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“The Trees on the Mountain” from Susannah           Carlisle Floyd (1926) 
The American composer Carlisle Floyd, born in South Carolina, the son of a Methodist 
minister, wove the milieu of his Southern upbringing into several of his operas, 
particularly Susannah, his third and most successful stage work. The opera (1955) 
brought Floyd instant fame and continues to hold the stage. (Of American operas, only 
Porgy and Bess is performed more often.) The plot, for which Floyd also wrote the 
libretto, is loosely based on the Old Testament apocryphal book, “Susannah and the 
Elders,” and tells the story of Susannah Polk, an innocent girl who is wrongly targeted as 
a sinner. In her aria, “The Trees on the Mountain,” Susannah laments her and her infant’s 
fate, both having been deserted by her unfaithful lover. In the plaintive melody, which 
has the lilt of an Appalachian folk tune, but which is fully Floyd’s invention, she sees her 
situation mirrored in the leafless trees of winter and the flameless coals of a cold hearth. 
“Come back, oh lover,” she cries, “if just for a day. Turn bleak December once more into 
May.”  
 
“Je dis que rien ne m’epouvante” from Carmen  Georges Bizet (1838-1875) 
The stirring overture, great tunes, clearly delineated characters, and dramatic ending of 
Carmen have made it one of the most loved operas of all time. It premiered at the Opéra 
Comique in Paris in 1875, and has been performed at that same theater over 3,000 times. 
Carmen, the opera’s namesake, has captured the heart of Don Jose, a naïve corporal who 
deserts his regiment and joins a band of smugglers in order to follow the beguiling 
leading lady. In Act III, while the outlaws are away, Micaela, a girl from Don Jose’s 
village who loves him, comes to the mountain hideout to confront the protagonists in the 
hope of winning back Don Jose’s love. Her aria gives voice to her fear and her 
determination to confront her dangerous rival. “I try not to own that I tremble,” she sings, 
“I pretend to be brave, but in my heart I’m dying of fear.” And, all alone, she prays that 
Providence will give her courage to follow her heart.  
 
Concerto for Bassoon in F Major, Op. 75            Carl Maria von Weber (1786-1826) 
Weber, a precocious musician like Mozart, spent much of his youth and life on the road, 
performing at the piano and staging and conducting his several operas. Weber shares 
another similarity with Mozart, as they were among the first composers who, inspired by 
friendships with gifted players, wrote concertos for wind instruments. In 1811, while on a 
grand European performance tour, Weber spent several months in Munich, where he 
befriended players of the Munich Court Orchestra, stimulating him to compose three 
clarinet concertos and a concerto for bassoon. The latter work, performed by Georg 
Friedrich Brandt, the eminent court bassoon player, was enthusiastically received, not 
only by the general public, but also by the critics, as well as the notoriously haughty 
orchestra members. In accordance with the practice of the time, the concerto begins with 
an orchestral introduction, but once the bassoon enters, Weber gives a fresh and 
invigorating voice to the instrument (often relegated to a supporting orchestral role) 
which expresses a wide range of emotions. The score calls for moods marked from con 
fuoco (with fire), to dolce (sweetly), to brilliante. And in the concerto’s three movements, 
each of these musical emotions is splendidly realized. 
 
Piano Concerto No. 5 in E-flat Major, Op. 73 (Movement III)             

 Ludwig van Beethoven (1770-1827) 
No one had ever played the piano quite like Beethoven. Today we are accustomed to the 
sound of Beethoven’s style, but in his day, it was a revelation—a miracle of new 
technology in the service of exciting music and innovative technique. When Beethoven 



performed his Piano Concerto No. 1 in 1795, he performed on an instrument similar to 
that used by Mozart. As Beethoven evolved as a composer and performer, the piano 
changed along with him, becoming larger and louder, with a greatly expanded dynamic 
range. By 1810, when the Piano Concerto No. 5 was performed by his student, Carl 
Czerny, the instrument the audience heard was essentially a concert grand, able to meet 
the demands—as described by the eminent pianist, Alfred Brendel—of the composer’s 
“grand and radiant vision.” The work was dedicated to Beethoven’s patron, student, and 
friend, Archduke Rudolf, and is described by musicologist Michael Steinberg as “the 
summit and termination of Beethoven’s heroic period.” The work’s first movement is 
built around a magnificent flourish of arpeggios, while the second is based on a hymn 
introduced by muted strings. And then, without any break or warning, the third 
movement bursts forth with fortissimo into a rhythmic, and—this being Beethoven—
syncopated seven-part German dance rondo, before ending with a short cadenza and 
robust orchestral response. 
 
Suite for String Orchestra   (Movements II & III)             Frank Bridge (1879-1941) 
The prolific English composer Frank Bridge was not only admired for his many 
compositions, that range from solo piano works to symphonic suites, choral music, and 
an opera, but also for his skill at conducting and performing on the violin and viola. 
Bridge performed for many years with a number of string quartets, and, not surprisingly, 
well over half of his works are for chamber groups, which are the works that have 
remained in the repertoire. String players are particularly fond of his compositions, as his 
writing for strings is scrupulously matched to the demands and capabilities of these 
instruments. One of his early and well-received compositions is the Suite for String 
Orchestra (1908). Its music is aptly described by musicologist Emilie Elsner as 
“Edwardian”—combining freedom of expression with classic breadth and formal 
coherence. 
 
“El Camino Real”      Alfred Reed (1921-2005) 
Alfred Reed, the American neoclassical composer, published more than two hundred 
works for concert band, orchestra, chorus, and chamber ensemble. While a trumpet player 
in the Air Force Band during World War II, he became deeply interested in music for 
concert band, the medium for which he would compose the bulk of his music. After study 
at the Juilliard School of Music, he became a staff composer and arranger with NBC and, 
subsequently, with ABC.  “El Camino Real,” like many of his compositions, is alive with 
the brilliant sonorities of a concert band that pulsate with dramatic action. 
 
Harry Potter and the Goblet of Fire          Patrick Doyle (1953) Arr. Jerry Brubaker 
The Scottish film composer Patrick Doyle, a classically trained musician who studied at, 
and later became a fellow of, the Royal Scottish Academy of Music, began writing music 
for the stage when he joined the Renaissance Theatre Company as musical director. 
There he composed music for plays, many by Shakespeare, and began a long 
collaboration with actor-director Kenneth Branagh, with whom he worked on films such 
as Hamlet and Murder on the Orient Express. In 2013 Doyle received the ASCAP Henry 
Mancini Award for “outstanding achievements and contributions to the world of film and 
television music.” ASCAP President and Chairman Paul Williams observed, “Patrick 
Doyle’s extensive body of work is some of the most compelling and affective in the 
industry. His ability to flawlessly cross genres in film, TV and beyond is why he can 
successfully score everything from Carlito’s Way to Harry Potter and the Goblet of 
Fire.” Doyle’s energetic score includes “Hedwig’s Theme,” composed by John Williams, 
which is used as a leitmotif in each of the Harry Potter films. 


