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PROGRAM 

The Unanswered Question 

Flute Concerto (1990, revised 1992) 

Charles Ives 
(1874-1954) 

Joan Tower 
(b.1938) 

Christina Jennings, soloist 

Marlon Chen, conductor 

INTERMISSION 

Symphony No.1 in C Major, Op. 21 

Adagio molto - Allegro con brio 
Andante cantabile con moto 
Menuetto. Allegro molto e vivace 
Finale. Adagio - Allegro molto e vivace 

Ludwig van Beethoven 
(1770-1827) 

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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STRING SEATING CHANGES WITH EACH CONCERT. 

UPCOMING ORCHESTRA CONCERTS 

Friday, December 4, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor; Alastair Willis, guest conductor 
PROGRAM: Wagner Overture to "Rienzi"; Falla Suite No. 2 from 
"The Three-Cornered Hat"; and Brahms Piano Concerto No.1 in D minor, 
Op.15 (Yoshikazu Nagai, soloist). Stude Concert Hall. Free admission. 

Sunday, December 6, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
Larry Rachleff, conductor; Alastair Willis, guest conductor 
PROGRAM: Webern Concerto, Op. 24; Haydn Cello Concerto in C Major, 
Hob. Vllb:l (Desmond Hoebig, soloist); and Schubert Death and The Maiden 
( arranged for string orchestra by Gustav Mahler). 
Stude Concert Hall. Free admission. 



PROGRAM NOTES 

The Unanswered Question . . Charles Ives 

The American music scene around the turn of the century was dominated by 
a German aesthetic. Most musicians in the U.S. had been trained in Germany, 
orchestras favored the works of Beethoven and Brahms, and mainstream Amer
ican composers emulated Brahms' example. Amid this conservative atmosphere, 
Charles Ives dared to experiment with new sounds that represented his expe
riences and influences as a New Englander, favoring sonic depictions of his 
world over the lush counterpoint of the nineteenth century Romantics. It is 
largely because his music was so out of step with his contemporaries that he 
chose not to pursue composition professionally, opting for a career in insur
ance instead. It was not until much later, after he had stopped composing new 
pieces, that his music was discovered and embraced by a younger generation 
of musicians. Indeed, The Unanswered Question, written around 1906, was 
not premiered until 1946, when it was played at Columbia University at the 
behest of Elliott Carter. Then it was well received, and it quickly entered the 
chamber repertoire. 

Though not all of Ives's works explore new musical ideas or represent a spe
cific extra-musical idea, he is best known for his tendency to mix atonality and 
tonality, dissonance and consonance, not for musical reasons, but to illustrate 
a scene or a concept. Unlike many of his programmatic experimental pieces, 
which tend to depict concrete events, such as his Yale-Princeton Football Game, 
The Unanswered Question (originally co-titled "A Contemplation of a Serious 
Matter'') probes into Ives's notions of spirituality and his passion for Tran
scendentalism. According to Ives's notes on the piece, the strings, playing off 
stage and pianissimo throughout, "represent 'The Silences of the Druids -
who Know, See and Hear Nothing.' The Trumpet intones 'The Perennial Ques
tion of Existence' ... But the hunt for 'The Invisible Answer' undertaken by 
the flutes and other human beings becomes gradually more active,faster and 
louder . .. 'The Fighting Answers,' as time goes on, and after a 'secret confer
ence,' seem to realize a futility, and begin to mock 'The Question' - the strife 
is over for the moment. After they disappear, 'The Question' is asked for the 
last time, and the 'Silences' are heard beyond in 'Undisturbed Solitude.'" 

Not only the program of the piece is adventurous. Ives also explores flexible 
metric relations (the strings maintain a constant, slow tempo and meter, while 
the winds and trumpet are to play in variable tempos without regard for the 
strings), and flagrant conflict of consonance and dissonance (while the strings 
play a slow tonal succession of chords, the trumpet's "question" is atonal, and 
the.flutes' "answers" are progressively more dissonant). Some of these aspects 
are mirrored in Central Park in the Dark (or "A Contemplation of Nothing 
Serious"), originally intended as a companion piece to the "Question." Against 
a background of quiet, atonal strings, representing the night sounds and silenc
es,Ives overlays a succession of tunes representing popular music, whistling, 
and other street noises, also "out of time" with the string background. 

The spiritual nature of The Unanswered Question likely resulted from 
Ives's own spiritual searching at the time he was composing the work, which 
in turn derived from a tumultuous 1905, in which he suffered a physical and 
mental breakdown, fell in love, and was threatened with the loss of his liveli
hood as the New York state legislature conducted an investigation into unethi
cal practices in the insurance industry. Whatever his motivation, Ives seems to 
have touched on a common human sentiment, as, since its premiere, The Un
answered Question has become his most-peiformed and most popular piece. 

- Note by Jim Harper 



Flute Concerto . . Joan Tower 

Joan Tower was born1 in New Rochelle, New York, on September 6, 1938, and 
now lives in Red Hook, New York. She composed the Flute Concerto at the re
quest of Carol Wincenc , to whom the piece is dedicated. Tower had previously 
written Snow Dreams for her and the guitarist Sharon Isbin, and Wincenc had 
"enormous personal affection for Joan as an individual and as a player. She is 
a complete musician in every sense." Wincenc particularly admires Tower 's 
' fantastic understanding of line," and believed Tower would write a piece to 
show off the flute's lyrical and virtuosic qualities advantageously. 

On Tower's part, she admits that it was particularly intimidating to write a 
flute concerto: "You're always faced with the problem of the flute being over
powered by the orchestra. I spent a lot of time trying to figure out how to keep 
the orchestra away from the flute. " Tower solved the dilemma by keeping the 
orchestra small and by entirely omitting "absorbing" instruments such as the 
horn. She limited the use of the flute 's quiet lowest register to the unusual and 
lovely soliloquy with which the Concerto commences. The work is scored for 
flute (doubling piccolo) , oboe, clarinet (doubling bass clarinet), bassoon, trum
pet, bass trombone, two percussion (glockenspiel, temple blocks, low tom-tom, 
medium cymbal, bass drum, xylophone, vibraphone, small triangle, tenor drum, 
tamtam, cymbals-high, medium, and low), and strings. 

Tower keeps the soloist busy, and engages it in several duets with the orches
tra's flute and percussion (a device she admired in a Saint Louis Symphony per
formance of the Schumann Cello Concerto and used first in her Clarinet Con
certo). The soloist's figurations include rapid scales and arpeggios as well as 
melodic patterns that emphasize thirds,fifths, and octaves. Tower told Wincenc 
that these "open intervals" evoke a "Grand Canyonfeeling"for her, and the 
image has been useful to the flutist's interpretation of the piece. Since the work's 
premiere by the American Composers Orchestra in 1990, Wincenc has peiformed 
the Concerto throughout the U.S. and Canada and recorded it with the Louisville 
Orchestra. Composer and soloist spent long hours together refining matters of 
articulation and phrase length. "Not many composers can play the piano reduc
tions of their concertos as well as Joan," notes Wincenc admiringly. 

The Concerto gets progressively more energetic. It winds up first to a qlimax 
in which the release of energy gives way to a cadenza, and then again to the 
"high-voltage ending." In part this was planned from the start. But when the 
Concerto was eighty percent completed, Wincenc and Tower had a reading ses
sion. Wincenc just "breezed through" it, according to Tower, so in order to chal
lenge the flutist's virtuosity in the final moments, she "upped the ante." 

-Adapted with permission from a note by Susan Feder © 1990 

Symphony No. I in C Major, Op. 21 . . Ludwig van Beethoven 

As early as 1795, Beethoven had made sketches for a symphony in C major. 
However, as these early attempts rapidly grew too large, he scrapped the idea, 
not to return to the genre until 1799. The Symphony No. 1 in C Major, Op. 21, 
was completed in 1800, with one of the major themes from the earlier sketches 
reappearing in the fourth movement. The work was premiered on April 2 of the 
same year, along with his Septet, Op. 20, in the first concert Beethoven gave for 
his own benefit in Vienna. Both pieces met with great success and soon made 
their way into the standard repertoire. 

While the Septet was clearly in the classical style of Haydn and Mozart (so 
much so that its tremendous popularity later irritated the composer), the Sym
phony hinted at the musical developments that would soon make Beethoven stand 
out from the classical mold. Perhaps the most remarkable aspects of the First 
Symphony are its slow openings. Both the first and fourth movements begin in 



ambiguity. The introduction of the first movement begins not in the key of C, but 
on the dominant-seventh1chord of the fourth scale degree. Following is a series 
of similar "out of key" seventh chords, without sounding a C major chord until 
the sixth measure, and refusing to sound truly "convinced" about starting the 
piece at all until the thirteenth bar, the Allegro con brio. Similarly, the fourth 
movement toys with the listener before it truly begins, as the timid first violins 
slowly build a scale, one note at a time, before finally deciding to run with it. 
(These "deceptive" openings were to reappear in Beethoven's ballet The Crea
tures of Prometheus, the next major orchestral work he would compose, and an 
important predecessor to the symphonies to follow.) After the introduction, the 
first movement follows a standard sonata form with a quick tempo. The second 
movement is slower and somewhat imitative, using dotted rhythms that lend it a 
lilting quality. The up-tempo minuet and trio, considered by most critics to be 
more of a scherzo, suggests something of the heroic exuberance we hear in many 
of the composer's later works. The finale, perhaps the most traditionally "classi
cal" portion of the work, is a sprightly movement in sonata form, providing an 
energetic romp to the end. 

Beethoven's First Symphony is sometimes overshadowed by his later works. 
Indeed, even Berlioz, writing only a few decades later, says of the First that "this 
is not Beethoven, but we are shortly to discover him." While it is true that the work 
conforms largely to the standard set by Haydn and Mozart, and the levity of the 
work belies the composer's growing fears regarding his weakening hearing, the 
piece shows the early spark that would become the fire we think of as Beethoven 
and acts as a bridge connecting his Classical heritage with the developments of 
heroicism and individuality that would dominate the nineteenth century. 

- Note by Jim Harper 

BIOGRAPHIES 

MARLON CHEN is currently in his first year as a graduate conducting stu
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