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SHEPHERD SCHOOL 

SYMPHONY ORCHESTRA 

LARRY RACHLEFF, music director 

LURA JOHNSON, piano 

Friday,Februaryl8,2000 

8:00 p.m. 

Stude Concert Hall 

RICE UNIVERSITY ~ School 
of Music 



PROGRAM 

"Billy the Kid" Ballet Suite 

Introduction: The Open Prairie. 
Lento maestoso 

Street in a Frontier Town. Moderato 
Mexican Dance and Finale 

Aaron Copland 

(1900-1990) 

Prairie Night (Card Game). Molto moderato 
Gun Battle. Allegro 
Celebration after Billy's Capture. Allegro 
Billy's Death. Lento moderato 
The Open Prairie. Lento moderato 

Piano Concerto No. I 
in F-sharp minor, Op. I 

Vivace 

Sergei Rachmaninoff 

(1873-1943) 

Andante 
Allegro vivace 

Lura Johnson, soloist 
Marlon Chen, conductor 

INTERMISSION 

Concerto for Orchestra 
Intrada. Allegro maestoso 

Capriccio Notturno e Arioso. Vivace 
Passacaglia Toccata e Carafe. 

Andante con moto -Allegro giusto 

Witold Lutoslawski 
(1913-1994) 

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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'iWlf' • Violin I Viola (cont.) Oboe (cont.) Trombone ( cont.) . ' ' Jonathan Godfrey, Karoline Schwartz Aryn Sweeney Patrick Raichart 
concertmaster Mai Motobuchi Lamija Ta/am ........ Emma Philips Megan Fergusson Lara Turner Bass Trombone 

,,-.r Heather LeDoux Leah Heard Andrew Chappell 

Tammie Gallup Daniel Kendis English Horn 
';.,;~ - Gillian Clements Miranda Sielaff Aryn Sweeney Tuba 

...... Alessandra Jennings Jacob Cameron 

Abigail Karr Cello Clarinet Carson McTeer 
'-• .. - Ari Maron Jing Li, principal Angella Hedrick 

~~ Azure Abuirmeileh Louis-Marie Fardet Molly Mayfield Harp 

Alda Schwanke Daniel Saenz Rochelle Oddo Heidi O'Gara ~· Jennifer Stevenson Kathleen Wychulis 
Kristi Helberg Clara Lee -- Stephan Ellner Lydia Rubrecht Piano and Celeste Bass Clarinet 
Nathaniel Farny Jacob Charkey 

Jennifer Stevenson Jason Hardink 
Gosia Leska Sara Stalnaker Kimi Kawashima • '• ~ Elbert Tsai Nathan Cook Bassoon 

~- -· Ute Ki"ihn Elizabeth Glennon Patricia Dusold Timpani and 
Keira Fullerton Andrew Gott Percussion 

--..: . 
Violin II Katherine Schultz Jenni Groyon Andrew Buchanan ~- · Liza Zurlinden, Tomoko Fujita Anne Marie Power Cory Cousins . . principal Sarah Williams Joseph Garland 

;, "- Matthew Horwitz Double Bass Adam Green I 
... . _ ..,.._ J Christine Hauptly Stephen Buckley, Contrabassoon Patrick Kelly 

Noel Martin principal Jenni Groyon Trent Petrunia 
Ann Miller David Molina Joe Reynolds 
Chaerim Kim Hunter Capoccioni Horn 

Shaun Ti/burg 
Elissa Wagman Dacy Gillespie Nicole Cash 

Linling Hsu Thomas Van Dyck Jeffrey Garza Orchestra Manager 

Elizabeth Lunde Matthew Medlock Miguel Garza Martin Merritt 

Pamela Yu David De Riso Johanna Lalka 

Jeremy Preston Andrew Raciti Eric Reed Orchestra Librarian 

Jooyeon Kong Lander Mclees Shane Smith Karen Slatter 

Jason Snider 
Maureen Conlon 

Flute Library Assistants 
Sabina Nakajima 

Martha Councell Trumpet David Fallo 
Matthew Detrick 

Kirstin Eade Brian Brown Mieka Kohut 

Maryann Keith Michael Brozick Julia Kostenko 
Viola 

Lance Sanford David Dash Sun-Young Lee 
Robert Meyer, Thomas Hooten Matthew Medlock 

principal Piccolo Jamie Kent 
Sun-Young Lee Martha Councell Arthur Murray Stage Assistants 
Misha Galaganov Kirstin Eade Michael Brozick ,, .. 
Emily Rome Trombone Jacob Cameron 

.. ,?, """ Mieka Kohut Oboe Paul Fleischman Andrew Chappell 
David Fallo Noelle Hitchcock Kathryn Giorgio Ray Gutierrez . .. 
Mary Ferstl Yuh-Pey Lin Jeremy Moeller Arthur Murray 

WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY. 

STRING SEATING CHANGES WITH EACH CONCERT. 



PROGRAM NOTES 

"Billy The Kid" Ballet Suite . . Aaron Copland 

In the centenary of his birth, many consider Aaron Copland to be one of 
the greatest American composers. His success and that of others like him (e.g., 
Virgil Thomson, Charles Ives, William Grant Still) suggest an important para
digm shift in the hist01y of American music away from the Germanic tradition. 
Nadia Boulanger, teacher and mentor to many important composers, specifi
cally encouraged Copland to create a distinctive American style. 

Written in 1938, Copland's Billy the Kid was the result of a commission from 
Lincoln Kirstein, director of the American Ballet Caravan. Like Rodeo (1942) 
or Appalachian Spring (1944), Billy the Kid is American in sound and subject. 
When he asked Copland to compose Billy the Kid, Kirstein suggested that he 
use cowboy tunes in the score. At first Copland resisted the idea, but he later 
acquiesced and welcomed the challenge of using The Old Chisholm Trail, Git 
Along Little Dogies, Great Granddad, Good-bye Old Paint, and Bury Me Not 
on the Lone Prairie to paint the setting of the Old West. Often these tunes are 
treated in such a way that they are not immediately recognizable. Copland har
monized them unconventionally and colored them with unique orchestrations. 

The Open Prairie features unisons, parallel octaves, and fifths which pro
duce the expansive "prairie sound" that is characteristic of Copland's music 
in the 1930s. In Street in a Frontier Town, Copland uses dissonant half steps 
(which sound like wrong notes) to create a street scene that is both crude and 
light-hearted. The Mexican Dance begins in 4/4 with off-balance pauses right 
before the fourth beat and later changes to 5/8. The dance-like spirit slowly 
erodes as dark tone colors and dissonances permeate the texture to represent 
the accidental death of Billy's mother, who was caught in the middle of a gun
fight when the boy was only twelve. Devastated and enraged by the loss, Billy 
stabs the duelers in retaliation. Thus begins his legendary life of crime. In Prai
rie Night (Card Game), the still quietness of a Western night disintegrates when 
the game turns sour and leads to a Gun Battle. The harsh sounds and relentless 
rhythm heard here are reminiscent of Stravinsky (who was a close friend of 
Boulanger). Following the gunfight, Billy is captured and arrested. Billy, how
ever, not to be outdone by the authorities, escapes from jail and runs away to 
the desert, where he finally dies. The sorrowful mood is accentuated by the re
peated notes in the solo violin and harp. The suite ends with the return of the 
material from the introductory section. The horn passage here seems to pre
figure the brass choir writing found in Fanfare for the Common Man, written 
just a few years later. 

Piano Concerto No. I . 
in F-sharp minor, Op. I 

- Note by Bethany Harvey 

. Sergei Rachmaninoff 

Rachmaninoff's Piano Concerto No. I was written while the composer was 
still a student at the Moscow Conservatory and premiered there in March 1892. 
It is his first work of any importance, and its heroic gestures and unabashed 
youthful passion foretell the highly successful career Rachmaninoff was to en
joy. At first, he was "pleased"with the piece, but by 1899, he had declared it to 
be unacceptable. In 1917, he completely revised it, thinning considerably the tex
ture of both the solo and the orchestra parts, and excising much of the material 
which had made the work too diffuse and episodic. He told a friend, "I have re
written my First Concerto; it is really good now. All the youthful freshness is 
there, and yet it plays itself so much more easily." 

The piece shows the influence of other successful endeavors in the genre; 
the first entrance of the piano, for example, bears a remarkable similarity to the 
Grieg A minor and the Liszt £-flat concertos. This cadenza consists of a fiery 
cascade of octaves that sweeps down the entire keyboard. The strings answer 
with the main theme, a melody whose yearning and melancholy prefigure the 
Second Concerto's slow movement. The theme is short by Rachmaninoff's stand
ards, but does use the sequential devices and arch-like design characteristic of 



his later works. Two contrasting subsidiary themes follow, leading to the A major 
<;econd theme presented by the strings. An extended piano cadenza at the end in
corporates all the main thematic material and builds to a climactic restatement of 
the main theme, followed by a brief, glittering coda. 

The D major second movement, unusually brief in its seventy-four bars, opens 
with a sombre horn call which is followed, as in the first movement, by a brief 
piano cadenza. This cadenza explores the descending chromatic scale, melting 
from one lush harmony into another and finally relaxing into a theme best des
cribed as a nocturne. The solo piano introduces this melody, which is highly em
bellished and improvisatory. The same melody later appears in the orchestra in 
a much simpler, less ornate form . This has the effect of creating a theme with one 
variation, unique in that the variation is presented first. 

The finale, like the Andante, is based on a simple formal design. The main the
matic material of the first section is an exuberant dance made up of a series of 
broken rhythmic fragments. Rachmaninoff gives himself over to song in a middle 
section that modulates to the key of E-flat major. Its lush harmonies and soaring 
melodic arches, classic Rachmaninoff, express a poignantly passionate sentiment. 
After an interval, the frenzied dance returns and is extended in a Coda which un
leashes cascades of passagework in the key of F-sharp major. The work explodes 
at the end in a dizzying display of virtuosity, bringing this youthful piece to a close 
with appropriate drama and vigor. 

- Note by Lura Johnson 

Concerto for Orchestra . . Witold Lutoslawski 

Communist Poland in the 1950s was a difficult place in which to live, let alone 
function as an artist. Yet this unstable, oppressive atmosphere served as the back
drop for Witold Lutoslawski's grand-scale Concerto f or Orchestra, a piece which 
secured for him recognition as the greatest Polish composer of his day. While this 
is a celebrated piece, it is vastly different from the aleatoric compositions that 
would later become Lutoslawski's primary voice; instead, Concerto for Orches
tra uses folk songs as its thematic basis. Some critics have disapproved of the folk 
basis for this work and claim that it was the communist government that forced 
Lutoslawski into these traditional means of expression. Lutoslawski disagrees, 
"No! .. . How could they make me write something that they wanted?" Despite 
these claims, the composer's works were regulated and censored for many years 
by the Stalinist government, and in order to make a living, he was forced to com
ply with their rules. 

Lutoslawski's piece is often compared with Bart6~'s famed work of the same 
name. Indeed, Lutoslawski was an avid admirer of Bart6k's music and clearly was 
influenced by the genre and use of folk tunes. However, Lutoslawski develops his 
own personal style in which the melodies are rarely preserved in their original 
character. The motivic fragments of the Polish tunes are developed, re-harmo
nized, and transformed. 

Concerto f or Orchestra is in three movements; each is structured in tradi
tional classical forms, but the weight of the work falls on the lengthy and grand 
finale. Movement One, Intrada, is in an uneven arch form where, like the piece as 
a whole, the longer, more thickly orchestrated sections are heard in the second 
half The initial folksong is first played aggressively by the cellos and imitated 
throughout the orchestra beginning on a series of rising fifths. A second folk mel
ody is developed in a more dramatic, active section before it returns to the open
ing theme. The quick harmonic rhythm of this second portion contrasts with the 
static pedal F-sharp held throughout the first and last sections, first in the lowest 
octave played by the bass, harp, timpani, and bassoons, and later in the highest 
register in the piccolo, celeste, and violin harmonics. 

The second movement, Capriccio notturno e Arioso, is like a Scherzo and Trio. 
The rapid sixteenth notes, played pianissimo, provide the nocturnal mood (marked 
"murmuring" by the composer) and make up the first and last sections of the move
ment. Occasionally, they are interrupted by slightly louder pizzicato accents. The 
trio section is a fortissimo legato theme, heavily orchestrated with brass, wood
winds, and strings combined. The nottumo theme then resumes, ending mysteri
ously in the basses and percussion. 



The harp and double basses begin the finale with a folk-song based, eight
bar passacaglia theme. Just like the pedal F-sharp in the Intrada, the theme is 
heard in progressively higher octaves, leading finally to the violins. Layered on 
top of and out of phase with this bass line, various themes are heard with grow
ing orchestration, dynamics, and tempo until reaching a climactic orchestral 
tutti where the violins are left alone for the final passacaglia repetition. Yet this 
passacaglia comprises only half of the vast and imposing.finale. The concluding 
toccata, interrupted by three occurrences of a chorale theme, culminates with a 
brass chorale and an energetic coda. 

- Note by Emily Rome 

BIOGRAPHIES 

LURA M. JOHNSON, a native of Oberlin, Ohio, has been playing the piano 
since the age of four. She studied with members of the faculty at the Oberlin 
Conservatory, including Julian Martin and Jeanne Kierman Fischer. As a high 
school student, Ms. Johnson received high honors in many local and national 
competitions, including the Music Teachers' National Association and the Gen
eral Motors-Seventeen Magazine National contests. She moved to Houston in 
1992 and graduated magna cum laude with a Bachelor of Music degree from 
Rice University in 1996. In December 1999 she completed a Master of Music de
gree in Piano Performance at Rice as a student of Brian Connelly. Ms. Johnson 
has recently won honors in several regional competitions, including the Wide
man International Piano Competition and the Midland-Odessa National Young 
Artist Competition. Last year she was selected to participate in the semi-finals 
of the Houston Symphony Ima Hogg Competition. She has performed such di
verse programs as recitals of works by Mozart and Beethoven performed on 
the fortepiano and performances of Charles Ives' Concord Sonata in Texas and 
New England. Ms. Johnson is presently under the employ of the Shepherd 
School of Music as a studio accompanist. Although she enjoys a busy schedule 
of teaching, her first love is performance as soloist and chamber musician. She 
aspires to a career which combines all three pursuits. Ms. Johnson performs 
this evening as a winner of the 1999 Shepherd School Concerto Competition . 

MARLON CHEN is currently in his second year as a graduate conducting 
student of Larry Rachleff at The Shepherd School of Music. A native of Taiwan, 
M,: Chen immigrated to the US. at the age of eight. A resident of Houston for 
sixteen years, he attended the High School for the Performing and Visual Arts. 
He studied clarinet at the University of Michigan and graduated with a Bach
elor of Arts degree in music in 1995. This past summer he attended the Aspen 
Music Festival and participated in the conducting seminar directed by Murry 
Sidlin and David Zinman. 

UPCOMING ORCHESTRA EVENTS 

Saturday, February 19, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
Larry Rachleff, conductor; Marlon Chen, guest conductor PROGRAM: Mozart -
Overture to "Cosifan Tutte," K. 588; Falla -El Amor Brujo; and Schoenberg
Kammersymphonie, Op. 9. Stude Concert Hall. Free admission. 

March 23, 25, 27 and 29, 7:30 p. m. - SHEPHERD SCHOOL OPERA and 
the SHEPHERD SCHOOL CHAMBER ORCHESTRA present The Rake's Progress 
by Igor Stravinsky. Wortham Opera Theatre at Alice Pratt Brown Hall. 
Admission (general seating): $10/$8. For tickets call 713-348-3578. 

Friday, March 24, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor All-BRAHMS PROGRAM: Academic Festival Overture; 
Variatio11s on a Theme of Hayd11; and Piano Co11certo No. 2 bi B-flat Major, Op. 83 
(Robert Roux, soloist). Stude Concert Hall. Free admission. 
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