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Farkhad Khudyev (b. 1985) is both our guest conductor and a featured composer on this 

program, writing The Sounds of Eternity on commission from the Monterey Symphony to 

commemorate the Seventieth Anniversary Season. Max Bragado – our esteemed Music Director 

– asked Khudyev to compose a large work for the orchestra, which, he accepted in the Spring of 

2015. He began composing the work in June of that year, but included musical concepts that he 

had imagined from as early as six years of age. Our performances this weekend mark the world 

premiere of this complex and imaginative work with the composer on the podium!  

 

The Sounds of Eternity features the same instrumentation as Beethoven’s Symphony No. 7 (with 

the addition of harp), but with more complex divisions and textures. The spirit of Beethoven 

served as an inspiration – as did those of Brahms, Schubert, and Brubeck – in a work that has 

powerful Russian character. The work, in some aspects, is more reminiscent of Rachmaninoff, 

who Khudyev specifically credits as his greatest influence as a composer. More specifically, the 

work features dance characteristics from the Caucuses, including the Lezgi Dance, a popular 

dance that is fast and passionate. The Lezginka, as it is otherwise known, is an extreme dance 

that requires active feet. In this work it serves as an awakening, marked by the use of timpani. 

The inclusion of the Turkmenistan National Anthem (where Khudyev was born) is also 

included, transformed here in the first section into the Lezgi Dance. The first section of the 

work, which utilizes a five-part rondo form, also features the sounds of dove and cuckoo calls. 

 

The closing section is the most symbolic and emotional part of The Sounds of Eternity. The work 

carries the imprint of the Turkmenistan civil war. This tragic event left a deep impression on 

Khudyev, who uses the torment of his own suffering to balance fear and joy in his music…and 

in his conducting. The rhythmic nature of his style belies this underlying emotion, but 

celebrates the folk and dance music of his home. The Sounds of Eternity was commissioned to 

celebrate the Monterey Symphony, and it does so in a manner that is representative of our 

community: a community that is internationally rich and complex, and full of beauty, wonder, 

and joy. 

 

Wolfgang Amadeus Mozart (1756-1791) is a common household name today, and has been for 

over two hundred years. This remarkable man created music that has endured the test of time, 

where today his compositions are staples of the film and advertising worlds, concert halls, 

opera stages, and recital rooms everywhere. The prodigious young Austrian was the victim of 

his father’s will, and his own imagination. Only a few figures in history have remained as 

popular for such a great span of time, which, is not only indicative of his genius, but of his 

character. His music furthered the development of several genres including opera, chamber 

works, and most especially: the concerto.  

 



The Clarinet Concerto in A Major, KV 622, is one of his finest attempts in this genre, rivaled 

only by his piano concertos. In form and function, this concerto plays the clarinet against the 

orchestra in the same manner as the piano works, using double expositions, for example. The 

Clarinet Concerto displays the beauty of the clarinet through elegant phrasing, melodic 

invention, and in virtuosic temperament. Mozart – in my opinion – wrote naturally for the 

clarinet, maybe finer than anyone in the history of music, and was instrumental in the 

development of the clarinet itself. Composed for his friend Anton Stadler (for whom he also 

wrote the Clarinet Quintet, KV 581), the work premiered on October 16, 1791 by Stadler himself 

in Prague, less than two months before Mozart’s untimely death. Mozart’s chronological 

catalogue ends with his Requiem, KV 626, placing the Clarinet Concerto, KV 622, near the tail 

end of his output. It was his last completed instrumental work.  

 

The Clarinet Concerto and Quintet were both originally composed for basset clarinet, the actual 

instrument that Stadler helped create, and the one Mozart scored in his Requiem. The basset-

horn, as it sometimes dubbed, has a lower range than a modern alto clarinet; but the original 

publisher decided to publish the work for the b-flat version of the instrument to increase sales, 

transposing the lower passages in a revised edition to accommodate the smaller range. Good 

thing, since the instrument Stadler helped create eventually fell out of use. Nonetheless, the 

Clarinet Concerto helped establish the alto clarinet – and the entire wind ensemble for that 

matter – as part of the standard orchestra for the approaching century. 

 

Ludwig van Beethoven (1770-1827) was a transforming figure in the history of music. To assist 

in placing him in perspective, imagine that all of music history may be divided into two major 

eras, with the first being music before Beethoven, and the second being music that followed his 

influence. The only other figures in music history who come close to this level of influence 

would possibly include Claudio Monteverdi and his Seconda Prattica, ca. 1605, and The Beatles 

during the 1960s. 

 

Despite Symphony No. 7, Op. 92, being one of the most popular and successful compositions of 

Beethoven’s career, it was not the most anticipated work on the bill the night it premiered in 

December of 1813 in Vienna, that honor must go to Wellington’s Victory, Op. 91. The mindset in 

Austria in those days still included the financial and territorial losses from a string of four wars 

– in under twenty years – with France. To be fair, people viewed Beethoven’s phenomenal 

Symphony No. 7 as merely a companion piece to Wellington, a detail that annoyed Beethoven to 

some degree.   

 

Symphony No. 7 begins with a slow introduction, the largest of such ever composed at that 

point, visiting several key areas (A, C, and F: all third relations in place of the usual dominant 

relationships), foreshadowing the symphony’s important events – a somewhat typical 

Beethoven characteristic that can be dated back to the opening chord of Symphony No. 1.  The 

work then forges out a four-movement structure that does not include a slow movement, but 

replaces the contrasting second movement with the very popular Allegretto, which was often 

played too slowly, but in context it parries the Vivace and the Presto movements with a sense of 



leisure. The finale is also quite fast, but with a pace that feels more defined, or controlled, in 

comparison to the Vivace and Presto movements.  

 

Beethoven began writing Symphony No. 7 in 1811, completing it in April of 1813, officially 

dedicated to Count Moritz von Fries. It is scored for two flutes, two oboes, two clarinets (thank 

you, Herr Mozart), two bassoons, two horns, two trumpets, timpani, and strings. This period of 

his career follows his “heroic decade,” his most prolific: 1802 to 1809 in actual years, when he 

composed five of his nine symphonies, three string quartets, four sonatas for violin and six for 

piano, four total concertos, the Mass in C Major, plus his only opera (Fidelio) and his only 

oratorio (Christ on the Mount of Olives), and those are just the major works… Following 1809, 

Beethoven was enjoying some of his successes, and he would not compose with the same 

intensity for the remainder of his life.  

 

Dr. Todd Samra, Monterey 


