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PROGRAM 

Overture to Collin's "Coriolan," Op. 62 Ludwig van Beethoven 
(1770-1827) 

Marlon Chen, conductor 

Kol Nidrei, Op. 47 

Timothy Pitts, soloist 

INTERMISSION 

Serenade No. I in D Major, Op.11 

Allegro molto 
Scherzo. Allegro non troppo 
Adagio non troppo 
Menuetto I and II 
Scherzo. Allegro 
Rondo. Allegro 

Max Bruch 
(1838-1920) 

Johannes Brahms 
(1833-1897) 

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 (cont.) Horn 
Brinna Brinkerhoff, Laura Love Sarah Bach 

concertmaster Michael Cameron Nicole Cash 
Susy Yim Gregory Davis 
Tor Johan Been Double Bass Benjamin Jaber 
Eun Park Hunter Capoccioni, Eric Reed 
Liza Zurlinden principal Blake Slansky 
Stephan Ellner Andrew Raciti 

David Molina Trumpet 
Violin II David Dash 
Christine Hauptly, Flute 

Zachary Enos 
principal Michael Gordon 

Zebediah Upton 
Elissa Wagman Caroline Kung 

Jessica Gagne Kai/in Mooney Trombone 
Sofia Gentile Robert Pagan Eliza Feller 
Nicole Cherry Marisela Sager Carson Keeble 
Marianne Henry Oboe 

Aryn Sweeney Bass Trombone 
Viola 

Lamija Ta/am Andrew Chappell 
Robert Meyer, Lara Turner 

principal 
Mandy Wickham Harp 

Robin Streb Catherine Barrett 
David Fallo Clarinet 
MaryFerstl Alexandra Bond Timpani 
Diedra Lawrence Patrick Hanudel Patrick Kelly 

Rena Kraut 
Cello Meghan McCurdy Orchestra Manager 
Mara Kronick, Martin Merritt 

principal Bassoon 
Clara Lee Andrew Gott Orchestra Librarian 
Melita Glass Larissa Michalski Kaaren Fleisher 

WINDS AND BRASS LISTED ALPHABETICALLY 

STRING SEATING CHANGES WITH EACH CONCERT. 

UPCOMING ORCHESTRA CONCERT 

Friday, April 27, 8:00 p.m. 

SHEPHERD SCHOOL SYMPHONY ORCHESTRA 

Larry Rachlejf, conductor 

PROGRAM: Barber -Adagio for Strings; 
and Mahler - Symphony No. 5 in C-sharp Minor. 

Stude Concert Hall. Free admission . 



PROGRAM NOTES 

Overture to Collin's "Corio/an/' Op. 62 . . Ludwig van Beethoven 

Upon hearing the title of this piece, one may wonder whether it is connect
ed with Shakespeare's Coriolanus. The stormy dramatic nature of the music 
itself will further confirm such suspicions. The Overture is, however, modeled 
after a play by Heinrich van Collin, an Austrian civil servant who was unaware 
that Shakespeare had written about the same tragic warrior. Both versions of 
this story are roughly the same except for their endings. Coriolanus is exiled 
from Rome and leads the Voluscians on a ruthless attack against the city. Mean
while, his mother, Volumna, begs him to have mercy on Rome. Coriolanus even
tually gives in to her entreaties, which causes his downfall and ultimately his 
death. In Shakespeare's version of the story, Coriolanus, after comprehending 
the difficulty of his position, fatally stabs himself In Collin's version, the war
rior is killed by the Voluscians whom he has betrayed. Beethoven's extremely 
programmatic overture captures the spirit of Coriolanus and his life's conti
nuous strife. 

Until about 1800, the overture as a genre was used as a specific device to 
call the audience to attention before a theatrical or operatic performance, but 
it had little to do with the storyline of the actual theatrical work that it intro
duced. Later composers, however, tried to reflect the general mood of the dra
ma in the overture. Although Beethoven did this in the Corio/an Overture, he 
did not create it for an actual performance of the play. Collin's Corio/an was 
first performed in 1802 and was not performed at all after 1805. There were 
no further plans to revive the play when Beethoven composed the overture in 
1807. Beethoven must have been inspired by the story after reading the play, 
and he composed the overture as a concert piece that could represent the life 
and struggles of Corio/an. 

This tumultuous, agitated piece is characterized by continuous tension that 
seems never to resolve. The first theme emerges after a loud and crashing intro
duction. Perhaps representing Corio/an and his struggles, it is a nervous sound
ing theme comprised of short,frantic eighth notes in the strings. The theme 
gradually builds as the lower strings continue to repeat the first motive, add
ing to the feeling of agitation and tension. The lyrical,flowing counter theme 
offers some contrast and may be seen as representing Coriolan's mother's plea 
for mercy. After this theme enters, the music never seems to resolve, since no 
strong cadence occurs. The music finally resolves on a somber C minor chord 
representing Coriolan's defeat and submission to his fate. The rest of the piece 
marks a sharp contrast as slow, lugubrious string and bassoon passages whis
per the death of a once great warrior. 

Kol Nidrei, Op. 47 . . MaxBruch 
Max Bruch's Kol Nidrei offers the cellist the opportunity to fully explore the 

beauty and expressivity of the instrument. It is based on a traditional Jewish 
melody sung on the eve of Yam Kippur during the service of atonement. The 
melody is particularly poignant and emotional. Bruch represented the tradi
tional three elements of repentance (remorse, resolve, and triumph) with three
note groups interrupted by short sighing rests. The piece has a haunting, dream
like quality and conveys a sense of longing and reminiscence. It takes full ad
vantage of the potential of the cello as a lyrical instrument. 



Max Bruch was a major composer, teacher, conductor, and music director 

who became a leading musical force in late nineteenth century Germany. He 

wrote Kol Nidrei during the time he spent in Berlin (1878-1880), but he first 

performed and published the work only later during his two years as a conduc

tor for the Liverpool Philharmonic Society. He wrote the piece for Robert Haus

mann, a Jewish cellist and close friend of Johannes Brahms. It has since been 

arranged for many combinations of string and keyboard instruments. Tonight 

you are hearing a transcription for double bass solo by Herman Reins hagen, 

who was a bassist with ~he New York Philharmonic from 1902 to 1935. 

Bruch revealed his discovery of the material for the piece in a letter to Emil 

Kamphausen. "The two melodies are first class - the first is an age-old Hebrew 

song of atonement, the second is the middle section of a moving and truly magni

ficent song, 'O weep for those that wept on Babel's stream.' I got to know both 

melodies in Berlin, where I had much to do with the children of Israel in the 

Choral Society." Although Max Bruch was not Jewish, this piece is evidence of 

his profound admiration of the Jewish faith. 

Serenade No.1 in D Major, Op.11 . . Johannes Brahms 

Serenade No.1 was one of Brahms' first attempts at writing purely orches

tral music. It was the result of a great deal of labor and revision between 1857 

and 1860. Brahms composed the first draft at Detmold in 1857, when he was 

twenty-four. At that time he was employed by Prince Leopold III of Lippe as a 

pianist, teacher, and conductor of the court chorus. Brahms was displeased 

with the first version and soon began writing a series of revisions. Although 

the serenade was originally intended to be very small, in the style of Mozart's 

divertimenti, it eventually grew into a work of symphonic proportions. 

Brahms had a great deal of difficulty deciding whether to write the work 

as a serenade, a symphony, or a hybrid of both. He was reluctant to call the 

work a symphony while composing in the shadow of Beethoven, who loomed 

during this time as a predecessor of almost mythological proportions. Brahms 

had previously echoed hints of Beethoven's Ninth Symphony in his piano con

certo in D major. While composing this serenade, however, he decided to move 

in a fresh direction and use a different type of model. By making this piece a 

serenade, Brahms decided to revitalize a genre that had not been utilized during 

the Romantic period. The use of the serenade repr~sented a return to a clas

sic Viennese style from the time of Mozart and Haydn, and it served as a model 

for many composers of his generation and the following, such as Robert Volk

mann, Peter Tchaikovsky, Antonin Dvorak, Richard Strauss, and Hugo Wolf. 

Brahms' Serenade No.1 is an early example of his genius for lyricism. All 

the movements contain simple yet beautifully crafted melodies passed between 

winds and strings. Most of the time, the horn, bassoon, and clarinet especially 

carry the main themes that are then passed down through the other instruments. 

The first movement opens simply, with a horn call and accompanying parallel 

fifths. It is also characterized by triplet passages that provide contrast to the 

overriding duple meter, giving it a sense of motion. The opening motive unites 

the piece as it echoes throughout the first and second movements and occasion

ally in other movements. It is obvious from the frequent changes in texture that 

Brahms originally composed the piece for fewer instruments. The two Menuet

tos are particularly sparsely textured movements that do not move beyond five 

parts. As a result, this piece gives the impression of constant fluctuation and 

excitement. Brahms' constant revisions resulted in an original and colorful ver

sion of an old genre. 
- Notes by Rebecca L. Rockwood 



BIOGRAPHIES 

MARLON CHEN is completing his third season in the graduate conduct

ing program with Larry Rachleff at the Shepherd School of Music. In recent 

months, Mr. Chen has conducted both the Shepherd School Symphony Orches

tra and the Shepherd School Chamber Orchestra in major symphonic works by 

Mendelssohn , Beethoven, and Wagner. A native of Taiwan, Mr. Chen immigrat

ed to the US. at the age of eight. A resident of Houston for nineteen years, he 

attended the High Schoo/for the Performing and Visual Arts. He studied clari

net at the University of Michigan and graduated with the Bachelor of Arts de

gree in music (1995). In the summer of 1999 Mr. Chen participated in the Aspen 

Music Festival's conducting seminar with Murry Sid/in and David Zinman. Last 

summer Mr. Chen studied operatic conducting with Italian conductor Gianluigi 

Gelmenti at the Accademia Chigiana in Siena, Italy. 

TIMOTHY PITTS, Principal Bass of The Houston Symphony, graduated with 

distinction from the New England Conservatory of Music, where his teachers 

were Lawrence Wolfe and Edwin Barker. In 1979 he was awarded a Leonard 

Bernstein Fellowship to attend Tanglewood, and while there, was the recipient 

of the Gustav Golden Award. 
Mr. Pitts was a member of the Cleveland Orchestra from 1985 to 1992, at 

which time he joined The Houston Symphony as Principal Bass. He has also 

held the position of Principal Bass with The Boston Pops Esplanade Orchestra 

and with The Handel and Haydn Society. 

An active chamber musician, Mr. Pitts has appeared as a guest artist with 

The Boston Musica Viva, The MI. T. Chamber Players, The Amabile and Los 

Angeles Piano Quartets, and The Cleveland Octet. He has collaborated with 

such artists as Arnold Steinhardt, Christoph Eschenbach, Laurence Lesser, 

Heinz Holliger, and on numerous occasions, with the Vermeer Quartet. As a 

member of the Houston Symphony Chamber Players, he has toured Germany 

and Japan, and has performed at The Ravinia Festival. Additional performanc

es include appearances as soloist with The Houston and Savannah Symphonies 

and at The Mid-West Bass Symposium, Mainly Mozart, The Bay Chamber Con

certs, and The Skaneateles and Pacific Music Festivals. 

As an educator, Mr. Pitts has given master classes at The National Orches

tral Institute at College Park, Maryland, and at The Pacific Music Festival in 

Sapporo, Japan. Formerly on the faculty of The Oberlin Conservatory, he is cur

rently an Associate Professor of Double Bass at The Shepherd School of Music. 

Mr. Pitts performs on a double bass made in 1773 by Domenico Busan, for

merly owned by such illustrious players as Edward Arian, Anton Torello, and 

Domenico Dragonetti. 
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