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MICHAEL 
HAMMOND 

Houston Friends of Music wishes to 

dedicate this concert to the memory 

of Michael P. Hammond, chairman of the 

National Endowment for the Arts 

and former dean of the Shepherd School 

of Music. 

Dr. Hammond, a true renaissance man, has been a major guiding 

influence to the Shepherd School and Houston Friends of Music as well 

as the Houston arts community. He has left an amazing legacy, to which 

we are all indebted. The New York Times quoted President Bush in a 

statement by the White House: "Michael Hammond was an accomplished 

.. 
conductor, composer and advocate of the arts. His commitment to excel- ~ 

lence and his extraordinary talents will be greatly missed." v 

Dr. Hammond had degrees from Lawrence University, Delhi 

University in India, and he was a Rhodes Scholar at Oxford University 

in England. Besides music, he pursued studies in philosophy, psychology 

and physiology. He taught neuroanatomy and physiology at Marquette 

Medical School and the University of Wisconsin. Ile was director of the 

Wisconsin Conservatory of Music and was president of the State 

University at Purchase, N.Y. before coming to Rice University. 

At Rice Dr. Hammond wrote the architectural program for this 

building, Alice Pratt Brown Hall. Ile taught in both the music school 

and the humanities division. Dr. Hammond was on the board of the 

Houston Symphony and served on the search committee for a conductor. 

Dr. Hammond was associate conductor of the American Symphony 

Orchestra with Leopold Stokowski. Ile also was composer in residence 

for the Milwaukee Repertory Theater. In March 2000, he directed a pro

duction here of Stravinsky's "The Rake's Progress", assisted by his son. 

We are grateful for our long and very rewarding association with 

Michael Hammond. 
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THE ACADEMY OF ST. MARTIN 

IN THE FIELDS 
-PROGRAM-

ANTONIN DVORAK (1841 -1904) 

67edetfo67~moS?t~J Wft.48 
ALLEGRO MODERATO - ALLEGRO CON BRIO 

D UMKA (Poco ALLEGRETTO - ANDANTE) 

FURIANT (PRESTO) 

FINALE: THEME WITII VARIATIONS 

(ALLEGRETTO GRAZ IOSO -

QUASI ANDANTINO - ALLEGRO - PRESTO) 

DMITRI SHOSTAKOVICH (1906-1975) 

:qp~ck and 6/~J Wft.11 
ADAGIO 

ALLEGRO MOLTO 

- INTERMISSION-

GEORGES ENESCO (1881-1955) 

Wctetfo 67~ m ~ ~J Wft. 7 
TR.ES MODERE - TRES FOUGUEUX - LENTEMENT - MOUVEMENT DE VALSE 

This work will be performed in one continuous movement 

TIIE ACADE~IY OF ST. MARTIN IN TIIE FIELDS CIIA.\IBER ENSE11BLE 

APPEARS BY ARRAJS:GE~IENT \\'!Tl! 

DA\'ID RO\\'E ARTISTS, OAKLAND, CA. 
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cf/add~ cf/~ i,n as;1 ~~ W;i. 48 
ANTONIN DVORAK (1841-1904) 

Composed in 1878, the Dvorak Sextet, Op. 48 is the composer's most sug
gestive composition written at this time; each theme pulses with strong Slavonic 
life-blood; each thought is colored by national feeling and national ornamenta
tion; each folk mood is of the simplest and most sincere type; not perhaps very 
profound, but full of a fascinating and fervent lyricism, moving in joyous and 
fiery rhythms. An outstanding feature of the Sextet is the fullness and brilliance 
of its melody, harmony, and sonority, to which the use of two violas and two cel
los contributes substantially. 

The first movement has the normal form of a sonata with three main themes 
which balance each other admirably. In contrast to the main theme, which is of 
a delicate and placid character, the subsidiary theme introduces into the move
ment an agogic and rhythmic agitation. Meanwhile the third theme returns to 
the mood of the chief subject, joining it as in a tender epilogue. 

The second movement is a dumka in D minor, in which in the first and last 
sections a melancholy and dreamy polka (very characteristic in its periodicity 
of five bars) alternates with a song, rather gypsy in coloring; the middle section 
is a lovely lullaby, slumberous, poetic, and expressive. 

The third movement, entitled afuriant in A major, does not, however, quite 
justify its name, for by this word is understood a Czech folk-dance, fiery in 
movement, in alternate duple and triple time, obtained by means of syncopated 
accents on the weak beats of the bar, and always in pairs. Thefuriant in the 
Sextet has not the true rhythm, for it maintains a regular 3/4 meter. Nevertheless, 
it is an eloquent example of Dvofak's rhythmic and melodic freshness, and in 
the trio section a few reminiscences of the Slavonic dances are interwoven with 
astonishingly delicate effect. 

The finale of the Sextet consists of variations on a mournful and dreamy 
theme, the harmony of which fluctuates between B minor and A major, only 
growing brighter in its middle section where it modulates into D major. The 
theme is first announced by the viola, an example, similar to Brahms, of 
Dvofak's favored preoccupation with the tone color of this instrument. The 
variations, of which there are six, keep to the harmonic character of the theme, 
but modify its melodic line, extending it by the use of delicate figuration and 
witty imitations. The last variation is a spirited stretto, which frees the move
ment from its original melancholy mood, and brings it to a brilliant conclusion. 

The Sextet was the first of Dvofak's chamber works to be performed outside 
his own country; it was heard in Germany as early as 1879, played by Joachim's 
Quartet. It was first performed in England at the Popular Concerts on February 
23, 1880, under the same leader. 

Notes from Cobbett's Cyclopedic Survey of Chamber Music and 
The Literature of Chamber Music by Arthur Cohn. 
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DMITRI SHOSTAKOVICH (1906-1975) 

By 1924, the eighteen-year-old Dmitri Shostakovich had already 
broached his earliest compositions, not least of which was his Op. 10 First 
Symphony. Officially registered at the Leningrad Conservatory, he also had 
to help support his family by playing the piano in a local cinema. Highly 
strung, he felt the full force of emotional experiences, which galvanized or 
paralyzed him. Only in a musical context did he never lose his balance but 
exuded an impressive and wholly unpretentious self-confidence. The result 
was a curious mixture of emotional vulnerability and an ability to withdraw 
into himself that protected him from the outside world. Deeply affected by 
the death, from typhoid fever, of his close friend and exact contemporary, 
Volodya Kurchavov, he dedicated to the poet's memory his Prelude for string 
octet. From now on, commemorative compositions were to be Shostakovich's 
way of dealing with death. 

In general, Shostakovich avoided merely painting a portrait of the dead 
in such works, the only exceptions being his portrait of Stalin in the second 
movement of his Tenth Symphony of 1953, his Seventh String Quartet, Op. 
108 of 1960 and the present Prelude, Op.11. In the Seventh String Quartet, 
it is his wife, Nina Vasilyevna, who is embodied in a waltz theme, while in the 
early Prelude a tiny motif on the cello rises to the instrument's highest regis
ter, where it seems to die away. Its basic material - a rising fourth and falling, 
sighlike minor second - provides the germ cell of this flowing Prelude, a piece 
whose form is destructive rather than constructive. 

The Scherzo in G minor, also scored for string octet, was written the 
following year and reveals the opposite side of the ever-present fear of death, 
namely, a boundless desire for life, a feeling that animated Shostakovich 
throughout his own life and that he saw as a driving force in others. His 
scherzo-like masquerades are mirrors held up to that urge, both reflecting 
and distorting it. The same is true of the present piece. In the wake of his 
ostracisation in 1936, these scherzos became even grimmer and even more 
grimacing, veritable gatherings of evil spirits. Here in the Scherzo of 1925, 
Shostakovich still imagined himself in the role of a mere observer, with the 
result that the score contains examples of the sort of music more normally 
associated with the cinema, including extended tremolandos and impertinent 
glissandos. By combining two quartets and doubling their resources, Shostako
vich was not attempting to achieve lush instrumental textures and full-bodied 
sounds but to produce extremes of expression. 

The young composer introduced his new works to the then influential 
Circle of New Music in Leningrad, only to have them witheringly criticized 
by the music historian Boris Asafyev, a composer in his own right who set 



the tone in contemporary circles, as a result of which Shostakovich withheld 
the Op.11 Prelude and Scherzo until after the successful first performance of 
his First Symphony in 1926. The Gliere and Stradivarius Quartets finally gave 
their first public performance in Moscow in January 1927, when both pieces 
met with considerable acclaim. Performances followed in the West, including 
one in Paris in 1938. In 1948, however, Shostakovich's works were condemned, 
almost without exception, as "decadent and formalist", with the Op.11 
Prelude and Scherzo singled out for particular opprobrium as unworthy of 
the Russian people and thus doomed to official neglect. It was not least as a 
result of the championship of the Borodin Quartet that these two pieces for 
double quartet were rediscovered in the mid-1960's. 

Notes by Sigrid Neef 

Enesco's love of the strings, and his masterful use of them, are convinc
ingly demonstrated in the Octet in C Major, Op. 7, composed in 1905. 
Rarely performed, though it belongs among the most appealing and colorful 
of Enesco's works, the Octet displays the persuasive melodic opulence and 
the full gamut of romantically expressed moods that typify most of the com
poser's best pieces. 

The music of Enesco is always a reflection of his deep and sincere tie to 
native Rumanian folklore. He is, in fact, the first Rumanian composer to cap
ture the sounds and .feelings of his homeland and to open Rumania - musi
cally speaking - to the rest of the world. The Octet, written in the modern 
idiom, using the scales and dissonances that both shocked and attracted 
Enesco's contemporaries, is the product both of Enesco the Rumanian, and 
Enesco the man-about-Paris. Listening to it even today, one might appreciate 
Enesco's own frustration with the inability of his contemporaries to under
stand this music. "People have been puzzled and annoyed because they have 
been unable to catalogue and classify me in the usual way," he complained 
in a letter to a friend. "They could not decide exactly what type of music 
mine was." 

The music Enesco wrote was new and daring when it was first heard. 
He used strange scales with augmented seconds, acrid harmonies, unresolved 
chords and uneven rhythms that insulted the ear of the traditionalists. 
His compositions could sound hauntingly sad and youthfully romantic one 
moment, then erupt into a cacophony of excited, wild sound the next. It is 
this very unpredictability in Enesco that imbues his works with hidden fires 
that burn brightly only to be extinguished suddenly and without warning by 
dark clouds of melancholy. 
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The Parisian influence, the desire to experiment, is very evident in the Octet 

for Strings. Though it is in C Major, that key really is not clearly achieved until 

the very end. The work is written as a single movement, but with four different 

divisions broken up by extended pauses - a broad first part, a scherzo, a slow 

section and a waltz-like rhapsody as a finale. 

It opens with a dynamic theme in propulsive rhythm. The tonal framework 

keeps changing between major and minor keys and the recurrent motif has been 

called "glorified fiddle tuning." Gradually, the dynamic potential mounts to the 

inevitable climax and then the basic theme returns to the accompaniment of 

throbbing tremolos. A quiet section is followed by a lyrical strain in the low reg

ister of the violins. At the end of this section, almost as a formal road sign, the 

second cellist tunes down his fourth string in order to sound a short pedal octave 

on B . 

Suddenly, the music springs into fiery activity, with complicated musical 

designs, counterbalanced with a sudden pianissimo. Once again, the mood changes. 

A voluptuous melody materializes against the background of Rumanian scales while, 

in the upper regions, the violins skip down descending chromatics in an 

irresistible rhythmic pattern and the first theme returns with increased intensity. 

The final section of the Octet is in a quiet, subdued mood, a mournful, 

prayerful theme that gradually speeds up to a complex counterpoint, which 

in turn leads into the agitated, powerfully effective C Major conclusion. 

Notes by Walter Lowe and from The Literature of Chamber Music by 

Arthur Cohn. 

TIIE ACADEMY OF ST. MARTIN IN THE FIELDS 
CHAMBER ENSEMBLE 

-BIOGRAPHY-

The Academy of St. Martin in the Fields was formed in 1959 by a group 

of eleven enthusiastic musicians with the aim of performing in public without 

a conductor. Their first three recordings led to a succession of long-term con

tracts, and the Academy quickly took its place among the most recorded 

ensembles in history. As the repertoire expanded from Baroque to Mozart, 

Bart6k and Beethoven, so it became necessary for the principal violin, Neville 

Marriner, to conduct the larger orchestra . 

The Academy of St. Martin in the Fields Chamber Ensemble was created 

in 1967 to perform the larger chamber works-from quintets to octets-with 

players who customarily work together, instead of the usual string quartet 

with additional guests. Drawn from the principal players of the orchestra, the 

Chamber Ensemble tours as a string octet, string sextet, and in other configu

rations including winds. Its touring commitments are extensive, with annual 

visits to France, Germany, and Spain, and frequent tours to North and South 

America, Australia, New Zealand, and Taiwan. 



Contracts with Philips Classics, Hyperion, and Chandos have led to the 
reiease of over thirty CDs by the Chamber Ensemble. 

-INDIVIDUAL MEMBERS-

KENNETH SILLITO 
Kenneth Sillito (violin, leader) has been Artistic Director of the Academy of 

St. Martin in the Fields and leader of the Chamber Ensemble since 1980, taking 
the ensemble to new heights. Ile won a scholarship to the Royal Academy of 
Music at the age of 14, studying with David Martin. A further scholarship took 
him to Rome to study with Remy Principe. On returning to England he became 
associate leader of the English Chamber Orchestra, subsequently becoming 
leader until 1973. In 1967 Kenneth Sillito founded the Gabrieli String Quartet 
and remained their leader until 1987, during which time the Quartet gained an 
international reputation. In 1971 he was honored by being made a Fellow of the 
Royal Academy of Music. 

MALCOLM LATCHEM 
Malcolm Latchem (violin) studied at the Royal College of Music with Albert 

Sammons and later in Belgium with Arthur Grumiaux. For three years he led 
his own quartet in New Zealand. On returning to England in 1959, he became 
a founder member of the Academy of St. Martin in the Fields, combining this 
with four years as associate leader of the London Philharmonic Orchestra. 
From 1969 to 1980 he was a member of the Dartington String Quartet, and in 
1980 he was honored with a degree of Master of Music by Bristol University. 

SIMON SMITH 
Simon Smith (violin) studied with David Martin, Frederick Grinke, and 

Yfrah Neaman in London, and with Wanda Wilkomirska in Germany. Ile has 
played with the Academy of St. Martin in the Fields since leaving the Guildhall 
School, where he was winner of the Gold Medal. Ile has performed recitals in 
the Purcell Room, \Vigmore Hall, and Fairfield Hall, as well as for Music Societies 
throughout the UK. He has also performed as soloist with the Philharmonia, the 
Royal Liverpool Philharmonic, the Orchestra of St. John's Smith Square, and the 
City of London Chamber Orchestra. He is a leader of the chamber orchestra Eso, 
as well as having been guest conductor of the Royal Liverpool Philharmonic 
Orchestra, and the Ulster Orchestra. 

HARVEY DE SOUZA 
Harvey de Souza (violin) is a native of Bombay, India, and began musical 

studies at the age of four with his father. Ile was awarded a scholarship to attend 
the Yehudi Menuhin School in England, where he studied with Mr. Menuhin, 
Felix Andrievsky, and Margaret orris. Ile subsequently studied at the Curtis 
Institute of Music with Jascha Brodsky and Felix Galamir. He has performed 
extensively throughout Europe, the U.S., China, and India, and has participated 
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in numerous festivals including Salzburg, Sienna, Gstaad, and Prussia Cove. Ile 
was a member of the Vellinger String Quartet from 1993-1999, and since 1993 
has been a member of the Academy of St. Martin in the Fields. 

ROBERT SMISSEN 
Robert Smissen (viola) won a scholarship to Chethams School of Music 

at the age of 14, and went on to study at the Guildhall School of Music with 
David Takeno. While there he won prizes for chamber music and solo playing . 
After college he was appointed principal viola with the Northern Sinfonia, a 
post he held until 1986. Ile currently plays with the Academy of St. Martin 
in the Fields, as well as other London chamber orchestras. 

STEPIIE TEES 
Stephen Tees (viola) was born in Scotland, studied at the Royal College 

of Music with Cecil Aronowitz, and later with Peter Schidlof and Emanuel 
Hurwitz. From 1971-1984 he was amember of the Amphion String Quartet. 
In addition to his commitments with the Academy of St. Martin in the Fields, 
he plays with the London Sinfonietta, and works in film and television studios. 
Ile presents a number of solo recitals annually, and is especially committed 
to educational and community outreach. He is a professor at Trinity College 
of Music in London. 

STEPIIE ORTON 
Stephen Orton (cello) was born in Ripon, Yorkshire. Ile won a scholarship 

to the Guildhall School of Music to study with William Pleeth. Ile has been 
principal cello in the Bournemouth Sinfonietta and assistant principal in the 
English Chamber Orchestra, and has performed as soloist with both ensem
bles. Ile was a member of the Delme Quartet for ten years, and joined the 
Academy of St. Martin in the Fields as principal cellist in 1986. 

JOIIN HELEY 
John Heley (cello) was born in London, and began playing cello at the age 

of six. Ile was awarded a scholarship to study with William Pleeth, and contin
ued studies with Mr. Pleeth at the Guildhall School of Music where he won 
numerous prizes. In 1980 he left the post of associate principal cellist with 
the Royal Philharmonic Orchestra to concentrate on freelance work, which 
included recordings with guitarist John Williams. In 1986 he became associate 
principal cellist with the Academy of St. Martin in the Fields. 

-NEXT CONCERT-

THURSDAY, MARCH 14, 2002 8:00 P.M. 
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