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PROGRAM 

Introduction to "Khovantchina" 

Scott 0 'Neil, conductor 

Nocturnes 

Nuages. Afodere 

Fetes. Anime et tres rhythme 

Sirenes. Afoderement ani me 

A1odestA1ussorgskY 

(1849 -1881) 

orchestrated by 
Nikolai RimskY-Korsakov 

Claude Debussy 

(1862-1918) 

Women of the Rice Chorale 

Violin Concerto No.2 

Allegro non troppo 

Andante tranquillo 

Allegro molto 

INTERA1ISSION 

Sergiu Luca, soloist 

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 use of recording equipment are prohibited. 
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Introduction to "Khovantchina" . 
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AfodestAfussorgskY 

Khovantchina (The Khovansky Affair) was Mussorgsky's last historical opera, 

written between 1872-80 concurrently with his comic opera Sorochinskayayarmarka 

(Sorochintsy Fair) . Mussorgsky wrote much of the libretto himself in collaboration with 

Vladimir Stasov. Khovantchina is an aristocratic tragedy telling of the revolt of the 

Strel'ts1 against Russia's Tsar Peter I , or Peter the Great, in 1689. 

As with many of Mussorgsky's scores, much remained to be completed when Mus

sorgsky died from alcoholism in 1881. Except for two scenes, Khovantchina was left 

completely unorchestrated by the composer. Mussorgsky's compatriot Rimsky-Korsa

kov orchestrated most of the opera for its premiere in 1886. The sections cut by Rimsky

Korsakov were later orchestrated by Ravel, while Stravinsky composed the incomplete 

final chorus using Mussorgsky's themes. In the 1950s Dimitri Shostakovich revised and 



reorchestrated the entire opera for a film version, including the prelude. This is the ver
sion often used today in opera houses. Tonight we will hear Rimsky-Korsakov's "origi
nal" version of the prelude. 

The prelude is musically somewhat simple. The thematic material comes from an 
aria found at the end of the opera recalling memories of a past fervent love. This theme 
is presented five times in the prelude, each suggesting a different mood. The woodwinds 
interrupt the theme with a fanfare motive. Rimsky-Korsakov scored the prelude for 
strings, woodwinds, and timpani, without brass or percussion. 

Nocturnes Claude Debussy 

1899 was the year of Puccini's Tosca, Schoenberg's Verkliirte Nacht, and Debussy's 
Nocturnes. At this time Debussy was poor, little known to the world, and known to the 
French primarily as the composer of the Prelude a l'apres-midi d'unfaune of 1894. The 
lengthy and complicated genesis of the Nocturnes accompanied a turbulent period in 
the composer's life. The original version, known as Trois Scenes au Crepuscule (Three 
Twilight Scenes), was based on poetry by Henri de Regnier, a member of Debussy's cir
cle of artistic friends. In 1892 Debussy wrote to his sponsor Prince Poniatowski that the 
"Trois Scenes au. Crepuscule, [is} almost finished, that is to say the orchestration is en
tirely laid out and it is simply a question of writing out the score." After a potential New 
York performance of this work failed to occur, Debussy abandoned this version andre
cycled it as a violin concerto for his acquaintance, the Belgian violinist Eugene Ysaye. 
This version also never received a performance. Unfortunately, the scores to both of 
these early incarnations of the Nocturnes are now lost. Debussy began work on the fi
nal version in December of 1897 shortly after his girlfriend Gabrielle Dupont attempted 
suicide. The Nocturnes were completed in December of 1899, four months after his 
marriage to Rosalie (Lily) Texier, a good friend of Gabrielle's. Financially, the new
lyweds were in dire straits. Debts had piled up and Debussy taught a piano lesson 
the morning of the wedding in order to pay for the simple non-religious ceremony. 

Despite the difficult times in his personal life, the Nocturnes show Debussy at the 
height of his creative powers. One of the best loved pieces from the French Impressionist 
school (a term despised by Debussy), the Nocturnes have enjoyed both popular and cri
tical success since their complete premiere in 1901. For this piece Debussy provided a 
general explanation of his compositional intentions - something he did not often do. 
"The title 'Nocturnes' is to be interpreted here in a general ... sense ... [as} all the vari
ous impressions and special effects of light that the word suggests." The first movement, 
Nuages (Clouds), "renders the immutable aspect of the sky and the slow, solemn motion 
of the clouds, fading away in gray tones lightly tinged with white." This movement is 
particularly brilliant in its impressionistic effect; one can feel for a moment as if drift
ing through the clouds. Clarinets and bassoons begin the piece by introducing a theme 
describing the slow movement of the clouds. This 'theme' is found in much of the move
ment and is borrowed from the Mussorgsky song cycle Sunless. The smooth, regular 
motion of the clouds is interrupted frequently by the English horn playing in the "wrong" 
meter, as if sunlight was able to break through the clouds if only for a moment. 

The brilliant Fetes (Festivals) takes us from the sky to a lively dance. Here Debussy 
"gives us the vibrating, dancing rhythm of the atmosphere with sudden flashes of light." 
Triplet rhythms pervade. The festive atmosphere is interrupted by the muted trumpets. 
"There is also the episode of the procession (a dazzling fantastic vision) which passes 
through the festive scene and becomes merged with it. But the background remains the 
same: the festival with its blending of music and luminous dust participating in the cos
mic rhythm." 



In Sirenes (Sirens) Debussy "depicts the sea and its countless rhythms and pre
sently, amongst the waves silvered by the moonlight, is heard the mysterious song of the 
Sirens as they laugh and pass on ." For special effect, Debussy introduces a new instru
ment into the orchestra- the wordless women's chorus. He uses the voices as an inde
pendent orchestral instrument; they are not a force to deliver text but rather a new color 
on Debussy's palate of orchestral sounds. 

Violin Concerto No. 2 Bela, Bartok 

The genesis of Bartok's "second " violin concerto began in 1936 when the composer's 
friend Zoltim Szekely, first violinist of the Hungarian Quartet, asked Bartok to write him 
a violin concerto . Bartok initially planned to write a one-movement piece in variation 
form, but the soloist insisted on a full three-movement concerto. In the end both Bartok 
and Szekely were satisfied - Bartok wrote a three-movement concerto whose second 
movement is a set of variations, and whose third movement is a variation of the first. 

The score is dated August 1937 -December 1938. In August of 1937 Bartok completed 
the Sonata for Two Pianos and Percussion and began work on the new concerto. In 
1938 he took.J ime off from working on the concerto to write Contrasts, which Benny 
Goodman (clarinet), Joseph Szigeti (violin) and Bartok (piano), would eventually perform. 

Although known for many years simply as the Concerto for Violin, one now refers 
to the present work as the Second Violin Concerto: Bartok wrote a violin concerto in 
1907-8 for his love Stefl Geyer. Since that work was premiered in 1958 at Basel, long 
after the composer's death, it has become necessary to re-label the later work. TheSe
cond Violin Concerto has since become one of Bartok's most popular works. 

The Second Violin Concerto is considered by scholars to be one of the first works in 
Bartok's late style period, which also includes such pieces as the Concerto for Orches
tra (1943) and the Sonata for solo violin (1944). After a short introduction, the first 
movement opens with a folk-like melody in the solo violin accompanied by chords in 
the harp. This melody, although newly composed, is modeled after Transylvanian folk 
dances collected in the field by Bartok. This begins a large sonata form movement whose 
twelve-tone second theme uses a loose interpretation of Schoenberg's serial technique. 
Szekely noted that Bartok was indeed proud of his ability to write tonally using all 
twelve pitches. Instead of an exact repeat of the movement's exposition the recapitula
tion is a variation of the exposition. Shortly before writing this concerto Bartok stated in 
an interview that "It has probably been observed that I place much of the emphasis on the 
work of technical elaboration , that I do not like to repeat a musical thought unchanged, 
and I never repeat a detail unchanged. This practice of mine arises from my inclination 
for variation and for transforming themes." The movement ends with a coda following a 
brilliant cadenza for the soloist. 

The second movement is a theme and variations and has been cited as a good exam
ple of Bartok's "night music"- music that invokes the nighttime sounds of nature . The 
orchestration is reduced and is much more delicate than the outer movements. The 
theme is a beautiful melody for the soloist which was written by Bartok in a single 
inspiration. Six variations of contrasting character follow. The movement concludes 
with a final statement of the main theme. 

The finale is another sonata form movement presented as a variation of the first 
movement. The first theme is now faster and in a new time signature, yet the melodic 
outline remains the same. This time the cadenza has been eliminated as the work drives 
to a virtuosic close. The original orchestral ending to the work was replaced by Bartok 
when Szekely requested an ending utilizing the soloist. Tonight we will hear the revised 
ending. 



Szekely premiered the concerto on April 23, 1939 with the Concertgebouw Orches
tra of Amsterdam conducted by Will em Mengelberg . Bartok was unable to attend the 
premiere due to prior concert engagements (he still earned much of his money by play
ing the piano). He was able to hear a 1943 performance of the work in New York and 
was very satisfied with the piece, especially the orchestration. Indeed, the piece does 
present lc;r-rge challenges both to the soloist and to the orchestra. 

- Notes by John Urness 

BIOGRAPHIES 

"A fiddler's fiddler" is how violinist SERGIU LUCA was described by a reviewer in 
the Washington Post. This is typical praise for a concert personality who has enjoyed a 
world-wide career. He combines an unparalleled diversity of repertoire with inspired 
virtuosity as a soloist with orchestras as well as in recitals annually at major music cen
ters around the world. A native of Rumania, Mr. Luca made his debut with Israel's Haifa 
Symphony at the age of nine. Following his studies in England and Switzerland, he came 
to the United States to study with the legendary pedagogue Ivan Galamian at the Curtis 
Institute. 

Soon after his debut with the Philadelphia Orchestra in 1965, he was chosen by 
Leonard Bernstein to play the Sibelius Violin Concerto with the New York Philharmonic 
for a special CBS television network tribute to the Finnish composer. He has subsequent
ly performed with many of the world's leading orchestras in Europe, Israel, Latin Amer
ica, and the US. , including the Cleveland, St. Louis, Pittsburgh, Detroit, Houston , Bal
timore, Atlanta, and National Symphony Orchestras, as well as the Israel Philharmonic, 
New Philharmonia of London, and the Zurich Tonhalle Orchestra. 

Sergiu Luca's many recordings attest to his sensitivity for varied styles and periods of 
music. He made a sensation with his recordings of the complete unaccompanied works 
of J. S. Bach, the first rendering on an original instrument. Subsequent recordings of mu
sic by Bartok, Schumann , Schubert, Mendelssohn, Tartini, Janacek, and William Bolcom, 
as well as orchestral recordings with Leonard Slatkin and the St. Louis Symphony and 
David Zinman and the Rochester Philharmonic gained him international acclaim . 

As a recitalist, Sergiu Luca has performed in Europe, Mexico, Japan , and through
out North America. He has collaborated with such keyboard artists as Emanuel Ax, Al
bert Fuller, Anne Epperson, Joseph Kalichstein , Peter Serkin, Malcolm Bilson, Brian 
Connelly, and Gustav Leonhardt. 

Sergiu Luca is the Dorothy Richard Starling Professor of Classical Violin at The 
Shepherd School of Music. He is also the founder of the presenting organizations Cham
ber Music Northwest and Da Camera , and of the recently formed ensemble Context. 

SCOTT O'NEIL is in his first year as a graduate student at The Shepherd School 
of Music . He previously attended the Oberlin Conservatory and the Eastman School 
of Music where he was the Assistant Conductor and Program Coordinator of Ensem
bles. He has also served as Assistant Conductor of the Northern Ohio Youth Orchestra , 
the Oberlin Community Singers , and the Candlewood Theater (Danbury, Connecticut) . 



UPCOMING ORCHESTRA CONCERTS 

Friday, February 16, 8:00p.m. -SHEPHERD SCHOOL SYMPHONY ORCHESTRA 

Larry Rachleff, conductor John Perry, piano PROGRAM: Kabalevsky "Colas 

Breugnon" Overture (Howard Rappaport, conductor); Rachmaninoff Piano 

Concerto No. 2 in C minor; and Prokofiev "Romeo and Juliet" Suite. 

Stude Concert Hall. Free Admission . 

Sunday, February 18, 8:00p.m.- SHEPHERD SCHOOL CHAMBER ORCHESTRA 

Larry Rachleff, conductor PROGRAM: Cowell Hymn and Fuguing Tune No.2; 

Chopin Piano__ Concerto No. 2 in F minor, Op. 21 (Georgi Slavchev, piano; 

Scott O'Neil, conductor); and Beethoven Symphony No.2 in D Major, Op. 36. 

Stude Concert Hall. Free Admission. 
' 
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