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SHEPHERD SCHOOL 

CHAMBER ORCHESTRA 

LARRY RACHLEFF, music director 

MICHAEL WEBSTER, clarinet 

Sunday, October 1, 2000 

8:00 p.m . 

Stude Concert Hall 

RICE UNIVERSITY 



PROGRAM 

The Hebrides (Fingal's Cave), Op. 26 

Marlon Chen, conductor 

Concerto for Clarinet and 
String Orchestra with Harp and Piano 

Slowly and expressively - Cadenza 
Rather fast 

Michael Webster, soloist 

INTERMISSION 

Felix Mendelssohn 
(1809-1847) 

Aaron Copland 
(1900-1990) 

Symphony No. 39 in 
E-jlat Major, K. 543 

Adagio - Allegro 
Andante con moto 
Menuetto. Allegretto 
Finale. Allegro 

·Wolfgang Amadeus Mozart 

(1756-1791) 

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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SHEPHERD SCHOOL CHAMBER ORCHESTRA 

Violin I Cello Bassoon (cont.) 

Tor Johan BBen, Erin Breene, Christopher Mayer 

concertmaster principal 
Horn 

Kristi Helberg Tomoko Fujita 
Sarah Bach 

Alessandra Jennings Cheng-Hou Lee 
Eric Reed 

Esther Park Jacob Charkey 

Abigail Karr Livia Stanese Trumpet 
Quan Jiang 

Double Bass 
Ryan Barwise 

Andrew Raciti, 
David Dash 

Violin II principal 
Zachary Enos 

Elbert Tsai, Sarah Hogan 
Zebediah Upton 

principal Kjetil Laukholm Harp 
Emma Philips 

Faith Porter 
Aaron Hilsinger Flute 
Linling Hsu Caroline Kung Piano 
LunJiang Julia Grenfell Jason Hardink 

Oboe Timpani 
Viola Lamija Talam Cory Cousins 
Miranda Sielaff, Mandy Wickham Patrick Kelly 

principal 
MiekaKohut Clarinet Orchestra Manager 
Joanne Wojtowicz Rena Kraut Martin Merritt 
Erin Nolan Jennifer Stevenson 
Sheila Browne Orchestra Librarian 

Bassoon Kaaren Fleisher 
Andrew Gott 

WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY 

STRING SEATING CHANGES WITH EACH CONCERT. 

UPCOMING ORCHESTRA CONCERTS 

Friday, October 6, and Saturday, October 7, 8:00 p.m. - SHEPHERD SCHOOL 
SYMPHONY ORCHESTRA Larry Rachleff, conductor PROGRAM: Dvorak- Carnival 
Overture; Ravel - Concerto for the Left Hand (Brian Connelly, soloist); and Bartok
Concerto for Orchestra. Stude Concert Hall. Admission (reserved seating): $7; 
students and senior citizens $5. For tickets, call 713-348-8000. 

Saturday, November 4, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor PROGRAM: Berlioz - Roman Carnival Overture; 
Beethoven - Piano Concerto No. 5 in E-flat Major, Op. 73 (Hae-Young Yoo, soloist; 
Marlon Chen, guest conductor); and Shostakovich - Symphony No. I in F minor, Op.JO. 
Stude Concert Hall. Free admission. 

Saturday, November 11, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
Sergiu Luca, leader and guest conductor PROGRAM: Mozart - Divertimento for 
Strings and Two Horns in D Major, K. 334; Veress - Four Transylva11ian Dances 
for Strings; and Haydn - Symphony No. 100 in G Major, "Military." 
Stude Concert Hall. Free admission. 



PROGRAM NOTES 

The Hebrides (Fingal's Cave), Op. 26 . Felix Mendelssohn 

Mendelssohn's first sketches for his overture Die Hebriden, Op. 26, date 
from August 1829. While on a tour of England and Scotland, he visited the Scot
tish islands known as the Hebrides, where he crossed one day by steamship to 
the island of Staffa. Here was Fingal's Cave of the epic hero Fingal from Mac
pherson's Tales of Ossian. Whether the overture was written with the actual 
cave in mind, we do not know, but Mendelssohn was certainly inspired by the 
general scenery of the Hebrides and by the epic poem of Fingal. It is interest
ing to note that after completing a version of the overture in 1830, the composer 
revised it four times, even changing the title. Scholar R. L. Todd points out that 
these revisions were meant to increase the programmatic impact of the work 
and place less focus on dry counterpoint. 

There is much to be said about both Romanticism and Classicism in Men
delssohn's works, and Fingal's Cave yields a prime example for discussion of 
both elements. Mendelssohn's training as a young prodigy in Berlin focused on 
Bach and counterpoint; the multitude of melodic ideas and their often exuber
ant character gives his writing similar characteristics to Mozart. However, his 
circle included Goethe, Hegel, and other prominent Romantics of the day, and 
their influence on his ideas about music was far-reaching. In Fingal's Cave we 
have a programmatic work akin to a symphonic poem, with motives that evoke 
rushing waves and soaring seagulls. In addition, an epic hero is named in the 
title of the work. On the other hand, Mendelssohn's extensive use of counter
point in the piece attests to its roots in Classicism - each part has been care
fully reworked to present a clear orchestral texture at all times. The instrumen
tation is that of a Classical orchestra as well. Ultimately, Mendelssohn is able 
to show that these two aesthetic views can coexist in his work. 

Concerto for Clarinet and . . Aaron Copland 
String Orchestra with Harp and Piano 

Most music scholars regard Aaron Copland as one of the foremost prota
gonists of American music in the twentieth century. He wrote and lectured ex
tensively on the topic throughout his life, and his musical works represent a 
conscious effort to incorporate what he heard as distinctly American elements. 
As we celebrate the centennial of his birth, we can still appreciate Copland's 
unique amalgamation of sounds from American folk music and jazz, and the 
open sonorities evoking the wide prairies of our "tender land." This national
istic content, combined with Copland's careful craft, has made listeners come 
to know his music as true Americana. 

The Clarinet Concerto, one of relatively few non-programmatic works of 
Copland, was written for jazz great Benny Goodman. It was first heard in a 
radio performance with Fritz Reiner and the NBC Symphony in 1950. The piece I 

consists of two movements, slow and fast, separated by a cadenza for the solo
ist. With the first few notes, the sparse sound of Copland's unusual orchestra
tion becomes apparent: without winds, the strings, piano, and harp carry the 
full burden of the accompaniment. The first movement is a languid waltz in sim
ple song form, with long, circling lines in the clarinet. The open, melancholic 
melodies featured are pure Copland. The cadenza serves not only as a transi
tion between movements, but it also introduces many of the second movement's 



motives. The language of jazz prevails in the final movement, which is a free 
rondo. Here Copland uses Charleston rhythms, boogie-woogie, and even Bra
zilian folk melodies. The lack of percussion instruments provided the composer 
with the challenge of emphasizing the rhythmic fervor of the style without tradi
tional drums; he substituted what he called "slapping basses and whacking harp 
sounds" for the missing parts. And the final flourish of the piece is what Good
man would have referred to as a "smear." 

Symphony No. 39 in E-jlat Major, K. 543 . Wolfgang Amadeus Mozart 

Mozart's last three symphonies - this work, the Symphony No. 40 in G minor, 
and the Symphony No. 41 "Jupiter," - were composed in the summer of 1788. 
The failure of his opera Don Giovanni in Vienna earlier that year had been a 
blow to the composer; furthermore, his letters from this time attest to his dire 
financial situation. Contrary to his usual practice, Mozart did not write these 
symphonies on commission; perhaps he intended to get money from a concert 
series featuring them that eventually fell through. Nevertheless, these works re
present Mozart's symphonic writing at its best. 

The first of the three, Symphony No. 39 in E-flat Major, is unusual in many 
ways. The instrumentation is noteworthy: the obligatory two oboes are absent 
from the wind section, and two clarinets take their place. The key of E-jl.at, with 
its regal warmth and richness, is complemented by the more subdued wind sound. 

The first movement begins with a slow introduction in the style of a French 
overture, which is a formal characteristic of Haydn not common to many of 
Mozart's symphonies. Both major themes of the ensuing Allegro are tranquil 
and string-dominated, but fast flourishes and heavy use of chromaticism provide 
sufficient contrast. The second theme is notable for its asymmetrical structure -
it begins with a five-bar phrase that feels balanced despite its unusual length. 
The development section is quite short, and is interrupted by a full measure of 
silence before the recapitulation can get underway. 

The second movement is a flowing Andante, in which dotted rhythms provide 
a lilting character to the theme. But the movement does not stay calm for long, 
as syncopations soon enter underneath an agitated theme in the relative minor. 
The following Minuet is unusual in that Mozart used an actual Landler tune for 
the Trio. Here he scores the melody for wind choir and reserves the waltz accom
paniment for the strings. The finale is a monothematic Allegro in the spirit of 
Haydn. But here Mozart is unusually subversive, setting this movement apart 
from other Classical finales with sudden dynamic contrasts, a full bar of silence 
at the beginning of the development, and quirky movement from one melodic 
idea to the next. 

- Notes by Miranda Sielaff 

BIOGRAPHIES 

MICHAEL WEBSTER is known as clarinetist, conductor, composer, arranger, 
and pedagogue. Associate Professor of Clarinet and Ensembles at the Shepherd 
School of Music, he is also Artistic Director of the Houston Youth Symphony and 
Ballet. Formerly principal clarinetist with the Rochester Philharmonic and the 
San Francisco Symphony, he has appeared as soloist with many orchestras, in
cluding the Philadelphia Orchestra and the Boston Pops. Between 1976 and 1980, 



he performed Aaron Copland's Clarinet Concerto with the composer conducting 
three different orchestras in five cities. Later, he assisted Mr. Copland in prepar
ing the clarinet transcription of his Violin Sonata for publication. 

Mr. Webster has performed with the Chamber Music Society of Lincoln Cen
ter, the 92nd Street Y, the Tokyo, Cleveland, Muir, Ying, Leont6vych, and Chester 
String Quartets, and the festivals of Marlboro, Santa Fe, Norfolk, Chamber Music 
West and Northwest, Victoria , Stratford, Domaine Forget,Angel Fire, Skaneateles, 
Steamboat Springs, Park City, and Sitka, among others. 

In Rochester, Mr. Webster directed the Society for Chamber Music for eleven 
years and taught at the Eastman School, from which he holds three degrees. He 
was a member of the conducting faculty of the New England Conservatory and 
taught clarinet there and at Boston University. He served as Music Director of 
the Wellesley Symphony, was an adjunct professor of conducting at the Univer
sity of Michigan, and founded Chamber Music Ann Arbor, which presents Spring
Fest every May. With his wife,flutist Leone Buyse, he plays in the Buyse-Webster 
Duo and the Webster Trio, an ensemble devoted to performing and expanding the 
repertoire for flute, clarinet, and piano. As a composer and arranger, Mr. Webster 
has been published by G. Schirmer and International and recorded by C.R.!. 

MARLON CHEN is currently in his third 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 
eighteen years, he attended the High School for the Performing and Visual Arts. 
He studied clarinet at the University of Michigan and graduated with a Bache
lor of Arts degree in music in 1995. In the summer of 1999 he attended the Aspen 
Music Festival and participated in the conducting seminar of Murry Sidlin and 
David Zinman. This past summer Mr. Chen studied opera conducting with Ital
ian conductor Gianluigi Gelmenti at the Accademia Chigiana in Siena, Italy. 

RICE 

.., 

. . 
., 

-'if - -.,-

;. .... -- ~ . 
-~ .i. · 


