SHEPHERD SCHOOL
SYMPHONY ORCHESTRA
LARRY RACHLEFF, music director
KIMBALL GALLAGHER, piano

Friday, October 5, 2001
8:00 p.m.
Stude Concert Hall
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PROGRAM

Medea's Meditation and
Dance of Vengeance

Samuel Barber
(1910-1981)
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Piano Concerto No. 3
Allegretto
Adagio religioso
Allegro vivace

Bela Bart6k
(1881-1945)
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Kimball Gallagher, soloist
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INTERMISSION
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Symphony No. 5
Piotr Ilyich Tchaikovsky
in E Minor, Op. 64
(1840-1893)
Andante - Allegro con anima
Andante cantabile, con alcuna licenza
Valse. Allegro moderato
Finale. Andante maestoso Allegro vivace (alla breve)

Tonight we honor the members of
The Shepherd Society
for their generous scholarship support.
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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 SYMPHONY ORCHESTRA
Violin I
Liza Zurlinden,
concertmaster
Christine Hauptly
Hermine Gagne
Sofia Gentile
Karen Sinclair
Timothy Peters
Jacqueline Metz
Brittany Boulding
Yen-Ping Lai
Katherine Bormann
Holly Smith
Elissa Wagman
Kenya Patzer
Matthew Detrick
Andres Gonzalez
Maureen Conlon

Viola (cont.)
Min Long
Jennifer Mack
Cello
Va/dine Ritchie,
principal
Clara Lee
Keira Fullerton
Marilyn De Oliveira
Elise Pittenger
Leanne Zacharias
Matthew Dudzik
Victoria Bass
JieJin
Sarah Boronow
Melita Glass
Kathryn Bates
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Violin II
Eun Park, principal
Kristi Helberg
Caroline Shaw
Benjamin Whitehouse
Dominika Dancewicz
Yaira Matyakub
Catherine Ouvreloeil
Esther Park
Mary Virginia Neff
Juliette Javaheri
Kristen laRiviere
Laura Geier
Si-Ning Chan
Justin Mackewich
Francis Liu
Eric Shen
Viola
Joanne Wojtowicz,
principal
Erin Nolan
James Shaw
Jessica Gagne
Renata Hornik
Alda Schwanke
Robin Streb
Karoline Schwartz
Sarah lemons
Daniel Oguri

Double Bass
Sarah Hogan,
principal
Kjetil Laukholm
Dacy Gillespie
David De Riso
Andrew Stalker
Hunter Capoccioni
Thomas Van Dyck
Jackson Warren
Jory Herman
Flute
Michelle Cheramy
Lisa Jak/itsch
Maryann Keith
Joel Luks
Kathleen Schott
Piccolo
Maryann Keith
Oboe
AdamDinitz
Carla Parodi
Mandy Wickham
Katherine Young
English Horn
Adam Dinitz
Carla Parodi

Clarinet
Carrie Bude/man
Elizandro Garcia
Hsing-Hui Hsu
Stephanie King
Molly Mayfield
Meghan McCurdy
E-flat Clarinet
Alexander Potiomkin
Bass Clarinet
Molly Mayfield
Bassoon
Brooke Bartels
Catherine Luczkiw
Christopher Mayer
Larissa Michalski
Anne Marie Power
Contrabassoon
Brooke Bartels
Horn
Sarah Bach
David Brimhall
Gregory Davis
Benjamin Jaber
Johanna Lalka
Christopher Shelburne
Blake Slansky
Trumpet
Ryan Barwise
Zachary Enos
Oscar Montoya
Michael Sapienza
Zebediah Upton
Trombone
Eliza Feller
Jerry Hou
Carson Keeble
Brian Risinger
Bass Trombone
Pieter Wyckoff
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Tuba
Jared Bulmer
Stephen Lamb
Harp
Faith Porter
Piano
Jason Hardink
Timpani and
Percussion
Evan Bertrand
Tzu-chun Chen
Cory Cousins
Spencer Doty
Daniel Gould
Craig Hauschildt
Matthew McC/ung
Shaun Ti/burg
Orchestra Manager
Martin Merritt
Orchestra Librarian
Kaaren Fleisher
Stage Assistants
Jared Bulmer
Eliza Feller
Jerry Hou
Todd Hulslander
Carson Keeble
Stephen Lamb
Pieter Wyckoff
Library Assistants
Domenika Dancewicz
Matthew Dudzik
Erik Gron/or
Renata Hornik
JieJin
Yen-Ping Lai
Sheldon Person
Elise Pittenger
Kirsten Smith
Rebecca Wenham

WINDS. BRASS, AND PERCUSSION USTED ALPHABETICALLY
STRING SEATING CHANGES WITH EACH CONCERT.

PROGRAM NOTES
Medea's Meditation and Dance of Vengeance .

Samuel Barber

In this orchestral movement, Samuel Barber employs an uncharacteristic
amount of chromaticism and dissonance to capture the internal anguish and torment of Medea, a tragic figure of Greek mythology. Other composers of Barber's
generation frequently experimented with such modernist techniques, especially
during the 1920s and the years following World War Two. But Barber generally
tended to employ a relatively conventional style, adhering to forms and tonal
systems utilized in nineteenth century music. Medea's Meditation and Dance of
Vengeance was one of Barber's first and only attempts at composing modernist
music. It is an excerpt from the ballet titled Medea, Cave of the Heart, which
was dedicated to, and premiered by, the renowned dancer Martha Graham in
May 1946. The orchestral movement was first performed in 1956 and has become one of Barber's most well known works.
Barber intended the music of Medea's Meditation and Dance of Vengeance
to portray the character's inner thoughts and emotions, starting with her love
for her children, moving through her feelings ofjealousy toward her unfaithful
husband, and eventually culminating in her decision to take revenge. The piece
begins slowly, featuring lush but dissonant chords and poignant solo passages in
the winds, which are imitated by the strings. Throughout the movement, Barber
uses a wide variety ofpercussion instruments and complex rhythms. For example, the piece begins with short xylophone passages that contain wide leaps and
dissonant intervals. These return throughout the movement and seem to subtly
signify unrest and turbulence. Repetitive rhythmic patterns also play a major
role in this work, especially toward the end during the frantic, whirling dance
of Medea's revenge in which the influence of Stravinsky becomes apparent. Although the programmatic nature of this work is not unusual for Barber, his successful use of modernist techniques signifies an interesting departure from his
normal output.
- Note by Rebecca Rockwood
Piano Concerto No. 3 .

. Bela Bart6k

On September 21, 1945, Bart6k lay in bed, mortally ill, with his nearly finished
third piano concerto spread out in front of him. He was struggling to finish the
last few measures of orchestration. His son Peter wrote the bar lines into the
music so Bart6k would not be burdened with the tedious task. The next day, however, he had to be taken to the hospital, and the last seventeen measures of orchestration remained incomplete when he died on September 26. Tibor Serly, a
friend and pupil, was able to complete them from Bart6k's sketch.
Bart6k had written the bulk of this concerto in the summer, intending it as
a birthday present for his wife Ditta. At this time, and ever since his arrival in
America, Bart6k had been sick with leukemia. No doctor could diagnose his problem, and so no substantial treatment was given. He spent the last few years of
his life not even knowing why he was sick. Furthermore, he had left his homeland, his friends, and much of his family in the midst of war. He lived without
financial security until late 1944, when he received several new commissions (including the viola concerto, a seventh string quartet, and a duo-piano concerto)
and a contract with the publisher Boosey and Hawkes. However, he soon received news from Hungary that even though his family there was safe, the country had been badly damaged. This was devastating to Bart6k and hastened his
death one month before his wife's birthday.

Incredibly, the concerto, written amidst so much turmoil, exudes vitality.
The work is a significant change from the percussive and aggressively dissonant
sounds of the first two piano concertos. The textures are thinner and more transparent. There is a tranquility not found in the earlier music, particularly in the
second movement. Th~finale expresses an unencumberedjoie de vivre.
The Allegretto begins with the piano declaiming a speech-patterned melody
over murmuring strings. Although introduced soloistically, the piano plays different roles throughout the movement: it sometimes functions as an integral part
of the orchestra, sometimes accompanies the orchestra, and, of course, sometimes dominates. The variety of interaction between the piano and the orchestra
creates a chamber music atmosphere.
Adagio religioso is an unprecedented marking in Bartok's music. This special
marking strengthens the supposition that the movement is an homage to the slow
movement of Beethoven's Op.132 string quartet. Bart6k's movement begins with
soft solo strings in canon, like Beethoven's movement. Beethoven's movement is
entitled "Heiliger Dankgesang eines Genesenen an die Gottheit ... " ("a convalescent's song of thanlifulness to the divinity"). Since Bart6k was not "religious"
in the conventional sense, it seems likely that he is addressing the divine in nature, especially since the contrasting middle section summons sounds of naturebirds, insects, and perhaps flowing water. (It has been convincingly shown that
Bart6k incorporates actual bird calls from Asheville, North Carolina, where he
had spent the last winter trying to regain his strength.) Bart6k's own circumstances give a special poignancy to the allusion.
In the finale, Bart6k demonstrates how many different rhythmic pulses can
be derived from 3/8 meter by means of syncopation, cross-rhythms, ties over the
bar line, and hemiola. The characteristic short-long rhythm ofthe Hungarian
language inspires the joyous main theme. Fugal episodes maintain the rhythmic
energy while providing contrastingly flowing textures. The element of virtuosity,
restrained in the first movement, bursts out in the finale's coda.
Gyorgy Sandor, a student of Bart6k's, premiered the work with the Philadelphia Orchestra conducted by Eugene Ormandy on February 8, 1946.
- Note by Kimball Gallagher

Symphony No. 5 in E Minor, Op. 64 .

. Piotr Ilyich Tchaikovsky

Although musical heroism is most commonly associated with the symphonies
of Beethoven, one can also hear Tchaikovsky's Fifth Symphony as a triumphant,
epic work. Tchaikovsky composed this symphony in 1888 during an especially
dark period of his life. Although he had, by this point, achieved international
fame as a composer, he had also become extremely critical of his work. He struggled with illness during 1886-1887, and as several of his friends and contemporaries passed away, his thoughts turned toward death. Many people have speculated about whether the Fifth Symphony was connected to any specific ideas or
extra-musical references. The composer's only surviving notes about the symphony contain the words "murmurs, doubts, laments, reproaches against ... "
for the first movement, and "shall I cast myself into the embrace offaith?" for
the second movement.
The first movement does indeed seem dark and melancholy. It begins with
a mournful E minor theme in the clarinet that some dub the 'fate motif" This
theme reappears throughout the symphony in a variety of ways. Warm woodwind
passages and dark descending lines with lush string accompaniment characterize
the opening section of the first movement. These are followed by a stately, marchlike theme and a section comprised ofgentle, swaying music. Although each

section builds into a large, heavy climax, the movement ends softly. The second
movement also begins in a dark mood like the first with a lamenting solo in the
horn. The oboe solo that follows, however, changes the mood by initiating a
brighter, sweeter theme. The horn abruptly ends its mournful tune to imitate this
theme, which sounds a bit like a lullaby and is developed further throughout the
movement. The third movement is a light, happy waltz that has a whimsical feel.
It is the first movement in the symphony to begin cheerfully.
The Finale movement marks the greatest departure from the beginning of
the piece. It begins with a transformed version of the motive from the opening
of the first movement. The previously melancholy tune now sounds triumphant
because it is played in E major instead of E minor by a chorus of strings and
brass with triplet runs in the accompaniment. Throughout the movement, a victorious feeling prevails and the music constantly seems to ascend as each theme
is constantly repeated a step higher. These effects, as well as fanfare calls in the
brass, seem to signify victory and triumph. The piece has successfully overcome
its somber beginnings.
- Note by Rebecca Rockwood
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BIOGRAPHY
KIMBALL GALLAGHER is from Chestnut Hill, Massachusetts, and began
studying piano with his father at the age offive. He continued his studies with
Jonathan Bass at the New England Conservatory Preparatory School. He studied
intermittently with Joseph Smith, and in recent summers with Jerome Lowenthal
and Yoheved Kaplinsky. A student of Jeanne Kierman at the Shepherd School of
Music, he is now in his final year of undergraduate study. Mr. Gallagher has been
a participant in several summer music festivals including Music Academy of the
West, Yellow Barn, Bowdoin Summer Music Festival, and the Tuckamore Festival in St. Johns, Newfoundland. He was recently awarded first place in the college division of the Corpus Christi Young Artist Competition. In addition to performing, Mr. Gallagher teaches piano and composes. He will likely pursue piano
performance in his graduate studies. Kimball Gallagher performs this evening
as a winner of the 2001 Shepherd School Concerto Competition.
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UPCOMING ORCHESTRA CONCERTS
.,.
Saturday, November 3, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA
Larry Rachleff, conductor; James Gaffigan and David Cho, guest conductors
PROGRAM: Malcolm Rector-Kidnapped, Year 1600 (Premiere); TchaikovskyViolin Concerto ( Jooyeon Kong, soloist); and Elgar - Enigma Variations.
Stude Concert Hall. Free admission.
Sunday, November 4, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA
Larry Rachleff, conductor; James Gaffigan and David Cho, guest conductors
PROGRAM: Beethoven - "Egmont" Overture; Ravel - "Mother Goose" Suite;
and Stravinsky- "Pulcinella" Suite. Stude Concert Hall. Free admission.
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