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Celebrate Rice

       Over a century ago, William Marsh Rice laid out a vision to 
provide the city of Houston with a tuition-free Institute for the 
Advancement of Literature, Science and Art.  That vision came 
to fruition on October 12, 1912, as Rice Institute held its opening 
ceremonies.  Thus began its journey from a bold little university on 
the edge of a prairie to the world renowned institution we cel-
ebrate today.
       The Shepherd School of Music proudly presents this perfor-
mance as part of our Centennial Concert Series in honor of Rice’s 
100 th birthday.



PROGRAM

Trittico Botticelliano Ottorino Respighi
(1879-1936)     La Primavera.  Allegro vivace 

     L’Adorazione dei Magi.  Andante lento 
     La Nascita di Venere.  Allegro moderato 

Thomas Hong, conductor

Concerto for Two Violins Johann Sebastian Bach
   in D Minor, BWV 1043 (1685-1750)
     Vivace 
     Largo ma non tanto 
     Allegro 

Kathleen Winkler and Paul Kantor, soloists

INTERMISSION

Symphony No. 1 in C Major, Op. 21 Ludwig van Beethoven
(1770-1827)     Adagio molto — Allegro con brio 

     Andante cantabile con moto 
     Menuetto. Allegro molto e vivace 
     Finale. Adagio — Allegro molto e vivace 

The reverberative acoustics of Stude Concert Hall magnify the slightest 
sound made by the audience. Your care and courtesy will be appreciated.  
The taking of photographs and use of recording equipment are prohibited.
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PROGRAM NOTES

Trittico Botticelliano  .     .     .     .     .     .     .  Ottorino Respighi

       Respighi was, after opera master Giacomo Puccini, Italy’s 
most famous composer of the early 20th century. Today he is per-
haps better known for his richly descriptive symphonic poems I 
Fontane di Roma, Pini di Roma, and Feste romane than for his 
deep interest in ancient European music and art, but he in fact 
dedicated much of his artistic life to reviving and reintroducing 
music of the 16th and 17th centuries. He once said that “a logical 
chain binds the past and the future — the romanticism of yester-
day will again be the romanticism of tomorrow,” and his Trittico 
Botticelliano (Three Botticelli Pictures) embodies that sentiment 
both elegantly and compactly. The triptych, essentially a musical 
depiction of three Sandro Botticelli canvases (all three of which 
now reside in the Galleria degli Uffizi in Florence), was con-
ceived early in 1927 when Respighi and his wife were on their 
second trip to the United States. During the trip, he was so taken 
with Elizabeth Sprague Coolidge’s generous patronage that he 
promised to dedicate the piece to her, and began composing it as 
soon as he arrived home in Rome. The work premiered later that 
same year at a concert in Vienna, sponsored by Coolidge, with 
Respighi himself at the podium. 
       Each movement of Respighi’s triptych is a miniature tone 
poem intended to capture the subject and affect of the Botticelli 
painting after which it is named. Perhaps to evoke the various 
frolicking characters in the Botticelli, Respighi’s “La Primave-
ra” (Spring) combines several main thematic fragments: animat-
ed trills and flourishes, lusty horn calls, a cheerful tune initiated 
by the bassoon, a lilting dance in 6/8 meter for the whole en-
semble, and, as a nod to the ancient setting, an antique-sounding 
woodwind trio. “L’Adorazione dei Magi” (The Adoration of the 
Magi), while also joyful and pastoral, is more subdued than the 
previous movement. Here, Respighi’s interest in music of earlier 
eras is most pronounced: he directly bases much of the thematic 
material on an ancient antiphon that dates back to at least the 



ninth century, but that is best known today as the famous Christ-
mas song O Come, O Come, Emanuel. The movement begins 
with a modal-sounding bassoon solo, and after an ornamented 
response from the flute, both instruments present the Emanuel 
theme together, two octaves apart. As the musical texture thick-
ens slightly to accommodate celeste, piano, harp, and triangle 
interjections, we hear an oboe solo, a violin solo, and another 
bassoon solo before the movement draws to a serene close. The 
final movement, “La Nascita di Venere” (The Birth of Venus), 
is, like Botticelli’s transcendent rendering of the scene, enchant-
ing, undulant, and bathed in exquisite light. It begins softly, with 
rising and falling string motives mimicking swelling waves. The 
volume gradually builds as we imagine Venus emerging from the 
sea foam, and soon woodwinds take up the wave motive under 
a simple and sustained melody in the strings. As the movement 
winds down once again to where it began, the lapping waves 
ease to a placid standstill as Venus steps from her shell and onto 
the Cypriot shore.

Concerto for Two Violins   .     .     .     .   Johann Sebastian Bach
   in D Minor, BWV 1043 

       In 1717, Duke Wilhelm Ernst of Weimar had Johann Se-
bastian Bach arrested and jailed. His crime? Stubbornness. The 
thirty-two-year-old composer had worked as a chamber musician 
and court organist in the Duke’s employ for the previous nine 
years. When he did not receive the promotion to Kapellmeister 
that he had expected, he petitioned not once, but repeatedly for 
the Duke to release him from his duties, so that he could accept 
the position of Kapellmeister in Anhalt-Köthen instead. Luckily, 
Bach’s inappropriate persistence did not earn him too lengthy a 
sentence: after a month, he was released and reluctantly given 
permission to relocate. 
       The first few years working for Prince Leopold in Köthen 
were some of Bach’s happiest. And it is no wonder: his salary 



had doubled, the age of his employer had halved, and the Cal-
vinist prince (a talented musician himself) gave him consider-
able freedom in his composing and performing projects. Some of 
Bach’s most beloved secular works stem from this chapter of his 
life, including the orchestral suites, the six solo cello suites, the 
solo violin sonatas and partitas, and the six Brandenburg Con-
certi. 
       The Double Violin Concerto, perhaps one of the most well 
known concerti of the late Baroque, was also likely conceived in 
Köthen. The piece is sometimes categorized as a concerto grosso 
(‘grosso’ meaning ‘big’), because it features more than one solo 
instrument. Unlike the typical concerto grosso, however, the 
texture of the outer movements is entirely contrapuntal, and the 
whole piece features significantly more prominent interplay be-
tween the two solo violin parts than between the solo group and 
the orchestral accompaniment. The first movement is in a loose 
“ritornello” form, in which the solo violins play “episodes” after 
the fugal tutti introduction, while the orchestral accompaniment 
interjects with returns of that introductory music in various con-
figurations. Amidst the incessant counterpoint in both this move-
ment and the last, Bach creates textural contrast and dynamics 
with varied orchestration in the accompaniment during the solo 
sections. The next movement is a meltingly beautiful Siciliano 
dance in 12/8 meter. With the accompaniment providing only 
chordal support, the two solo violin lines intertwine elegantly 
with intensely poignant melodies, the most prominent of which is 
made up of a gently descending scale that eventually rises, and 
transforms into an equally sublime accompaniment for the other 
solo player. Then comes a fiery finale in a more overt ritornello 
form than the first movement. The opening ritornello returns tutti 
between solo sections of impressive passagework and equally 
expert counterpoint, and comes back in several different keys 
before finally settling in the tonic key of D minor, and propelling 
the concerto to a riveting end.



Symphony No. 1 in C Major, Op. 21  .     .  Ludwig van Beethoven

       Considering the tremendous mark Beethoven would go on to 
make as a symphonist, it is somehow fitting that he completed his 
first symphony in 1800, at the advent of a new century. He had 
already proven himself a remarkable talent and true visionary as 
a classical piano composer, while he was still a student of Franz 
Joseph Haydn. Now, at age twenty nine (before he began to lose 
his hearing), he turned to a genre over which his teacher unques-
tionably reigned. 
       In his first symphony, Beethoven clearly emulated Haydn in 
his thematic development, the plethora of clever transitions, and 
the pervasive wittiness. It is likely because of these nods to the 
older master that the work was one of Beethoven’s most popular 
during his lifetime. In fact, the critics’ only major complaint at 
its premiere was of the “excessive use of wind instruments, so 
that there was more Harmonie [wind band] than orchestral mu-
sic as a whole.” But Beethoven was not afraid to defy convention 
in more ways than just heavy wind scoring—and he makes that 
glaringly obvious in the very first notes of the piece. As anyone in 
the audience at Vienna’s Burgtheater in 1800 would have known, 
a good classical symphony should begin with a grand, straight-
forward statement in the tonic. Beethoven’s first symphony opens 
neither grandly nor straightforwardly: instead, two soft chords 
lightly scored in high winds and string pizzicati make a timid 
cadence in the “wrong” key. From there, it is only after several 
more facetious false starts and a dozen measures of introduction 
that the tonic key of C Major finally disinters itself.
       The vibrant, uplifting, and playful Allegro con brio that fol-
lows is scored more densely than most classical symphonies, with 
the strings and winds used to great effect as antiphonal bands 
throughout. For the duration of the movement, Beethoven plays 
with three main elements of the main theme: dotted figures, a 
slightly ornamented descending scale, and upwardly skyrocket-
ing string arpeggios. The boisterousness soon gives way to a 
more subdued second theme, though—a dialogue between flute 
and oboe, and then a second dialogue, this time between low 



strings and oboe. The opening theme soon returns in a trium-
phant fortissimo, before a flamboyant coda resolves the move-
ment’s equivocal opening with a deluge of affirming cadences in 
C major. 
       As in the andante of Beethoven’s contemporary C Minor 
String Quartet, Op. 18, No. 4, the opening of the second move-
ment begins quasi-fugally, with voices throughout the strings 
entering the texture one after another. The more ominous pianis-
simo drum rhythms that underpin the exposition’s closing theme 
become more present in the development, which takes us to the 
remote and surprising key of D-flat major. In the recapitula-
tion, Beethoven adds a playful countermelody to the mock-fugal 
theme..
       The third movement is the first of Beethoven’s symphonic 
scherzos in all but name. The heading “menuetto” is merely 
a formality, immediately contradicted by the marking Allegro 
molto e vivace. The movement features rhythmic and dynamic 
jolts, as well as colorful scoring complete with drums and trum-
pets. In the second half, Beethoven wrenches the music into 
D-flat Major (as he had in the previous movement) before an
impressive, hushed sequence of modulations brings us back to C
Major. The trio section, by contrast, is characterized by almost
hypnotic harmonic stasis, underpinned by rich chordal writing in
woodwinds and horns, and only sparsely interrupted by flurries
of string scales.

 The finale, like the first movement, opens with another Hayd-
nesque joke, a portentous adagio that proves to be a tease: after 
a massive chord from the whole orchestra (the chord that the first 
movement forgot), the first violins slowly work their way up the 
notes of the scale (first three notes, then four, five, six, and sev-
en), until they eventually tip over into an energetic octave scale, 
which becomes a source of musical wit and inventive variation 
throughout the rest of the spirited movement.

– Notes by Malachai Komanoff Bandy



BIOGRAPHIES

      The artistry of Kathleen Winkler 
has earned her the plaudits of critics 
and audiences alike worldwide since 
her solo debut at the age of seventeen 
with the Philadelphia Orchestra. She 
has been heard with such orchestras 
as the Detroit Symphony (with which 
she has toured on many occasions), the 
Pittsburgh Symphony, the Danish Radio 
Orchestra, the Odense Byorkester, the 
Polish Slaska Philharmonic, the Grand 
Rapids Symphony, the Savannah Sym-
phony, and the Phoenix Symphony, to name a few. She has toured 
throughout the U.S. and Canada as well as having performed in 
Sweden, Poland, Germany, Spain, and the Canary Islands.
      The recipient of numerous awards, Ms. Winkler took first prize 
in the First International Carl Nielsen Violin Competition which 
led to her sponsored debuts in Alice Tully Hall at Lincoln Center, 
London’s Queen Elizabeth Hall and Purcell Room, the Kennedy 
Center and the Library of Congress in Washington, D.C., as well as 
numerous radio broadcast performances on the British Broadcast-
ing Corporation (BBC) and the International Voice of America.
      Through a national search, Kathleen Winkler was selected by 
the United States Information Agency to represent the U.S. as an 
Artistic Ambassador on concert tours throughout the world. Her 
initial tour took her to Singapore, Malaysia, Indonesia, Korea, and 
New Zealand. Another extended tour saw Ms. Winkler’s perfor-
mances representing our country in Saudi Arabia, Jordan, Syria, 
Algeria, Tunisia, Nigeria, and Kenya. A third tour took Ms. Winkler 
throughout Australia and South America.
      An active chamber musician, Ms. Winkler has appeared at 
major music festivals throughout the country such as The Kent-
Blossom Music Festival with Leonard Slatkin conducting, The 



Skaneateles Festival with David Zinman conducting, and The Bear 
Valley Festival with Carter Nice conducting. Other festival ap-
pearances have included The Music in the Mountains Festival at 
Steamboat Springs, The Hamden-Sydney Chamber Music Festival, 
The Bay Chamber Concerts, The Festival de Musique de Chambre 
du Montréal, and Da Camera in Houston. In addition, for six years, 
Ms. Winkler was a member of the Amabile Piano Quartet which 
regularly toured the country under such auspices as the Southern 
Arts Touring Federation, The Mid-America Arts Alliance, Arts Mid-
west, and various other state arts agencies. Concert appearances 
included the Phillips Collection in Washington, D.C., The Columbus 
Chamber Music Society, The Chamber Music Society of Chicago, 
and Houston Friends of Music.
      Ms. Winkler currently holds the Dorothy Richard Starling 
Chair in Violin and is the recipient of Rice University’s prestigious 
Julia Mile Chance Award for excellence in teaching. A devoted 
mentor to young musicians, her students can be found among the 
ranks of national and international competition winners as well as 
in the worlds leading orchestras and chamber ensembles. As an 
adjudicator, Ms. Winkler has served on the committees for such or-
ganizations as The Carl Nielsen International Violin Competition, 
The Singapore International Competition for Violin, The American 
String Teachers Association’s National Competition (ASTA), The 
Concert Artist Guild of New York, The Yellow Springs Chamber 
Music Competition, The Midland-Odessa National Young Artists 
Competition, The Lennox-Richardson National Young Artist Com-
petition, The Corpus Christi International Young Artist Competi-
tion, and The General Motors Seventeen National Competition. In 
the spring of 2013, she will serve on the jury of the Montreal Inter-
national Violin Competition.
      The Philadelphia-born artist attended Indiana University where 
she received her Bachelor of Music degree, magna cum laude, as 
well as the coveted Performer’s Certificate. She also attended the 
University of Michigan where she received her Master of Music 
degree, summa cum laude. Formerly on the faculties of the Oberlin 
Conservatory and the Cleveland Institute, Ms. Winkler also served 



as a visiting Professor at Indiana University’s Jacobs School of Mu-
sic and the University of Southern California’s Thornton School of 
Music. Ms. Winkler has been a Professor of Violin at the Shepherd 
School of Music for the past 20 years, three of which were served 
as string department chair. A frequent clinician for the New World 
Symphony in Florida, she also continues in her role as a Guest 
Professor at the Central Conservatory of Music in Beijing, China. 
During the summer Ms. Winkler is on the artist faculty of the Music 
Academy of the West in Santa Barbara, California, where she holds 
the Dorothy Richard Starling Chair in Violin. 

      PAUL KANTOR was appointed in 
2012 to the Sallie Shepherd Perkins Pro-
fessor of Violin following ten years at the 
Cleveland Institute of Music. His impres-
sive musical career includes serving as 
chair of the String Department at the 
University of Michigan for 13 years and, 
prior to that, concurrent appointments 
at the Juilliard School, the New England 
Conservatory and Yale University.
       Kantor began his career as con-
certmaster of the New Haven Symphony 
Orchestra, first violinist of the New Haven String Quartet and subse-
quently, the Lennox String Quartet. He was appointed concertmaster 
of the Lausanne Chamber Orchestra in 1989 and for the past 32 
years he has been an artist and faculty member of the Aspen Music 
Festival and School, where he has been concertmaster of both the 
Festival Orchestra and Chamber Symphony, Chair of the Musicians 
Committee and a member of the Board of Trustees.
       In 1994 he gave the world premiere of  Dan Welcher’s Violin 
Concerto, subsequently recorded with Larry Rachleff, as well as the 
world premiere of John Corigliano’s Red Violin Caprices. Mr. Kan-
tor has recorded for CRI, Delos, Mark, and Equilibrium Records.



        LARRY RACHLEFF is now celebrat-
ing his 21st season as Director of Orches-
tras and the Walter Kris Hubert chair 
at Rice University’s Shepherd School of 
Music in Houston. He is also in his 17th 
year as Music Director of the Rhode Is-
land Philharmonic. During his career, he 
also served as Music Director of the San 
Antonio Symphony.
     Two recent reviews about Mr. Rachleff: 
“Music Director Larry Rachleff, a superb 
conductor with seasoned leadership skills, conducts everything 
with deep musical understanding…” (John von Rhein, Classical 
musical critic, Chicago Tribune) and “…make no mistake about it, 
Rachleff is an incredibly accomplished conductor and an incred-
ibly accomplished musician” (OpusColorado.com).
     He is a regular guest conductor with the orchestras of Colora-
do, Utah, Indianapolis and Kansas City, with recent appearances 
at Buffalo, Charlotte, Ft. Worth, Columbus, Rochester, Florida, 
Grand Rapids, Seattle and Phoenix, among many other fine or-
chestras.  His summers are spent guest conducting at the Music 
Academy of the West, the Aspen Music Festival and School, where 
Mr. Rachleff served as guest co-director of their summer conduct-
ing academy, the Sarasota Music Festival, the Chautauqua Music 
Festival and the Grand Teton Festival.  Other summer festival 
engagements have included Tanglewood, Interlochen, Brevard and 
Opera Theatre of Lucca, Italy.
      Mr. Rachleff is especially noted for his rich and productive 
rapport with orchestra musicians. The Salt Lake Deseret News 
had this to say about him recently: “His interpretation (Proko-
fiev’s Fifth Symphony) was charged with power and passion that 
never waned. His reading was compelling, yet he also managed to 
bring out the lyricism that lies hidden beneath the boldness of the 
themes. What was especially remarkable, he conducted the work 
from memory. The orchestra played marvelously. The musicians 
were at the top of their game, and their rapport with Rachleff was 



obvious. It was a fabulous collaboration between orchestra and 
conductor”
      A former faculty member of Oberlin Conservatory, where he 
was Music Director of Orchestras and Conductor of the Contem-
porary Ensemble, he also served as conductor of the Opera The-
atre at the University of Southern California. He has conducted 
and presented masterclasses all over the world, including the 
Chopin Academy in Warsaw, the Zurich Hochschule, the Sydney 
and Queensland, Australia conservatories, the Juilliard School, 
the New England Conservatory, and Royal Northern College in
the U.K.
      Larry Rachleff is an enthusiastic advocate of public school mu-
sic education. He has conducted All-State orchestras and festivals 
in virtually every state in the United States as well as throughout 
Europe and Canada. He has also served as principal conducting 
teacher for the American Symphony Orchestra League, the Con-
ductors’ Guild and the International Workshop for Conductors in 
the Czech Republic.
      As a dedicated advocate of contemporary music, Mr. Rachleff 
has collaborated with leading composers including Samuel Adler, 
the late Luciano Berio, George Crumb, Michael Daugherty and 
John Harbison, among others.
      Larry Rachleff lives in Houston with his wife, soprano Susan 
Lorette Dunn, and their young son, Sam.

      THOMAS HONG currently serves 
as associate conductor of the Shepherd 
School of Music and the Dallas Sym-
phony Orchestra.  Most recently, he 
concluded his third season as assistant 
conductor of the Pittsburgh Symphony 
Orchestra, where he conducted numer-
ous classical, community, education 
and pops concerts for the orchestra.  
Previously, he was also associate 



conductor with the Seattle Symphony, where he was in charge of 
programming and conducting all of the community outreach per-
formances during the year.  Other positions in the past include 
assistant conductor of Orchestre National de France and also 
associate conductor of the Fort Worth Symphony Orchestra.
      Orchestras that Mr. Hong has conducted in the past include 
the Spokane, Richmond and Winnepeg Symphony Orchestras as 
well as the Seoul and Buffalo Philharmonics.  Among his oper-
atic and vocal performances are Copland’s The Tender Land, 
Mahler’s Das Lied von der Erde and Stravinsky’s The Rake’s 
Progress.  His most recent operatic performance was Donizetti’s 
L’elisir d’Amore at the Wortham Opera Theatre in Houston.  
Awards that he has received include the Leopold Stokowski Fel-
lowship, the Whitaker Fund for Opera and a residency fellowship 
by the Brahms society of Baden-Baden. 
      As an educator, Mr. Hong was on the faculty of The Shepherd 
School Preparatory Program at Rice University, teaching piano 
to young students.  He was also a part of the Just for U Music 
Program (JUMP!) at the university, interacting with children as 
well as performing for them.  In 2006, he was an integral part of 
forming a new musical organization, working closely with the ex-
ecutive and artistic directors as the founding conductor.  Based 
in Greenwich, Connecticut, Youth Symphony for United Nations 
or YSUN’s guiding principle continues to be “a gathering of 
sound for world peace.”
      Thomas was born in Incheon, Korea and immigrated to the 
United States with his family in 1978.  He began his musical 
training at the age of 15 on piano and continued his studies with 
Dr. Samuel Hsu at Philadelphia Biblical University.  Later, he 
went on to earn a masters degree in choral conducting at Temple 
University and an artist diploma in orchestral conducting from 
The Curtis Institute of Music, studying with Maestro Otto Werner 
Mueller.  He concluded his artistic training with Maestro Larry 
Rachleff at Rice University’s Shepherd School of Music.






