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Program notes by Tess Reagan, University of North Texas MA Musicology student. 
Edited by Brian Anderson, Ph.D., University of North Texas Senior Lecturer of Music 
History Pedagogy. 
 
Pyotr Ilyich Tchaikovsky (May 7, 1840–November 6, 1893) 
Symphony No. 6 in B Minor, Op. 74, Pathétique (1893) 
 

I. Adagio–Allegro non troppo 
II. Allegro con grazia  
III. Allegro molto vivace  
IV. Adagio lamentoso  

 
The title of Tchaikovsky’s Sixth Symphony, “Pathétique” tends to be 
misleading. Although the word appears to resemble the English word 
“pathetic,” the title is derived from the Russian “Pateticheskaya,” meaning 
“emotional” or “passionate.” On October 28, 1893, the composer conducted 
the Symphony’s premiere. The reception was not overly negative, nor entirely 
positive. Tchaikovsky wrote, “it is not that it displeased, but it produced some 
bewilderment” (David Brown, The Final Years, 444). Nine days later, he had 
passed away.  
 
Tchaikovsky had stated that the Symphony was programmatic, yet no clear 
program was ever revealed. Scholars have offered many interpretations of 
the symphony. Some understand the work’s medley of moods as flickers of 
memories, while others argue the work predicted Tchaikovsky’s death or 
illuminated Tchaikovsky’s deepest confessions. Roland John Wiley claims that 
each of the composer’s late works function as fragments of a larger, 
overarching “farewell” to life, while Marina Ritzarev, by contrast, has sought 
to understand the Symphony through spirituality and the Passion of Christ. 
Others resist these interpretations, as Tchaikovsky’s death was sudden and he 
remained musically and socially active in his final years. These readings are 
complicated by Tchaikovsky’s tendency to incorporate exceptionally 
connotative musical material in his works. Thus, the Symphony remains an 
enigma, enticing listeners to speculate as to what exactly Tchaikovsky meant 
to convey through the piece.  
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The first movement, Adagio–Allegro non troppo, achieves its dramatic effect 
through sudden changes in mood, as well as its unusual treatment of sonata  
form. The sorrowful opening bassoon solo, urgent double-forte figures in the 
brass, and a Russian Orthodox funeral service chant quoted by the  
trombones all seem to invoke death. Yet these topics are paired with a 
heartfelt lyrical theme that reflects many of Tchaikovsky’s love themes, 
especially that of Tatiana’s from his opera Eugene Onegin. Although the 
movement is based broadly on classical sonata form, with three main 
sections, the three sections are by no means equal. The exposition takes up 
almost half of the first movement’s performance time, while the development 
is much shorter and more concise. While the recapitulation typically restates 
material from the exposition, Tchaikovsky subverts expectations; After the 
return of the first theme from the exposition, listeners are met with alarmingly 
grim new material instead of a transition into the familiar second theme. By 
adjusting the proportions in this way, the return of the lyrical theme becomes 
even more powerful.  
 
The second movement, Allegro con grazia, is a warm and delicate waltz. The 
time signature, 5/4 instead of the typical 3/4, adds a unique lilt to the typically 
steady and predictable dance form. The D major section leads to the more 
mysterious B minor trio, where the addition of soft and unceasing pulsations 
from the timpani and basses creates a slightly unsettling, even haunting 
atmosphere. The opening material returns, followed by a coda, where an 
ascending scalar figure in the strings is set against a descending line in the 
winds and brass. The cellos pass a falling fragment to the woodwinds and 
horn. The movement concludes with a soft pizzicato in the strings before the 
satisfyingly warm horns, bassoons, and clarinet settle on the tonic chord of D 
major.  
 
The third movement, Allegro molto vivace, best illustrates Rudolph Réti’s 
argument that Tchaikovsky creates a united whole out of a wide variety of 
ideas in the Pathétique, whereas classicists had sought to create unity by 
expanding on a single musical idea. Consisting of two large sections and a 
multitude of distinct musical ideas, the opening alone moves through several 
keys, from G major to E minor and B minor. The brass interjects abruptly with a 
triplet figure leading to a marcato descending scale, and a lively and 
eventually brazen—or ironic—march soon dominates, holding its own even as 
previous themes return. Through these extended transitional sections, 
Tchaikovsky crafts a myriad of ideas into a cohesive whole.  
 
 

continued on following page 



 

 

Shockingly, the fourth movement of the Symphony is slow and funeral-like,  
of the first movement’s mournful opening bassoon solo. The finale of a 
symphony typically serves to resolve and conclude the piece with satisfying 
gusto, but by following the electrifying third movement with such profound 
bleakness, Tchaikovsky undoes the sense of triumph that the previous 
movement established. Perhaps Tchaikovsky sought to produce a kind of 
jarring denial or bewilderment in listeners. The Pathétique reminds us that 
music’s power often lies in what it leaves unresolved. 
 
Near the end of the work, a descending line in the strings augmented by 
weighty sforzandos and slurred triplets in the basses creates an unsettled 
acoustic haze, which fades into an almost undetectable quadruple piano. 
Even as the string players’ bows continue to move, their sound becomes 
imperceptible. Scholar Roy Sorensen writes, “The boundary between 
representing absence and an absence of representation is left poignantly 
indefinite.” The listener is left to sit with a feeling of ambiguity.   
  
Anton Webern (December 3, 1883–September 15, 1945) 
Im Sommerwind (1904) 
 
In the summer of 1904, while at his family home “The Preglhof” in the 
southernmost region of Austria, twenty-year-old Anton Webern put pen to 
paper and wrote one of his first pieces for full orchestra, Im Sommerwind. 
Translated to “in the summer wind,” Im Sommerwind is an idyll (or tone poem) 
for large orchestra based on a poem from Bruno Wille’s 1901 essay “Erkenne 
dich selbst” (Know Thyself). Wille’s writing is a paean to nature, a poem 
meant to be sung that invokes joy or triumph. It is easy to understand how, 
surrounded by the winding Drava River and breathtaking Central Eastern 
Alps, Webern might have been inspired by the picturesque prose depicting a 
rural landscape on a summer’s day. The piece is considered the clearest 
example of how the composer applied nineteenth-century devices to depict 
nature through music. That autumn, Webern would begin his studies with 
composer Arnold Schoenberg, whose development of the atonal twelve-
tone technique would profoundly shape twentieth-century music. Im 
Sommerwind, however, predates their work together, and reflects both 
Webern’s emerging musical personality and the influence of the late-
romantic composers such as Wagner, Strauss, and Mahler, whom he 
admired.  
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Beginning with a barely audible pedal in the basses, the tonic chord of D  
major builds gradually, grounded and ancient even as harmonies dance 
dynamically around it is notable that, in addition to a variety of percussion 
and wind instruments, the score calls for two harps, six horns, and a string 
section capable of being split into sixteen parts, resulting in a sweeping, 
luscious sound reminiscent of Wagner or Strauss. Distinct musical topics are 
passed from one solo instrument to the next: oboe, flute, and violin. As the 
piece progresses, loosely following stanzas 1–6 of Wille’s text, the lively texture 
continuously oscillates between delicate, personable solos, noble chorales, 
and intense, grandiose, brilliant tutti sections. When D major reappears at last, 
the strings, nearly inaudible, gently fade away.  
 
For years, Im Sommerwind remained unperformed. Webern himself never 
heard the piece played. While University of Washington professor Dr. Hans 
Moldenhauer was investigating the cause of Webern’s sudden and 
contested death, he discovered the unpublished work. In 1962, the University 
of Washington School of Music sponsored the first International Webern 
Festival held in Seattle, Washington. At the festival, Conductor Eugene 
Ormandy led the Philadelphia Orchestra in the world premiere of Im 
Sommerwind, almost sixty years after its composition. Webern’s eldest 
daughter, Mrs. Amalie Webern Waller, was seated in the audience. Soon 
after, American sheet music publisher Carl Fischer published the piece, 
making it accessible to the public for the first time.  
 
Pyotr Ilyich Tchaikovsky (May 7, 1840–November 6, 1893)  

1812 Overture, Op. 49 (1882)  
 
Napoleon Bonaparte had full confidence in his seemingly inexhaustible army 
when he ordered the invasion of Russia in 1812, but the campaign proved to 
be a disastrous blunder. Napoleon abandoned his forces and fled, eventually 
falling from power. To honor the heroic efforts of the Russian soldiers and to 
thank God for “the Divine Providence of Our Beloved Fatherland,” (Wortman, 
Komarov’s account of the 1883 Coronation Festivities) Tsar Alexander I 
announced that a cathedral would be built. Construction began in 1839. 
Over forty years later, the Cathedral of Christ the Savior was completed, its 
golden cupolas visible across Moscow. The Russo-Byzantine architecture 
displays Russia’s cultural independence as the country sought to distinguish its 
artistic accomplishments from Western European Classicism.  
To celebrate the completion of the cathedral and the events of 1812, 
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Tchaikovsky was asked to write an overture; he accepted, and in under a 
week, the piece was complete. The 1812 Overture was written at a time 
when traditional concert overtures had become almost obsolete; the 
younger generation of composers preferred the symphonic poem. Yet its 
historical topic, a celebration of the events in 1812, seemed to call for the 
Overture to be written in a more traditional style. 
 
1812 Overture features Russian nationalistic motifs throughout, as well as La 
Marseillaise, the national anthem of France. The juxtaposition of these themes 
amidst spectacular orchestral effects such as bells and cannon fire represents 
the conflict of 1812. The overture proceeds in an episodic manner, with each 
short section leading smoothly to the next, from solemn prayer to triumph. The 
Russian hymn “O Lord, Save Thy People,” opens the overture. Conveying a 
spirit of reverence and prayer, the stately chorale is led by the strings before it 
is passed to the upper winds. After dialogue between the two groups, 
momentum increases. With a hit of the timpani, a recognizable march motif is 
introduced by the horns, oboes, and clarinets. As tumultuous runs sweep 
listeners into a battle-like atmosphere, La Marseillaise is introduced by the 
horns and trumpets. Between the battle themes, melodies such as the Russian 
folk song “U Vorot Vorot” offer only a brief respite. The return of the opening 
hymn, this time with significantly expanded orchestration, leads to a grand 
rendition of “God Save the Tsar,” the national anthem of the Russian Empire. 
  
Many of Tchaikovsky’s works evoke a sense of theatricality, and the 1812 
Overture is no exception. The piece’s performance at the consecration of 
the cathedral in 1883 included real cannon fire, supplemented by the bells of 
the cathedral. The work remains one of the most pictorial in Tchaikovsky’s 
oeuvre and is beloved by many due to its thrillingly festive energy and 
sensational, cinematic orchestration.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

Biography 
 
The 2026–2027 season marks Maestro David Itkin’s 22nd season as Music 
Director and Conductor of the Abilene Philharmonic and his 19th year serving 
as Professor of Music and Director of Orchestral Studies at the University of 
North Texas College of Music, where his recent performances have included 
Mahler’s Symphony No. 6, Verdi’s Requiem, Beethoven’s Symphony No. 9, 
Puccini’s *Turandot*, Verdi’s *Otello*, Puccini’s *Tosca*, and Janáček’s *The 
Cunning Little Vixen*.  
 
Following a distinguished 17-year tenure, Maestro Itkin was named Conductor 
Laureate of the Arkansas Symphony Orchestra in July 2010. Previously, Mr. 
Itkin served as Music Director and Conductor of the Las Vegas Philharmonic, 
Artistic Director and Conductor of the McCall Summerfest in McCall, Idaho, 
and Music Director of the Lake Forest Symphony in Chicago, the Kingsport 
Symphony, the Birmingham Opera Theatre, and the Lucius Woods Music 
Festival in Wisconsin.  
 
During past seasons, Maestro Itkin’s career has taken him to 45 U.S. states and 
15 countries across Europe, the Middle East, and Asia, including concerts and 
recordings with the Winnipeg Symphony Orchestra, the Transylvania State 
Philharmonic, the Slovenska Filharmonija, the San Diego Symphony, and the 
Seoul Philharmonic. Other guests conducting appearances include concerts 
with the Colorado Philharmonic, the Annapolis Symphony, the National 
Repertory Orchestra, the Fort Worth Symphony, the Illinois Symphony, the 
Delaware Symphony, the New Hampshire Symphony, the Cheyenne 
Symphony, and the Indianapolis, Baltimore, and Reno Chamber Orchestras.  
During the summer of 2006, Maestro Itkin appeared once again with 
the Slovenska Filharmonija in Ljubljana, Slovenia, conducting the opening 
concert of the 14th World Saxophone Congress.  
 
His books, *The Conductor’s Craft* (2021) and *Conducting Concerti* (2014), 
have received wide acclaim. Leonard Slatkin “highly recommended” 
*Conducting Concerti* as “a valuable textbook for the aspiring Maestro,” 
and Samuel Adler wrote of *The Conductor’s Craft*, “a real breakthrough aid 
for anyone studying or teaching conducting at any level.” Mr. Itkin’s third 
book, *Right Back Where I Started*, was published in spring 2025.  
 
 
 
 
 
 
 
 
 
 
 
 



 

 

Symphony Orchestra Personnel 
 

Violin 1  
Seokhwan Choi ‡ 
Lucas Furtado 
Cijing Zuo 
Marlon Barrios 
Patis Intaramaha 
Chien Chou 
Ziyang Lyu 
Oscar Morales 
Pablo Cerdas 
Chloe Svadlenka 
Andrew Trevino 
Sophie Thiessen 
Weizhou Song  
 
Violin 2  
Ming-Wei Hsieh † 
Ethan Dunn 
Kewei Xu 
Travis Pota-Birkhoff 
LinTing Tseng 
Karen Gerardo 
Castrejon 
Arsenio Pena 
Mitchelle Cabrera 
Ray Hsu 
Phoebe Tang 
Hongrui Wang 
Ava Cossé 
  
Viola  
John Sharp † 
Madilynn Price 
Thomas Yupeng Cai 
Samuel Yi 
Jose Fiorentino 
Qianqian Fu 
Joab Chen 
Aiden Shannon 
Brittney Geurink 
Angel De Hoyos 
Ziyan Zeng 
Kseniya Klyukina 
Juan Mendoza 
Leonardo Sobral 

Cello 
Xinran Zhang † 
Ren-Jer Jong 
Emiko Wong 
Shae Cliften 
Michael Tynes 
Madeline Dykhouse 
Paul Trainor 
Claire Cabral 
Jonathan Scoggins 
Griffin Jones 
Chase Teague 
Maya Huber 
 
Bass 
Xuan Xu † 
Ruben Rodriguez 
Borges 
Savannah Hilterbrandt 
Catherine Willis 
Jacob O'Toole 
Joseph La Marca  
 
Flute 
Natalie Zeles * 
Kaitlyn Maresca 
Ella Pierce 
Anna Johnson ^# 
Kaitlyn Ritter 
 
Oboe 
Madeline Aranki *^# 
Alex Kang 
Brett Boyer 
 
Clarinet 
Jakob Lamadue * 
Riley Mazziotta 
Leah Price ^# 
Amber Lo 
Julia Daniels 

Bassoon 
Donovan Neal * 
Landon Murr # 
Grace Moon ^ 
 
Horn 
Jasmine Perry-Grice * 
Caleb Harold 
Sarah Gamble 
Justin Beyer ^# 
Eva Gomez 
Aiden Cartwright 
 
Trumpet 
Nicholas Moglia * 
Esther Jo 
Connor Williams # 
Annalise Rosati ^ 
Ryn Jenkins 
Trombone 
Britton Fugazzi * 
Christian Estades # 
Joseph Viviano 
 
Tuba 
Loghan Runnakko *# 
 
Harp 
Zöe Winn ^ 
Ella Kim 
Timpani 
Moses Ortiz † 
 
Percussion 
Rune Hale † 
Harris Garner 
Jonathan Williams 
William De Martini 
Molly Rivera 
 

‡ Concertmaster 
† Principal 

* Principal on 
Tchaikovsky 

^ Principal on Webern 
# Principal on 1812 

 


