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The Unanswered Question Charles Ives 
 (1874–1954)

Violin Concerto in D Major Erich Wolfgang Korngold 
Opus 35 (1897–1957)
 I. Moderato nobile
 II. Romance: Andante
 III. Finale: Allegro assai vivace

Madeline Adkins, soloist
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Symphony No. 6 in F Major, “Pastoral” Ludwig van Beethoven 
Opus 68 (1770–1827)

Awakening of cheerful feelings on arrival in the countryside:  
Allegro ma non troppo

Scene by the brook: Andante molto mosso
Merry gathering of country folk: Allegro
Thunder. Storm: Allegro
Shepherd’s song. Cheerful and thankful feelings after the storm: Allegretto
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The Unanswered Question Charles Ives  
 (1874–1954)
Charles Ives was one of the few artists with the luxury of exercising his full cre-
ative energies unimpeded by the need to eke out a living from his art. He was 
the son of a Connecticut bandleader who had started his career as the youngest 
bandleader in the Union Army but who wanted his son to be a concert pianist. 
From his father, Charles developed an appreciation for musical games, such as 
singing in one key and playing in another or playing the same piece in two keys 
simultaneously. Perhaps it was this penchant for duality that led him to embark on 
a double life. He had an enormously successful career in insurance, applying his 
creativity and idealism to develop important new concepts for the life insurance 
industry while at the same time experimenting and composing in his idiosyncratic 
musical style. 
Ives composed “The Unanswered Question” in 1906. It was the first of Two Con-
templations (the other being “Central Park in the Dark”), which employ the tech-
niques of polytonality and polyrhythm. Ives claimed to have become fascinated 
with simultaneous contrasting rhythms and tonalities from having heard two or 
more bands playing different tunes within earshot of each other at parades. The 
work consists of three separate, musically unrelated performers: a string orchestra 
playing a series of long, whispering chords in traditional harmony; a solo trumpet 
repeating six times the same five-note atonal motive in a totally foreign “key”;  
and a quartet of woodwinds providing increasingly frenzied responses to the 
trumpet with yet another atonal series of notes. In a later revision of the work, Ives  
provided a brief interpretation of the piece, which may or may not have been in 
his mind at the time of its original composition.

“The strings are the silences of the Druids, who know, see, and hear nothing.” Over 
this background, the trumpet “poses the perennial question of existence; and the 
winds are ‘the fighting answerers’ who flounder around, even frantically restating 
the question as if to clarify it, but, in their distortion of the motive, showing that 
they never understood it in the first place.” There is a lack of communication be-
tween the three ensembles—hence the lack of resolution to the question.

Violin Concerto in D Major Erich Wolfgang Korngold 
Opus 35 (1897–1957)

“Erich, how about my violin concerto?” was a question frequently asked by the 
Polish violinist Bronisław Huberman of his friend Erich Wolfgang Korngold 
during the early 1940s. Korngold, however, never answered; he had resolved 
not to compose any concert music as long as the Second World War, which had 
made him an exile, raged in Europe and restricted his activities to compos-
ing the film music on which his reputation now largely rests. This changed in 
1945, when, in response to another asking of the question, Korngold went to the  
piano and played a theme that would become part of the first movement of the 
long-requested concerto. From this point, Korngold worked quickly and had soon 
completed two movements. However, the project stalled after an unsuccessful re-
hearsal with another violinist, Bronisław Gimpel, who found the solo part too 
demanding. Korngold was further discouraged by Huberman’s reluctance to 
commit to a date for a first performance until he had seen the finished work. The 
deadlock was broken by the agent Rudi Polk, who arranged a rehearsal with his 
client Jascha Heifetz. Heifetz took to the work much more positively and actually 
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insisted that the solo part be made more difficult. The great violinist’s enthusiasm 
spurred the composer on, so it came to pass that the concerto was premiered with 
Heifetz as soloist in 1947, to great popular, if somewhat lukewarm critical, acclaim. 
The New York Times dismissed it as a “Hollywood concerto,” but Heifetz continued 
to champion the work, and his 1953 recording of it has become a classic, cementing 
the concerto’s place in the violin repertory.
Korngold had made frequent use of his prewar concert music for many of his 
film scores, but the concerto takes the opposite route, recasting themes from 
several films on which he had worked, in a lush, Romantic symphonic context. 
Thus the first movement makes use of themes from Another Dawn and Juárez, the 
slow movement takes its main theme from the score for Anthony Adverse, and the  
finale’s origins lie in The Prince and the Pauper. The soloist’s immediate entrance 
recalls Mendelssohn’s violin concerto, which acts as a model for much of Korn-
gold’s concerto. The lush Romantic style of the music certainly brings to mind the 
swashbuckling films Korngold wrote for, but its roots go back further, to the turn-
of-the-century Viennese Modernism from which Korngold first emerged as a child 
prodigy, and this is reflected in the concerto’s dedication to an early champion of 
his, Mahler’s widow, Alma Mahler-Werfel.

Symphony No. 6 in F Major, “Pastoral” Ludwig van Beethoven 
Opus 68 (1770–1827)
Even by nineteenth-century standards, the historic concert on December 22, 1808, 
in Vienna was something of an endurance test. That night Beethoven conducted 
the premieres of both his Fifth Symphony and “Pastoral” Symphony; played his 
Fourth Piano Concerto (conducting from the keyboard); and rounded out the pro-
gram with the “Gloria” and the “Sanctus” from the Mass in C, the concert aria 

“Ah! Perfido,” improvisations at the keyboard, and the Choral Fantasy—written in 
great haste at the last moment as a grand finale. 
If concertgoers that evening had read a printed program—the luxury of program 
notes still many decades in the future—they would have found the following brief 
guide to the Sixth Symphony, in Beethoven’s own words: 

Pastoral Symphony, more an expression of feeling than painting.  
1st piece: pleasant feelings that awaken in men on arriving in the countryside. 
2nd piece: scene by the brook. 3rd piece: merry gathering of country people, 
interrupted by 4th piece: thunder and storm, into which breaks 5th piece:  
salutary feelings combined with thanks to the deity. 

Although Beethoven wasn’t by nature a man of words (spelling and punctuation 
led a perilous existence in his hands), he normally said what he meant. We must 
then take him at his word, believing that he had good reason (for the only time 
in his career) to preface his music with a few well-chosen words and that curious 
disclaimer “more an expression of feeling than painting.” Perhaps Beethoven was 
anticipating the controversy to follow, for in 1808 symphonies weren’t supposed 
to depict postcard scenes or bad weather. 
Beethoven’s idea itself was neither novel nor his own. In 1784 (when Beethoven 
was only 14), an obscure composer named Justin Heinrich Knecht advertised his 
newest symphonic creation: Le portrait musical de la nature (A musical portrait of 
nature). It had five movements, including a depiction of the peaceful countryside, 
the approach of a storm, and general thanksgiving to the Creator once the clouds 
had passed. (Why has Knecht remained obscure while Beethoven turned the  
music world upside down? That will be obvious to anyone who listens to even 
a few measures of Knecht’s music.) The descriptive writing and pastoral subject  
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matter of the Sixth Symphony are a throwback to the Baroque era—or at least to 
Haydn’s oratorios The Creation and The Seasons. 
The symphony has a combination of novelties: Beethoven’s descriptive titles, the 

“extra” movement, the programmatic element, and pictorial details such as the 
bird calls in the second movement and the village band in the third. But Beethoven 
was also right in trusting that “he who has ever had a notion of country life can 
imagine without too many descriptive words what the composer has intended.” 
Our familiar picture of Beethoven, cross and deaf, slumped in total absorption 
over his sketches, doesn’t easily allow for Beethoven the nature lover. But he liked 
nothing more than a walk in the woods, where he could wander undisturbed, 
stopping from time to time to scribble a new idea on the folded sheets of music 
paper he always carried in his pocket. “No one,” he wrote to Therese Malfatti 
two years after the premiere of the “Pastoral” Symphony, “can love the country 
as much as I do. For surely woods, trees, and rocks produce the echo that man 
desires to hear.” 
They’re all here in his Sixth Symphony. The most surprising thing about the open-
ing allegro is how quiet it is: seldom in these 500 measures of music (well over 
10 minutes) does Beethoven raise his voice. Surely no composer—including the 
so-called minimalists—has so clearly understood the impact of repeating a simple 
idea unaltered or slowing the rate of harmonic change to a standstill. When, near 
the beginning of the development section, Beethoven changes the harmony only 
once in the course of 50 measures, the effect of that shift from B-flat to D is breath-
taking. Perhaps the most remarkable aspect of this spacious, relaxed, blissfully un-
troubled movement is that it comes from the same pen that gave us—at the same 
time, no less—that firecracker of a symphony his Fifth, in C minor. 
Musicologists could not find a better word to describe Beethoven’s slow move-
ment than “lazy.” We can be sure that the laziness is intentional, and it’s amazing 
how much this least restful of composers seems to enjoy the drowsy pace, the 
endless dawdling over details, the self-indulgent repetitions of favorite sections, 
and the unchecked meandering through the byways of sonata form. Beethoven 
begins with a gentle babbling brook (one of those undulating accompaniment fig-
ures that Schubert would later do to perfection) and ends with notorious bird calls. 
The only problem with the birds is that Beethoven calls so much attention to them, 
bringing the music—and the brook—to a halt and then specifying first the night-
ingale (flute), then the quail (oboe), and finally the cuckoo (clarinet). But as many 
a writer has pointed out, the birds are no more out of place here than a cadenza in 
a concerto—the nightingale even provides the final obligatory trill. 
The third movement is dance music, with a plain, homely, rustic peasant dance for 
a midsection trio. But the fun is cut short by dark clouds and the prospect of rain. 
There’s probably no more impressive storm in all of music—the whole orchestra 
surges and shakes, trombones appear (for the first time) to emphasize the down-
pour, and the timpani show up just to add thunder. This is, of course, no extra 
movement at all but merely a lengthy, rapid introduction to the finale. The clouds 
finally roll away; the oboe promises better things to come in a wonderfully heart-
felt phrase; and the flute, with its staccato scale, raises the curtain on Elysium. And 
so, to the yodeling of clarinet and horn, we willingly believe F major to be the most 
beautiful key on earth. The moment is parallel to the great triumphant sunburst 
that marks the arrival of the finale of Beethoven’s Fifth Symphony, and, although 
the means could hardly be less similar, the effect is just as wondrous. 

program notes compiled by Kathy Boster from Internet sources
edited by Eva Langfeldt



Violin Soloist Madeline Adkins
Madeline Adkins has established herself as equally at home in the spheres of solo 
performance, chamber music, and orchestral playing. 
Adkins was appointed concertmaster of the Utah Symphony in September 2016 
following ten years as associate concertmaster of the Baltimore Symphony Orches-
tra, which she had joined in 2000 as assistant concertmaster. She was also the con-
certmaster of the Baltimore Chamber Orchestra from 2008 
to 2016. She has been guest concertmaster of the Hong 
Kong Philharmonic, the Indianapolis Symphony Orches-
tra, the Oregon Symphony, and the Grant Park Symphony 
Orchestra in Chicago.
A frequent soloist with the Baltimore Symphony Orchestra, 
Adkins was hailed as “deliciously exuberant” by the Bal-
timore Sun. She has won first prize in the Stulberg Interna-
tional String Competition, the National Solo Competition 
of the American String Teachers Association, and the New 
England Conservatory Concerto Competition, plus second 
prize in the Irving Klein International String Competition.
For the 2018–2019 season, Adkins will serve as the  
music director of the NOVA Chamber Music Series in Salt 
Lake City in addition to continuing as Utah Symphony  
concertmaster. 
Adkins received her bachelor’s degree summa cum laude from the University of 
North Texas and her master’s degree from the New England Conservatory, where 
she studied with James Buswell. 
Adkins’ CD of the complete works for violin and piano by Felix Mendelssohn with 
pianist Luis Magalhães was released in August 2016 by TwoPianists Records. She 
is also heard on recordings of the Adkins String Ensemble, with which she played 
violin and viola with some of her siblings: Adkins is the youngest of eight children, 
six of whom are professional musicians. 
Adkins performs on the “ex-Chardon” Guadagnini violin of 1782, graciously 
loaned by Gabrielle Israelievitch to perpetuate the legacy of the late Toronto Sym-
phony concertmaster Jacques Israelievitch.

LAS Guild: Estate Sales Experts
Contact the Livermore-Amador Symphony Guild to manage your next estate sale. 
We have years of experience, and all of our profits go to the Symphony and its 
activities. Call Marie at 925.447.5521 for more information.

A.P. Barnes Society
Dennis Elchesen and Marcia Stimatz Elchesen

Chet and Henrietta Fankhauser
Frances Fischer

Roger Ide
Jean King

Bruce and Sharon Schumacher
Marion Stearns
Linda Tinney

Members of the A.P. Barnes Society bequeathed donations to the symphony or 
have included the symphony in their estate plans. For information, please contact 
APBarnesSociety@livermoreamadorsymphony.org.
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Cyndy and Thad Salmon
Allyn Saroyan
Werner and Sonja Schlapfer
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Sharon and  

Bruce Schumacher
Charlotte Severin
Pete and Val Stuckey
Calvin and  

Francine Thompson
Lara Webber
Betty Wine
Juliana and Brian Zolynas

Friends
Shirley Anderson
Carol and Jerry Boster
Robert Butler
JoAnn Cox
Isabel Curry
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David and  
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Jack and Anne Dini
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Ralph and Betty Greenlee
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Paul Kasameyer
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Marion Stearns

Grants / Matching Gifts
Noe Family Fund
The Clorox Company
Pleasanton Arts Commission 

and Livermore Valley 
Performing Arts Center 
(LVPAC)

Alameda County Arts  
Commission ARTSFUND

City of Livermore  
Commission for the Arts

The Boeing Company
LVPAC Education Fund
Rotary Club of Livermore
Pleasanton Youth  

Commission and LVPAC
Lawrence Livermore  

National Laboratory

In-Kind
Stan Houston of  

Mozart, Einstein & Me
LVPAC

Donors
The Livermore-Amador Symphony Association gratefully acknowledges donations 
received during the past year from: 

(Corrections? Please contact Judy Eckart, judy@justjudy.com.)
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www.livermoreamadorsymphony.org

®

Facebook is a registered  
trademark of Facebook, Inc.

Livermore-Amador Symphony is a member of the Livermore Cultural Arts 
Council and a resident company of the Bankhead Theater. See the Cultural Arts 
Calendar at www.independentnews.com.

LVPAC is a sponsor of this event.

@livamsymph

Sipping with the Symphony on May 24
Come to Page Mill Winery on Thursday May 24 from 4:30 to 8 p.m. for Sipping 
with the Symphony, a fundraiser event of the LAS Symphony Guild. This will be 
an evening to enjoy wine tasting, yummy snacks, an exciting raffle, and beauti-
ful music performed by LAS orchestra members. There will also be wine-related  
Guild estate sales items for purchase. 
Your $10 tasting fee and a portion of Page Mill Winery sales will help support LAS 
programs. Page Mill is at 1960 S. Livermore Avenue in Livermore. 

Register for the LAS Youth Orchestra by May 15
LASYO, a summer orchestra established by the Symphony Association, is open to 
musicians ages 11 (or in 6th grade) through 21 who play violin, viola, cello, string 
bass, flute, oboe, English horn, clarinet, bassoon, horn, trumpet, trombone, tuba, 
or percussion.
For 2018, LASYO offers a four-week session with rehearsals Tuesday and Thurs-
day evenings from July 10 to 31 plus Friday August 3 with conductors Göran Berg 
and Don Adkins, culminating in a free public concert on August 4. Repertoire will 
include the Karelia Suite by Sibelius, Suite for Strings by Janáček, the first move-
ment of Symphony No. 3 by Schubert, and more. See livermoreamadorsymphony 
.org/lasyo for detailed schedule and audition information and a link to the regis-
tration form. Registration forms are due by May 15.
Please direct questions to Betsy Hausburg, program coordinator, at vdt.director@
gmail.com.

Competition for Young Musicians, 2018–2019
The 46th annual LAS Competition for Young Musicians will take place in October. 
The winners will perform as soloists with the Symphony on February 23, 2019, and 
will receive a cash award. 
The competition is open to instrumentalists and vocalists who reside in Alameda 
County, Contra Costa County, the City of Tracy, or the community of Mountain 
House. The maximum age is 19. See livermoreamadorsymphony.org/competition 
for information. 
If you have questions, you may contact Jutta Massoud at juttamassoud@comcast 
.net or 925.525.6070.

Next Concert: June 2, 2018
The LAS concert on June 2 will feature Tchaikovsky’s “Little Russian” Symphony 
No. 2, “Roman Carnival Overture” by Berlioz, and soloist Jennifer Kloetzel play-
ing the Elgar cello concerto. Join us for a rousing conclusion to our season!


