpoint and orchestral color (timbre), the “changing 
background” technique of orchestral variation which  
Glinka had first employed. 
 
Just as his contemporary Johannes Brahms, Tchaikovsky 
was painfully insecure, and often dissatisfied with his  
compositions. In 1880, in a letter to his patron Nadezhda 
von Meck, he announced that he was revising his second 
symphony:  "I have found sections to be so poor that I am 
rewriting the first and third movements, will alter the  
second, and shorten the last. If all goes well, I can turn this 
immature and mediocre symphony into a good one.”  All 
this cutting, rewriting and pasting resulted in a radically 
different composition. Tchaikovsky wanted to clarify its 
structure, excising over a hundred bars of music in the  
process, and introducing dramatic contrasts to heighten 
the effect.  Most performances of the second symphony 
use the revised 1880 edition; Maestro Bjaland has chosen 
to perform this version as well, but with one variation. In 
the revised version of the finale, Tchaikovsky does not 
bring back the first theme at the beginning of the  
recapitulation, but rather, jumps directly to the second 
theme. This throws off the structure, so in the  
recapitulation we will hear that joyous first theme return. 
 
 
 
 
 

Continued on next page 

Tchaikovsky Symphony no. 
2  “Little Russian” 

 The lovely Ukrainian folk melodies that 
grace the symphony 

 The myriad ways that Tchaikovsky 
writes variations on one of these folk songs 
in the scintillating finale 

Saint-Saens: Piano Concerto no. 5, 
“Egyptian” 

 The cinematic sounds in the opening 
movement  

 A “sea voyage” musically painted in the 
second movement, as the  
composer takes us across the  
Mediterranean and down the Nile River. 
Listen for Middle Eastern motifs, and some 
that remind us even of Javanese and Span-
ish music 

Sibelius: Finlandia: 

  The dark and stormy  
beginning with rumbles from the  
percussion and brooding, deep brass 
 

  The sublime melody at the end, which 
became known as the Finlandia hymn, 
which today also underpins a number of 
national anthems and sacred songs 

What to listen for  

in the music! 
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Vincent P. de Luise M.D. is the Cultural Ambassador of the 
Waterbury Symphony, a post that was created by the WSO 
in 2016.  In this role, Vincent offers several of each  
season’s pre-concert insights, area lectures on music and 
chamber music recitals, and is a program annotator for the 
Symphony.  

Vincent is an Assistant Professor of Ophthalmology at Yale 
University School of Medicine, Adjunct Assistant Professor 
of Ophthalmology at Weill Cornell Medical College, and a 
Distinguished Visiting Scholar in Medical Humanities at 
Stony Brook University School of Medicine.  He is a Magna 
cum Laude and Phi Beta Kappa graduate of Princeton  
University, and the Weill Cornell Medical College.  
He performed his medical internship at the University of 
California San Francisco (UCSF), his ophthalmology  
residency at the Bascom Palmer Eye Institute of the  
University of Miami, and was a Heed Foundation Fellow at 
the Proctor Foundation of UCSF in corneal diseases and 
transplant surgery.  

Vincent has had a successful 30-year career as an eye  
physician and surgeon, and was named to Woodward-
White's “Best Doctors in America”.  He is a senior honor 
award recipient of the American Academy of  
Ophthalmology and program chair of the Connecticut  
Society of Eye Physicians. He is on the editorial boards  of 
the international journal Cornea, and the journal Eye 
World.  Vincent lectures nationally and internationally in 
ophthalmology, as well as in the domain of the medical 
humanities. 

Vincent is deeply involved at the intersection of music, art 
and medicine. He serves on the Humanities and Medicine 
Committee, and the Music and Medicine Initiative at Weill 
Cornell Medical College as advisor and program  
annotator.  As a 2013 Harvard University Fellow in its  
Advanced Leadership Institute,  he developed a program 
medical humanities education for medical schools which 
he is working on at a national level.   

 

 

 

 

 

 

 

 

 

 

Vincent is also a clarinetist and an active chamber music 
recitalist. He has studied with the principal clarinetists of 
the San Francisco Symphony Orchestra, the Florida  
Philharmonic and the New York City Ballet, and currently 
studies with clarinet pedagogue and Van Doren Concert 
Artist, Jenny McClay. 

Apart from his work as Cultural Ambassador of the  
Waterbury Symphony Orchestra, Vincent is president of 
the Connecticut Summer Opera Foundation, serves on the 
Board of the Connecticut Virtuosi Orchestra, and writes 
frequently about music and the arts.  His published articles 
and essays on the humanities and medicine are archived 
at the Hektoen International Journal of Medical  
Humanities https://hekint.org/   and at his blog, A Musical 
Vision :    www.amusicalvision.blogspot.com 
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