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SHEPHERD SCHOOL 

SYMPHONY ORCHESTRA 

LARRY RACHLEFF, conductor 

Friday, October 7, and 

Saturday, October 8, 1994 

8:00p.m. 

Stude Concert Hall 

RICE UNNERSITY 



PROGRAM 

Symphony No.7 inA Major, Op. 92 

Poco sostenuto - Vivace 
Allegretto 

Ludwig van Beethoven 
(1770-1827) 

Presto 
Allegro con brio 

INTERMISSION 

Adagio for Strings 

Suite from "The Miraculous Mandarin" 

Tonight we honor the members of 

The Shepherd Society 

for their generous scholarship support. 

Samuel Barber 
(1910-1981) 

Bela Bartok 
(1881-1945) 

In consideration of the performers and members of the audience, please 
check audible paging devices with the ushers and silence audible timepieces. 

The taking of photographs and the use of recording equipment are prohibited. 
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SHEPHERD SCHOOL SYMPHONY ORCHESTRA 

Violin I Viola (cont.) Oboe (cont.) Tuba 

Yenn Chwen Er, Andrew Weaver Lydia Rebholz Mark Barnette 

concertmaster Michael Bynog Kimberly Ross 

Jeanine Tiemeyer Jan Gravagne Jennifer Teisinger Harp 

Zhang Zhang Kristen Drake Deidre Henson 

Rebecca Ansel Patrick Horn English Horn Gretchen Johnson 

Jonathan Swartz Jennifer Teisinger 

.. John Anderson Cello Piano 

r Tiffany Modell Rebecca Carrington, Clarinet Daniel Velicer 

Courtney LeBauer principal Jacob De Vries 

Colleen Brannen Robin Creighton Patricia Shands Celeste 
,.. 

Scott Brady Michael Waters Beth Johnson 
C" Julia Stoltie 

Yoong-han Chan Rebecca Gilmore Stephanie Zelnick 

Gabrielle Stebbins Allison Braid Timpani and 

Christina Nahabedian 
E-flat Clarinet Percussion 

Rolanda Shine 
Gregory Beaver 

Jacob De Vries Nathan Davis 
Zhi-Gang Cheng Matthew Gold 
Joanna Winters Nicholas Anton Bass Clarinet Erich Loftis 
Matthew Fuller Robert Howard Stephanie Zelnick 

Lisa Vosdoganes Joanna Nelson 

Violin II Ellen Rose Bassoon Frank Ronneburg 

Amy Sauers, Lisa McCormick William Hunker 
Deirdre Urano 

principal Damian Montano Joel Woodson 

Shen Yeh Double Bass Michael Sundell 

Rachel Tsuchitani Joel Reist, principal Orchestra Manager 

Yi Ching Fong Pamela Lopes Contrabassoon Martin Merritt 

Alice Miller Robert Rohwer Michael Sundell 
Christopher Windham Orchestra Librarian 

Jeffrey Issokson Ellen Rose 
Lise Nadon Robert Stiles Horn 

Gary Hung Alain Malo Wade Butin 

Judith Yaldatel Tricia Giesbrecht Library Assistants 

Eugenia Wie 
Sandor Ostlund Dietrich Hemann Aaron Bielish 

Kristen Anthony 
Christopher Simison Katherine Loesch Tiffany Modell 

Mona Rashad Rebecca Novak Sharon Neufeld 

Andrew Cheung 
Flute Jeffrey Rogers Rebecca Novak 

Angela Marroy 
Elizabeth Buck George Warnock Robert Rohwer 

Vanessa Cook 
Julie Duncan Anne Schlossmacher 

Kris Guthrie Trumpet Lisa Waters 
Viola Susan Kerbs Dennis de Jong 
Stephanie Griffin, Kenneth Easton Stage Assistants 

v- principal Piccolo Edward Martinez Mark Barnette 

Anne Schlossmacher Kris Guthrie John Urness Jacob De Vries 

Dominic Johnson Susan Kerbs William Hunker 

~r Alexis Bacon Trombone Edward Martinez 

Eberhard Stoll Oboe Nathaniel Dickey Michael Sundell 

Noemie Dharamraj Judy Christy Don Immel Joel Reist 

Kelly Dylla Charles McGee Carl Muller Christopher Windham 
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WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY. 



PROGRAM NOTES 

Symphony No. 7 in A Major, Op. 92 . . Ludwig van Beethoven 

Ludwig van Beethoven's Symphony No. 7 in A Major, Op. 92, has delighted and 
mystified musicians and audiences since its genesis in 1812. Many individuals, eager 
to assign their own interpretations to it, have layered extra-musical programs onto the 
symphony. Richard Wagner, for example, described the work as "the Apotheosis of 
the Dance," although the symphony has little resemblance to dance music. Literary 
interpretations of the symphony have ranged from a call to political revolunon to a 
pageant of chivalry. The symphony has even been choreographed. Beethoven himself 
attached no programmatic ideas to the piece, even though it was written on the eve of 
Napoleon 's defeat; certainly it embodies the tumultuous spirit of its time. Beethoven 
simply described the Symphony No. 7 as "one of the happiest products of my poor 
talents." 

The premiere of the symphony on December 8, 1813, was a significant turning 
point in Beethoven's life. It not only marked widespread recognition of Beethoven as 
the greatest living composer, but the public's reaction to this new, lengthy, and com
plex symphony was so strong that the performance was repeated four days later for 
a benefit concert to raise money for Austrian and Bavarian troops. The premiere of 
Symphony No. 7 also marked Beethoven's last public appearance as a conductor. His 
hearing had been failing for years, and by 1813 he could only hear the loudest sounds, 
which became obvious during a rehearsal of the piece. Composer Louis Spohr, who 
was playing violin in the orchestra, described what happened when Beethoven, unable 
to hear the soft passages, conducted through a pianissimo hold and got several mea
sures ahead of the orchestra: "He jumped into the air at the point where according to 
his calculation the forte ought to begin. When this did not follow his movement he 
looked about in a startled way, stared at the orchestra to see it still playing pianissimo 
and found his bearings only when the long-expected forte came and was visible to him. 
Fortunately this comical incident did not take place at the performance." 

Beethoven charted new harmonic territory with this symphony. Instead of sup
porting the tonic, A major, with the dominant of E major and subdominant of D major, 
according to Classical convention, he connects it with C major (a third above) and F 
(a third below). This new arrangement is foreshadowed by the unusually long intro
duction to the first movement. The Seventh Symphony is also marked by extraordinary 
rhythmic vigor. The Vivace first movement has a single rhythmic figure present either 
on the surface or in the background from beginning to end. 

The slow movement has proved to be a sensation since the beginning of the sym
phony's history. The audience demanded that it be repeated at both of the first two 
performances. It became so popular that it was occasionally substituted for the slow 
movements of Beethoven's other symphonies during his lifetime. The hypnotic rhy
thmic pattern, the alternation between major and minor, and the fusion of march, 
rondo, and variation genres make this movement truly unique. When the symphony 
was played in 1814, an influential critic wrote that this movement was "the crown of 
modem instrumental music." 

Beethoven departs again from tradition in the third movement. This movement is 
a scherzo, although it is not labeled as such, and Beethoven calls for the trio to be 
played in full twice and then hints at it at the end of the movement, as if it will come 
back again- a typical Beethoven joke. The finale , with its heavy and often irregular 
accents, is a resounding climax to the rhythmic vitality present throughout the piece. 



Adagio for Strings Samuel Barber 

Adagio for Strings was originally conceived as the slow movement of Samuel 

Barber's String Quartet in B minor, Op.ll, written in 19 3 6. Two years later, Barber 

re-scored the work for five-part string orchestra. The additional forces of the orches

tral version increased the range of sonorities and gave the climax extra weight with

out complicating the part-writing of the original quartet movement. Arturo Toscanini 

premiered Adagio for Strings on November 5, 1938, and greatly popularized it. 

Toscanini took it on tour to England and South America, where it was the first work 

of a North American composer to be presented to Latin American audiences. 

Barber's Adagio for Strings has withstood the test of time; its position in the 

American and international repertoire remains unchallenged. It is the most fre

quently played of Barber's works, and many who have never heard of Barber recog

nize it without even knowing its title. Barber was at times frustrated with the over

whelming popularity of the piece, compared to that of his other works; at one point he 

told a friend, "I wish you'd hear some new ones, everybody always plays that!" 

Nevertheless he knew that he had written something special when he finished the sec- . 

ond movement of the string quartet, declaring, "It's a knockout!" Aaron Copland's 

appraisal of Adagio for Strings confirms Barber's intentions: "It's really well felt, it's 

believable you see, it's not phony. He's not just making it up because he thinks that 

would sound well. It comes straight from the heart, to use old-fashioned terms. The 

sense of continuity, the steadiness of the flow, the satisfaction of the arch that it creates 

from beginning to end. They're all very gratifying, satisfying, and it makes you believe 

in the sincerity which he obviously put into it." 

Suite from "The Miraculous Mandarin" . Bela Bartok 

The world premiere of Bela Bartok's The Miraculous Mandarin in Cologne on 

November 27, 1926, caused such an uproar in the press and provoked such com

plaints from church officials that it was banned by the authorities after only one per- . 

formance. Although the work had subsequent productions in Prague and elsewhere 

in Europe, it was never staged in Bartok's homeland, Hungary, during his lifetime; 

attempts to introduce The Miraculous Mandarin to Budapest in 19 31 and 1941 failed 

when government censors forbade public performances after attending the dress 

rehearsals. 
More at issue in the controversy than the highly dissonant, violently rhythmic 

Bartok score was the naturalist writer Menyhert Lengyel's lurid scenario and gro

tesque symbolism. Like Bartok's other two works for the stage, The Wooden Prince 

and Bluebeard's Casde, The Miraculous Mandarin is a passionate but bleakly pes

simistic love story. It is a "pantomime," or drama performed in mime rather than 

dance, and the music follows the action in the manner of an accompaniment to a silent 

film. Its setting is as unconventional as its format; it is not a fairy tale but a picture 

of a modem, urban world jarred by the appearance of the Mandarin, who belongs in 

an exotic story book rather than the horrifying tenement. 
Bartok himself summarized the plot of The Miraculous Mandarin as follows: 

"Three thugs force a beautiful girl to lure men into their den so that they can rob them. 

The first is a poor youth, the second no better off The third, however, is a wealthy 

Chinese. He is a good catch, and the girl entertains him by dancing. The Mandarin's 

desire is aroused, he is inflamed with passion, but the girl shrinks from him in terror. 



The thugs attack him, rob him, smother him in a quilt, and stab him with a sword, but 
their violence is of no avail. They cannot kill the Mandarin, who continues to look at 
the girl with love and longing in his eyes. Finally feminine instinct helps: the girl 
satisfies the Mandarin's desire, and only then does he collapse and die." 

Bartok set this gruesome story to a realistic musical score. A rhythmically free 
clarinet solo introduces the first "decoy" act. The second victim, an old cavalier, is 
accompanied by a jerky trombone figure and by the dry sound of the strings. The 
Mandarin enters to an Eastern theme employing dissonant parallel chords in the low 
brass. Dance rhythms are distorted to emphasize the strangeness of the scenes. 

In 19 2 8, when he realized that the staged work might never be performed, Bartok 
arranged a concert suite from this "embarrassing masterpiece" (as one of his friends 
put it) by making two cuts in the middle of the ballet, providing a concert ending for 
the Mandarin's frenzied,fogal dance of pursuit, and eliminating the final music (which 
involves a wordless chorus). Because the work is infrequently staged even today, The 
Miraculous Mandarin, "arguably the most astonishing orchestral score of Bartok's 
career," according to one authority, is best known by this suite. 

- Notes by Amanda Walvoord 

UPCOMING ORCHESTRA CONCERTS 

Wednesday, October 26, at 8:00p.m. 
SHEPHERD SCHOOL 
CHAMBER ORCHESTRA 
and the RICE CHORALE 
Thomas Jaber, conductor 
Program: Mozart Requiem; 
and Brahms Schicksalslied 
(Song of Destiny). 
Stude Concert Hall, Free Admission 

Friday, November 4, at 8:00p.m. 
SHEPHERD SCHOOL 
SYMPHONY ORCHESTRA 
Larry Rachle.ff, conductor 
Program: McAllister Aquillae; 
Bernstein Symphonic Dances from 
West Side Story; Dvorak Symphony 
No. 9, "From the New World." 
Stude Concert Hall, Free Admission 
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