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PROGRAM 

Veni, Creator Spiritus Gregorian chant 
(before 10th century) 

Rice Chorale 

Thomas Jaber, conductor 

Symphony of Psalms (1948 revision) 

I. Exaudi orationem meam, Domine 
II. Expectans expectavi Dominum 

III. Alleluja. Laudate Dominum in sanctis ejus 

Rice Chorale 

Shepherd School Symphony Orchestra 

INTERMISSION 

Symphony No. I in D Major, "Titan" 

I. Langsam. Schleppend. Im Anfang sehr gemachlich 
II. Kraftig bewegt, doch nicht zu schnell 

III. Feierlich und gemessen, ohne zu schleppen 
IV. Stiirmisch bewegt 

Tonight's performance is dedicated 

to the memory of Dominique de Menil . 

Igor Stravinsky 
(1882-1971) 

Gustav Mahler 
(1860-1911) 

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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Veni, Creator Spiritus 

Veni, Creator Spiritus, 
Mentes tu6rum visita, 
Imple superna gratia, 
Quae tu creasti pectora: 

Qui Paraclitus diceris, 
D6num Dei altissimi, 
Fons vivus, ignis, caritas, 
Et spiritalis unctio. 

Tu septif6rmis munere, 
Digitus Dei dexterae, 
Tu rite promissum Patris, 
Serm6ne ditans guttura. 

Accende lumen sensibus, 
Infunde am6rem c6rdibus, 
Infirma n6stri c6rporis 
Virtute firmans perpeti. 

H6stem repel/as l6ngius, 
Pacemque d6nes pr6tinus, 
Duct6re sic te praevio, 
Vitemus 6mne n6xium. 

Per te sciamus da Patrem, 
Noscamus atque Filium, 
Teque utriusque Spiritum 
Credamus omni tempo re. 

Dea Patri sit gloria, 
Et Filia, qui a mortuis 
Surrexit, ac Paraclito, 
In saeculorum saecula. 

Come, Creator Spirit, 
Visit the souls of your devoted; 
With your divine grace fill 
The hearts which you have created. 

You are called Comforter, 
Gift of the highest God, 
Fount of life, fire, love, 
And spiritual unction. 

You are seven-fold in your gifts, 
The finger of God's right hand, 
You are the one duly promised by the Father, 
Enriching our tongues with speech. 

Enkindle your light in our minds, 
Infuse your love into our hearts; 
Strengthen the frailties of our flesh 
By your perpetual power. 

May you drive our enemy far away, 
And bestow abiding peace, 
So that, with you leading before us, 
We may shun all evil. 

Grant that through you 
we may know the Father, 
That we might also come to know the Son; 
And you, the Spirit of Them both, 
May we trust at all times. 

Glory be to God the Father, 
And to the Son, 
Who rose from the dead, 
And to the Comforter, 
For ever and ever. Amen. 



Symphony of Psalms 

I 

Exaudi orationem meam, Domine, et deprecationem meam: auribus percipe lacry
mas meas. Ne sileas, quoniam advena ego sum apud te, et peregrinus, sicut omnes 
patres mei. Remitte mihi, ut refrigerer prius quam abeam, et amplius non ero. 

PsalmusXXXVIII 13,14 (Vulgata) 

Hear my prayer, 0 Lord, and give ear unto my cry; hold not Thy peace at my tears: 
for I am a stranger with Thee, and sojourner, as all my fathers were. 0 spare me, 
that I may recover strength: before I go hence, and be no more. 

Psalm XXXIX 12,13 (King James) 

II 

Expectans expectavi Dominum, et intendit mihi. Et exaudivit preces meas; et edu
xit me de lacu -miseriae, et de luto faecis. Et statuit super petram pedes meas; et 
direxit gressus meas. Et immisit in os meum canticum novum, carmen Deo nostro. 
Videbunt multi et timebunt; et sperabunt in Domino. 

Psalmus XXXIX 1-3 (Vulgata) 

I waited patiently for the Lord: and He inclined to me, and heard my cry. He brought 
me up also out of a horrible pit, out of the miry clay, and set my feet upon a rock, 
and established my goings. And He hath put a new song in my mouth, even praise 
unto our God; many shall see it, and fear, and shall trust in the Lord. 

Psalm XL 1-3 (King James) 

III 

Alleluja. Laudate Dominum in sanctis ejus: Laudate eum in firmamento virtutis ejus. 
Laudate eum in virtutibus ejus: laudate eum secundum multitudinem magnitudinis 
ejus. Laudate eum in sono tubae: laudate eum in psalterio et cithara. Laudate eum 
in tympano et choro: laudate eum in chordis et organo. Laudate eum in cymbalis 
bene sonantibus: laudate eum in cymbalis jubilationis: omnis spiritus laudet 
Dominum. 

Psalmus CL (Vulgata) 

Alleluia. Praise ye the Lord. Praise God in His Sanctuary: praise Him in the firma
ment of His power. Praise Him for His mighty acts: praise Him according to His 
excellent greatness. Praise Him with the sound of the trumpet: praise Him with the 
psaltery and the harp. Praise Him with the timbrel and dance: praise Him with 
stringed instruments and organs. Praise Him upon the loud cymbals: praise Him 
upon the high sounding cymbals. Let everything that hath breath praise the Lord. 
Praise ye the Lord. 

Psalm CL ( King James) 
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PROGRAM NOTES 

Veni, Creator Spiritus . Gregorian chant 

While we were having lunch at her home about a year ago, Dominique de 
Menil spoke about death , its complete unpredictability, and therefore our duty 
to stay focused on living, learning, and trying to act in a selfless, creative spirit. 
She mentioned the great Gregorian sequence, Veni, Creator Spiritus (Come, 
Creator Spirit), and said it was her favorite chant and even more, her most 
cherished music. "In fact ," she said, " it is the only music I would like to have 
sung at my funeral ." 

Tonight, the Rice Chorale, a little tardily, fulfills her desire by opening this 
concert in her honor with this magnificent chant. Its text is a prayer for illumina
tion of the mind and for that inspiration which gives birth to all creative action. 

- Note by Michael Hammond 

Symphony of Psalms . . Igor Stravinsky 

Igor Stravinsky composed the Symphony of Psalms in 1930 under a commis
sion by Serge Koussevitzky, then director of the Boston Symphony Orchestra, to 
write a major symphonic work for that ensemble's fiftieth anniversary. Stravinsky 
was allowed free reign concerning the particulars of composition, and indeed 
there is little to connect the work to the classical symphony; its name may stem 
more simply from the performing forces for which it was written. The religious 
subject matter of the work reflects a spiritual crisis Stravinsky experienced in the 
mid-1920s. After having left the practice of his faith at an early age, he rejoined 
the Orthodox Church in 1926 and began to attend services, distribute alms, cor
respond with priests, and study theological literature. This transformation is 
reflected in some of his compositions from 1926 to 1934. He wrote three Slavonic 
sacred works-Otche nash' (Our Father), Simvol'veri" (Symbol of Faith, i.e. 
Credo), and Bogoroditse devo (Blessed Virgin, i.e. Ave Maria)-and the Sym
phony of Psalms. 

Always the gadfly, however, Stravinsky purposely avoided self-expression in 
the Symphony of Psalms, preferring instead to attempt an objective and ritual 
weight of utterance without the distraction of an authorial presence. He selected 
texts from the Latin Vulgate, using excerpts from Psalms 38 and 39 and the whole 
of Psalm 150. He organized them into groups of repentance,faith, and praise, 
corresponding with the three movements. The Symphony of Psalms was pre
miered in Europe on December 13, 1930, at the Palais des Beaux-Arts, Brussels; 
the American premiere occurred on December 19, 1930, in Boston, led by Serge 
Koussevitzky. 

- Note by Angela Marroy 



Symphony No.1 in D Major, "Titan" . . Gustav Mahler 

In a divulgence of his uniquely organic approach to composition, Gustav 
Mahler wrote in 1899 that "Composition can be compared to a game of bricks, 
in which with the same bricks one keeps making new buildings. But the bricks 
are already there, trimmed and dressed since one's childhood, the only period in 
life for collecting and preparing them." Indeed, Mahler held composition to be 
a conglomeration of autobiography, world view, and experience; he imbued his 
symphonies with borrowings of diverse kinds, including Naturlaute (sounds of 
nature), popular and folk songs, military and other music from his childhood, 
and art music, especially his own. This wide incorporation of materials found 
ample criticism in Mahler's day, when the symphony was still exalted as the vehi
cle par excellence towards the universal, using the abstract as its structural fuel. 
Mahler's quotations disrupted the purity of style and inspiration expected by the 
nineteenth-century audience; his Kapellmeistermusik, according to critics, con
sisted of banal reminiscences of the past and insolent travesties, and revealed 
nothing more than a serious lack of musical imagination. Mahler thus admitted 
no distinctions between "high" and "low" music, a supposition inherently anti
Romantic and proto-modern. In many respects, Mahler's recycled bricks were to 
become the cornerstone between Viennese composers of the nineteenth century 
and those of the twentieth. 

The essential attributes of Mahler's mature style are present even in his First 
Symphony, written between January and March 1888. Its immediate inspiration 
and general programmatic theme of transcendence over suffering stemmed from 
the end of two unhappy love affairs and a great deal of contemporary Prometheus 
literature, expostulating the suppression of the individual will and the annihila
tion of the hero as a means of redemption. The symphony appeared at its premiere 
in Budapest on November 20, 1889, as a symphonic poem in five movements and 
two parts; a later performance in Hamburg included the sobriquet "Titan" and 
an elaborate programmatic commentary. Mahler wrote of the disastrous premiere, 
" ... my friends bashfully avoided me afterward; nobody dared talk to me about 
the performance and my work, and I went around like a sick person or an out
cast." Critics considered the work to be a rough elevation of program music to 
the symphonic level and especially condemned the Andante slow movement, 
"Blumine." Perhaps in response, Mahler omitted the movement from all subse
quent performances and editions and suppressed the program. Although the first 
symphony's reception in later performances was warmer, it never achieved the ac
ceptance of his other works, and Mahler himself called it "difficult to understand." 

In the vaporous opening of the first movement, Mahler sets up the narrative 
frame of the symphony and establishes the structure of the movements as progres
sive stages in the life of his programmatic hero. The introduction, meant to por
tray the awakening of nature, includes cuckoo and horn calls and a plaintive mel
ody of falling fourths. The subsequent Allegro uses as its primary theme Ging 



heut' morgens uber's Feld, a song from Mahler's Lieder eines fahrenden Gesel
len (Songs of a Wayfarer), set to Mahler's own poetry. The hero proceeds in un
troubled delight, a mood sustained throughout the movement, at the end of which 
the hero "breaks out in laughter and runs away." The scherzo second movement 
proceeds "under full sail." The boisterous "hurrah" shouts of the opening are typi
cal of the Austrian Landler tradition. Mahler includes the comment, "the young 
lad still roaming around the world is much stronger, rougher, and more fit for life." 
However, it is clear from the solo contrabass opening of the ternary funeral march 
that the carefree youth of the first two movements is no more. Mahler described 
his inspiration for this movement: "The author received an overt suggestion ... 
from "Des Jagers Leichenbegangnis" ("The Hunter's Funeral Procession'), 
a parodistic picture ... from a book of children's fairy tales. The animals of the 
forest escort the coffin of a deceased hunter to the gravesite." The movement pre
sents the composer at his most self-derisive. The canonic, learned treatment of 
"Bruder Martin," (perhaps better known as "Frere Jacques"), whose lyrics deal 
alternatively with sleep or drunkenness, demonstrates simultaneously Mahler's 
aggrandizement of the banal and his grotesque trivialization of the tragic. After 
the canon, the ''A" section shifts to a parody of "Bohemian amateurs," an imita
tion of Jewish ghetto music. The movement is marked by changes in mood from 
one extreme to the other and the elision of the tragic and the trite. The trio at 
first glance provides repose from the calamity of the first section, but its melody 
is based on the Wayfarer song, Die zwei blauen Augen, one of the most wrench
ing texts of the set. The canon returns to finish the movement in bitter irony, with 
the realization that the world is indifferent to individual misery. The fourth move
ment, "Dall' Inferno," opens with a fortissimo crash with the heading, Aufschrei 
eines im Tiefsten verwundeten Herzens ("outcry of a deeply wounded heart'). In 
this movement, Mahler communicates his program clearly in the unfolding narra
tive of tonal and thematic progression. The hero must undergo personal battering 
and annihilation before transcendence is possible. When the victory chorale ( a 
major version of the melody of falling fourths from the introduction to the first 
movement) finally emerges, it is unveiled as a final consummation of the sym
phonic drama, a tonal, thematic, and orchestrational epiphany. 

As Mahler wrote in 1893, "My two symphonies treat exhaustively my entire 
life; it is experience and suffering that I have written down with my life blood ... 
if someone understands how to read well, my life must in fact appear transparent 
to him in them. So strongly are creation and experience interwoven for me that, 
if henceforth my life should flow calmly like a stream through a meadow - I think 
I would no longer be able to create anything proper." By the time he had finished 
the first symphony, Mahler had suffered sufficiently to create great musical ajjlic
tion and to triumph over it in a powerful catharsis; his subsequent symphonies 
are testaments both to the tragedies he was yet to face and to his resolution of 
them through musical autobiography. 

- Note by Angela Marroy 



"Gifted artists are the great benefactors of the world. 

Life flows from their soul, from their heart, 

from their fingers. They invite us to celebrate life 

and to meditate on the mystery of the world." 

- Dominique de Menil 

Opening of The Menil Collection, 1987 



IN MEMORIAM 

Dominique de Menil - art collector and patron, philanthropist, and human 
rights advocate - died last December 31 at the age of eighty-nine. She and her late 
husband, John de Menil, acquired one of the world's largest private art collections. 
The Menil Collection, which opened in 1987, represents the culmination of their 
lifetime of passionate collecting and the many years of planning on the part of 
Dominique de Menil to create a space to house the collection of some 15, 000 
pieces. It includes Mediterranean and Celtic antiquities, Greek and Russian icons, 
African and Pacific Northwest tribal art, twentieth century art, rare books, prints, 
and photographs. 

Born in Paris on March 23, 1908, she attended the University of Paris, 
Sorbonne, in 1927-28 where she studied mathematics and physics. Married in 
1931, Dominique and John de Menil left occupied France in 1941. They settled 
in Houston, which is the U.S. headquarters for Schlumberger Ltd., the worldwide 
oil field services company that her father and uncle helped to establish. During 
her early years in Houston, Mrs. de Menil became involved with the Contemporary 
Art Association. She subsequently established the art department at The Univer
sity of St. Thomas, and in 1969 funded the Institute for the Arts at Rice University. 
Other cultural and human rights organizations with which she was associated over 
the years include the Museum of Contemporary Art in Los Angeles, the Georges 
PompidouArt and Culture Foundation, the Musee National d'Art Moderne in 
Paris, and the Carter-Menil Human Rights Foundation. 

In 1964, the de Menils commissioned the Rothko Chapel as a modern sanctu
ary "open to all, a no-man's land of God- named or unnamed- thus, every man's 
land [which] has attracted people in search of peace, meditation, and a more 

. intense consciousness of our time. It has become a center for intercultural and 
human rights encounters." 

She was president of The Menil Foundation, established in 1954 as a private 
non-profit charity with the purpose of promoting understanding and culture. In 
that capacity, she initiated a major international research and publishing effort, 
"The Image of the Black in Western Art," as one of the foundation's primary pro-

jects. This resulted in a massive, international archive, including several volumes 
published by The Menil Foundation and Harvard University. 

Through The Menil Foundation, she was able to acquire a group of thirteenth
century Byzantine frescoes which had been stolen from the Lysi Chapel in Cyprus 
in 1974. Under an historic extended loan agreement with the Cypriot government 
and the Church of Cyprus, The Menil Foundation has restored these rare works 
and has recently housed them in a specially constructed chapel. 

Mrs. de Menil received numerous honors, including the French Order of Arts 
and Letters, the French Legion of Honor, the National Medal of Arts presented 
by former President Ronald Reagan, and the Commander's Cross of the Order of 
Merit of The Federal Republic of Germany. 

Dominique de Menil is remembered for her passionate, life-long advocacy of 
the arts and architecture. Through her gracious example, her generous patronage, 
and her enduring commitments, she succeeded in creating an inspirational legacy 
of social and cultural excellence. 
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Alessandra Jennings Double Bass Shawn Jones Percussion 
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principal Scott Pollard 
Violin 11 Christopher Simison Contrabassoon Lucas Scanlon 
Rita Lammers, Donald Howey Shawn Jones Karen Slatter 

principal Dacy Gillespie Damian Montano Douglas Smith 
Emma Philips Hunter Capoccioni Che-ming Tsai 
Caroline Pliszka William Robertson Horn 

Matthew Fuller Erin Bewsher Jennifer Aynilian 
Orchestra Manager 
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WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY. 

STRING SEATING CHANGES WITH EACH CONCERT. 
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