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Cello Concerto in B Minor, op. 104

Allegro

Adagio, ma non troppo

Finale: Allegro moderato-Andante-Allegro vivo

Antonín Dvořák
(1841-1904)

Tommy Mesa, cello

Run Time

The total run time of this concert is approximately 2 hours, with one 15-minute intermission. The concert will end approximately at 9:00pm.

About Boston Landmarks Orchestra

CHRISTOPHER WILKINS was appointed Music Director of the Boston Landmarks Orchestra in the spring of
2011. Since then, he has expanded the orchestra’s mission of making great music accessible to the whole
community. He has also helped develop the orchestra’s Breaking Down Barriers initiative, making accessibility a
priority in all aspects of the orchestra’s activities.

Mr. Wilkins also serves as Music Director of the Akron Symphony. As a guest conductor, Mr. Wilkins has
appeared with many of the leading orchestras of the United States, including those of Chicago, Cincinnati,
Cleveland, Dallas, Detroit, Houston, Indianapolis, Los Angeles, Pittsburgh, and San Francisco. Previously, Mr.
Wilkins served as Music Director of the Orlando Philharmonic, the San Antonio Symphony, and the Colorado
Springs Symphony.

He has served as associate conductor of the Utah Symphony, assisting Joseph Silverstein; assistant conductor of
the Cleveland Orchestra under Christoph von Dohnányi; conducting assistant with the Oregon Symphony under James DePreist; and was a
conducting fellow at Tanglewood. He was winner of the Seaver/NEA Award in 1992.

Born in Boston, Mr. Wilkins earned his bachelor’s degree from Harvard College in 1978. He received his master of music degree at Yale
University in 1981, and in 1979 attended the Hochschule der Künste in West Berlin as a recipient of the John Knowles Paine traveling fellowship.
As an oboist, he performed with many ensembles in the Boston area, including the Berkshire Music Center Orchestra at Tanglewood, and the
Boston Philharmonic under Benjamin Zander.
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Holberg Suite: 1 movement Edvard Grieg

(1843–1907)

Sinfonietta: Allegro furioso

(3 movement)

Coleridge-Taylor Perkinson

(1932–2004)

“Come Thou Fount of Every Blessing” Robert Robinson

(1735-1790)

arr. Marcus Hurt

(https://www.landmarksorchestra.org/programs/pines-of-rome/mariana-green-hill-headshot/)

MARIANA GREEN-HILL is Founder and Director of Four Strings Academy, an intensive string program held
during the summer geared to children, ages 4-18 and some adults, demonstrating the potential to become
professional musicians and love for the art form.

Along with these responsibilities, she currently serves as Artistic Advisor to the Artistic Director of Project STEP
program located in Boston’s Symphony Hall, where she teaches, coaches and advises students and parents
grades K-12. Ms. Green-Hill also performs in various venues as a soloist and chamber musician and teaches

privately and as a member of the New England Conservatory’s Preparatory Division.

Ms. Green-Hill is a multi-prize Winner of The Sphinx Competition as well as the recipient of the 2009 Sanford Allen Award in recognition of her
“artistic merit, persistence, and extraordinary achievement.” She has also won first place in the Boston Symphony Orchestra and the Harry and
Marion Dubbs Competitions. Ms. Green-Hill has been a featured guest soloist with the New Jersey, Memphis, Detroit, and Boston Symphony
Orchestras and The Boston Pops. In addition to her solo performances, she is an experienced chamber and orchestral musician. The Amaryllis
String Quartet, of which she was a member, was awarded First Prize in the prestigious Fischoff Chamber Music Competition (Jr. Division).  Ms.
Green-Hill has performed with YoYo Ma, Pamela Frank, Lynn Chang, Marcus Thomson, and with members of the Houston and Pittsburgh
Symphony Orchestras. She was also a member of the Young Eight String Octet for six seasons.

Guest Artists

(https://www.landmarksorchestra.org/programs/american-virtuosos/tommy-mesa-headshot/)

DR. TOMMY MESA, Cuban-American cellist, has established himself as one of the most charismatic, innovative, and engaging performers of his
generation. He is the recipient of the 2023 Sphinx Medal of Excellence Award, First Prize in the 2016 Sphinx Competition, and Winner of the
Astral Artists 2017 National Auditions. He has appeared as soloist with major orchestras such as The Philadelphia Orchestra, The Los Angeles
Philharmonic at the Hollywood Bowl, The Cleveland Orchestra, Indianapolis Symphony Orchestra, New Jersey Symphony Orchestra.

Highlights in the 2022/2023 and 2023/2024 seasons include premiering and touring Jessie Montgomery’s Divided for solo cello and orchestra,
around thirty recitals, a residency at Colburn Conservatory, curating and performing chamber music programs with the Indianapolis Symphony
Orchestra, debut concerto recording with Sphinx Virtuosi on Deutsche Grammophon, and duo recording projects with Olga Kern, JP Jofre, and
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Michelle Cann. Next season’s venues will include Carnegie Hall, Philadelphia Chamber Music Society, The
Supreme Court of the United States, Colburn School of Music, Kohler Foundation and numerous others.

Ambassador Program

Started in 2022, the Ambassador Program aims to seasonally employ enthusiastic, music-loving folks from a
variety of backgrounds, representing the diversity of Boston’s neighborhoods. With 54% of our Ambassadors
speaking more than one language—including Spanish, Portuguese, and French—they help spread the word of
Boston Landmarks Orchestra to a vast number of Boston communities, including Roxbury, Jamaica Plain, East

Boston and more. From promoting our concerts in their own neighborhoods, to helping patrons both new and familiar navigate the Esplanade,
our Ambassadors are here to engage as many people as possible, promoting Boston Landmarks Orchestra’s mission of building community
through great music.

Podium Note: American Virtuoso

by Christopher Wilkins

I came to discover what young Americans have in them and to help them express it…
The new American school of music must strike its roots deeply into its own soil.

Antonín Dvořák in 1892
explaining his purpose as Director of the National Conservatory in New York

Leonard Bernstein was the most influential American musician of his time—perhaps of all time. Gershwin and Ellington were at least as
talented, but no one had “Lenny’s” charisma. America’s hippest composer, it turned out, was also a damn good conductor; and then one of the
greatest innovators in Broadway history morphed into an astonishingly gifted music educator. Audiences were spellbound. For the first time,
symphonic music was cool—because Bernstein made it so.

He leapt into the limelight in November of 1943—at the age of twenty-five—when he substituted on short notice for conductor Bruno Walter at
the New York Philharmonic. Two months later, he conducted the first performance of his Symphony No 1 Jeremiah with the Pittsburgh
Symphony. Three months after that—in April 1944—his ballet Fancy Free opened at the old Metropolitan Opera House, with scenario and
choreography by Jerome Robbins.

Immediately, Bernstein and Robbins got to work adapting Fancy Free into a full-length musical. The basic storyline was the same—three sailors
on leave in New York City, looking for girls—but they invented new plot lines and developed the characters more fully. Bernstein wrote fresh
music for all of it. “There was not a note of Fancy Free music in On the Town, Bernstein said. “We started from Square One with a totally new
series of conceptions, different plot ideas, different scenarios…”

When it opened on Broadway on December 28, 1944, On the Town introduced a new kind of urban swagger to the Broadway stage. The
creative team hired a mixed-race cast, representing interracial couples on stage touching and holding hands, a first for Broadway. Later in the
run, the push to broaden racial representation extended to the orchestra as well, including the hiring of Everett Lee, who became the first Black
conductor of a mainstream Broadway show. The same team made interracial relationships a central theme of their later creation, West Side
Story.

Gene Kelly attended the opening of On the Town. “I loved it so much I phoned Hollywood that evening,” he wrote. By 1949, On the Town had
become a much-loved film, starring Kelly and Frank Sinatra. In the transition from stage to film, much of Bernstein’s score was cut.
Surprisingly, what was not cut was some of the more modernistic music that gave the score its bite—what stage director George Abbott referred
to as “that Prokofiev stuff.”

Bernstein’s 1946 suite of three dances from the musical begins with some of “that Prokofiev stuff”: punched dissonant chords launching the
opening sequence of dance rhythms. The music comes from a scene in which the sailor Gabey falls asleep on the subway, dreaming that meets
the winner of the New York City subway’s beauty pageant, Miss Turnstiles, and sweeps her off her feet. The second movement is a full-orchestra
setting of “Lonely Town,” in which one of the sailors meets a young girl in Central Park:

Unless There’s Love
The World’s an Empty Place
And Every Town’s
A Lonely Town

The third is from the finale of Act I, in which the entire ensemble hits the bars in Times Square. It features the best-known song from the show,
“New York, New York,” a high-energy, brash, jazz-infused love song to the Big Apple:

New York, New York, a helluva town.
The Bronx is up, but the Battery’s down.
The people ride in a hole in the groun’.
New York, New York, it’s a helluva town!

George Whitefield Chadwick had an outsized influence on American music from the turn of the twentieth century through the years of World
War I. He served as President of the New England Conservatory from 1897–1930, where he elevated performance standards, brought new rigor
to the curriculum, and invited members of the Boston Symphony to join the faculty. His students included some of the most prominent
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American composers of the twentieth century, including two whose works the Landmarks Orchestra has performed regularly: Florence Price and
William Grant Still. As a teacher, Chadwick had a reputation for being demanding, but also fair-minded and immensely affable. “Chadwick was
no Boston stuffed shirt” writes cultural historian Joseph Horowitz. “His métier was merriment.”

The Scherzo from his Second Symphony revels in what Horowitz describes as Chadwick’s “sunshine mode… a plausible point of reference is
Winslow Homer’s poetic boyhood romps.” Its key and character might remind listeners of the scherzo from Mendelssohn’s Scottish Symphony,
but the ebullience is purely American. The instrumentation for the scherzo is slightly reduced compared to the other movements of this
symphony—no trombones and two horns rather than four—in a nod to the early Romantic precedents of Mendelssohn and Schumann.

Coincidentally or not, the rhythm in the opening bars—three rapid notes with the beat falling on the second—is the same rhythm William
Dawson employs in the first movement of his Negro Folk Symphony, where it represents hand clapping and foot stomping. While Chadwick’s
inheritance is Bostonian Scotch-Irish rather than African American, in both cases the rhythm and exuberance are unmistakably American.
Chadwick’s elegant handling of musical architecture and his masterful orchestrations were models for generations of American composers. His
best works should be staples of the repertoire, but at present are the farthest thing from it.

Two years after Gene Kelly starred in and direction the film adaptation of Leonard Bernstein’s On the Town, he again starred in the 1951 film,
An American in Paris, directed by Vencente Minnelli. At the climax of the film, Kelly created choreography for the entire 17 minutes of. In fact,
Gershwin had repeatedly referred to his work as a “rhapsodic ballet.”

George Gershwin created the opening theme for his An American in Paris as early as 1926, when he wrote it on a thank-you card to friends
he was visiting in Paris. Two years later, he was playing around with the theme on his piano in his apartment on 316 West 103rd Street, when
he hit upon an idea. He was keen on developing the material in a “French” way, as Debussy or Milhaud might. The problem was how to build a
larger structure for his tone poem. He later recalled what came to him as he stared out the widow toward the Hudson:

I love that river and I thought how often I had been homesick for the sight of it, and then the idea struck me—an American in Paris, homesickness, the blues….
I thought of a walk on the Champs Elysées, of the honking taxi, of passing a building which I believed was a church… There are episodes on the Left Bank, and
then come the blues—thinking of home, perhaps the Hudson. There is a meeting with a friend, and after a second fit of blues, a decision that in Paris one may
as well do as the Parisians do.

The idea of portraying taxi horns became the most famous feature of his new work. Arriving in Paris later that spring, his host took him
shopping aty the various shops that sold equipment for motor cars. He ended up with quite a collection. The duo-pianists Jacques Fray and
Mario Braggiotti recalled seeing “about twenty” taxi horns sitting on the piano in his Paris hotel room. Ultimately George selected four to use in
his music, but exactly which four they were matters, because taxi horns generally sound a specific pitch. Getting those pitches right seems
important. And until Mark Clague, editor-in-chief of the new Gershwin critical edition had done his research, it had been assumed that the
pitches were: A, B, C, and D. Clague came to realize that those were likely designations of particular horns as Gershwin had labeled them. He
might as well have called them: 1, 2, 3, and 4. Based on the premiere recording, which Gershwin oversaw (and played keyboard on) in 1929,
the pitches were actually: A-flat, B-flat, D, and a low A. We perform the correct pitches tonight, and gratefully acknowledge the generosity of
the University of Michigan and Jonathan D. Smith, DMA, Percussion Program Manager for making their specially-created taxi horns available to
us.

In 1934, Gershwin organized a radio show of his own music in order to fund his plans to create and produce Porgy and Bess. On December 9,
1934, he performed excerpts from An American in Pairs with a studio orchestra, and gave a succinct description of the work’s narrative:

It describes an American’s visit to the gay and beautiful city of Paris. We see him sauntering down the Champs Elysées, walking stick in hand, tilted straw hat,
drinking in the sights, and other things as well. We see the effect of the French wine, which makes him homesick for America. And that’s where the blues
begin. He finally emerges from his stupor to realize once again that he is in the gay city of Paree, listening to the taxi horns, the noise of the boulevards, and
the music of the can-can, thinking, “Home is swell! But after all, this is Paris—so let’s go!”

Antonín Dvořák’s music grows from his native soil, as much as any composer’s. And yet, as the international fame of this revered Czech
composer grew, he became increasingly interested in the development of new music in other lands. His two-plus years living in New York and
Iowa yielded some of his greatest and best-loved music, including the “New World” symphony; the “American” string quartet; the E-flat major
string quintet, the American Suite; and the Cello Concerto. Yet, despite his exploration of musical sources native to this continent—especially
his awareness of the Negro Spiritual tradition through Harry T. Burleigh’s influence, and his interest in Native American subjects and music—the
cello concerto is rarely considered anything other than quintessentially Czech.

There are American aspects of the Cello Concerto to be sure. The work might never have come into being had Dvořák not heard the Irish-
American cellist-composer Victor Herbert perform his own Second Cello Concerto. And as discerning a musician as the cellist Lynn Harrell has
noted, “I have visited the house in New York where he wrote the Cello Concerto. To me, it is American in that it reflects a Bohemian’s immersion
in the American experience… It’s homesickness and love, but overall tinged with the success and he had in America.”

Nonetheless, key characteristics of the work tie it directly to Dvořák’s homeland. First, it was written for, and at the request of, the great Czech
cellist Hanus Wihan; the work is dedicated to him. Second, the work was written toward the conclusion of Dvořák’s stay in New York, and so it
makes sense that the work glances homeward. Finally, there was a personal loss that meant a great deal to the composer, and that in the end,
colored crucial portions of the work.

The first movement opens with a minor mode march, a darkly eloquent theme that circles back on itself twice. It is a potent idea that Dvořák
richly mines. The second theme is among the most lovely of all Dvořák creations. It is introduced first by the solo horn, where its nobility is
mixed with intimacy. When the cello enters, it is on top of a surprise major chord in the trombones, transforming the first theme now into the
major mode, and a more heroic attitude. When the cello plays the second theme, it too takes on a new color, one of sadness and melancholy.
The whole of the movement is filled with felicitous choices in melodic invention and tone coloration, especially in the many exchanges between
soloist and the winds.
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The final two movements are among the most personal he ever composed. They sing of deeply personal experience, and of family loss. There is
no finer or more succinct description of the music and its subject than Michael Steinberg’s:

The adagio begins in tranquility, but this mood is soon broken by an orchestral outburst that introduces a quotation from one of Dvořák’s own songs, sung by
cello in its high register and with tearing intensity. The song, the first of a set of Four Songs, Opus 82, composed in 1887-1888, is Kéž duch můj sám (Leave
me alone). It was a special favorite of Dvořák’s sister-in-law, Josefina Kaunitzová. Thirty years earlier, Dvořák had been deeply in love with the then sixteen-
year-old Josefina Čermáková, an aspiring actress to whom he gave piano lessons. The love was not returned, and Dvořák eventually married Josefina’s
younger sister Anna. Something of the old feeling remained, and the song intruded on the Concerto when the news of Josefina’s illness reached Dvořák in New
York. Josefina died 27 May 1895, a month after the Dvořák’s return to Prague, and it was in her memory that Dvořák added the coda—elegiac and agonized—
to which he did not want Wihan to add his cadenza. Here is how Dvořák described this passage: “The Finale closes gradually diminuendo, like a sigh, with the
reminiscences of the first and second movements—the solo dies down to pp, then swells again, and the last bars are taken up by the orchestra and the whole
concludes in a stormy mood. That is my idea, and I cannot depart from it.”
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