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Piano Concerto in D minor, K. 466 
Wolfgang Amadè Mozart 
Born in Salzburg, January 27, 1756; died in 
Vienna, December 5, 1791 
 
Mozart’s D minor Piano Concerto, the first of only two 
that he wrote in minor keys, is exceptional among his 
works in never having faded even briefly from the 
repertoire. Incredible as it seems, there was a time—
around the turn of the nineteenth century—when his 
works fell out of favor. This particular Concerto, 
however, because of its dark mood—and despite its 
D major happy ending—became the darling of the 
Romantics, so much so that by 1890 composer Carl 
Reinecke was complaining that “if anyone does play a 
concerto by Mozart, 100 to 1, it will be the D minor!” 
 
Completed February 10, 1785, the Concerto was first 
performed the following day at a sold-out 
performance in the ballroom of the Viennese Hotel 
zur Mehlgrube. The orchestra could not have had 
much if any rehearsal, yet the Concerto went well 
enough to please even Mozart’s typically critical 
father, who had arrived from Salzburg the day of the 
performance. Leopold wrote to his daughter the day 
after the concert: “We arrived at one o’clock. . . . The 
copyist was still copying [K. 466] when we arrived, 
and your brother did not have time to play through the 
Rondo, as he had to supervise the copying. . . . The 
concert [the same evening] was magnificent and the 
orchestra played splendidly.” 
 
D minor was a key that Mozart invoked for 
heightened emotional states dealing with tragedy, 
dark influences, or fury—it is the key of the 
Commendatore’s music in Don Giovanni, the Queen 
of the Night’s famous aria “Der Hölle Rache” from 
The Magic Flute, and his final masterpiece, the 
Requiem. The D minor Piano Concerto opens 

turbulently,  the orchestra presenting most of the 
first movement’s material except for the lamenting 

theme with which the piano enters.  This theme, 
which emphasizes the opposing nature of the solo 
and orchestral roles, remains the exclusive property 
of the piano. The confrontation becomes especially 
intense in the development. 
 
Mozart employed the title “Romance” for his B-flat 
major slow movement, suggesting the world of vocal 
narrative. The lyrical refrain, introduced by the piano 

alone,  returns twice, alternating with a similarly 

lyrical episode  and a starkly contrasting stormy 

episode in G minor.  The latter reopens the first 
movement’s conflict between piano and orchestra. 

 
 
 
 
The “rocketing” theme of Mozart’s Rondo finale was 

much admired by nineteenth-century composers.  
It sets off a tempestuous movement—a blend of 
rondo and sonata form—which contains its share of 
contrasts. The impassioned mood is particularly offset 
by the downright playful theme in F major toward the 

end of the first episode  and the cheerful D major 
coda based on the same theme. In one of Mozart’s 
impish touches, the piano part ends on an unresolved 
chord, leaving the orchestra to polish off the final 

cadence.  
 
Regrettably, Mozart never wrote out any of his 
cadenzas for this Concerto, though he performed it 
frequently. One of the Concerto’s Romantic admirers 
was Brahms, who owned the autograph manuscript 
and as a young man wrote cadenzas for it. 
Beethoven, another great devotee, penned the 
cadenzas most often performed today. 

—©Jane Vial Jaffe 
 
Scored for solo piano, flute, 2 oboes, 2 bassoons, 2 
horns 2 trumpets, timpani, and strings 

 
 
 
Toward That Endless Plain, Concerto for Ney 
and Orchestra 
Reza Vali 
Born in Ghazvin, Persia (Iran), September 1, 1952 
 
Having begun his music studies at the Conservatory 
of Music in Tehran, Reza Vali went to Austria in 1972 
to study music education and composition at the 
Academy of Music in Vienna. Following graduation he 
moved to the United States and continued his studies 
at the University of Pittsburgh, receiving his Ph.D. in 
music theory and composition in 1985.  He has been 
a faculty member of the School of Music at Carnegie 
Mellon University since 1988. 
 
Vali has received prestigious commissions from the 
Pittsburgh Symphony Orchestra, Boston Modern 
Orchestra Project, Pittsburgh New Music Ensemble, 
Kronos Quartet, Seattle Chamber Players, and 
Arizona Friends of Chamber Music. His orchestral 
works have also been championed in the U.S. by the 
Seattle, Baltimore, and Memphis Symphonies and by 
Philadelphia’s Orchestra 2001; and his chamber 
works by the Cuarteto Latinoamericano, Pittsburgh 
New Music Ensemble, and Da Capo Chamber 
Players, in addition to those mentioned above. Vali’s 
music also has been performed in Europe, Chile, 
Mexico, Hong Kong, and Australia and is recorded on 




the Naxos, New Albion, MMC, Ambassador, Albany, 
and ABC Classics labels. 
 
Among numerous awards, Vali has received the 
honor prize of the Austrian Ministry of Arts and 
Sciences, two Andrew W. Mellon Fellowships, and 
grants from the Pennsylvania Council on the Arts and 
the Pittsburgh Board of Public Education. He was 
selected by the Pittsburgh Cultural Trust as the 
Outstanding Emerging Artist for which he received 
the Creative Achievement Award. 
 
Vali composed Toward That Endless Plain in 2005 on 
a joint commission from the Boston Modern 
Orchestra Project and the Los Angeles Chamber 
Orchestra. He chose to feature the ancient Persian 
flute, the ney, played by virtuoso player Khosrow 
Soltani, bringing together Eastern and Western 
traditions in order to depict the escape from conflict 
toward the serenity of peace, represented by the 
mystic trees. The ney, a wooden or cane flute of 
Middle Eastern origins, has been in use for some 
5,000 years. Ney players hold the instrument to one 
side against the teeth, blowing over the rim to 
produce the sound. The world premiere took place in 
Boston on March 10, 2006, conducted by Gil Rose, 
and the first Los Angeles performance took place on 
November 3, 2007, conducted by Jeffrey Kahane. 
The Concerto is dedicated to the memory Soltani’s 
wife, Farzaneh Navai, who died in 2004. The 
composer writes: 
 
“The title and the content of the work are inspired by 
a poem by the twentieth-century Persian mystic poet 
Sohrab Sepehri: 
 
 

I must depart tonight. 
Taking a suitcase, 
(the size of my loneliness), 
I must go, 
where the mythical trees are in sight. 
Toward that endless plain, 
that always, 
is calling me to itself. 
 

 
“The concerto consists of a prelude and three 
movements. The second and the third movements 
are connected by an interlude. Throughout the 
concerto, the solo ney characterizes “the seeker” 
(sâlek or ráhro in Persian), while the orchestra 
embodies the environment of the seeker (vâdi). 
 
“Prelude, The Abyss: The abyss of human ego. The 
environment of fear, terror, violence, and war. The 
music of the prelude is extremely harsh and 
dissonant. The sound of the sirens at the end of the 
prelude forebodes an impending catastrophe. 

“Movement I, Passage: The movement starts with the 
entrance of the solo ney playing in the somber 
Persian mode of byâte kord. The solo ney gradually 
ascends to higher registers moving through a series 
of tetrachords of the mode shoor and finally reaching 
the mode of homayoon at the end of the movement. 
 
“Movement II, Ecstatic Dance: The second movement 
is based on the two upper tetrachords of the Persian 
mode homayoon. The character of the movement 
recalls the mystic dance of the whirling dervishes 

(sámâ).  
 
“Interlude, Return (to the Abyss): The interlude is 
based on the thematic material of the prelude. The 
musical language again becomes harsh and 
dissonant. 
 
“Movement III, Descent and Dissolve: The third 
movement is based on the Persian mode of dashti. 
The musical material is closely related to the thematic 
material of the first movement. Also, a variation of the 
main theme of the second movement returns in the 
third movement.” 

—compiled by Jane Vial Jaffe 
 
Scored for solo ney, 2 flutes, 2 oboes, 2 clarinets, 2 
bassoons, 2 horns, 2 trumpets, 2 trombones, tuba, 
vibraphone, xylophone, bongos, tom-tom, tam-tam, 
cymbals, crotales, glockenspiel, chimes, siren, 
congas, bass drum, chimes, egg shakers, claves, 
guiro, temple blocks, drum set, dáf, dárábuka (or 
Persian tombák), piano, harp, and strings 
 
 
 

Nile Bride 
Nader Abbassi 
Born in Cairo, Egypt 
 
Program notes to come 
 
 
 

Scheherazade, op. 35 
Nikolai Rimsky-Korsakov 
Born in Tikhvin, Novgorod govt., March 18, 1844; 
died in Lyubensk, St. Petersburg govt., June 21, 1908 
 
The collection of ancient Persian-Indian-Arabian tales 
called The Arabian Nights’ Entertainments or A 
Thousand and One Nights has fascinated children 
and adults for centuries. Arranged in its present 
format as early as 1450, probably in Cairo, the 
collection was first introduced to the European world 
in 1704 by the Frenchman Antoine Galland, whose 
free rendering of the oldest known manuscript of 
1548 came out in twelve volumes spanning fourteen 
years. Many translations later appeared and the 



immense popularity of the work continued into the 
nineteenth century, when Rimsky-Korsakov was 
inspired to compose his symphonic suite 
Scheherazade. Written in the summer of 1888 at 
Nyezhgovity, Rimsky-Korsakov’s summer place on 
the shore of Lake Cheryemenyetskoye, the musical 
work has become almost as well known as its literary 
inspiration. 
 
Before following the career of a composer, Rimsky-
Korsakov first took a position in the Russian Navy, 
following in the footsteps of his brother, twenty-two 
years his senior. He sailed aboard the clipper Almaz 
as a midshipman for two-and-a-half years, a tour that 
took him to England, the Baltic, the Eastern United 
States, Brazil, and the Mediterranean. His 
autobiography contains a wonderful travelogue of his 
sailing adventure: awe at the magnificence of Niagara 
Falls, notes on the American Civil War, tropical nights 
on the ocean, exotic places in and around Rio de 
Janeiro, and the unforgettable luminosity of the 
Sargasso Sea. This trip fostered the composer’s 
lifelong interest in foreign and exotic places. The rich 
panorama of orchestral colors and the “sea pictures” 
in Scheherazade owe almost as much to Rimsky-
Korsakov’s sailing adventure as to The Arabian 
Nights. 
 
Rimsky-Korsakov prefaced the score of 
Scheherazade with the following telescoped version 
of the story that frames the great collection: 
 
 

The Sultan Schahriar, convinced of the 
perfidy and faithlessness of women, vowed 
to execute each of his wives after the first 
night. But the Sultana Scheherazade saved 
her own life by interesting him in the tales 
she told him through 1001 nights. Impelled 
by curiosity, the Sultan continually put off her 
execution, and at last abandoned his 
sanguinary resolve. Many marvels did 
Scheherazade relate to him, citing the verses 
of poets and the words of songs, weaving 
tale into tale and story into story. 
 

 
The composer at one time gave programmatic titles 
for the four movements of his symphonic suite, which 
are still frequently used in concert programs despite 
the fact that he later withdrew them. He thought titles 
were too definite in associating various themes with 
specific characters and incidents. The same motives 
often have different literary connotations, which, as 
Rimsky-Korsakov realized, wreaks havoc on attempts 
to tie the music to a specific program. The 
Scheherazade motive, introduced by the solo violin, is 
the only one that holds up with regard to a program. 
Even the commanding opening motive that possibly 

represents the sultan returns later in places unlikely 
to relate to him. 
 
Referring to the discarded headings—the sea and 
Sinbad’s ship, the fantastic narrative of the Prince 
Kalender, the Prince and the Princess, the Baghdad 
festival and the ship dashing against the rock with the 
bronze rider upon it—Rimsky wrote in his 
autobiography: 
 
 

In composing Scheherazade I meant these 
hints to direct but slightly the hearer’s fancy 
on the path which my own fancy had 
traveled. . . . All I had desired was that the 
hearer . . . should carry away the impression 
that it is beyond doubt an Oriental narrative 
of some numerous and varied fairy-tale 
wonders and not merely four pieces played 
one after the other and composed on the 
basis of themes common to all the four 
movements. 
 

 
This suite, in which almost every instrument of the 
orchestra is featured, exemplifies Rimsky’s virtuosity 
in orchestration, which at this point, he was proud to 
say, had not been influenced by Wagner. 
Scheherazade, and the just as brilliantly orchestrated 
Capriccio espagnol and Russian Easter Overture 
were in fact his last important purely orchestral works, 
after which he became almost exclusively an opera 
composer. 
 
Rimsky-Korsakov begins this piece with the powerful 

music we associate with the Sultan Schahriar  and 
the seductive, graceful violin solo representing 

Scheherazade.  We sense the roll of Sinbad’s ship 

in the composer’s rocking, wave-like theme  and a 
series of adventures as he develops all three ideas. 
 
The original title of the second movement refers to an 
unspecified Kalender prince in the Arabian Nights. 
Rimsky seems to represent the Kalenders, a 
wandering tribe of beggars and dervishes with his 

“Eastern” melodies and colorful solos for bassoon,  

oboe,  flute,  and horn.  
 
The lyrical outpouring of the third movement is easily 
imaginable as love music. Rimsky-Korakov entwines 

two main themes, one sensuous  and the other 

more playful.  Scheherazade’s gentle voice 
appears toward the end. 
 
The composer originally described his Finale as “the 
Baghdad festival and the ship dashing against the 
rock with the bronze horseman on it.” The ship is 
Sinbad’s and the “bronze horseman” refers to St. 



Petersburg’s famous statue of Peter the Great and to 
a famous poem by Aleksandr Pushkin that involves 
the statue and the 1824 flood of the Neva River. 
Rimsky-Korsakov must have liked the time warp, 
imagining Sinbad’s ancient ship crashing against the 
statue of his own city in a storm. Following 
Scheherazade’s introduction, we seem to hear first 

dancing at the festival  and then waves at sea 
becoming more stormy. Rocking motion and cymbal 

crashes represent the waves,  and the striking of 
the tam-tam (gong) surely marks the climactic 

moment when the ship hits the rock.   
—©Jane Vial Jaffe 

 
Scored for 2 flutes, piccolo, 2 oboes, 2nd doubling 
English horn, 2 clarinets, 2 bassoons, 4 horns, 2 
trumpets, 3 trombones, tuba, timpani, bass drum, 
cymbals, suspended cymbal, snare drum, triangle, 
tambourine, tam-tam, harp, and strings 


