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Season 2019-2020
Thursday, October 17,
at 7:30
Friday, October 18, at 2:00
Saturday, October 19,
at 8:00

The Philadelphia Orchestra
Yannick Nézet-Séguin Conductor
Louis Lortie Piano
Schubert/orch. Liszt Wanderer Fantasy, D. 760, for
piano and orchestra
I. Allegro con fuoco ma non
troppo—
II. Adagio—
III. Presto—
IV. Allegro
Intermission
Mahler Symphony No. 5 in C-sharp minor
Part I
1. Trauermarsch: In gemessenem Schritt.
Streng. Wie ein Kondukt—
2. Stürmisch bewegt. Mit grösster Vehemenz
Billy R. Hunter, Jr., solo trumpet

Part II
3. Scherzo: Kräftig, nicht zu schnell
Jennifer Montone, obbligato horn

Part III
4. Adagietto: Sehr langsam—
5. Rondo-Finale: Allegro giocoso. Frisch
This program runs approximately 2 hours.

LiveNote® 2.0, the Orchestra’s interactive concert guide
for mobile devices, will be enabled for these performances.
These concerts are sponsored by
Jeanette Lerman-Neubauer and Joseph Neubauer.
Philadelphia Orchestra concerts are broadcast on
WRTI 90.1 FM on Sunday afternoons at 1 PM, and are
repeated on Monday evenings at 7 PM on WRTI HD 2.
Visit www.wrti.org to listen live or for more details.
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Getting Started with LiveNote® 2.0
» Please silence your phone ringer.
» Make sure you are connected to the internet via a Wi-Fi or cellular connection.
» Download the Philadelphia Orchestra app from the Apple App Store or
Google Play Store.
» Once downloaded open the Philadelphia Orchestra app.
» Tap “OPEN” on the Philadelphia Orchestra concert you are attending.
» Tap the “LIVE” red circle. The app will now automatically advance slides
as the live concert progresses.

Helpful Hints
» You can follow different tracks of content in LiveNote. While you are in a LiveNote
content slide you can change tracks by selecting the tabs in the upper left corner.
Each track groups content by a theme. For example, “The Story” track provides
historical information about the piece and composer. “The Roadmap” track gives the
listener more in-depth information about the orchestration and music theory behind
the piece. *Note: Some pieces only contain one track.
» Tap in the middle of the screen to display player controls such as Glossary,
Brightness, Text Size, and Share.
» Tap a highlighted word in yellow or select the “Glossary” in the player controls to take
you to an in-depth glossary of musical terms.
» If during the concert the content slides are not advancing, or you have browsed to
other slides, you can tap the “LIVE” button in the bottom right corner to get to the
current live slide.

LiveNote is funded by the John S. and James L. Knight Foundation,
the National Endowment for the Arts, and the William Penn Foundation.
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The Philadelphia Orchestra
Jessica Griffin

The Philadelphia Orchestra
is one of the world’s
preeminent orchestras.
It strives to share the
transformative power of
music with the widest
possible audience, and to
create joy, connection, and
excitement through music
in the Philadelphia region,
across the country, and
around the world. Through
innovative programming,
robust educational initiatives,
and an ongoing commitment
to the communities that it
serves, the ensemble is on a
path to create an expansive
future for classical music,
and to further the place
of the arts in an open and
democratic society.
Yannick Nézet-Séguin is now
in his eighth season as the
eighth music director of The
Philadelphia Orchestra. His
connection to the ensemble’s
musicians has been praised
by both concertgoers and
critics, and he is embraced
by the musicians of the
Orchestra, audiences, and
the community.
Your Philadelphia Orchestra
takes great pride in its
hometown, performing for the
people of Philadelphia yearround, from Verizon Hall to

community centers, the Mann
Center to Penn’s Landing,
classrooms to hospitals, and
over the airwaves and online.
The Orchestra continues
to discover new and
inventive ways to nurture its
relationship with loyal patrons.
The Philadelphia Orchestra
continues the tradition of
educational and community
engagement for listeners
of all ages. It launched its
HEAR initiative in 2016 to
become a major force for
good in every community that
it serves. HEAR is a portfolio
of integrated initiatives
that promotes Health,
champions music Education,
enables broad Access to
Orchestra performances, and
maximizes impact through
Research. The Orchestra’s
award-winning education and
community initiatives engage
over 50,000 students,
families, and community
members through programs
such as PlayINs, side-bysides, PopUP concerts, Free
Neighborhood Concerts,
School Concerts, sensoryfriendly concerts, the School
Partnership Program and
School Ensemble Program,
and All City Orchestra
Fellowships.

Through concerts, tours,
residencies, and recordings,
the Orchestra is a global
ambassador. It performs
annually at Carnegie Hall,
the Saratoga Performing
Arts Center, and the Bravo!
Vail Music Festival. The
Orchestra also has a rich
history of touring, having
first performed outside
Philadelphia in the earliest
days of its founding. It was
the first American orchestra
to perform in the People’s
Republic of China in 1973,
launching a now-five-decade
commitment of people-topeople exchange.
The Orchestra also makes
live recordings available on
popular digital music services
and as part of the Orchestra
on Demand section of its
website. Under Yannick’s
leadership, the Orchestra
returned to recording, with
five celebrated CDs on
the prestigious Deutsche
Grammophon label. The
Orchestra also reaches
thousands of radio listeners
with weekly broadcasts on
WRTI-FM and SiriusXM. For
more information, please visit
www.philorch.org.
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Jessica Griffin

Music Director
Music Director Yannick Nézet-Séguin will lead The
Philadelphia Orchestra through at least the 2025–26 season,
an extraordinary and significant long-term commitment.
Additionally, he became the third music director of New York’s
Metropolitan Opera in August 2018. Yannick, who holds the
Walter and Leonore Annenberg Chair, is an inspired leader
of The Philadelphia Orchestra. His intensely collaborative style,
deeply rooted musical curiosity, and boundless enthusiasm,
paired with a fresh approach to programming, have been
heralded by critics and audiences alike. The New York Times
has called him “phenomenal,” adding that under his baton,
“the ensemble, famous for its glowing strings and homogenous
richness, has never sounded better.”
Yannick has established himself as a musical leader of
the highest caliber and one of the most thrilling talents of
his generation. He has been artistic director and principal
conductor of Montreal’s Orchestre Métropolitain since 2000,
and in summer 2017 he became an honorary member of
the Chamber Orchestra of Europe. He was music director
of the Rotterdam Philharmonic from 2008 to 2018 (he is
now honorary conductor) and was principal guest conductor
of the London Philharmonic from 2008 to 2014. He has
made wildly successful appearances with the world’s most
revered ensembles and has conducted critically acclaimed
performances at many of the leading opera houses.
Yannick signed an exclusive recording contract with Deutsche
Grammophon (DG) in 2018. Under his leadership The
Philadelphia Orchestra returned to recording with five CDs
on that label. His upcoming recordings will include projects
with The Philadelphia Orchestra, the Metropolitan Opera,
the Chamber Orchestra of Europe, and the Orchestre
Métropolitain, with which he will also continue to record
for ATMA Classique. Additionally, he has recorded with the
Rotterdam Philharmonic on DG, EMI Classics, and BIS
Records, and the London Philharmonic for the LPO label.
A native of Montreal, Yannick studied piano, conducting,
composition, and chamber music at Montreal’s Conservatory
of Music and continued his studies with renowned conductor
Carlo Maria Giulini; he also studied choral conducting with
Joseph Flummerfelt at Westminster Choir College. Among
Yannick’s honors are an appointment as Companion of the
Order of Canada; an Officer of the Order of Montreal; Musical
America’s 2016 Artist of the Year; the Prix Denise-Pelletier;
and honorary doctorates from the University of Quebec in
Montreal, the Curtis Institute of Music, Westminster Choir
College of Rider University, McGill University, the University
of Montreal, and the University of Pennsylvania.
To read Yannick’s full bio, please visit philorch.org/conductor.
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Soloist
Elias Photography

For over three decades, French-Canadian pianist
Louis Lortie has performed worldwide, extending his
interpretive voice across a broad spectrum of repertoire.
He made his Philadelphia Orchestra debut in 1988 at
the Mann Center and his subscription debut in 1993. In
addition to these current performances, highlights this
season include returns to Australia and New Zealand,
performing with the New Zealand Symphony on tour, and
with the Sydney and Adelaide symphonies. He returns
to the São Paulo State Symphony, appearing with the
orchestra and in recital; embarks on a recital tour of
Russia following a recent triumphant performance of the
Chopin Études in Moscow; and tours with the Toronto
Symphony and Andrew Davis. Mr. Lortie’s concerts also
include returns to the San Francisco, Dallas, Atlanta,
Milwaukee, Vancouver, and BBC symphonies and the
NDR Elbphilharmonie Orchestra. He plays Liszt’s complete
Années de pèlerinage at Cal Performances, Berkeley,
and to celebrate Beethoven’s 250th birthday performs
complete sonata cycles and all of the concertos in North
America and Europe.
Mr. Lortie has made over 45 recordings for the Chandos
label, covering repertoire from Mozart to Stravinsky,
including a set of the complete Beethoven sonatas; the
complete Années de pèlerinage, which was named one
of the 10 best recordings of 2012 by the New Yorker;
and all of Chopin’s solo piano works. His recording of the
Lutosławski Piano Concerto with Edward Gardner and
the BBC Symphony received high praise, as did a recent
Chopin recording, which was named one of the best
recordings of the year by the New York Times. Recently
released albums include Chopin waltzes and, with Hélène
Mercier, Rachmaninoff’s complete works for two pianos
and the Vaughan Williams Concerto for Two Pianos.
Mr. Lortie is the master in residence at the Queen
Elisabeth Music Chapel in Brussels. His long-awaited
LacMus International Festival (www.lacmusfestival.com)
in Tremezzina, Italy, on Lake Como, debuted in 2017. Mr.
Lortie studied in Montreal with Yvonne Hubert, in Vienna
with Beethoven specialist Dieter Weber, and subsequently
with Artur Schnabel disciple Leon Fleischer.
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Framing the Program
Parallel Events
1822
Schubert
Wanderer
Fantasy

Franz Schubert never wrote a piano concerto—or any
concerto for that matter—but Franz Liszt, who revered his
Music
music, created the next best thing with his orchestration
Beethoven
of the Wanderer Fantasy. Schubert had written the work
Overture, The
for piano solo in 1822, basing it on one of his bestConsecration of loved songs, “Der Wanderer.” An extraordinary technical
the House
tour de force (allegedly beyond Schubert’s own powers
Literature
as a pianist), it is ingeniously cast in four continuous
Irving
movements and ends with a brilliant fugue. Liszt, who
Bracebridge Hall
loved the piece and performed it frequently, decided to
Art
give it another kind of concert life by fashioning a version
Friedrich
The Lonely Tree for piano and orchestra in 1851.
History
Turks invade
Greece

1901
Mahler
Symphony
No. 5

Gustav Mahler was another ardent Schubertian. (The
Philadelphia Orchestra has performed his arrangement
for string orchestra of Schubert’s “Death and the Maiden”
String Quartet.) The concert today concludes with
Music
Mahler’s Fifth Symphony, a work that marked a new
Rachmaninoff
Piano Concerto direction in his career as he moved away from using
songs and stories in his symphonies and composed
No. 2
three purely instrumental ones. The funeral march that
Literature
opens the Fifth Symphony, as well as the stormy second
Kipling
movement, powerful scherzo, haunting Adagietto, and
Kim
Art
triumphant finale, reveal the composer’s ongoing dramatic
Munch
sensibility and deep expressivity. The slow movement, the
Girls on the
most famous piece Mahler ever composed, is a beautiful
Bridge
hymn of love to his new young wife, Alma.
History
Marconi
transmits
telegraphic radio
messages from
Cornwall to
Newfoundland

The Philadelphia Orchestra is the only orchestra in
the world with three weekly broadcasts on SiriusXM’s
Symphony Hall, Channel 76, on Mondays at 7 PM,
Thursdays at 12 AM, and Saturdays at 4 PM.
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The Music
Wanderer Fantasy

Franz Schubert
Born in Vienna, January 31,
1797
Died there, November 19,
1828

Franz Liszt’s recasting of Franz Schubert’s Wanderer
Fantasy as a sort of piano concerto constitutes a somewhat
different approach to the art of the “arrangement” than one
usually encounters when a solo keyboard piece is reworked
for orchestra alone. Liszt’s unconventional setting casts the
piano as soloist, now in dialogue with a full orchestra. To
be sure, Liszt’s version of the Fantasy, composed in 1851,
diverges little from Schubert’s actual continuity; only once,
in the first movement’s transition to the second theme,
does he permit himself a brief piano cadenza that breaks
with the original. Yet the miracles that Liszt works into the
effusive textures of Schubert’s admittedly (and perhaps
overly) “orchestral” piano score—melodic and rhythmic
enrichments, and filling-out of voices and harmonies that
are only implied in the original—make this transcription
seem as much “about” Liszt as about Schubert.
A Work of Tremendous Influence Like Schubert’s
songs, many of which Liszt transcribed for his piano
recitals beginning in the 1830s, the Wanderer Fantasy
had fascinated him since youth. Schubert’s original piano
composition, written in 1822, is unique in the repertory.
In addition to making a splendid impression as a solo
piano work (Schubert is quoted as having said once,
when unsuccessfully trying to play the piece himself,
“Let the devil play it”), it is cast as a single continuous
idea, with four sections that are all built from a single
theme—a melancholy tune that Schubert derived from
his own song of 1816, “Der Wanderer.” As one of the first
“monothematic” sonata forms, in which a single subject
undergoes an array of transformations so inventive that
the ear is hardly aware of the incremental changes taking
place, this piece was bound to have an influence on Liszt.
After all, he too experimented with procedures of thematic
metamorphosis—in works such as the B-minor Piano
Sonata, his piano concertos, and many symphonic poems—
procedures that would, later in the century, become a vital
part of the aesthetic views of Richard Wagner, Richard
Strauss, and others.
The critic Donald Francis Tovey somewhat whimsically
referred to Schubert’s piece as “the earliest and best of
all symphonic poems.” Indeed the four movements are so
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Schubert composed his
Wanderer Fantasy in 1822. It
was transcribed for solo piano
and orchestra by Liszt in 1851.
The Philadelphia Orchestra first
performed the Schubert/Liszt
Wanderer Fantasy at Ann Arbor
in May 1963, with pianist Grant
Johannesen and conductor
Thor Johnson. The previous,
and only other, subscription
appearance of the work was in
October 1997, with Jon Kimura
Parker as soloist and Wolfgang
Sawallisch on the podium.
The Orchestra recorded the
piece in 1981 with Eugene
Ormandy and Cyprien Katsaris
for EMI.
The orchestration is scored
for solo piano; pairs of flutes,
oboes, clarinets, bassoons,
horns, and trumpets; three
trombones; timpani; and strings.
Performance time is
approximately 20 minutes.

convincingly linked that we hear the piece as a continuous
gesture, much in the way that we hear a Strauss tone
poem. Liszt’s orchestration, in fact, dates from the same
period in which he was beginning to write works he called
“symphonic poems” (a phrase coined in the 1850s to
describe his own works, long before Strauss came onto
the scene), and there seems little doubt that Schubert’s
model exerted influence on those works as well. But
Tovey’s comment also alludes, implicitly, to another aspect
of Schubert’s piece—namely its symphonic textures, which
more than one commentator has found “unpianistic.” True
or not, part of Liszt’s purpose here seems to have been to
“liberate” some of these denser passages from their twohanded strictures. Completed in 1851, his orchestration
received its premiere in December at Vienna’s Gesellschaft
der Musikfreunde, with a Count Egghard as soloist and
Joseph Hellmesberger conducting.
A Closer Look The insistent repetition of the initial
pitch, together with the LONG-short-short metrical
pattern, becomes the germ-motif that governs Schubert’s
whole composition. In somewhat of a parody of concerto
procedure, the first statement of the theme is given to the
orchestra (Allegro con fuoco ma non troppo), and
the piano “answers,” entering in fact rather abruptly. The
pianist subsequently presents an altered version of the
motif, which ends with a “turn” figure that is later formed
into the second theme proper—and which will, eventually,
metamorphose into the scherzo’s main subject. There is a
great deal of Liszt here—including dazzling passagework
and “Liszt octaves”—but there is also much of Schubert.
At times, in fact, the piano part is transferred more or less
directly from the original.
This is true at the outset of the Adagio, in which the
keyboard intones the actual “Wanderer” song-tune
precisely as Schubert had cited it in his Fantasy. When
the variations on this theme begin, however, suddenly it’s
as if we’re listening to salon music, with limpid solos for
cello and horn accompanied by glittering cascades from
the piano. The dashing Presto (scherzo) features a fine
tutti climax that builds to the Allegro, in which extroverted
virtuosity and fugal textures mix with lighthearted whimsy to
form a finale of distinctly Lisztian panache.
—Paul J. Horsley
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The Music
Symphony No. 5

Gustav Mahler
Born in Kališté, Bohemia,
July 7, 1860
Died in Vienna, May 18,
1911

Gustav Mahler composed his Fifth Symphony during a
period of astounding change in his personal and artistic
life. The 40-year-old confirmed bachelor who arrived at
his lakeside villa in Maiernigg am Wörthersee in June
1901 returned there a year later as a married man who
would soon become a father. Alma Schindler, the musically
gifted beauty who had become his wife, was 19 years his
junior and five months pregnant. That first summer, the
composer known for his first four programmatic “folksong”
symphonies resolved to forge a new creative path, aiming
toward—for him—the undiscovered country of the purely
instrumental symphony and “absolute” music.
By 1902, however, Mahler—and we, alas—could no longer
depend upon Natalie Bauer-Lechner, his friend and adoring
scribe, to chronicle conversations about his music for our
future benefit. Alma, however, filled an even more valuable
role as muse, helpmate, assistant, and musical advisor,
content to make clean copies of his sketches and offer
helpful critique about his orchestration and musical ideas.
There can be no doubt that their shared marital bliss,
and Mahler’s ardent love for his new spouse, redoubled
his resolve to commence a new chapter in his creative
development.
A New Style One of the most fascinating aspects of
Mahler’s Fifth Symphony is the way he manages to both
intensify and amplify some of the formal procedures
that shaped his earlier symphonies. For example, many
Mahlerian symphonic movements written before 1901
feature contrasting music-dramatic entities that alternate,
engage, or collide with each other, replacing more
conventional melodic themes. In all but the fourth movement
of the Fifth, however, the interchanges between opposing
material become violent, startling, and unpredictable. A
listener trying to negotiate these irrepressible crosscurrents
often feels overwhelmed, cast adrift in a sea of symphonic
tension. In addition, the composer pursues his vow of
avoiding exact repeats so insistently that an original theme
can become virtually unrecognizable in its later iterations.
Most impressive of all, Mahler’s penchant for planting two
or three ever-grander presentations of a culminating theme
across a single movement is now extended across the
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temporal space of movements two through five. The jubilant
chorale melody that marks the widely spaced phases of this
goal-directed process attains a spectacular apotheosis at
the end of the entire Symphony.
Despite the length and complexity of Mahler’s Fifth
Symphony, a dispassionate critic might find that the
overarching narrative of its five movements traces a rather
conventional expressive arc from darkness to light, from
suffering to exultant joy. Yet the musical materials that
inform this arc lie far outside conventional norms.
If one tried to group the movements into a plausible
sequence of symphonic genres, one might describe it as
four movements of roughly equal length—funeral march,
sonata form, scherzo, and rondo-finale—with the shorter
Adagietto interpolated as a space of repose between the
capricious Scherzo and the rowdy Rondo-Finale. But as the
work evolved, Mahler came up with a more daring solution.
At some point, he decided to recast the opening Funeral
March as an extended prelude to the more substantial
second movement. Together they form Part I of the piece,
to be followed by a long pause. Already linked by their dark
mood, disjunctive form, and plangent brass solos, he further
strengthened their interconnection by allowing musical
material from the first movement to make substantial inroads
into the unfolding of the second. Though both movements
have the capacity to go from calm to calamitous in a flash,
the listener can regain equilibrium by keeping track of notable
timbral signposts, changing tempos, and unexpected surprises.
A Closer Look In the Funeral March, the trumpet soloist
leads the way in and out of chaos, while the lugubrious tempo
of the Wie ein Kondukt (like a cortège) maintains order for
long stretches. When surprises occur, they are overwhelming:
The electrifying full orchestral chord that answers the
opening trumpet solo is just one example. On the other
hand, the surging tension of the second movement’s frenetic
melodies is more apt to dissolve than assert itself. The
second movement’s (Stürmisch bewegt. Mit grösster
Vehemenz) most important mission, however, is to
gradually unfurl the majestic chorale that forms the climax
of the Symphony’s finale. The chorale’s first appearance,
only seven measures long, drops in out of nowhere, then
quickly disappears. Near the end of the movement, it shines
forth from a signature Mahlerian breakthrough, followed by
an even grander presentation, which Mahler marks as the
movement’s “high point.” Since its time has not yet come,
however, it quickly fragments and dissipates into silence.
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Mahler composed his Fifth
Symphony from 1901 to 1902.
Hermann Scherchen conducted
the first Philadelphia Orchestra
performances of the Mahler
Fifth, in October 1964 (Eugene
Ormandy had programmed
the Adagietto only in 1942).
The most recent subscription
appearance of the work was in
March 2015, with Gianandrea
Noseda.
A live broadcast recording from
the 1964 Philadelphia concerts
led by Scherchen is available
on The Philadelphia Orchestra:
The Centennial Collection
(Historic Broadcasts and
Recordings from 1917–1998).
The Orchestra also recorded
the Symphony with James
Levine in 1977 for RCA. Live
performances in 2004 with
Christoph Eschenbach and
in 2010 with Yannick NézetSéguin are currently available as
digital downloads.
Mahler scored the work for
an orchestra of four flutes
(III and IV doubling piccolo),
three oboes (III doubling
English horn), three clarinets
(II doubling E-flat clarinet,
III doubling bass clarinet),
three bassoons (III doubling
contrabassoon), six horns, four
trumpets, three trombones,
tuba, timpani, percussion (bass
drum, cymbals, orchestra bells,
slapstick, small bass drum,
snare drum, tam-tam, triangle),
harp, and strings.
The Fifth Symphony runs
approximately 1 hour and 15
minutes in performance.

The Scherzo (Kräftig, nicht zu schnell), the
kaleidoscopic third movement, acts as its centerpiece,
and stands alone as Part II. Its key, D major, proclaims a
definitive turn away from the anguish of the preceding
movements, and links to the D-major Rondo-Finale. Though
Mahler was initially proud of his sui generis Scherzo, he
became less sanguine about the work during rehearsals for
the Symphony’s premiere: “Oh heavens, what are they [the
orchestra] to make of this chaos that eternally gives birth to
a new world?” Indeed, the listener can easily become lost in
the thicket of changing keys, peasant dances, racing short
notes, and unexpected stops. Fortunately, the virtuosic horn
solo heard at the beginning shines like a light in the storm,
guiding the way toward a frenzied finish.
Mahler’s inspiration for the third and final part of his Fifth
Symphony began with the composition of his most beloved
musical gem: the F-major Adagietto, or “little Adagio,”
probably written in November 1901. This private musical
love letter from Gustav to Alma became the prelude to the
Fifth’s boisterous Rondo-Finale. Its sublime main melody,
growing out of a single note into a luxuriant string texture,
frames the passionate striving of its internal episode.
Mahler chose to use a more cheerful variant of the driving
melody, which appears in the second half of the episode
as the second theme of the Rondo-Finale. Thus, both
movement pairs that surround the Scherzo are thematically
linked. In the Rondo-Finale itself (Allegro giocoso.
Frisch), the Adagietto tune and no fewer than five sections
of Bach-style polyphony enter into a good-humored dance
with the horn solo’s cheerful rondo theme. The movement
pursues a bumptious course, bursting with sudden stops,
jumping to unexpected chords, leaving many ideas
unfinished. But when the last return of the rondo refrain
brings on the final return of the chorale melody in a burst of
orchestral ecstasy, all eccentricities are forgiven.
After the premiere of the Fifth Symphony in Cologne on
October 18, 1904, Mahler was both delighted and gratified
by the opinions expressed in reviews. He confided to Alma:
“The various judgements concerning the work are amusing.
Every movement has its fans and enemies.” Today, 115 years
later, fans of this inimitable work continue to proliferate.
Mahler would be very pleased.
—Marilyn L. McCoy
Program notes © 2019. All rights reserved. Program notes may
not be reprinted without written permission from The Philadelphia
Orchestra Association.
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Musical Terms
GENERAL TERMS
Cadenza: A passage or
section in a style of brilliant
improvisation, usually
inserted near the end of a
movement or composition
Chorale: A hymn tune
of the German Protestant
Church, or one similar in
style. Chorale settings are
vocal, instrumental, or both.
Chord: The simultaneous
sounding of three or more
tones
Chromatic: Relating to
tones foreign to a given
key or chord
D.: Abbreviation for
Deutsch, the chronological
list of all the works of
Schubert made by Otto
Erich Deutsch
Diatonic: Melody or
harmony drawn primarily
from the tones of the major
or minor scale
Fugue: A piece of music
in which a short melody
is stated by one voice
and then imitated by the
other voices in succession,
reappearing throughout
the entire piece in all the
voices at different places
Liszt octaves: Octaves
that are played with
alternating hands, thumbs
overlapping, creating the
illusion of regular double
octaves at unattainable
speeds
Octave: The interval
between any two notes
that are seven diatonic

(non-chromatic) scale
degrees apart
Polyphony: A term used
to designate music in more
than one part and the style
in which all or several of
the musical parts move to
some extent independently
Rondo: A form frequently
used in symphonies and
concertos for the final
movement. It consists
of a main section that
alternates with a variety of
contrasting sections (A-BA-C-A etc.).
Scherzo: Literally “a
joke.” Usually the third
movement of symphonies
and quartets that was
introduced by Beethoven
to replace the minuet. The
scherzo is followed by a
gentler section called a trio,
after which the scherzo is
repeated. Its characteristics
are a rapid tempo in triple
time, vigorous rhythm, and
humorous contrasts.
Sonata form: The form in
which the first movements
(and sometimes others)
of symphonies are usually
cast. The sections are
exposition, development,
and recapitulation, the
last sometimes followed
by a coda. The exposition
is the introduction of
the musical ideas, which
are then “developed.” In
the recapitulation, the
exposition is repeated with
modifications.

Symphonic (or tone)
poem: A type of 19thcentury symphonic
piece in one movement,
which is based upon an
extramusical idea
Timbre: Tone color or tone
quality
Trauermarsch: Funeral
march
Tutti: All; full orchestra
THE SPEED OF MUSIC
(Tempo)
Adagietto: A tempo faster
than adagio
Adagio: Leisurely, slow
Allegro: Bright, fast
Bewegt: Animated, with
motion
Con fuoco: With fire,
passionately, excited
Frisch: Brisk
Giocoso: Humorous
In gemessenem Schritt:
At a steady pace
Kräftig: Vigorously,
forcefully
Langsam: Slow
Mit grösster Vehemenz:
With greater vehemence
Presto: Very fast
Schnell: Fast
Streng: Strict, exact
Stürmisch: Stormy,
passionate
Wie ein Kondukt: Like a
cortège
TEMPO MODIFIERS
Ma non troppo: But not
too much
Nicht zu: Not too
Sehr: Very
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Tickets & Patron Services
We want you to enjoy each and
every concert experience you
share with us. We would love
to hear about your experience
at the Orchestra and it would
be our pleasure to answer any
questions you may have.
Please don’t hesitate to contact
us via phone at 215.893.1999,
in person in the lobby, or at
patronserverices@philorch.org.
Subscriber Services:
215.893.1955, Mon.-Fri.,
9 AM–5 PM
Patron Services:
215.893.1999
Mon., 10 AM–6 PM
Tue.-Fri., 10 AM–8 PM
Sat.-Sun., 11 AM–8 PM
Web Site: For information about
The Philadelphia Orchestra and
its upcoming concerts or events,
please visit philorch.org.
Individual Tickets: Don’t
assume that your favorite
concert is sold out. Subscriber
turn-ins and other special
promotions can make lastminute tickets available. Call us
at 215.893.1999 and ask for
assistance.
Subscriptions: The
Philadelphia Orchestra offers a
variety of subscription options
each season. These multiconcert packages feature the
best available seats, ticket
exchange privileges, discounts
on individual tickets, and many
other benefits. Learn more at
philorch.org.
Ticket Turn-In: Subscribers
who cannot use their tickets
are invited to donate them
and receive a tax-deductible
acknowledgement by calling
215.893.1999. Twenty-four-hour
notice is appreciated, allowing
other patrons the opportunity
to purchase these tickets and
guarantee tax-deductible credit.

PreConcert Conversations:
PreConcert Conversations are
held prior to most Philadelphia
Orchestra subscription concerts,
beginning one hour before the
performance. Conversations are
free to ticket-holders, feature
discussions of the season’s
music and music-makers, and
are supported in part by the
Hirschberg-Goodfriend Fund
in memory of Adolf Hirschberg,
established by Juliet J.
Goodfriend.
Lost and Found: Please call
215.670.2321.
Late Seating: Late seating
breaks usually occur after the
first piece on the program or at
intermission in order to minimize
disturbances to other audience
members who have already begun
listening to the music. If you arrive
after the concert begins, you will
be seated only when appropriate
breaks in the program allow.
Accessible Seating:
Accessible seating is available
for every performance.
Please call Patron Services at
215.893.1999 or visit philorch.
org for more information.
Assistive Listening: With
the deposit of a current ID,
hearing enhancement devices
are available at no cost from the
House Management Office in
Commonwealth Plaza. Hearing
devices are available on a firstcome, first-served basis.
Large-Print Programs:
Large-print programs for
every subscription concert
are available in the House
Management Office in
Commonwealth Plaza. Please
ask an usher for assistance.
Fire Notice: The exit indicated
by a red light nearest your seat is
the shortest route to the street.
In the event of fire or other
emergency, please do not run.
Walk to that exit.

No Smoking: All public space
in the Kimmel Center is smokefree.
Cameras and Recorders:
The taking of photographs or
the recording of Philadelphia
Orchestra concerts is strictly
prohibited, but photographs are
allowed before and after
concerts and during bows.
By attending this Philadelphia
Orchestra concert you consent
to be photographed, filmed, and/
or otherwise recorded for any
purpose in connection with The
Philadelphia Orchestra.
Phones and Paging Devices:
All electronic devices—including
cellular telephones, pagers, and
wristwatch alarms—should be
turned off while in the concert
hall. The exception would be our
LiveNote® performances. Please
visit philorch.org/livenote for
more information.
Ticket Philadelphia Staff
Linda Forlini, Vice President
Matt Cooper, Assistant Vice
President
Molly Albertson, Director, Client
Relations
Meg Hackney, Senior Patron
Services Manager
Dan Ahearn, Jr., Box Office
Manager
Jayson Bucy, Program and Web
Manager
Bridget Morgan, Accounting
Manager
Catherine Pappas, Project
Manager
Dani Rose, Service and Training
Manager and Access Services
Coordinator
Michelle Carter Messa, Assistant
Box Office Manager
Robin Lee, Staff Accountant
Alex Heicher, Program and Web
Coordinator
Nicole Sikora, Patron Services
Supervisor
Kathleen Moran, Philadelphia
Orchestra Priority Services
Coordinator

