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world premiere b. 1991 
 
Piano Concerto No. 1 in E-flat (1855) 

Allegro maestoso. Tempo giusto 
Quasi Adagio –  
Allegretto vivace – 
Allegro marziale animato 

FRANZ LISZT 
1811-1886 

Mr. Wang 
 

Intermiss ion  
 

Le sacre du printemps (The Rite of Spring) (1913) 
reduced instrumentation version by J. McPhee 

L’adoration de la terre (The Adoration of the Earth) 
 Introduction 
 Les augures printaniers (The Augurs of Spring) 
 Jeu du rapt (Ritual of Abduction) 
 Rondes printanières (Spring Rounds) 
 Jeux des cités rivales (Ritual of the Rival Tribes) 
 Le Sage – Danse de la terre (Dance of the Earth) 
Le Sacrifice 
 Introduction 
 Cercles mystérieux des adolescentes (Mystic Circles of the Maidens) 
 Glorification de l’élue (Glorification of the Chosen One) 
 Evocation des ancêtres (Evocation of the Ancestors) 
 Action rituelle des ancêtres (Ritual Action of the Ancestors) 
 Danse sacrale (Sacrificial Dance) 

IGOR STRAVINSKY 
1882-1971 
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This concert is generously supported by the Elizabeth McLeod Geiger Memorial Fund 

and the Ronald Gother Ensemble Performance Fund. 
Pomona College is grateful to its alumni and friends whose continuing generosity makes this  

and other programs presented by the Department of Music possible. 
 
 

In the sensitive acoustic environment of Bridges Hall, your neighbors can hear you!  
Please be considerate to fellow audience members and the performers  

by silencing all electronic devices. 
 

Recording equipment and cameras may not be used during the performance. 
Audience members desiring to enter the hall after the performance has begun will be seated at an appropriate break. 
 
 
APPLETON This piece was composed over the summer on a Summer Experience in the Arts 
 Award from the Mellon Foundation. My project began with research into 
“objectivist” modes of composing in twentieth-century music, namely Total Serialism and Early 
Minimalism. The two movements had their own impersonal procedures that helped to generate music 
that has a self-contained and non-personal logic. The effect of releasing control of aspects of the 
compositional process was to remove the focus of the music from the human creator to the music itself 
and its formal structures. The composition presented here is based on the procedures of the Minimalist 
composers. Their processes were simple in nature (mostly additive) in order for them to be clearly audible 
and central to the understanding of the work. My adaptation of the additive process is found in the 
expanding ground bass figure that runs nearly continuously throughout the piece. The figure grows over 
four main sections. In the first section, it is four notes long; in the second section it is seven notes long 
(4+3); in the third, nine (4+3+2); and in the fourth, ten (4+3+2+1): 
 
 

 
 
I would like to thank Professor Flaherty and Professor Lindholm for their invaluable input, and the 
Mellon Foundation for support of this project.  

–WA 
 
LISZT The piano concerto came into its own during the early 1780s, when Mozart, driven to 
 enhance his reputation as both pianist and composer in Vienna, wrote fifteen of them in 
a span of just over four years. Although Mozart’s concertos lack the virtuosity that would characterize 
those of the nineteenth century, they make great artistic demands of the soloist, involve the orchestra as 
an equally important musical partner, and are among Mozart’s most compelling instrumental works. 
Beethoven’s five concertos expanded the genre further, in terms of both the technical demands placed on 
the soloist and the symphonic scope of the orchestral accompaniment. Like Mozart, Beethoven was 
extremely well regarded as a pianist; he was the soloist in the premiere performances of his first four 
concertos, after which his hearing loss forced him into premature retirement as a performer. 



 
Celebrity composer-performers were not limited to pianists. The Italian violinist Niccolò Paganini 
(1782-1840) was one of the best-known musicians in Europe, and his career as a traveling free-lancer was 
lucrative enough to support an extravagant lifestyle. Among those witnessing Paganini’s talents at an 
1832 concert in Paris was the young Hungarian pianist Franz Liszt, who had moved to the French city 
with his mother following his father’s death five years earlier. Liszt, who had been wallowing in a period 
of inactivity following a severe illness and a failed romance, was so inspired by Paganini’s bravura that he 
re-dedicated himself to the piano. Within a few years he was not only regarded as among the best pianists 
in Paris but was also finding a mature voice as a composer. 
 
Through his mid-thirties, Liszt enjoyed a sensational career as a traveling virtuoso, inspiring a manic 
following whose adulation became as much a phenomenon as the pianist himself. He combined natural 
good looks with an instinct for theatrical performing and a magnetic stage presence, an aura reinforced by 
his choice of repertoire. Not content to limit himself to true piano pieces – not even those he had written 
himself, specifically to show off his unique talents – Liszt also created a great many piano transcriptions 
of works by other composers: symphonies by Beethoven, songs by Schubert (most famously Der 
Erlkönig), opera overtures by Mozart, Weber, and Rossini. In Liszt’s hands, the piano was an instrument 
capable of a greater range of effect and scope than had ever been the case before; audiences could not help 
but come away impressed by demonstrations of what had not been thought possible. In 1847, having 
made himself wealthy, Liszt severely cut back on his performing appearances to focus on composition. 
 
Liszt and Wagner shared a mutual respect; their music was seen as more progressive, tonally and 
structurally, than that of more conservative composers like Mendelssohn, Schumann, or, later, the young 
Brahms. Like Wagner, Liszt believed that musical style needed to move forward in order to thrive, and 
by the end of his career his compositional experiments presage the work of Debussy – quite a career arc 
for someone who came of age during Beethoven’s time. Including transcriptions and re-arrangements of 
his own pieces, Liszt’s compositions number around a thousand; the standard scholarly catalog, compiled 
in 1966 by Humphrey Searle, puts the figure at 999. But while Wagner’s influence as a composer has 
remained strong in the years since his death, Liszt has not been quite so fortunate. For the most part only 
his true piano music remains relevant, although a few of the transcriptions are occasionally presented as 
novelties, and his symphonic poems (of which Les préludes is the best known) remain something of a 
curiosity to a few conductors. 
 
The first of Liszt’s two piano concertos occupied him for many years and was finally premiered by the 
composer, with Berlioz conducting, in 1855. Although by that time Liszt was no longer performing 
constantly, the piece shows a clear allegiance to his days as a consummate showman. After the orchestra’s 
cursory statement of the main melodic idea, the pianist charges into battle with great bravura, taming the 
orchestra long enough to play a few cadenza-like passages. For most of the piece, the orchestra plays a 
supporting role; there is no pretense that Liszt did not intend for the pianist to be the star of the show. 
The forces are more balanced in the final movement, and the composer went so far as to indicate that the 
pianist should allow the orchestra to play the last two chords on its own – although that instruction is 
now often ignored, since it strikes many performers as odd to be the only one on stage not participating 
in the piece’s conclusion. The concerto may lack the nobility of the more symphonically integrated works 
by the composer’s contemporaries, but that was never its aspiration; rather, it captures all of the flair that 
made Liszt one of the most celebrated pianists of all time. 
 



 
STRAVINSKY  

PARISIANS HISS NEW BALLET 
Russian Dancer’s Latest Offering, “The Consecration of Spring,” a Failure. 

 
So reported The New York Times on page C5 of its June 8, 1913 edition. The “Russian Dancer” was 
Vaslav Nijinsky, who took the heat for his choreography of Le sacre du printemps – more than did 
Stravinsky for his music, or the impresario Sergei Diaghilev for having put the production on at all. 
Whether audience members objected more to the subject matter – the sacrifice of a young woman as the 
climax of a pagan ritual – or to the style of dancing, the modernity of which was inconsistent with the 
traditional aesthetics of classical ballet, has never been clear. But disruptive reactions from those in 
attendance at the newly opened Théâtre des Champs-Élysées were persistent enough through the first 
run of performances that the hall’s manager, Gabriel Astruc, resorted to a desperate attempt to maintain 
order. As sounds of protest began to build, he would turn on the house lights while the ballet continued – 
shaming into silence those self-appointed guardians of artistic integrity who were willing to vocalize their 
sneering disapproval only while protected by anonymity. As the Times article observed, “Well-known 
people who are hostile to the ballet do not desire to appear in an undignified role.” Thus did Le sacre 
struggle through its first weeks in the repertoire. 
 
Stravinsky’s music for the ballet is usually exculpated as an instigator of the demonstrations, the most 
frequent argument being that the audience was so rowdy as to make close attention to the orchestra’s 
contribution impossible. Stravinsky’s first two efforts for the Ballets Russes, The Firebird and Petrushka, 
had both been great hits with the public and, to a less consistent degree, Stravinsky’s composer colleagues. 
While the earlier of those works, The Firebird, is musically rather conservative – not far from the style of 
Stravinsky’s former teacher, Nikolay Rimsky-Korsakov (1844-1908) – Petrushka establishes many of the 
more forward-looking compositional techniques that would come into full bloom in Le sacre, among them 
polytonality (simultaneous chords drawn from different keys), frequent use of octatonic scales (focusing 
on eight chromatic pitches within the octave rather than the usual diatonic seven), and the elevation of 
rhythm to a level of importance comparable to, or even exceeding, that of pitch. 
 
Yet, as Steven Walsh writes in Grove Music Online, “the music [for Le sacre] might well have merited a 
riot,” and critical reaction – once audiences’ initial fury had died down enough to allow the music to be 
properly heard – was decidedly mixed. While no individual element in Le sacre goes dramatically beyond 
what Stravinsky established in Petrushka, the consistency of the assault on traditional musical procedures 
results in a score that is a great deal more disruptive. This rupture of musical boundaries, however, cannot 
be disentangled from the requirements of the subject matter: While the scenario for Petrushka concerned 
a group of animated puppets who behave, at least in stretches, like civilized humans – dancing, courting, 
or basking in a festive fairground atmosphere – the stage action for Le sacre upended contemporary 
societal values and demanded a score that would do the same. 
 
The legacy of Le sacre is surely its rhythmic complexity. The thirty-five-minute score contains hundreds 
of time signature changes, and even when more than a handful of measures at a time are of the same 
length, an unpredictable pattern of accents or other rhythmic inflections ensures that the pulse will feel 
unstable. In the relatively placid opening section, various wind soloists are independently introduced, 
piling up one by one to generate a complex texture of a dozen different ideas, all heard simultaneously. It 



is impossible to hear everything at once, but most of the individual lines would sound rather normal if 
taken out of context and heard in isolation. As the piece evolves, however, melodic material gradually 
disintegrates, so that by the closing measures of the “Sacrificial Dance,” all that remains is the angular, 
willfully asymmetric machinery of a savage ceremony plummeting toward its grim conclusion. 
 
Allowing rhythm to dictate the musical language at the expense of melody did not sit well with some 
musical scholars. Cecil Gray, in his 1923 Survey of Contemporary Music, went so far as to argue that 
rhythm in isolation loses all meaning, and thus ceases to communicate even true rhythmic information: 
“In sacrificing everything to [rhythm], Stravinsky has, with admirable poetic justice, lost it.” The same 
criticism was echoed by Theodor Adorno in his 1949 Philosophy of Modern Music: “Rhythm is under-
scored, yet split off from musical content.” Both of these writers framed their criticism in the context of 
what they found to be a paucity of melodic material in Le sacre, along with other works by Stravinsky that 
would follow shortly afterward. Their criticism boils down to a lament over melody’s loss of primacy, con-
veniently reinforced by a vague assertion that the gains made by rhythm are illusionary. 
 
But they are not illusionary. As composers throughout the rest of the twentieth century would come to 
explore on their own, the question of whether a quarter note should be followed by an eighth or a 
sixteenth is just as pertinent as that of whether a C should be followed by a D or an E. The difference is 
that, in the centuries of music in which regular meter was assumed, composers’ rhythmic decisions were 
implicitly constrained by the de facto requirement that everything sum up to nice, equally sized parcels; at 
a certain point, the decision of what duration the next note should have would be already made, as it 
would be whatever part was necessary to complete the whole. Remove the expectation of regular meter 
and the entire playing field changes: a listener who has been conditioned to internalize a certain degree of 
metric regularity is instead forced to engage each new rhythmic event without the benefit of being able to 
guess what might come next. In the years following Le sacre, as composers in the first half of the 
twentieth century tried to find ways to respond to a world torn apart by war, the disorientation provided 
by a fully unpredictable rhythmic structure became a powerful resource. Perhaps Gray, Adorno, and 
others were responding not to “modern” music’s lost message, but to its bracing honesty. 
 
In that same New York Times article, Stravinsky was quoted as expressing his disappointment with the 
negative reaction to Le sacre’s opening run, empathizing with the dancers, who were receiving so little 
respect from the public “after a hundred rehearsals.” (The orchestra, conducted by the legendary Pierre 
Monteux, required nearly twenty rehearsals on its own.) He also made a surprisingly prescient prediction: 
“No doubt it will be understood one day that I sprang a surprise on Paris, and Paris was disconcerted. But 
it will soon forget its bad temper.” What Stravinsky could not have known was that he would live for 
nearly sixty more years, long enough to see Le sacre cement its reputation as the most iconic work of its 
time, and himself recognized as one of the towering compositional figures of his own or any era. In fact 
Stravinsky’s style evolved dramatically over the course of his career, and Le sacre would prove to be but one 
step along the composer’s extraordinary life journey. Later on, he seemed to regard the piece with a kind 
of detached awe, and even made some attempt to distance himself from his role in creating it, reflecting, 
“I am the vessel through which Le sacre passed.” Nonetheless, no other piece of the entire twentieth 
century more compellingly captures all of the flavors and tensions of its place and time, and Stravinsky’s 
authorship of it will guarantee his place in history for as long as there is music. 

–EL 
 
 



!  A B O U T  T H E  A R T I S T S  "  
 
Eric Lindholm has been the conductor of the Pomona College Orchestra since Fall 1995, and he is a 
member of the music department’s full-time faculty. As a conductor of professional orchestras, he has 
performed across the United States, as well as in Germany, Switzerland, the Czech Republic, Romania, 
Poland, Bulgaria, and Brazil. He has led two programs with the Festival Strings Lucerne, including one 
for the Prague Autumn International Music Festival in that city’s famed Dvo!ák Hall, and most recently 
appeared with the Folkwang Kammerorchester Essen. Mr. Lindholm holds the distinction of having won 
prizes at major international competitions for both conducting (Besançon 1993) and composition 
(Mitropoulos 2007). His music has been performed in the United States and Greece, and last year saw 
the premiere of his most recent composition, Prélude à l’après-midi d’op. 38 for cello and piano. Still active 
as a cellist, he has performed major solo works or sonatas by Bach, Brahms, Prokofiev, Barber, and 
Britten on the Friday Noon Concert Series. 
 
Johnny Wang began studying piano at the age of five. Although born into a non-musical family, he 
quickly demonstrated keen intuition and great potential in music. When he was seven years old, Johnny 
pointed at a violinist and made clear that he also wanted to learn the violin. Demonstrating intense 
passion for music, Johnny picked up the flute at the age of nine. In 2007, Johnny served as the assistant 
concertmaster of the Tianmu Junior High School String Orchestra, as the orchestra captured first place 
in the National Junior High School String Orchestra Competition in Taiwan. After immigrating to the 
United States in eighth grade, he enrolled in a junior high school without an orchestra program, so he 
participated in the band as a flautist. Johnny later joined the competitive Diamond Bar High School 
Symphony Orchestra as a freshman. Throughout high school, Johnny was part of honor orchestras such 
as the CODA Honor Symphony Orchestra, CMEA/CODA All State Honor Orchestra, and All 
Southern California High School Honor Orchestra, of which he was the concertmaster in 2013. As a 
pianist, he passed the Associated Board of Royal Schools of Music Exam Grade 8 in 2008. He 
participated in competitions such as the Southwestern Youth Music Festival in 2010 and 2011 as he 
captured prizes in different categories. Johnny performed various recitals in Taiwan and in Southern 
California, and he was featured during the Diamond Bar Community Spotlight on the Arts. Johnny is 
currently a freelance pianist and violinist, and he has been performing at various fundraising and com-
munity events.  
 
The Pomona College Orchestra has a long tradition as an important creative and cultural outlet for the 
students, faculty, and staff of the Claremont Colleges. Its roster for these concerts includes representatives 
from all five of the undergraduate colleges, as well as Claremont Graduate University and the Claremont 
School of Theology. While the members of the orchestra reflect the great diversity that is characteristic of 
the College, they demonstrate unity in their commitment to the music they rehearse and perform. The 
orchestra’s repertoire last semester included works by Humperdinck, Wagner, and Copland, and they 
provided live music for three performances of Inland Pacific Ballet’s Nutcracker in Bridges Auditorium. 
The season will conclude in April with Berlioz’s Grande Messe des morts, in collaboration with the Pomona 
College Choir and the University of Redlands Chapel Singers. The orchestra rehearses twice a week and 
is always open to additional participants. For information, please send an email message to 
elindholm@pomona.edu. 
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Jedrik Chao, Ryan Luo, and Jon van Harmelen, managers 
 
Violin I 
Albert Chang, concertmaster 
Shaina Brady 
Ryan Luo 
Olivia Zalesin 
Paula Burkhardt 
Jessica Tan 
Catherine Dugan 
Laura Epstein 
Blair Crossman 
Johnny Wang 

Violin II 
Zach Schwartz, principal 
Shanel Wu 
Clara Shelton 
Maya Martirossyan 
Nahlee Lin 
Ben Graubart 
Alyse Winchester 
Aaron Tsai 
Grace Lamdin 
Jonathan Wright 

Viola 
Jedrik Chao, principal 
Sean Aldas 
Kristen Park 
Mikayla Reine 
Celeste Melamed 
Caitlin Olsen 

Cello 
Alex Chong, principal 
Kevin Chung 
AJ Bush 
Diane Lee 
Alice Chung 
Will Buchholtz 
Nick Browne 

Bass 
Connie Deeter, principal 
Karen Black 
Peter Doubrovsky 

Flute 
Hannah Hatchell (also piccolo) 
Anatolia Evarkiou-Kaku (also alto flute) 
Eve Beausoleil (also piccolo) 
Oboe 
Alex Putman  
Eron Smith 
Alma Zook (English horn) 
Ben Cohen 
Jennifer Spier (English horn) 
Clarinet 
Marie Kirkegaard (also E-flat clarinet) 
Warren Lee 
Kelsey Procter (also bass clarinet) 
Bassoon 
Jennifer Chai 
Laura Skow 
Sara Goya (also contrabassoon) 
Horn 
Don Lawrence 
Amy Ruskin 
Audrey Lamprey 
Danielle Ondarza (also tenor tuba) 
Trumpet 
Abram Sanderson (also piccolo trumpet) 
John Aranda 
Kyle Metcalfe 
Trombone 
Rachel Fidler 
Paul Koenig 
Noah Gladstone (bass, also bass trumpet) 
Tuba 
Stephen Klein 
Timpani/Percussion 
Katie Shepherd 
Jon van Harmelen 
Jason Goodman 
Judy Chilnick 
William Appleton 
 

 


