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Da Camera Salutes The Shepherd School 
Thursday, October 10, 1991 • 8:00 pm 

Stude Concert Hall • Shepherd School of Music 

Wayne Brooks, viola; Richard Brown, percussion; Brian Connelly, piano; 
Kenneth Goldsmith, violin; Desmond Hoebig, cello; Benjamin Kamina, bassoon; 

Sergiu Luca, violin; David Peck, clarinet 

Henry Cowell 
(1897-1965) 

Mikhail Glinka 
(1804-1857) 

Richard Lavenda 
(b. 1955) 

Antonin Dvorak 
(1841-1904) 

Set of Five (1952) 

largo sostenuto 
Allegro 
Andante 
Presto leggiero 
Vigoroso 

Messrs. Brown, Connelly and Goldsmith 

Trio Pathetique in D minor (1832) 

Allegro moderato 
Scherzo • Vivacissimo 
Largo 
Allegro con spirito 

Messrs. Connelly, Kamins and Peck 

INTERMISSION 

Conversation Pieces (1988) 

Delicate • Aggressive 
Resonant 
Driven 

Messrs. Brooks and Goldsmith 

"Dumlcy" for Piano, Violin and Cello, Op.90 (1890-91) 

1. Lento maestoso • Allegro vivace 
2. Poca adagio • Vivace non ttoppo 
3. Andante • Vivace non troppo 
4. Andante moderato 
5. Allegro 
6. Lento maestoso • Vivace 

Messrs. Connelly, Hoebig and Luca 

The audience is welcome on stage after tonight's 
performance to meet the artists. 

Tonight's performance KUHF88.7FM 
is being recorded by HOUln'ON'8 CV.SSIC CHOICE 

Henry Cowell (1897-1965), a native or 
the San Francisco area, made a name fo r 
himself as early as 1912 with innovative 
piano pieces featuring the use of tone dustcrs 
(played by the fist or forearm) and a thorough 
exploration of the sonic possibilities of the 
"insides" of the piano. By the 1930s, Cowell, 
who had also employed intricate rhythmic 
patterns derived from the numerical ratios of 
pitch intervals, had begun to examine the 
place of American music in world culture 
and frequently included aspects of foreign 
musical cultures in his own works. It was 
this "world mwic point of view" that Cowell 
considered to be his most significant 
contribution to music. 

Henry Cowell's Set of Five for viol in, 
piano, and percussion (the percussion 
instruments to be played by one player) is a 
mature work which summarizes many of the 
composer's singular innovations . lt was 
commissioned by performers Maro and 
Anahid Ajemian in August, 1952, and was 
premiered by them on 21 December 1952 in 
New York City. Much of the work's interest 
stems from its instrumentation: the violin 
and piano arc heard in all movements, but a 
different percussion instrument or group, 
selected to match the mood of the music, 
colors each individual movement. ln the 
first movement, Largo sostcnuto, the 
percussionist's five muted gongs add an 
exotic element to the music's American folk
based modal counterpoint. The xylophone in 
the second movement matches the "staccato" 
performance instruction and approximates 
the timbre of much Oriental music. Five 
small drums add rhythmic interest to the 
sweeping "Romantic" melodies of the third 
movement. In the fourth movement, Presto 
leggicro, the tone color of the violin and 
piano, right hand, is matched by sharp· 
sounding glass or p~rcclain percussion 
instruments. The final movement, Vigoroso, 
employs drums, xylophone, and celesta or 
glockenspiel along with Cowell's signature 
use of the keyboard-forearm clwters on the 
keys and special techniques applied to the 
strings inside the piano. ln this movement, 
the open harmonics and d iatonic modal 
melodies present in much American music of 
the thirties and forties are joined with traits 
representative of the mwics of other cultures. 

Mikhail Glinb (1804-1857) was born in 
Russia, travelled throughout Europe, and 
died in Berlin. His relatively small 
compositional ourput coincided with a life of 
social engagements, romantic liaisons, and 
medical consultations for his health, which 
had been questionable since his birth. He 
studied composition, voice, and piano in St. 
Petersburg beginning in 1817 , but his 



musical activities never toak precedence over 
h is social pursuits . He was able to indulge 
his love for Italian music, especially opera, 
when, in 1830, his doctor recommended a 
therapeutic stay of several years in a wanner 
climate. 

At the age of twenty-six Glinka travelled 
to Italy and remained there for three years, 
spending most of h is time in Milan . He 
composed a number of trivial works based 
on favorite operatic melodics, which earned 
him the re spec t o f Italian music ians. As 
exemplified by chc publisher Ricordi, they 
considered him to be the equal of Donizetti 
and Bellini, "but more learned than chem in 
counterpoint." H is most ambitious work 
during his s tay in Milan was the Trio 
Pathetique, which he composed in 1832 for 
his friends Tassistro and Cantu, clarinetist 
and bassoonist in the orchestra of the T eatro 
della Scala. 

The title of the trio has been attributed to 
comments in Glinka's autobiographical notes 
and to the autograph score for the Trio 
Pathetique. "I was deprived of appetite [and] 
sleep," he wrote in his memoirs concerning a 
course of treaonent he was undergoing at the 
time, "and I fell into the cruellest despair 
which I expressed in the above-mentioned 
trio." Glinka's autobiographical impressions 
were written over twenty years after the fact; 
in the original score, Glinka had written, "I 
have known love only by the pain it brings." 
This comment suggests emotional pain, but 
it may also refer to physical symptoms: while 
in Italy Glinka had requested an 
antisyphilitic treaonent, and, indeed, he died 
fro m complications of syphilis twenty-five 
years later. 

Glinka was still maturing as a composer 
when he wrote the Trio Pathetique, and his 
successes as a composer of larger works, 
which would eventually earn him the title of 
"The Father of Russian Music," were yet to 

come. While in Italy, Glinka was luxuriating 
in Italian opera, and, as might be expected, 
the trio consists, for the most part, of a 
sequence of lyrical tunes styled after his 
beloved be! canto opera. In the first 
movement, Allegro moderaro, two lyrical 
themes alternate after a portentous, Llsztian 
ope ning. The second movement, an 
effervescent Scherzo, follows without pause. 
In the trio-section which marks the center of 
this second movement, Glinka introduces yet 
another singing melody for bassoon. A 
dra matic transition leads directly into the 
Largo, which is styled as an Italian cantilena. 
The pause before the fourth movement, the 
only pause to separate movements in th is 
work, suggest a change of pace after such an 
exte nded lyrical outpouring . This final 

movement, Allegro con spirito, provides a 
dramatic closing to the work, recapruring the 
mood of the introduction to the first 
movement and employing a relatively heavy 
dose of the counterpoint which so impressed 
the Italians. 

A native of New Jersey, Richard Lavenda 
received his education at Dartmouth College, 
Rice University, and The University of 
Michigan . He joined the faculty of The 
Shepherd School of Music in 1987, and is 
currently Assistant Professor of Composition 
and Theory. Lavenda's music has been played 

by orchestras, choruses, chamber ensembles, 
and soloists in both the United States and 
Europe. He has been commissioned and 
performed by, among others, the Houston 
Symphony Orchestra, the Pierrot Plus 
Ensemble , Earplay, the Fischer Duo, 
Bricolage, Duo Vivo, and Duo Patterson, 
who commissioned Conwrsation Pieces and 
premiered it in 1988. During the summer of 
1991 Lavenda was the featured composer at 
the Prague Percussion Days, which included a 
concert of his music and lectures at the 
Prague Conservatory. 

Lavenda writes: "Conversation Pieces is the 
latest in a series of works that I have 
composed over the last several years for 
various two-player ensembles. In each of 
these, I treat the players as equals, and seek 
ways to create dramatic structures through the 
interactions and combinations of the parts. 
In other words, each player must take on 
different personalities, sometimes changing 
rapidly and radically, moving from leader to 

follower, soloist to accompanist, background 
to foreground. No specific narrative or 
program is intended. Neither the various 
pieces nor the processes within them are pan 
of some scientific or psychological 
experiment. Rather, it just interests me to 
treat both players equally, and to give each 
many types of music." 

"Conversation Pieces is in three 
movements, each of which could stand 
independently. The first is an alternation of 
high, gentle chords with more aggressive, 
interruptive passages. The second is a slow 
movement, a fantasy, in which the 
instruments create a web of sound out of 
which cadenzas emerge, only to recede back 
into the texture . The last movement is a 
virtuoso romp, in which rhythmically 
accented chords alternate with highly 
chromatic, twisting runs, all proceeding at 
breakneck speed." 

1890 was a year of conflicts between 
Antonin Dvorak (1841-1904) and Simrock, 
the publ isher to whom he had been 
introduced many years earlier by Brahms . 
Simrock was eager to publish all of Dvorak's 

smaller compositions, but he was hesitant to 

accept the less-marketable larger works. 
When Dvorak wrote orchestral-as opposed 
to chamber-works, Simrock resisted buying 
them for the amount Dvorak requested and 
went so far as to suggest that Dvorak write 
more salable music. "You advise me to write 

small things," Dvorak angrily responded 
d~ring October 1890, "but that is difficult, 
for how can I help it if I am not able to think 
of a theme for a song or a piano piece? And 
just at present m:y mind is full of big icuas-1 
shall do as the good Lord wills." Dvofak 

threatened to withhold the larger 
compositions from him, and Simrock hinted 
at legal proceedings for breach of contract. As 
a result, Dvotak terminated conmct with his 
publisher of ten years. 

In November 1890, soon after Dvof:ik 
had severed relations with Simrock, he began 
the Dumk:y Trio, Opus 90. He completed it in 
February 1891, and it was first performed 
two months later by Ferdinand Lachner , 
Hanus Wihan, and Dvof:ik, who played the 
piano part. This tremendously popular work 
played a prominent role in a series of farewell 
concens Dvorak provided to forty Bohemian 
and Moravian towns during first five months 
of 1892, before he departed for New York to 

cake up his new position as Director of the 
National Conservatory of Music. 

By definition, a dumka is a Ukrainian folk 
poem of a melancholy nature that describes 
heroic deeds. Apparently Dvorak was none 
too clear on the type of music usually 
associated with the dumka, and there is an 
anecdote that, even after he had written 
several of his dumk:y, when Dvotak met a 
famous Ukrainian explorer he asked him to 
define the form . Whether or not it is 
authentic, Dvorak' s interpretation of the form 
involved abrupt transitions from melancholy 
to exuberant moods and was without text. 

The Dumk:y Trio consists of six dumk:y, 
each of which uses a varying number of 
alternating slow and fast sections and 
alternating major and minor tonalities. Many 
listeners have discerned an implied four· 
movement form within the six dumk:y, but 
there are no movements in the traditional 
sonata form so often found in nineteenth
centu ry trios. Nevertheless, Dvofak ' s 
formal experiments provide a satisfying 
underpinning for this vinuosic tour de force. 

The first signs of reconciliation between 
Simrock and Dvof:ik occurred while Dvorak 
was in the United States and can be 

attributed in large part to the popularity of 
the Dumk:y Trio. Simrock was impatient to 
publish it but, thanks to his American salary, 
Dvotak was now financially independent and 
could afford the time to negotiate a deal to 

I 



his best advantage. Dvorak offered Simrock 
the Dumk) Trio along with three orchestral 
overtures and the Ninth Symphony, the types 
of works that Simrock had balked at 
purchasing in the past. Now Dvorak emerged 
victorious, but the quality of the music 
involved surely must have been advantageous 
to Simrock as well. 

by Walter B. Bailey and Nancy Gisbrccht Bailey. 
All righa reserved. 

Artists' Biographies 
Wayne Brooks is the 
principal violist of the 
Houston Symphony. Born 
in Los Angeles, Mr. Brooks 
joined the orchestra in 
1977 as associate principal 
violist after being graduated 

from the Curtis Institute of Music in 
Philadelphia. In 1985 he won the position of 
principal viola. 

In addition to appearances as soloist with 
the Houston Symphony, most recently in 
June, 1991, Mr. Brooks has appeared in 
chamber music performances with Joseph 
Silverstein and Christoph Eschenbach. He 
has participated in concerts of contemporary 
chamber music in the Houston Symphony's 
INNOVA series, as well as in chamber music 
festivals in Croftsbucy, Vermont and Lake 
City, Colorado. He has toured Germany as 
the ~olo violist of the Pennsylvania Pro 
Musica. Mr. Brooks presently serves on the 
faculty of the Shepherd School of Music, Rice 
University, as Artist-Teacher of Viola. 

Richard Brown, a native 
of Philadelphia, has a 
Bachelor of Music Education 
degree from Temple 

, University, Philadelphia, 
and a Master of Music 
Degree from Catholic 

University, Washington, D.C. He started his 
career in 1968 with the Chamber Symphony 
of Philadelphia. He was in the United Scates 
Army Band in Washington, D.C., and then 
moved to Houston to play with the Houston 
Symphony, a position he held for eight years . 
While in Houston, he established the 
Percussion Department at the Shepherd 
School of Music. 

Mr. Brown left the Houston Symphony to 

csmblish a freelance career in New York City. 
He worked in the studios recording film 
scores, records, and radio and TV jingles, 
played several Broadway shows, and worked 
with the Metropolimn OperJ, the Orchestra 

of St. Luke's, and the New York 
Philharmonic. He is the percussionist 
for Ann-Margret in all of her live stage 
performances. 

In the summer, he is Principal 
Percussionist of the Grand Teton Music 
Festival Orchestra in Jackson Hole, 
Wyoming. In 1984, Mr. Brown returned to 
the Shepherd School as full-time professor of 
percussion, and plays regula:lY with the 
Houston Symphony, the Houston Grand 
Opera Orchestra, and Da Camera. 

Brian Connelly was born 
in Detroit, and studied at 
the University of Michigan 
with Gyorgy Sandor. In 
1984, he joined the faculty 
of the Shepherd School of 
Music at Rice University, 

becoming its youngest full-time member. In 
addition to his versatility within the standard 
repertoire, Mr. Connelly has exhibited an 
interest in new music. He has premiered 
works by such composers as William 
Albright, William Balcom, Paul Cooper, 
David Diamond, Ross Lee Finney, and Peter 
Schickele. 

During the past several seasons, Mr. 
Connelly performed extensively with Da 
Camera, the Cascade Head Festival in 
Oregon, European recitals, and several 
performances of the complete Vingt Regarcu 
1ur l'Enf ant·foUJ by Olivier Messaien. He has 
also recorded a compact disc of new music 
with saxophonist Laura Hunter, another Da 
Camera performer. Charles Ward, music 
critic of the Houston Chronicle, in describing 
Connelly's rendition of the difficult Messaien 
piece, said wconnelly ... met these 
challenges with tour-de-force pianism. This 
was a major noreworthy achievement for him 
as a solo performer." 

Kenneth Goldsmith is 
the violinist of the 
internationally acclaimed 
Mirecourt Trio and has 
recently been appointed 
Professor of Violin and 
Chamber Music at Rice 

University's Shepherd School of Music. In 
1962, Mr. Goldsmith won the Young 
Concert Artists Competition in New York 
City and in 1980 was the recipient of a 
special award at the Kennedy-Rockefeller 
Competition in Washington DC. In recital 
and solo appearances with orchestra, he has 
toured the United States, Canada, Mexico, 
Europe, Taiwan, and the People's Republic of 
China, and performed on numerous 
occasions with Da Camera during its first 

three seasons . Mr. Goldsmith's extensive 
recorded repertoire appears on the ABC, 
CRI, Gasparo, Genesis, Innova, Grand Prix, 
Audax, TR Records, Bay Cities Records and 
Music and Arts labels. 

Hailed for his dazzling 
virtuosity and fluid tone, 
Desmond Hoebi1 performs 
internationally as both 
soloist and chamber 
musician. Grand Prize 
winner in the 1981 CBC 

Talent Competition and a finalist in the 1982 
Tchaikovsky Competition in Moscow, he has 
appeared in concert and recital in North 
America and abroad. Among his many 
concert appearances, Mr. Hoebig has been 
guest soloist with the Snmgard Philharmonic, 
the Manitoba Chamber Orchestra, Orchestre 
Symphonique de Quebec and the Toronto 
Symphony. His chamber performances have 
taken him to Europe, Israel, Egypt, Tokyo 
and throughout Canada. 

Mr. Hoebig has held positions with many 
internationally known ensembles. Before 
joining one of Canada's premier chamber 
groups, the Orford Quartet, Mr. Hoebig was 
a member of the Orchestre Symphonique de 
Montreal and later the principal cellist for the 
Cincinnati Symphony Orchestra. The 
1991/92 season will be Mr. Hoebig' s first as 
principal cellist of the Houston Symphony 
under music director Christoph Eschenbach. 

Desmond Hoebig also is an active 
recitalist with Andrew Tunis, performing as 
the Hoebig-Tunis Duo. In 1984, they won 
first prize in the Munich International 
Competition, and in 1988 were nominated 
for a Juno award for their recording of 
Beethoven's cello and piano music on the 
CBC Musica Viva label. 

Last year Mr. Hoebig was invited to be the 
only Canadian participant at the first 
Leningrad Palaces International Chamber 
Music Festival. He also appeared in a reciml 
at the Premiere Dance Theatre in Toronto, 
which featured Claude Bolling's Suite for 
Cello and Jazz Trio, and at the Scotia Festival 
in Halifax. Upcoming concert engagements 
are with the Victoria Symphony Orchestra 
(Haydn, Bloch) Hamilton Philharmonic 
Orchestra (Walton), . Orchestra London 
Canada (Brahms Double). 

Benjamin Kamins, bassoon, 
is currently in his tenth 
season as principal bassoonist 
of the Houston Symphony, 
and was previously an 
associate principal bassoonist 

-._-..--.... of the Minnesota Orchestra. 



He has been a participant at numerous 
festivals including Marlboro, Tanglewood, 
Claremont and Blossom, as well as a faculty 
member of the Grand Teton Orchestral 
Seminar. An avid chamber music lover, Mr. 
Kamins was a founding member of the 
Aurora and the Epicurean Wind Quintets. 
He has toured with the Clarion Wind 
Quintet and Music From Marlboro, and 
performed with Da Camera during iu first 
three seasons. In addition to being an Artist 
Teacher in Bassoon at The Shepherd School 
of Music, Mr. Kamins has been on the 
faculties of the University of Houston and St. 
Olaf College. 

Sergiu Luca, called a 
"fiddler's fiddler" by the 
Washington Post, has 
enjoyed a world-wide 
career. He combines an 
unparalleled diversity of 
repertoire with inspired 

vinuosity as a soloist with orchestras as well 
as in recitals annually at major music capitals 
around the world . 

A native of Romania, Mr. Luca played his 
first public concert at the age of nine. After 
study in England and Switzerland, he worked 
with Ivan Galamian at the Curtis Institute in 
Philadelphia. Since his American debut in 
1965 with the Philadelphia Orchestra and 
with Leonard Bernstein and the New York 
Philharmonic on a national television 
program, he has performed with leading 
orchestras in Europe, Larin America and the 
United States, including the Cleveland, St. 
Louis, Pittsburgh, Detroit, Houston, 
Baltimore, and National Symphony 
Orchestras, as well as the Israel 
Philharmonic, New Philharmonia of London 
and the Zurich T onhalle Orchestra. 

Mr. 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 music by Bart6k, Schumann, 
Mendelssohn, Schubert, 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. The first recording of 
William Balcom' s violin concerto, written for 
Mr. Luca, will be issued on the Argo (Decca) 
label in the fall of 1991 . This also marks the 
first recording project by Dennis Russell 
Davies and the American Composers 
Orchestra. 

Mr. Luca's longstanding committnent to 
d ive rsity in music culminated with his 

founding of Da Camera in 1987 . The 
unprecedented success of its first three 
seasons has est.1blished it as an important 
force in Houston's musical life. Mr. Luca 
holds the Dorothy Richards Srarling Chair 
for Classical Violin at Rice University's 
Shepherd School of Music. 

A native of Ventura, 
California, David Peck 
attended the University of 
Southern California where 
he studied with clarinetist 
Mitchell Lurie. While 

.._ ....... ..,_. ___ completing his college 

degree in Los Angeles, Mr. Peck performed 
as principal clarinet with various orchestras 
in the southern California area. Continuing 
education included the Music Academy of 
the West in Santa Barbara and at the 
inaugural session of the Institute for 
Advanced Music Studies in Switzerland 
where he served as principal clarinet of the 
Young Musician's Foundation Debut 
Orchestra. 

In 1975, Mr. Peck joined the Houston 
Symphony Orchestra as Associate Principal 
Clarinet; he also taught at the University of 
Houston and performed extensively in solo 
and chamber recitals. From 1985 until May 
of 1991, Mr. Peck held the post of principal 
clarinet of the San Diego Symphony. 
Presently, he is beginning his first season as 
principal clarinetist of the Houston 
Symphony. Summer festival appearances 
include la Jolla Summerfest, San Luis 
Obispo Mozart Festival, the Cascade Head 
Festival and the ldyllwild School of Music 
and the Arts. 


