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SERGE PROKOFIEV Classical Symphony, Opus 25 (Symphony No. 1 in D 
major) 
 I. Allegro 
 II. Larghetto 
 III. Gavotte: Non troppo allegro 
 IV. Finale: Molto vivace 

 
 

JAMES MacMILLAN Veni, Veni, Emmanuel, Concerto for Percussion  
 and Orchestra 
  Introit: Advent — Heartbeats — Dance: Hocket —  
  Transition: Sequence I — Gaude, Gaude —  
  Transition: Sequence II — 
  Dance: Chorale — Coda: Easter 
 Mr. Currie 

 
 

Intermission 
 
 

PIOTR ILYICH TCHAIKOSVKY Suite from The Sleeping Beauty, Opus 66 
  Introduction 
  Finale of the Prologue  
  Panorama  
  Waltz  
  Pas de caractère: Le chat botté et la chatte blanche  
  Pas d’action: Coda  
  Finale of Act I 
  Pas de quatre  
   Allegro non troppo 
   Variation II: La Fée Argent 
   Variation III: La Fée Saphir 
   Variation IV: La Fée Diamant 
  Entr’acte to Act II 
  Adagio: Pas ‘d’action  
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PROGRAM NOTES BY DR. RICHARD E. RODDA 
 

 
SERGEI PROKOFIEV 
 
Classical Symphony, Opus 25 (Symphony No. 1 in D major) (1916-1917) 
 
Sergei Prokofiev was born in Sontsovka on April 23, 1891 and died in Moscow on 
March 5, 1953. He composed his Symphony No. 1, also known as his “Classical” 
Symphony for its Haydn-like form, in 1916 and 1917. The symphony received its 
premiere in Petrograd (St. Petersburg) on April 21, 1918, with the composer 
conducting. The Pittsburgh Symphony gave its first performance of the “Classical” 
Symphony in Syria Mosque on November 8, 1931, with Antonio Modarelli conducting, 
and it was heard in Heinz Hall most recently on November 20, 2011, under the 
direction of Christoph König. The score calls for woodwinds, horns and trumpets in 
pairs, timpani and strings. Performance time: approximately 15 minutes. 
 

Prokofiev’s penchant for using Classical musical idioms was instilled in him during the course of his 
thorough, excellent training: when he was a little tot, his mother played Beethoven sonatas to him while 
he sat under the piano; he studied with the greatest Russian musicians of the time — Glière, Rimsky-
Korsakov, Liadov, Glazunov, Tcherepnin; he began composing at the Mozartian age of six. In 1917, 
Prokofiev based his own “Classical” Symphony, his first work in the form, on the Viennese models that 
had formed the core of his musical education. The work is in the four movements customary in Haydn’s 
symphonies, though at only fifteen minutes it hardly runs to half their typical length. The dapper first 
movement is a miniature sonata design that follows the traditional form but adds some quirks that would 
have given old Haydn himself a chuckle — the recapitulation, for example, begins in the “wrong” key (but 
soon rights itself), and occasionally a beat is left out, as though the music had stubbed its toe. A graceful, 
ethereal melody floating high in the violins is used to open and close the Larghetto, with the pizzicato 
gentle middle section reaching a brilliant tutti before quickly subsiding. The third movement, a Gavotte, 
comes not from the Viennese symphony but rather from the tradition of French Baroque ballet. The 
brilliant finale calls for remarkable feats of agility and precise ensemble from the performers. 
 
 

JAMES MACMILLAN 
 
Veni, Veni, Emmanuel (“Come, Come, Emmanuel”), Concerto for Percussion and 
Orchestra (1991-1992) 

 

James MacMillan was born in Kilwinning, Ayshire, Scotland on July 16, 1959, and 
went on to study composition at the University of Edinburgh and the University of 
Durham. He began composing Veni, Veni, Emmanuel, the preeminent percussion 
concerto of our time, on the first Sunday of Advent in 1991, and completed it on Easter 
Sunday 1992. The concerto received its world premiere in Royal Albert Hall (London) 
on August 10, 1992 with the Scottish Chamber Orchestra, led by Jukka-Pekka Saraste 
and featuring Evelyn Glennie as soloist. The Pittsburgh Symphony gave its first 
performance of the concerto on April 3, 1997, led by Michael Lankester and featuring 
Evelyn Glennie as soloist, and it returns this season as part of James MacMillan’s 
2016-2016 Composer of the Year residency.  The score calls for piccolo, two flutes, two 
oboes, English horn, two clarinets, bass clarinet, two bassoons, contrabassoon, two 
horns, two trumpets, two trombones, timpani, strings and solo percussion. 
Performance time: approximately 29 minutes. 
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Scottish composer James MacMillan was educated at the University of Edinburgh (B.Mus., 1981) 

and the University of Durham (Ph.D., 1987), where his principal teacher was John Casken. After working 
as a lecturer at Manchester University from 1986 to 1988, MacMillan returned to Scotland, where he has 
since fulfilled numerous important commissions and taught at the University of Edinburgh and the Royal 
Scottish Academy of Music and Drama in Glasgow. He has also served as Artistic Director of the 
Edinburgh Contemporary Arts Trust, Affiliate Composer of the Scottish Chamber Orchestra, 
Composer/Conductor with the BBC Philharmonic, and Visiting Composer of the Philharmonia Orchestra 
and Artistic Director of its contemporary music series, Music Today; he became Principal Guest 
Conductor of the Netherlands Radio Chamber Philharmonic in 2010. In 1993, MacMillan won both the 
Gramophone Contemporary Music Record of the Year Award and the Classic CD Award for 
Contemporary Music; he was made a CBE in 2004, given the 2008 British Composer Award for Liturgical 
Music, named an Honorary Patron of the London Chamber Orchestra in 2008, and was awarded a 
Knighthood in the 2015 Queen's Birthday Honours. In October 2014, MacMillan inaugurated the 
Cumnock Tryst, a festival of international scope that he organized in his boyhood home in southern 
Scotland. 

Macmillan’s compositions, many of which incorporate traditional Scottish elements and bear some 
stamp of either his religion (Catholicism) or his politics (socialism), include two operas, a St. John 
Passion, concerted works for piano (The Berserking), percussion (Veni, Veni, Emmanuel), cello, clarinet, 
organ and trumpet, orchestral scores, chamber works and pieces for solo voices and chorus. Of his 
creative personality, MacMillan wrote, “My philosophy of composition looks beyond the introversion of 
the New Music ‘ghetto’ and seeks a wider communication while in no way promoting a compromising 
populism.... I respect tradition in many forms, whether cultural, political or historical, and in keeping up a 
continuous, delicate scrutiny of old forms, ancient traditions, enduring beliefs and lasting values one is 
strengthened in one’s constant, restless search for new avenues of expression. The existence of the 
influence of the old alongside the experiments of the new should not appear incongruous. Therefore, in 
ideological terms, my works express the timeless truths of Roman Catholicism alongside a fierce social 
commitment. And musically one can hopefully sense the depths of times past integrating with attempts at 
innovation.” 

Of Veni, Veni, Emmanuel (“O Come, O Come, Emmanuel”), MacMillan wrote, “This Concerto for 
Percussion was started on the first Sunday of Advent 1991 and completed on Easter Sunday 1992. 
These two liturgical dates are important, as will be explained below. On one level, the work is purely 
abstract, in that all the musical material is drawn from the 15th-century French Advent plainchant of the 
same name. On another level, it is a musical exploration of the theology behind the Advent message. 

“Throughout the work, soloist and orchestra converse as two equal partners, using a wide range of 
percussion instruments, including tuned, untuned, skin, metal and wood sounds. Though the work is in 
one continuous movement and much of the music is fast, it can be thought of as an arch of several 
sections centered upon a passage based on the refrain ‘Gaude, Gaude’ [‘Rejoice, Rejoice’] from the 
plainchant. It begins with a bold, fanfare-like ‘overture’ in which the soloist presents all the instrument 
types used throughout. Advanced by drums and carried through a metrical modulation, the music is 
thrown forward into the second section, which is characterized by fast ‘hocketing’ [i.e., quick alternation] 
of chords between one side of the orchestra and the other. Eventually the music winds down to a slow 
central section. Over and over again the orchestra repeats the four chords that accompany the words 
‘Gaude, Gaude.’ A huge pedal provides a transition to section four, in which material from the ‘hocket’ 
section is reintroduced under a vibraphone solo. The climax of the work presents the plainsong as a 
chorale. In the coda, the all-pervasive heartbeats are pounded out on the drums and timpani as the 
music reaches an unexpected conclusion. 

“The heartbeats that permeate the whole piece offer a clue to the human presence of Christ. Advent 
texts proclaim the promised day of liberation from fear, anguish and oppression, and this work is an 
attempt to mirror this in music. At the very end of the piece, the music takes a liturgical detour from 
Advent to Easter — right into the Gloria of the Easter Vigil in fact — as if the proclamation of liberation 
finds embodiment in the Risen Christ.” 

 
 

PETER ILYICH TCHAIKOVSKY 
 
Suite from The Sleeping Beauty, Opus 66 (1888-1889) 
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Peter Ilyich Tchaikovsky was born in Votkinsk on May 7, 1840 and died in St. 
Petersburgh on November 6, 1983. He composed the music for The Sleeping Beauty in 
1888 and 1889 for the Royal Ballet following the success of his first ballet, Swan Lake. 
The ballet was premiered in St. Petersburg at the Mariinsky Theater on January 14, 
1890, conducted by Riccardo Drigo. The Pittsburgh Symphony first performed a suite 
from the ballet at Carnegie Music Hall on November 15, 1901, conducted by Victor 
Herbert. Most recently, the Pittsburgh Symphony performed the work on March 20, 
2005, with conductor Vladimir Fedoseyev.  The score calls for piccolo, two flutes, two 
oboes, English horn, two clarinets, two bassoons, four horns, two trumpets, two 
cornets, three trombones, tuba, timpani, percussion, harp and strings. Performance 

time: approximately 35 minutes.  
 
By 1888, Tchaikovsky had become the most famous composer in Russian history. At the beginning 

of the year, he undertook his first international conducting tour, performing in Berlin, Hamburg, Prague, 
Paris and London, and meeting Brahms, Grieg, Dvořák and Gounod during his stops. In May, after he 
returned home, he was asked by Ivan Vsevolozhsky, director of the Imperial Theaters in St. Petersburg 
and long an admirer of his music, to compose a ballet on the fairy tale of The Sleeping Beauty. 
(Tchaikovsky had refused a similar request from Vsevolozhsky two years earlier. The proposed topic 
then was the mythical water nymph Undine, the same one on which the composer had unsuccessfully 
tried to build an opera in 1869.) Vsevolozhsky had assembled the scenario for the new ballet himself 
from the old French story La Belle au Bois Dormant by Charles Perrault (1628-1703), whose 1697 
collection, Contes de ma Mère l’Oye — “Tales of Mother Goose” — gave classic form to Cinderella, 
Puss-in-Boots, Bluebeard, Little Red Riding Hood and many other traditional narratives. Tchaikovsky was 
occupied with the composition of the Fifth Symphony during that summer, but in August he replied to 
Vsevolozhsky, “I have managed to look through the scenario and want to let you know immediately that I 
am enchanted by it, delighted beyond all description. It suits me perfectly, and I ask for nothing more 
than to be able to write music for this scenario.” 

Actually, Tchaikovsky did ask for something more. Made wary by the lack of success of his earlier 
Swan Lake, which he attributed in part to his limited familiarity with the conventions of ballet, he asked 
Vsevolozhsky to have Marius Petipa, the choreographer for the production, furnish him with a detailed 
plan for the story’s action and the specific music required to accompany it. Petipa sent a virtual creative 
blueprint: “For Aurora’s entrance — abruptly coquettish, 3/4, 32 bars; finish 16 bars, 6/8, forte.... 
Suddenly Aurora notices the old woman, who beats on her knitting needles in 2/4. Gradually she changes 
to a very melodious waltz but then, suddenly, a rest. Aurora pricks her finger. Screams pain. Blood 
streams. Give eight measures in 4/4, wide,” and so on for the entire ballet. As soon as he received 
Petipa’s outline in October, Tchaikovsky set to work on the score, following the choreographer’s 
instructions with exceptional care and faithfulness. He worked on the manuscript during his second 
international conducting tour that winter, and finished the draft at his summer home in Frolovskoye on 
May 26, 1889; the orchestration was done between May 30th and August 16th. “I think, dear friend,” he 
wrote in July to his benefactress, Nadezhda von Meck, “it is one of my best works. The subject is so 
poetical, so grateful for musical setting, that I have worked at it with all that enthusiasm and goodwill 
upon which the value of a composition so depends.” 

Vsevolozhsky and Petipa mounted a sumptuous production for the premiere of The Sleeping Beauty 
— Czar Alexander III and his court attended a special “dress rehearsal” on January 14, 1890. The Czar 
received the composer after the performance “with distant hauteur,” Tchaikovsky recorded in his diary. 
“‘Very nice,’ the Czar said.” The ballet’s early performances were greeted by audiences with a coolness 
no doubt influenced by Alexander’s critique, but The Sleeping Beauty soon won over its listeners, and 
became a fixture of the Russian dance repertory. A year later, Tchaikovsky, Vsevolozhsky and Petipa 
collaborated on another fantasy ballet — The Nutcracker. 

The Prologue of The Sleeping Beauty is set in the gilded palace of King Florestan XXIV, where a 
brilliant celebration is being held to mark the christening of the Princess Aurora the following day. 
Suddenly, Carabosse, the wicked fairy, appears. Incensed that she has not been invited, she pronounces 
a curse upon the babe: Aurora is to grow ever more beautiful until, in the prime of her youth, she will 
prick her finger and die. The Lilac Fairy, standing beside the cradle, promises that the girl will not die but 
will instead fall into a profound sleep from which she may be awakened only by a kiss from a king’s son. 
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Sixteen years later (Act I), Aurora’s birthday is celebrated by the townspeople and by four foreign 
princes who have come to seek her hand in marriage. Aurora dances with each of the princes, but then 
turns to an old woman who hands her a spindle wrapped with brightly colored twine. Aurora pricks her 
finger on it and falls lifeless. The old woman reveals herself as Carabosse before she vanishes in a burst 
of flame. The Lilac Fairy appears and fulfills her promise. An enchanted forest engulfs the castle and the 
sleeping Princess. 

A hundred years pass before Act II begins. Young Prince Charming enters the enchanted wood with 
a hunting party. The Lilac Fairy appears and conjures a vision of Aurora. The Prince begs the Lilac Fairy 
to lead him to Aurora. He kisses her, and she awakens. The wicked spell is broken. 

For Act III, King Florestan and his entire court awaken from their trance to celebrate the wedding of 
Aurora and Prince Charming. As entertainment, several stories from Perrault’s Mother Goose are 
presented, including Cinderella, Puss-in-Boots, The Bluebird and the Enchanted Princess and Little Red 
Riding Hood. The Lilac Fairy appears once again to bless the lovers. 

The ballet begins with an Introduction juxtaposing the foreboding theme of the evil Carabosse and 
the Lilac Fairy’s flowing melody.  

The Prologue closes (Finale) with the Lilac Fairy standing beside Aurora’s cradle. 
Panorama portrays Prince Charming’s journey to Aurora’s castle at the end of Act II. 
The Waltz accompanies the festivities in Act I. 
The Pas de caractère (Act III) is a mewing portrayal of the story of Puss-in-Boots and the White Cat, 

which ends when the White Cat, tired of the tom’s amorous advances, scurries away. 
The Pas d’action (Act II) accompanies Aurora’s vision of the Prince. 
Aurora pricks her finger on the cursed spindle in the Finale of Act I. 
The Pas de quatre is the music of the Fairies of Gold (not performed at this concert), Silver, 

Sapphire and Diamond in the Act III divertissement. 
The Entr’acte suggests the passing of time between Acts I and II. 
The Adagio. Pas d’action is the Act I “Rose Adagio,” during which Aurora is presented with a flower 

by each of her four princely suitors. 
 


