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Wolfgang Amadeus Mozart
(1756-1791)

Piano Concerto No. 21
in C Major, K. 467
Allegro maestoso
Andante
Allegro vivace assai

Brian Connelly, soloist
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Variaciones Concertantes

Alberto Ginastera
(1916-1983)

Tema per Violoncello ed Arpa.
Adagio molto espressivo
Interludio per Corde. L'istesso tempo
Variazione Giocoso per Flauto. Tempo giusto
Variazione in modo di Scherzo per Clarinetto. Vivace
Variazione drammatico per Viola. Largo
Variazione canonica per Oboe e Fagotto.
Adagio tranquillo
Variazione ritmico per Tromba e Trombone. Allegro
Variazione in modo di Moto Perpetuo per Violine.
L 'istesso tempo
Variazione pastorale per Corde. Largamente espressivo
Interludio per Fiati. Moderato
Ripresa dal Tema per Contrabasso.
Adagio molto espressivo
Variazione finale in modo di Rondo per Orchestra.
Allegro molto
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UPCO MING ORCHESTRA CONC ERTS
Friday, December 9, at 8:00p. m.
SHEPHERD SCHOOL
SYMPH ONY ORCHESTRA
Larry Rachleff, conductor
Program: Dvora k Carnival Overture, Op. 92; Ravel Piano Concerto
in G Major (Jennifer Ruland,
soloist); and Stravinsky Suite
from "The Firebird" (1919).
Stude Concert Hall, Free Admission
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SHEPHERD SCHOO L
CHAMBER ORCHESTRA
Larry Rachleff, conduc tor
Program: Brenton Broad stock
In A Brilliant Blaze; J. S. Bach
Concerto for Oboe d ~more
(Robert Atherholt, soloist); and
Beethoven Symph ony No. 6 in
F Major, "Pastoral."
Stude Concert Hall, Free Admission

PROG RAM NOTES
Le Tombe au de Couperin .

Mauri ce Ravel
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Piano Conce rto No. 21 in C Major , K. 467 .

W. A. Mozar t

Mozar t was at the height of his popula rity as compo ser and pianist
he
during the year 1785. Only four years after arrivin g in Vienna to stay,
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his dual role of composer/pianist. He gave seven concerts
during Lent, three more later in the year, during Advent, and he partici
ed at
pated in still others. Leopol d Mozart, visiting from Salzburg, marvel
were
ances
appear
and
works
Mozart 's busy schedule, at the high fees his
, as
comma nding, and at the opulen ce of Mozart 's apartment. But Mozart
his
always, was living beyond his means and had to borrow money from
friends to escape financi al difficulties.
9,
Mozar t comple ted the Piano Concerto in C Major, K. 467 on March
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1785, and premie red it three days later at one of his concert

received the work warmly, and Leopo ld Moza rt reported
that not only was
the applause it generated deafening, but that many listene
rs were move d to
tears by its beauty. It was the eleventh of the seventeen piano
concertos that
Mozart wrote in Vienna and, as with most of the others, it
was an effective
vehicle for Mozart's exploitation of his fame as a performer.
But K. 467 also
illustrates Mozart's growing tendency to modernize the
genre of the concerto by imparting a symphonic weight to it, lengthening
it, and enriching
it with an abundance of themes.
The first movement is dominated by the opening theme, which
is cast in
the style ofcontemporary comic opera. This theme return
s to punctuate the
several short contrasting thematic ideas that follow it in
the orchestral exposition; it also marks the beginning of the solo exposition.
Here, it is still
sounded in the orchestra, with the piano adding a characteris
tic filigree embellishment. After prese nting some transitional ideas in
the minor mode,
the soloist finall y introduces a distinctive secondary theme
. After a development section dominated by the opening theme but includ
ing some new
melodic material, Mozart recapitulates the important theme
s ofthe orchestral and solo expositions. The movement concludes with a caden
za and coda.
The lyrical secon d movement, in ternary form, includes some
very modern harmonic elements for the year 1785. Its romantic elega
nce attracted
motion pictur e director Bo Widerberg, who used it promi
nently in his 1967
film Elvira Madigan, the true story of two star-crossed
lovers, one an officer, the other a circus performer, set in nineteenth-century
Sweden.
The playfu l finale is cast in rondo form; the upbeat main theme
, and the
general treatment of the movement, bring the concerto to
a conclusion in
the comic opera manner in which it began.
Variaciones Concertantes

Alberto Ginastera

Alberto Ginastera was born in Buenos Aires, Argentina, where
he playe d
the piano as a child and entered a conservatory at age twelve
. He excelled
there, graduating with honors in composition in 1935. He
then completed
his studies at the National Conservatory, from which he gradu
ated in 1938.
By the age of twenty he had received a numb er ofimportant
commissions;
by age twenty-jive he had been appointed profe ssor of compo
sition at the
National Conservatory.
Ginastera s first works are overtly nationalistic in chara
cter and use
indigenous Argentinean folk material in a tonal context
enlivened by dissonance. Due to political probl ems in Argentina, including
the rise ofJuan
Peron, Ginastera lost his government-funded post in 1945.
He then resided
in the United States for two years, funde d by a grant from
the Guggenheim
Foundation. After returning to his homeland, Ginastera
was reappointed
~o an impor tant academic post. He travel
ed extensively, visiting various
Suropean music al festivals and performances. After his
earlier perio d of
"objective nationalism," as he called it, Ginastera now move
d into a perio
if "subjective nationalism," where what he perce ived as more gener d
al

music al conce rns domin ated the nationalistic ingredients
in his works .
Eventually, Ginastera turned his back on the nationalism
of his youth and
took on the international atonal style that dominated Europ
e and the Americas after World War II. He became a figure of internationa
l significance
with a series of operas premi ered in the 1960s, and forso
ok Argentina for
a home in Switzerland.
Variaciones Concertantes, dating from 1953, falls into
Ginastera's
perio d of "subjective nationalism." Accor ding to Ginastera:
"These variations have a subjective Argentine character. Instead of
using folklo hstic
material the composer achieves an Argentine atmosphere
through the employm ent of origin al thematic and rhythmic eleme nts."
In other words,
since the composer is Argentinean, so is the music. One such
example is the
use of the harp to mimic the open string of the guitar, which
Ginastera perceived as a typically Argentinean instrument. Variacione
s Concertantes
consist of a theme and eight variations, each featur ing
a different instrument or pair of instruments from the orchestra (except for
the final variation, which features the complete ensemble). In addition,
there is an interlude for strings after the initial statem ent of the theme,
an interlude for
winds after the seventh variation, and a repetition of the
theme before the
final variation. Each variation also depicts a specific mood
or musical type,
ranging from "humorous," "dramatic," and "pastoral,"
to "scherzo-like,"
"canonic," "rhythmic," "in perpetual motion," and "in
the manner of a
rondo."
- Notes by Wilbye Tab/ear
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