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PROGRAM

Symphony No. 4 in B-flat ~ajor, Op. 60
Adagio. Allegro vivace
Adagio
Allegro vivace
Allegro ma non troppo

Ludwig van Beethoven
(1770-1827)

INTERMISSION

Five Pieces for Orchestra, Op. 10
Sehr ruhig und zart
Lebhaft und zart bewegt
Sehr langsam und iiuj3erst ruhig
Fliej3end, iiuj3erst zart
Sehr fliej3end

Anton Webern
(1883-1945)

Members of the Shepherd School Chamber Orchestra
Kristin Lacey, violin
Erwin Faubert, viola
Katherine de Bethune, cello
Kurt Johnson, double bass
Robin Ford, harp
Daniel Velicer, celeste
Martin Merritt, harmonium
Lisa U'aters,jl,ute/piccolo
Judy Christy, oboe
Kelly Cramm, E-flat clarinet

La Mer
De l'aube a midi sur la mer
Jeux de vagues
Dialogue du vent et de la mer

Jonathan Gunn, B-flat clarinet
and bass clarinet
Michael Mayhew, horn
Kevin Noe, trumpet
Don Immel, trombone
Barbara Case, mandolin
Paul Orkiszewski, guitar
Paul Cox, percussion
Nathan Davis, percussion
Joanna Nelson, percussion

Claude Debussy
(1862-1918)

..,

-

SHEPHERD SCHOOL SYMPHONY ORCHESTRA

1';
~-

...

,.

'1
,J.

J

•
lk

•

...
•
l

•

-..

Violin I

Viola (cont.)

Oboe

Tuba

Sylvia Danburg,
concertmaster
Jonathan Swartz
Julie Savignon
Inga Ingver
Melissa Yeh
Courtney LeBauer
Wendy Koons
Mihaela Oancea
Colleen Brannen
Tanya Schreiber
Shen Yeh
Anna Cromwell
Zhi-Gang Cheng

Patrick Horn
Sharon Neufeld
Andrew Weaver
Ian Gravagne
Kristen Drake
Bin Sun

Michael A us tin
Jeffrey Champion
Jennifer Teisinger

Jeffrey Tomberg

Jennifer Teisinger

Cello

Clarinet

Eric Kutz, principal
Robin Creighton
Amy Harr
Ellen Fuchs
Kari Jane Docter
Allison Braid
Christina Nahabedian
Aileen Pagan
Benjamin Wolff
Nicholas Anton
David Jankowski
Leah Maruska

Martin van Maanen
Michael Waters
Stephanie Zelnick
Xin-Yang Zhou

Double Bass

Horn

James Mallet,
principal
Richard Hardie
Robert Rohwer
David Murray
Pamela Lopes
Siobhan Kelleher
Robert Stiles
Christopher Simison

Wade Butin
Stephen Foster
Tricia Giesbrecht
Rebecca Novak
George Warnock

Violin II
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Zhang Zhang,
principal
Sarah Mauldin
Joanna Winters
Zachary Carrettin
Rachael Snow
Rolanda Shine
Yoong-han Chan
Mihaella Misner
Kristen Anthony
Julie Alexander
Mona Rashad
Vanessa Cook
Janice Chow
Viola

Flute

Anne Schlossmacher,
principal
Rifat Qureshi
Stephanie Griffin
Wei-Guo Yin
Alexis Bacon

Lisa Garner
Susan Kerbs
LaNelle McDowall
Piccolo

Kris Guthrie

English Horn

Bassoon

Eric Anderson
Charles Bailey
Scott Phillips
AnnRadek

Harp

Juliette Buchanan
Gretchen Johnson
Timpani and
Percussion

Douglas Cardwell
Paul Cox
Nathan Davis
Erich Loftis
Frank Ronneburg
Michael Sharkey
Orchestra Manager

Martin Merritt

Contra bassoon

Orchestra Librarian

Charles Bailey

Ellen Fuchs

Trumpet

Mark Austin
George Chase
James Lake
Elbert Pruitt
David Workman
Trombone

Wade Demmert
Nathaniel Dickey
Jimmy Nowell

Library Assistants

Eric Anderson
Charles Bailey
Erwin Foubert
Sharon Neufeld
Robert Rohwer
Anne Schlossmacher
Lisa Waters
Stage Assistants

Mark Barnette
George Chase
Wade Demmert
Nathaniel Dickey
William Hunker
David Jankowski
George Warnock

WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY.

PROGRAM NOTES
Symphony No. 4 in B-jlat Major, Op. 60 .

. Ludwig van Beethoven

Ludwig van Beethoven enjoyed relative peace in the years following the great success
of his Third Symphony, "Eroica." He had been working on what would become his Fifth
Symphony during the summer of 1806, but he turned away from this dramatic creation
toward a lighter, spirited work that would be his Fourth Symphony. During this time,
Beethoven had retreated to the country estate of his friend, Count Brunswick, at Martonvasar. This was due in part to the French occupation of Vienna, but also to the hospitality
of the Count, to whose sister, Theresa, Beethoven was engaged. Other works from this period, such as the Fourth Piano Concerto and the Violin Concerto, share the same spiritedness and peace as the Fourth Symphony. The work was dedicated to Count Franz von
Oppersdorf, who Beethoven had met at the home of his friend, Prince Lichnowsky. It was
premiered in March 1807.
The style of the Fourth Symphony is a vast departure from the expansive style of his
Third, and more akin to that of the Second Symphony. The overall effect is more like
the symphonies of Mozart and Haydn, but there are also distinctions which are unique.
Beethoven begins the piece with a somber introduction in the style of Mozart or Haydn,
but the melodies, harmonies, and orchestrations are truly his own. From the fertile ideas
of the thirty-two measure introduction, Beethoven creates the first movement. An important feature of the movement, and of the whole work, is the forward motion found in both
the introduction and the Allegro.
Berlioz, who deeply admired this symphony, said ofthe Adagio, "It escapes analysis it is so pure inform, the melodic expression is so angelic-and of such irresistible tenderness
that the prodigious art of workmanship disappears." The first theme is enhanced by the
undulating rhythms in the second violins, and the second theme is presented subtly by the
clarinet. It is also important to note the use of the solo timpani at the end of the movement,
an idea which is further developed by Beethoven later in his career.
Though not labeled as such, the third movement is a scherzo and trio. The rhythmic
patterns are exciting and show Beethoven in a humorous vein. The trio shares in the frivolity,
repeating in alternation with the scherzo.
The symphony concludes with a lively finale, a perpetual motion type of movement inspired by the finales of many of the later Haydn symphonies. Occasionally, this "babbling,"
as Berlioz calls it, "is interrupted by rough and uncouth chords, where the angry outbursts,
already mentioned as peculiar to this composer, are again evident." This vivacious journey
concludes the work in a style to which Beethoven would return in his Eighth Symphony.
- Note by Robert Stiles

Five Pieces for Orchestra, Op. 10 .

. Anton Webern

Around the turn of the twentieth century, tonality was considered old-fashioned. Composers searched for new means of organization to replace tonality, and a variety of new
approaches emerged. Anton Webern, a student of Schoenberg, rejected all ofthe Romantic
inclinations of Schoenberg's music and adopted an aphoristic style. An important ex-

ample of this style is his Five Pieces for Orchestra, Op. 10. Webern compiled this work
from eighteen orchestral miniatures written between 1911 and 1913, of which he said,
"They are very brief Nothing long occurs to me." They average only forty-nine seconds per
movement. The fourth movement is known for being the shortest in orchestral literature.
Encompassing only six measures, it lasts, according to the metronome direction, a mere
nineteen seconds.
Webern's compositions contain compressed emotional concentration, the antithesis of
the expansive rhetoric ofthe late Romantic era. Webern was a key figure in the Expressionist movement, which emphasized expression of the inner self. Expressionistic music, usually
associated with atonality, was enhanced by Webern's use ofpointillism, which first reached
its full significance as a structural element in his Five Pieces. This orchestration technique
breaks up melodic lines among many different instruments, using diverse colors and timbres
to highlight the motivic content. The pointillistic technique displays great sensitivity to the
single sound. At times only one or two tones are played at once, resulting in extreme delicacy
and tenderness. Many of Webern's "cells" contain only two notes; few have more than four
or five. These intervallic cells form harmonies and small linear, widely-spaced melodies.
Webern himself conducted the premiere of the Five Pieces on June 22, 1926, at the
festival of the International Society for Contemporary Music in Zurich. Its unprecedented
brevity could not help but startle those who first heard it, and the work created the sensation
of the festival and brought Webern world-wide notice.
- Note by Amanda Walvoord

LaMer.

. Claude Debussy

Impressionism in music was a revolt, mostly French, against the domination of German
Romanticism. One of the leaders of the movement was Claude Debussy, and his followers
sought to create music that was delicate, subtle, and discreet - characteristics of the impressionistic style in painting and poetry. Debussy led a revolution for a musically pictorial
art that "wove a web ofsensuous allure" and depicted the loveliness ofthe outer world, rather
than the searing conflicts within. In the new style, composers used a mixture of old and new
devices, including archaic modality, whole-tone and pentatonic scales, parallel motion, and
daring new color and chord combinations. For Debussy, as well as other French artists, art
was a sensuous rather than ethical or intellectual experience, and in his quest for change,
Debussy asked his fellow French composers to return to the old masters of France,
Couperin and Rameau, whom Debussy saw as "real Frenchmen."
From the start, Debussy was criticized for the "vague impressionism" found in his works.
The composer rejected the impressionist label and spoke strongly concerning, "what some
idiots call impressionism, a term altogether misused by the critics." The time of Debussy was
also the time of Cezanne and Mallarme, and that the three of them emerge as the leaders
of a new style is unmistakable. However, Debussy saw himself more as a revolutionary
thinker, not as part of a movement.
In his revolution, Debussy supported the "alchemy of sound" against the "science of
behavior," and dreamed of "vitrified improvisation." The revolt also included harmony, which
Debussy believed to be exhausted in the standard sense, and he refused to acknowledge
existing harmonic hierarchies as "unique data." An innovative approach is taken to rhythm
as well as to other musical elements, including form and orchestration. The desire for change
led to Debussy's use of new and more complex methods of creating music, resulting in a
growth of musical language and style.

In a letter to Andre Messager, dated September 1903, Debussy wrote, "You will tell me
that the ocean doesn't leap against the slopes of Burgundy I And that what I am doing is like
painting landscapes in a studio. But I have so many memories; in my view they are more
valuable than reality, which usually weighs too heavily on one's thoughts." As he began work
on La Mer, Debussy visited locations along the English Channel, staying first in Jersey, and
then in Dieppe. At the time, he was vacationing from his troubles - marital, financial, and
artistic. Debussy was no longer in love with his second wife, Lily. His publisher, Fromont,
was having difficulty securing funds to honor his contract with Debussy. Artistically, the composer was trying to move past the success of his widely praised opera Pe/leas et Melisande,
and its perceived "impressionistic" style. The irony is that Debussy, as he began creating
more obviously structured and motivically developed works in the manner of Germanic
composers, now desired to embrace some of the techniques he ha.i, earlier dismissed.
Debussy's father had hoped his son would become a sailor, and the memories of his
father's wishes and his own recollections of his youth, combined with the time he had spent
on the Mediterranean at Cannes, established the vantage point from which Debussy completed La Mer in 1905.
La Mer, subtitled "Three Symphonic Sketches," is an innovative adaptation of the
classical symphony. It is even possible to find the movements like those ofan absolute symphony- Allegro, Scherzo, and Finale in its three movements. The first movement is based
on three themes; the second movement is a free rondo in which the importance ofthe principal theme is subjugated to the thematic development ofthe episodes. It is in this movement
that Debussy moves farthest from the traditional symphonic concept, avoiding returns and
symmetries. The fantasia-like finale includes long passages of thematic development and
the incorporation of two themes from the first movement. The themes in La Mer are more
sharply delineated and more strikingly contrasted than those in some of Debussy's earlier
works. His handling of the orchestra shows a French sensibility, with woodwinds masterfully scored in an atmospheric manner. Also, his economy of notes, spacing of lines, and
orchestral color all show his perfection of the French style. It is in Debussy's command of
the orchestra that Pierre Boulez believes La Mer bears the mark of an "infinitely flexible
conception ofacoustic instrumental relationships, including inaugurating, beyond Berlioz
and Wagner, a new and extremely personal type of sonorous universe, new in color as
well as in mobility." Though evocative and sensual, La Mer marks a new stylistic period for
Debussy, furthering not only his own genius but offering new concepts to his contemporaries.
-

Note by Robert Stiles

UPCOMING ORCHESTRA CONCERTS
Sunday, February 13, 8:00 p.m.

Wednesday, March 23, 8:00 p.m.

SHEPHERD SCHOOL
CHAMBER ORCHESTRA

SHEPHERD SCHOOL
SYMPHONY ORCHESTRA

Program: Beethoven Symphony No. 8
in F Major; Webern Five Pieces, Op. 10;
and Prokofiev Classical Symphony.
Stude Concert Hall, Free Admission

Program: Jolivet Concertino for Trumpet
(Elbert Pruitt, soloist); Wagner "Rienzi"
Overture; R. Strauss Don Juan; and
Ellsworth Milburn Salus ... esto.
Stude Concert Hall, Free Admission
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