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PROGRAM 

Overture to "Cosi fan Tutte," K. 588 Wolfgang Amadeus Mozart 
(1756-1791) 

Marlon Chen, conductor 

El Amor Brujo 

Introducci6n y escena. Allegro furioso 
ma non troppo vivo 

En la cueva. Tranquillo e misterioso 
Canci6n de! amor dolido. Allegro 
El aparecido. Danza de! terror. Allegro ritmico 
El circulo magico. Andante molto tranquillo 

Manuel de Falla 
(1876-1946) 

Danza ritual de! fuego. Allegro ma non troppo e pesante 
Escena. Paco moderato. Allegro 
Canci6n de! fuego fatuo. Vivo 
Pantomima. Allegro. Andantino tranquillo 
Danza de! juego de amor. Allegretto mosso 
Final. Las Campanas de! Amanecer. Allegretto tranquillo 

Andrea Jaber, mezzo-soprano 

INTERMISSION 

Kammersymphonie No. I, Op. 9 Arnold Schoenberg 
(1874-1951) 

Robert Pagan, flute and piccolo 
Lamija Talam, oboe 

Noelle Hitchcock, English horn 
Rena Kraut, clarinet 

Alexander Potiomkin, E-flat clarinet 
Carrie Bude/man, bass clarinet 

Jenni Groyon, bassoon 
Kathy Kvitek, contrabassoon 

Jason Snider, horn 
Jeffrey Garza, horn 

Caroline Pliszka, violin I 
Tor Johan Been, violin II 

Matthew Dane, viola 
Anthony Kitai, cello 

Jonathan Burnstein, double bass 
Larry Rachleff, conductor 
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SHEPHERD SCHOOL CHAMBER ORCHESTRA 

Violin I Double Bass Bassoon 
Caroline Pliszka, Jonathan Burnstein, Jenni Groyon 

concertmaster principal Kathy Kvitek 
Brinna Brinkerhoff Kjetil Laukholm 
Jonathan Swartz Christopher Ewan Contra bassoon 

Marianne Henry 
Flute 

Kathy Kvitek 
Melinda Graves 
Susy Yim Caroline Kung Horn 

Kailin Mooney Nicole Cash 
Violin II Robert Pagan Jeffrey Garza 
Tor Johan Boen, Marisela Sager Miguel Garza 

principal 
Piccolo Jason Snider 

Martha Walvoord Kai/in Mooney 
Yuel Yawney 

Robert Pagan 
Trumpet 

Ivan Hodge Brian Brown 
Jessica Gagne Oboe Jamie Kent 
Jeffrey Boga Noelle Hitchcock Arthur Murray 

Aryn Sweeney Zebediah Upton 
Viola Lamija Talam 
Matthew Dane, Lara Turner Piano 

principal Jason Hardink 
Daniel Sweaney English Horn 
Tawnya Popoff Noelle Hitchcock Timpani 
Diedra Lawrence 

Clarinet 
Tobie Wilkinson 

Eva Sheie 
Carrie Budelman 

Percussion 
Cello Rena Kraut Patrick Kelly 
Anthony Kitai, Alexander Potiomkin 

principal E-flat Clarinet Orchestra Manager 
Karen Maddox Alexander Potiomkin Martin Merritt 
Anne Francis 
Julia Kostenko Bass Clarinet Orchestra Librarian 
Michael Cameron Carrie Budelman Karen Slatter 

WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY 

STRING SEATING CHANGES WITH EACH CONCERT. 

UPCOMING ORCHESTRA EVENTS 

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; 
Variations on a Theme of Haydn; Piano Concerto No. 2 in B-jlat Major, Op. 83 
(Robert Roux, soloist). Stude Concert Hall. Free admission. 



PROGRAM NOTES 

Overture to "Cosi fan Tutte," K. 588 . . Wolfgang Amadeus Mozart 

In 1789, Emperor Joseph II commissioned Mozart to compose a new comic 
opera and promised him 200 ducats for the result. Mozart was only too eager 
to accept this commission and started work immediately, as his financial cir
cumstances at the time were a source of much anxiety. Cosi fan Tutte was 
completed in 1790 and was first performed on January 26 of that year in the 
Burgtheater of Vienna. The work, an opera buffa in the best Italian tradition, 
contains some of Mozart's most melodious music. The libretto, written by 
Lorenzo da Ponte, centers around two military officers testing the women to 
whom they are betrothed, with disastrous but comical results. Mozart wished 
to make opera more accessible to listeners, and this need, as expressed in a 
letter to his father, to write "music for all kinds of people," was realized ex
pertly in this work. 

The nature of the operatic overture is highly important, as it sets the scene 
for the unfolding of the plot that is to follow. Christoph Willibald von Gluck, 
who was to influence Mozart in this respect, was known to have said: "I have 
felt that the overture ought to apprise the spectator of the nature of the action 
that is to be represented and to form , so to speak, its argument." This state
ment influenced Mozart's operatic overtures. From ldomeneo onwards, he 
only wrote one-movement forms as overtures, such as the one on the program 
this evening. The overture to Cosi fan Tutte begins with a slow introduction, 
which is followed by a fast sonata form movement. Mozart instilled the main 
moral of the opera plot into his overture: Don Alfonso, a cynical character 
who convinces the two officers to take a bet on their women's loyalty, states 
emphatically in the second act that, according to his experience, "All women 
are the same." It is the thematic material associated with this moral that 
Mozart chooses to highlight in the slow introduction of the overture . 

El Amor Brujo . . Manuel de Falla 

Manuel de Falla, one of the foremost Spanish composers of the early 
twentieth century, is known for his collections and arrangements of Spanish 
folk songs. His early works, which include the opera La vida breve ("Life is 
short," 1905) and the ballet El amor brujo ("Love, the Sorcerer," 1915) are 
infused with the melodic and rhythmic qualities of Spanish popular music. 
The original version of El amor brujo was scored for string quintet, flute, 
oboe, horn, trumpet and piano. When it was performed for the first time in 
Madrid, on April 15, 1915, it was heavily criticized for not containing suf
ficient melodic material that was Spanish in nature. This critici,c--n seems 
strange, as it is known that the ballet music was influenced by Andalusian 
folk-songs. Falla rescored the work in 1916 for large orchestra, and this ver
sion was first performed at the Theatre des Arts in Paris in 1925. 

The story of the ballet centers around a Gypsy camp in Granada. Can
delas, a beautiful Gypsy girl, is in love with another gypsy, Carmelo. The 
ghost of her former lover is aware, however, of the pending match, and this 
is a threat to the couple. The ghost's feelings of jealousy, characterized by 
the insistent rhythmic figures of the opening introduction, recur at various 
times during the ballet. The first of the three vocal movements of this ballet 
is the "Song of Sorrowful Love," which is followed by the appearance of the 
ghost in the next movement. This frightens Candelas into performing the 
"Dance of Terror." Shortly afterwards, she and the other gypsies join forc
es around a smouldering cauldron in order to drive the evil spirit away. As 
Candelas prepares to dance the "Ritual Fire Dance" to keep the ghost away, 
the next movement, with its reiteration of the spirit's music, shows that this 
attempt was unsuccessful. While singing of the fleeting nature of love in the 



following section of the ballet, she remembers her former lover's fondness 
for pretty faces. She enlists the help of another beautiful gypsy girl named 
Lucia. As Lucia exerts her charms on the evil spirit in the "Pantomime" 
movement, the ghost succumbs and Candelas is free. The happy couple are 
reunited in "Dance of the Game of Love," which is also the last vocal move
ment, and they then joyfully greet the morning bells in the Finale. 

EL AMOR BRUJO 

(Song texts by Gregorio Martinez Sierra) 

TRANSLATIONS 

Cancion de/ amor dolido 
(Song of Love's Sorrow) 

Ay! I don't know what !feel 
Nor what happens to me 
when this cursed gypsy is far away. 
Candelas, what burning ardor! 

Ay! 

My blood burns hotter than the Inferno 
when my jealousy is inflamed! 

When the fire burns, 
When the river calls . .. 
If the water does not 
kill the fire, 
I am condemned to suffer! 
My love poisons me! When the river calls, what does it 

want to say? Ay! 
For the love of another he forgets me! 

My suffering kills me! 
Ay! Ay! 

Cancion de/ fuego fatuo 
(Song of the Will-0'-The-Wisp) 

Like a will-o'-the-wisp 
that's what love is. 
Like a will-o'-the-wisp 
that's just what love is. 
You run from it and it pursues you, 
You call it and it runs away. 
Like a will-o'-the-wisp 
that's what love is. 

Accursed those dark eyes 
that succeeded in seeing him! 
Accursed those dark eyes 
that succeeded in seeing him! 
Accursed the sorrowing heart 
that wanted to burn in his flame I 
Like a will-o'-the-wisp 
that's how love vanishes. 

Danza de/ juego de amor 
(Dance of Love's Play) 

You are the wicked gypsy 
that a gypsy loved; 
the love she gave you 
you did not deserve. 
You would have thought 
that you'd betray her for another! 

I am the voice of your destiny! 
I am the fire in which you burn, 
I am the wind in which you sigh, 
I am the sea in which you drown, 
I am the sea in which you drown! 

Las Campanas de/ Amanecer 
(Morning Bells) 

And now the day is breaking! 
Ring out, 0 bells ring out! 

For the glory of my love returns I 



Kammersymphonie No.I, Op. 9. . Arnold Schoenberg 

Arnold Schoenberg is perhaps best known for his invention of the twelve
tone compositional technique. This compositional method treats every note 
of the chromatic scale equally. It was not until 1923, however, that he wrote 
works based on this technique. In the years before the First World War, 
Schoenberg experimented with a style which grew out of the chromaticism 
of the late Romantic era. This style is not centered on a specific key, but is 
also not fully entrenched in the serial (or twelve-tone) technique. The Kam
mersymphonie, written in 1906, was the first of its genre, and in it Schoenberg 
explores a fully chromatic musical idiom. Of the other works written in the 
pre-war period, the song cycle Pierrot Lunaire ("Moonstruck Pierrot," 1912) 
is the most well known. 

A work entitled "Chamber Symphony" might seem to be a contradiction in 
terms for the music lover, but it can be interpreted in the following two ways. 
The first is that it is a symphony for chamber forces (in this case, fifteen in
struments), and the second is that every instrument is scored as it would be 
in a chamber setting. This means that there is no definite division between 
instruments that serve an accompanimental function and those instruments 
that provide the melodic material. In keeping with his new style, Schoenberg 
did not make use of the traditional multi-movement scheme for a chamber 
work, but rather employed one continuous movement. It is still possible, how
ever, to identify the six subsections within the course of the piece. These are: 
Sonata Allegro, Scherzo, Development, Adagio, Recapitulation, and Finale. 
A striking aspect of the piece is the opening motif played by the French horn. 
This motif is in rising intervals of a fourth and gives the beginning of the piece 
a fanfare-like character. 

- Notes by Marie Jorritsma 

BIOGRAPHIES 

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, 
Mr. 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. 

A native of Arkansas, ANDREA JABER received her Bachelor and Master 
of Music Education degrees from Arkansas State University and graduated from 
the Academy of Vocal Arts in Philadelphia. She is currently pursuing a Doctor 
of Musical Arts degree in voice at the Shepherd School. 

Mrs. Jaber has often appeared as oratorio soloist and in recital, including 
a performance of Elijah with Houston Masterworks Chorus, Beethoven's Ninth 
Symphony with the Philadelphia Pops Orchestra, recitals with the Mozart on 
the Square Festival, and soloist with The Philadelphia Singers. For ten years 
she was the mezzo-soprano soloist at The First Presbyterian Church in Phila
delphia. She recently performed as Zerlina in Mozart's Don Giovanni with the 
North Carolina Symphony, and was the alto soloist in Mozart's Solemn Vespers 
with the All-State Chorus. 

Roles she has performed include Dorabella in Mozart's Cosi fan Tutte, 
Ramiro in Mozart's La Finta Giardiniera, Mariah in Romeo Cascarino's 
William Penn, Lucretia in Britten's The Rape of Lucretia, Dryade in Strauss' 
Ariadne auf Naxos, Nina in Pasatieri's The Sea Gull, Marian in Meredith 
Willson's The Music Man, and Cornelia in Handel's Julius Caesar. 
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