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MIGUEL DEL AGUILA 
Born on September 15, 1957, in Montevideo, Uruguay; currently resides in Oxnard, California 

 
The Fall of Cuzco, Op. 99 (World Premiere) 

 
Miguel del Aguila completed The Fall of Cuzco (La caída de Cuzco) in 2009 on a commission from the Nashville 
Symphony through the Magnum Opus project, which is managed by Meet The Composer. Kathryn Gould is the 
founding patron and commissioner of Magnum Opus. These performances mark the world premiere.  
 
The score calls for piccolo, 2 flutes, 3 oboes, 3 clarinets, 3 bassoons, 4 horns, 3 trumpets, 3 trombones, tuba, 
timpani, crotales, chimes, triangles, sleigh bells, small cowbells, tam-tam, whip, hi-hat, cymbals, castanets, claves, 
tambourine, snare drum, bass drum, ratchet, temple block, wood block, harp, amplified celesta/piano and strings. 

 
estimated length: 20 minutes 

 
Miguel del Aguila’s childhood in Latin America left a series of lasting musical impressions on his memory. 

The Fall of Cuzco represents one of several works in recent years through which the composer has been re-
accessing that source of inspiration. Aguila began studying music at a very young age in his native Uruguay, 
but the rising military dictatorship of the 1970s made life there unbearable. At age 20, he was finally able to flee 
the country for the United States. After studies at the San Francisco Conservatory, Aguila spent a decade in 
Vienna, where his career began to blossom. In 1992 he returned to the U.S., settling in southern California.  

A piece for cello and percussion, Messages — which was introduced at the concert hall of the Vienna 
Philharmonic in 1983 — carries the first official opus number in a body of work that has already reached 100. 
Aguila’s prolific output ranges widely, from pieces for solo piano (his own instrument) to works for full 
orchestra. He has also written extensively for voice, including choral music, a chamber opera and two full-scale 
operas.  

Aguila describes his compositional process in visual terms, comparing his scores to “emotional 
soundtracks of a silent movie.” His orchestration doesn’t mark the final step in a process; instead, it is present 
from the start. “In everything I write I always hear an orchestra — even in a piano piece,” he explains. “I 
orchestrate like a painter and use instruments to color the emotion that’s already there.” 

With this commission, Aguila was given free rein to write about whatever he wished, using the musical 
resources of the orchestra. He remarks that his compositions are part of a lifelong continuum and tend to be 
interconnected. In 2005, he began a two-year composer residency in New Mexico. The experience reawakened 
memories of the folkloric music he had known from Andean culture, which he began channeling into a 
number of works. Without planning it, Aguila found that his initial musical impulses for the new piece 
prompted a fantasy of the vanished Incan Empire. 

Andean music, Aguila notes, is “deceivingly simple” and calls for a delicate balance. “Its pentatonic nature, 
its strict harmonic, melodic and rhythmic structures, and its non-dramatic character make its fabric extremely 
fragile and elusive. At the first attempt of thematic development, its essence vanishes. On the other hand, 
abiding by all its rules results in a pale imitation.” As a result, he “walked the thin line between both” to create 
The Fall of Cuzco. The imagery Aguila imagined suggested the form of the piece, which “loosely follows the 
events that led to the collapse of the Incan Empire and its capital, Cuzco.” Aguila stresses that his process is 
inherently intuitive rather than analytical. “I want to abandon myself to follow where the music takes me and 
encourage the audience to do so.” 

The composer has graciously provided the following note: 
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1. High in the Andes the rising sun is greeted by a caracol [a ceremonial horn] as a new day begins in 

Cuzco. 
2. The Spanish explorer Francisco Pizarro arrives, and after initial fear and suspicion, he’s greeted with 

music and celebration. 
3. During the celebration, Pizarro captures the Incan king Atahualpa, who offers him a room filled with 

gold in exchange for his freedom and that of his people. Pizarro agrees. 
4. Over many days gold is brought in endless processions, from all corners of the land. 
5. The gold finally fills the room to the ceiling, while even larger piles surround the building and bury it. As 

the clouds dissipate, the sun shines upon it with blinding light. (After all the gold is taken, Pizarro will kill 
Atahualpa.) 

With this work I tried to re-create my fantasy of this mystical place and time, as well as give a voice to 
those who were silenced. The underlying theme is GOLD and its power over men and their greed. Once 
Pizarro arrives, the GOLD theme (in 15/8 meter) starts subduing the other three themes, which struggle for 
their survival throughout the entire piece. Finally, the GOLD theme triumphs and is heard in all its boisterous 
brilliance. The closing bars of the piece depict this mountain of gold, blinding, seductive and overwhelming. 
  
BÉLA BARTÓK 
Born on March 25, 1881, in Nagyszentmikl—s in the Habsburg Empire (now S”nnicolau Mare, Romania); died on 
September 26, 1945, in New York City 

 
Piano Concerto No. 2 

 
BŽla Bart—k began writing the second of his three piano concertos in October 1930. He drafted it first in a 
version for two pianos and completed the full orchestration a year later. He was the soloist for the first 
performance on January 23, 1933, in Frankfurt, with Hans Rosbaud conducting the Frankfurt Radio Symphony 
Orchestra. This is the Nashville SymphonyÕs first performance. 
 
In addition to the solo piano, the score calls for 3 flutes (3rd doubling piccolo), 2 oboes, 2 clarinets, 3 bassoons 
(3rd doubling contrabassoon), 4 horns, 3 trumpets, tuba, timpani, snare drum, triangle, bass drum, cymbals and 
strings. 

 
estimated length: 28 minutes 

 
Béla Bartók has always stood a little outside the standard narrative of how modern music evolved. He 

doesn’t fit comfortably into the standard camps of modernism. He absorbed a remarkable range of influences 
in his earliest works, from Liszt and the early Impressionists to the tone poems of Richard Strauss. But he 
eventually emerged from the post-Romantic quandary — where was music to go next? — tracing his own path.  

One crucial element came from his meticulous study of folk music — not only within his native Hungary, 
but elsewhere in Eastern Europe and even in North Africa. (He was a pioneer of enthnomusicology.) Bartók 
forged a language liberated from tonal and metrical conventions, characterized by an unusual harmonic 
palette, fiery colors and tremendous rhythmic vitality. Modernist dissonance often mixes with timeless 
elements derived from folk music to give his music its distinctly invigorating flavor. 

Bartók belongs to the tradition of great composer-pianists who wrote works intended to showcase their 
own dual personae as creators and performers. This club includes such figures as Mozart, Beethoven, Liszt (to 
whom Bartók could trace his piano lineage, as he studied with a pupil of Liszt’s), Rachmaninoff and Prokofiev. 
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Among his many musical activities, Bartók had a parallel career as a touring pianist and closely identified with 
the instrument.  

After a fallow period that had lasted several years, the piano proved the key that opened the way toward his 
mature style, with his Piano Sonata of 1926. Bartók proceeded to build a fresh repertoire for himself as a 
performer with the First Piano Concerto of the same year. While the Second Concerto shares some features 
with the First, Bartók intended it to be “a kind of antithesis to the First, easier in its orchestral part and more 
lucid in structure.” Its more readily accessible character results, according to the composer, in a “more 
conventional and simpler treatment of most of the themes.” The piece, incidentally, made an unintended 
political statement: Its premiere marked Bartók’s final performance in Germany. After the Nazis came to 
power a week later, he stopped touring there. 

Although it’s wonderfully enjoyable even on a first hearing, the Concerto is richly inventive and by no 
means a lightweight piece. The overall architecture is carefully planned. It reinterprets the conventional three 
movements of a concerto according to the arch-like or palindrome design that became a Bartók signature (this 
design also features in his string quartets around this time). Thus the opening Allegro provides source material 
for the final movement, marked Allegro Molto. These fast movements, meanwhile, frame the longest of the 
three, which itself forms an arch: The opening Adagio segues into a scherzo-like Presto interlude and then 
returns, in varied form, to conclude the movement. We hear five distinct sections in the piece, although they 
are arranged in the expected three-movement format of a concerto.  

At the same time, Bartók structures the progression of the piece in terms of its orchestration, giving the 
piano a different backdrop for each movement. The first movement uses only woodwinds, brass and 
percussion. The strings are silent until the Adagio parts of the second movement, which are limited to strings 
and timpani, with the woodwinds and other percussion joining in during the Presto interlude. Only in the final 
movement does the full ensemble become part of the action.  

The Concerto opens with highly energetic gestures. Immediately, we hear the dynamic persona that the 
piano assumes throughout much of the piece, while the trumpet and piano introduce the main thematic ideas 
for the movement. Bartók enlivens his style with a neo-Baroque briskness, but with no trace of the smart-
alecky self-consciousness sometimes found in other exponents of neoclassicism. A strong rhythmic profile, 
punctuated by fanfare-like flourishes and scale patterns, underlines the sense of forward motion. Notice 
especially what a thrilling moment Bartók makes of the recapitulation. 

The second movement, with its atmospheric “night music,” brings another Bartókian signature to the fore. 
Using muted string choirs, the Adagio sections paint a canvas that is alternately serene and surreal, a 
marvelously suggestive background for the timpani’s rolling thunder in dialogue with the piano. Bartók uses 
the timpani to tilt the music into the embedded Presto, which whirs into being like a dream within a dream. 
Drums and piano also conspire to spring the finale into motion. It returns not only to the ideas of the first 
movement — fancifully varied — but to its brighter colors and energy, now filtered through the fuller spectrum 
of the orchestra. A brief pause for introspection sets up the last blazing rush of the coda. 

 
GYÖRGY LIGETI 
Born on May 28, 1923, in Dicsšszentm‡rton (now T‰rn� veni), a small town in Transylvania, Romania; died on 
June 12, 2006, in Vienna 

 
Atmosph•res 
 
Gyšrgy Ligeti composed Atmosphères in 1961 on a commission from the South West German Radio Orchestra, 
which gave the premiere on October 22, 1961, under Hans Rosbaud at the Donaueschingen Festival (a new-
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music festival with a focus on the avant-garde). The Nashville Symphony has performed this work only once 
previously, in November 1971. 

 
LigetiÕs piece Òfor large orchestra without percussionÓ (as he subtitled Atmosphères) is scored for 4 flutes (all 
doubling piccolo), 4 oboes, 4 clarinets (4th doubling E-flat clarinet), 3 bassoons, contrabassoon, 6 horns, 4 
trumpets, 4 trombones, tuba, piano and strings. 
 
estimated length: 8 minutes 

 
György Ligeti was the escape artist par excellence of postwar modernism, a Houdini who constructed 

complex yet curiously liberating sonic labyrinths. His genius was shaped by his personal experiences of 
catastrophe: Some of his family members perished in the Holocaust, but Ligeti survived the war only to 
experience a new wave of oppression in Communist Hungary, which he fled in the wake of the country’s 1956 
uprising. He ended up in Germany, ground zero of the West European avant-garde, where total serialism and 
electronic music were the new orthodoxy.  

Yet what Ligeti called an inherent “immunity to all ideologies” encouraged him to follow his own path. In 
the process, Ligeti — who found a powerful model in his fellow Hungarian Bartók — emerged as possibly the 
most endearing of the postwar avant-gardists. (His death three years ago was keenly felt in the music world.) 
The composer’s creative flexibility and interest in exploring unique, exuberantly inventive sound worlds 
offered an antidote to the dogmatism that was fashionable for avant-garde musical thought at the time. The 
orchestral essay Atmosph•res created an extraordinary stir among his peers at its premiere and became known 
as a path-breaking piece showcasing the composer’s radical approach to texture.  

Atmosph•res opened the door to a whole new way of experiencing sound, taking earlier explorations of 
music as texture to previously unimagined extremes. Ligeti deploys his large orchestra in massive timbral 
clusters and overlapping layers. The lack of percussion here is characteristic of his rebellious attitude. As 
biographer Richard Toop points out, this ran against the grain, “since percussion sections of epic dimensions 
were a primary feature of the 1950s modernist orchestra.” Yet, Toop explains, the dramatic sounds of 
percussion (which emphasize attack and decay) would distract from the essential soundscape that Ligeti lays 
out in Atmosph•res, which is all about “a new form of musical continuity” of sound. 

Ligeti’s clusters replace the traditional building blocks of melody, harmony, rhythm and pulse with sound 
colors. These colors shift in intensity, volume and register. Minute changes in volume and the thickness of the 
sound, for example, assume a spectral quality and replace the expected sense of musical events. Ligeti 
compared the result to natural processes, such as the moment before crystallization occurs in a solution, or the 
reflection of light on a lake surface. Woven from so many individual voices that they blur into floating sonic 
“clouds,” the music no longer unfolds as a series of events but presents an infinite horizon, swallowing space 
and time alike.  

 
RICHARD STRAUSS 
Born on June 11, 1864, in Munich; died on September 8, 1949, in Garmisch-Partenkirchen, southern Germany 

 
Also Sprach Zarathustra, Op. 30 
 
Strauss composed Also Sprach Zarathustra between February and August 1896. He conducted the first 
performance in Frankfurt on November 27, 1896. The Nashville SymphonyÕs first performance of the work was 
in October 1976; its last performance was in 1998. 
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StraussÕ very large orchestra consists of 2 piccolos, 3 flutes, 3 oboes, English horn, 2 clarinets, E-flat clarinet, bass 
clarinet, 3 bassoons, contrabassoon, 6 horns, 4 trumpets, 3 trombones, 2 tubas, timpani, bass drum, cymbals, 
triangle, bells, 2 harps, organ and strings. 

 
estimated length: 32 minutes 

 
By the turn of the century, the philosophy of Friedrich Nietzsche (1844-1900) had started to influence 

artists across all disciplines. His “prose poem” Also sprach Zarathustra — written in the mid-1880s but not 
published in full until 1892 — features a language rich in symbolism, parable and enigmatic oracles. The name 
Zarathustra (also known as Zoroaster) refers to the ancient Persian prophet credited with developing a 
religious vision of the cosmic struggle between good and evil. Nietzsche’s version remodels Zarathustra after 
his own image. The prophet now returns to subvert the old values, preaching a message of extreme self-reliance 
in which humans must become superhuman: i.e., create their own meaning by affirming life and nature, rather 
than relying on the illusion of a transcendent god.  

Some have argued that Strauss’ tone poem is less about Nietzsche than about the reactions that reading his 
philosophy aroused. The composer himself wrote, “I did not intend to write philosophical music or to portray 
Nietzsche’s great work in musical terms,” but instead to reflect “my homage to the genius of Nietzsche” in the 
evolutionary arc suggested by the piece. Also sprach Zarathustra can also be heard as an orchestral showpiece, a 
massive ensemble concerto in which Strauss flexes his muscle as a master of instrumental surround-sound.  

As a self-appointed heir to Wagner, however, Strauss would have been especially tuned in to the 
philosopher’s sensitivity to musical thought, which Wagner had helped inspire. Nietzsche’s Zarathustra is 
pervaded with references to music and acts of hearing. Its most pivotal moments occur in the form of songs. 
Strauss selected a small number from the many short chapters comprising the text and reshuffled their order to 
prompt his muse, fashioning a symphonically unified work. 

Stanley Kubrick’s iconic use of the introduction for his film 2001: A Space Odyssey (which also 
incorporates Ligeti’s Atmosph•res) may have made this music over-familiar, but it remains a thrilling depiction 
of the prologue to Nietzsche’s work — a scene in which the prophet greets the sunrise and determines to come 
down from his mountain to share his wisdom with humanity. Against a profound shadow cast by the lowest 
bass, Strauss introduces the central cell of the piece as four trumpets pronounce a primal ascending motif (C-
G-C). Strauss later explained that he meant “to convey in music an idea of the human race from its origins, 
through its various phases of development (religious and scientific) right up to Nietzsche’s idea of the 
Superman [†bermensch].” 

The following eight sections are woven together seamlessly and pursue the idea of humanity’s evolution. 
Where Nietzsche resorted to resonant symbols, allegories and wordplay, Strauss builds a sense of dramatic 
conflict through his deployment of key and orchestration. The fundamental tension pivots around the tonics of 
C (the tonality of the introduction), which is associated with nature, and B (minor and major), used as a 
symbol for humanity. Each is only a half-step apart, yet when sounded together, they clash in a powerful 
dissonance.  

First, though, comes a momentary oasis in “Of the Backworldsmen.” Strauss quotes from plainchant and 
then develops a lush fabric of divided strings to depict the worldview of those who seek consolation through 
the hollow promise of an afterlife. While Nietzsche’s tone is acerbic and mocking, Strauss nearly convinces us 
with the overwhelming beauty of this music before casting it aside as an illusion. In “Of the Great Longing” and 
“Of Joys and Passions,” the dramatic tension rises to a boil, with the central C-G-C motif now clearly 
associated with questing. The religious music recurs as a source of dissonance, symbolizing a conflict with 
natural desires, while Strauss borrows a page from GštterdŠmmerung to inject a tone of tragic pathos. 
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Particularly elegiac scoring for the winds adds to the intense pity of “The Song of the Grave” as Zarathustra 
sees humanity still enslaved by its illusions. 

As with religion in the earlier movements, learning and study present another potent force for 
disappointment in “Of Science and Learning.” (The German word for “science,” Wissenschaft, actually refers to 
all scholarly endeavors, suggesting here the Faustian quest for knowledge.) Strauss structures this section 
around that most learned of forms, the fugue — an especially imposing one that employs all 12 tones of the 
chromatic scale for its subject. In the midst of this, Zarathustra collapses from exhaustion and is then restored 
to health (“The Convalescent”), as the fugue reaches a climax with a restatement of the introductory sunrise 
music. A long pause follows, but humanity remains benighted, as the grim music in B minor indicates.  

In an extraordinary passage, the orchestra rallies its energy and begins to glimmer and twinkle with sounds 
of a new awakening. Zarathustra at last begins to preach the ideal of the †bermensch (the ultimate goal of the 
fully self-reliant human) in “The Dance Song.” This long section, set as a waltz, also doubles as a mini-violin 
concerto. The idea of a waltz might seem incongruously lighthearted for the philosophical idea being espoused, 
but here Strauss taps into a very Nietzschean sense of irony, of “unbearable lightness.”  

This builds to a new climax, marked by the twelvefold tolling of a bell, for the concluding “The Song of the 
Night Wanderer.” The gorgeous, velvety night music suggests an air of leave-taking. Yet it is also emphatically 
inconclusive. Instead of resolving the nature-humanity dichotomy, Strauss pits the C-G-C theme deep in the 
bass against a high, shimmering chord of B major. The dissonance is now sweet and subtle, but it is left to ring 
in our ears as evolution continues. 

 Ñ  Thomas May is the program annotator for the Nashville Symphony and writes regularly about music and 
theater. His books include Decoding Wagner and The John Adams Reader. 

 ARTIST BIO 
YEFIM BRONFMAN, piano 

Yefim Bronfman is widely regarded as one of the most talented virtuoso pianists performing today. His 
commanding technique and exceptional lyrical gifts have won him consistent critical acclaim and enthusiastic 
audiences worldwide, whether for his solo recitals, his prestigious orchestral engagements or his rapidly 
growing catalogue of recordings. 

Orchestral highlights of the 2009/10 season include two performances at the Tanglewood Festival with the 
Boston Symphony Orchestra under James Levine and Michael Tilson Thomas; an appearance at the Lucerne 
Festival with the Philharmonia Orchestra and Esa-Pekka Salonen, followed by concerts with the Philharmonia 
and Christoph von Dohnányi, performing both Brahms piano concertos; multiple concerts with the Vienna 
Philharmonic with Zubin Mehta and the Lucerne Academy Orchestra with Pierre Boulez; Artiste Etoile at the 
Lucerne Festival; a European tour with the New York Philharmonic and Alan Gilbert; and subscription 
concerts with the Chicago, Philadelphia, Los Angeles and Cleveland orchestras. Recitals and duos in 2009/10 
include appearances at New York’s Carnegie Hall, both solo and with Magdalena Kozena; a recital tour 
through 10 U.S. cities; a recital tour through Japan; and performances in Rome, Vienna and Warsaw. 
Bronfman made a recent live television appearance with Sir Simon Rattle and the Berlin Philharmonic. 

Bronfman has won widespread praise for his solo, chamber and orchestral recordings. He won a 
GRAMMY® Award in 1997 for his recording of the three Bartók Piano Concertos with Esa-Pekka Salonen and 
the Los Angeles Philharmonic. His most recent releases are Tchaikovsky’s Piano Concerto No. 1 with Mariss 
Jansons and the Symphonieorchester des Bayerischen Rundfunks; a recital disc, Perspectives, which 
complements his designation as a Carnegie Hall “Perspectives”’ artist for the 2007/08 season; and recordings 
for the Arte Nova/BMG label of all the Beethoven piano concerti, as well as the Triple Concerto, together with 
violinist Gil Shaham, cellist Truls Mørk and the Tönhalle Orchestra Zürich under David Zinman. 
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Bronfman was born in Tashkent, in the Soviet Union, on April 10, 1958, and immigrated to Israel with his 
family in 1973. There he studied with pianist Arie Vardi, head of the Rubin Academy of Music at Tel Aviv 
University. In the United States, he studied at The Juilliard School, Marlboro and the Curtis Institute, and with 
Rudolf Firkusny, Leon Fleisher and Rudolf Serkin. He became an American citizen in July 1989. 


