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Symphony No. 35 in D Major,
K. 385, "Haffner"

Wolfgang Amadeus Mozart
(1756-1791)

Allegro con spirito
Andante
Menuetto
Finale. Presto

Cello Concerto No.1 in A Minor, Op. 33
Allegro non troppo; Un peu moins vite;
Piu allegro

Camille Saint-Saens
(1835-1921)

Norman Fischer, soloist

INTERMISSION

Appalachian Spring (Ballet for Martha)
(Suite for thirteen players)

Aaron Copland
(1900-1990)
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PROGR AM NOTES
. Wolfgang Amadeus Mozart
Symphon y No. 35 in D Major,
K. 385, "Haffner"
Mozart's Symphony No. 35 demonstrates that his boundless musical genius was
tempered by practicality. Mozart's career essentially bridges the transition between the
age of the composer as craftsman, churning out music on demand for specific occasions, and that of the inflated "cult ofgenius" which ballooned dramatically during the
nineteenth century. The concept of the composer stormily, manically forging great works
of art to satisfy an inner need was formed in the wake of Beethoven and applied retrospectively to Mozart; in the Classical period, however, music was muchvnor e functional, and differentiations between genres more arbitrary.
In the summer of 1782, Mozart had recently left the service of the Archbishop in
Salzburg under less than cordial circumstances. While remaining in Vienna, his energies were spent primarily on the staging of Die Entfuhrung aus dem Serail and on his
impending marriage to Constanze Weber. Adding another burden to his busy schedule,
Mozart's father requested a piece for the ennoblement of Siegmund Haffner in Salzburg.
In less than two weeks, Mozart composed a five-movement serenade scored for paired
oboes, bassoons, horns, and trumpets, with timpani and strings. Months later, requiring
a symphony for a subscription concert, he asked his father to return the score of the
serenade. Not having seen it since he hastily mailed it to Salzburg, Mozart remarked,
"My new Haffner Symphony has positively astounded me, for I had forgotten every
single note of it." He re-worked the serenade, dropping the second minuet and the
introductory march and adding two flutes and two clarinets to the outer movements
(K. 385 is his only symphony with a full complement of eight winds).
Of the remaining four movements, Mozart specified in a letter to his father that
"the first Allegro must be played with great fire; the last, as fast as possible." The first
movement is in a mono thematic sonata form more characteristic of Haydn than of
Mozart, dispensing with the contrasting second theme in favor of contrapuntal manipulations and derivations of the first. The slow movement is a graceful binary song
form; the minuet is rather four-square, much in the serenade tradition. The finale, "a
brilliant moto perpetuo" according to Stanley Sadie, is also in sonata form, but the
treatment of the theme approaches that of a rondo. Though definitely complete and
satisfying in its own right, the "Haffner" Symphony can be considered Mozart's last
piece of truly occasional music and a prelude to the great symphonic masterpieces yet
to come.

Cello Concerto No. 1 in A Minor

. Camille Saint-Saen s

Camille Saint-Saens was considered by many to be the greatest French composer
of his time. Showing Mozartian precociou sness as a childhood prodigy, he grew to
become a renowned organist, an eloquent writer on a variety of musical and scientific subjects, and a tireless champion of French music. He co-founded the Societe Nationale de Musique in 1871 under the rallying cry "Ars Gallica," seeking to give exposure
to young French composers in a cultural environment still dominated by the German
masters. Faure, Franck, and Lalo were among the earliest members; it later gave many
important premieres including pieces by Debussy, Dukas, and Ravel.

As one of the earliest to appreciate and defend Wagner and the first to program
Liszt's tone poems in France, Saint-Saens showed significant musical tolerance. At the
heart of his own composition, however, was a conservative neoclassicism, concerned
with neat proportions, clarity, and precision. In his memoirs, Ecole buissoniere, he
wrote, "Music is something besides a source of sensuous pleasure and keen emotion,
and this resource, precious as it is, is only a chance corner in the wide realm of musical art. He who does not get absolute pleasure from a simple series of chords, beautiful only in their arrangement, is not really fond of music."
His varied and prolific work, touching on every nineteenth-century genre, is often
characterized by masterful counterpoint, repeated rhythmic motifs, and elegant line,
more distinctive in its harmonies than in its formally regular melodies. The Cello Concerto No. 1 in A minor, Op. 33, also shows a willingness to experiment with form. Its
three movements are played without pause, together resembling a single sonata form
movement with a graceful minuet inserted between the development and the extensive
recapitulation. The piece was written in 1872 for Auguste Tolbecque, who premiered it
the following year in a concert by the Societe des Concerts du Conservatoire. The critical press hailed it as a return from the "all-too-obvious divergence from classicism ...
of his recent works," describing it as a "beautiful and excellent work of excellent sentiment and perfect cohesiveness."

Appalachian Spring (Ballet for Martha)

. Aaron Copland

In 1990, America lost one of its most beloved and influential musical forces. Born
in Brooklyn in 1900, Aaron Copland saw nearly a century of profound changes and
disparate musical trends, but maintained a unique and integrated personal vision
throughout. Schooled in Paris under Nadia Boulanger and alongside some of the greatest American and European composers of his generation, Copland was determined to
create a style as distinctly American as Mussorgsky's and Stravinsky's were Russian. He
turned first to the energetic syncopation and polymetric rhythm of jazz, most notably
in Music for the Theater of 1925. Inspired by the leftist sentiments of his artistic
friends and colleagues in New York, he later went a step further by adopting a more
accessible, "populist" style, centering on the lives and concerns of the common man.
While by no means simplistic in its conception or construction, this music has a simplicity, clarity, and drive that through years of popularity and lesser imitations has
made it synonymous with the vastness of the American landscape and spirit.
A series of ballets begun in 1938 are most clearly representative of his "alternately
nervously animated and trance-like swaying rhythms" and his "plain, clean-colored,
deeply imaginative" orchestration. Appalachian Spring (1944) was written for Martha
Graham, who chose the title from a poem by Hart Crane. Although better-known in its
later incarnation for full orchestra, the original score called for flute, clarinet, bassoon, piano, and strings. The score outlines the following scenario, set in the Pennsylvania hills during the early nineteenth century: "The bride-to-be and the young farmerhusband enact the emotions, joyfulness and apprehensiveness, their new domestic
partnership invites. An older neighbor suggests now and then the rocky confidence of
experience. A revivalist and his followers remind the new householders of the strange
and terrible aspects of human fate. At the end the couple are left quiet and strong in
their new house."

Throughout the piece, Copland makes use of the comfortably familiar sonorities of
triads and major scales, but in an unconventional fashion, often employing sparse,
widely-spaced textures and intervals of 5ths, 6ths, and JOths. The focal point of the
ballet is a set of variations on the Shaker tune Simple Gifts, which was not nearly as
prevalent a part of the collective American consciousness before this composition as it
has become since. Copland occasionally quoted folk tunes in his early work, much in
the tradition of Ives and other nationalistic styles of the time. Simple Gifts is unique,
however, as the only folk tune he quoted without altering it through syncopation and
unexpected mutations of interval and meter. True to its original text, it remains steadfast as the backbone of the down-to-earth values and expansive prrmz.ise embodied
here in music and dance.
- Notes by Kyle Bruckmann

BIOGRAPHY
NORMAN FISCHER is one of this country's foremost champions of the cello. After
completing instrumental study with Richard Kapuscinski, Claus Adam, and Bernard
Greenhouse, he first graced the international concert stage as cellist with the Concord
String Quartet, a group that won the Naumburg Chamber Music Award, an Emmy,
and several Grammy nominations, recorded over forty works on RCA Red Seal, Vox,
Nonesuch, Turnabout, and CRI, and premiered over fifty compositions. In addition to
performing the major concerti, Mr. Fischer has premiered and recorded several new
scores for cello and orchestra. His chamber music expertise has led to guest appearances with the Juilliard, Cleveland, and Audubon String Quartets, the Santa Fe Chamber Music Festival, and Da Camera of Houston. He collaborates frequently with pianist
Jeanne Kierman as the Fischer Duo, a group that has become known for featuring
works by the masters as well as uncovering interesting pieces by neglected composers.
He is also a member of the Concord Trio and Ensemble Pierrot. A devoted teacher
and mentor to younger players, Mr. Fischer taught at Dartmouth College and the
Oberlin College Conservatory before accepting the position of Professor of Violoncello at The Shepherd School of Music.

UPCOMING ORCHESTRA CONCERTS
Wednesday, Dec. I - CONCERT OF CHAMBER MUSIC FOR WINDS
AND FOR STRINGS Program: Works for woodwind ensembles;
and the Shepherd School Chamber Orchestra performs
Tchaikovsky Serenade for Strings.
8:00p.m. , Duncan Recital Hall, Free Admission
Friday, Dec. 3 - SHEPHERD SCHOOL SYMPHONY ORCHESTRA
Program: Mozart Sinfonia Concertante for Violin and Viola, K. 364
(Yenn Chwen Er, violin; Rifat Qureshi, viola); and Stravinsky Rite of Spring.
8:00p.m., Stude Concert Hall, Free Admission
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