
• 1 

7 SHEPHERD SCHOOL 

SYMPHONY ORCHESTRA 

LARRY RACHLEFF, music director 

NORMAN FISCHER, cello 

Saturday, October 5, 2002 

8:00 p.m. 

Stude Concert Hall 

RICE UNNERSITY ~ School 
of Music 



PROGRAM 

Overture to "The School for Scandal" 

Concerto for Cello and Orchestra 
in B Minor, Op.104 

Allegro 
Adagio ma non troppo 
Finale. Allegro moderato 

Norman Fischer, soloist 

INTERMISSION 

Symphony No.1 in C Minor, Op. 68 

Un poco sostenuto -Allegro 
Andante sostenuto 
Un poco Allegretto e grazioso 
Adagio - Allegro non troppo, ma con brio 

Samuel Barber 
(1910-1981) 

Antonin Dvorak 
(1841-1904) 

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 SYMPHONY ORCHESTRA 

I • J Violin I Viola (cont.) English Horn Tuba 
Karen Sinclair, Chari th Premawardhana Katherine Young Jared Bulmer 

' . 
concertmaster Andrea Hemmenway Aubrey Ferguson 

Eden MacAdam-Somer Karoline Schwartz Clarinet 
Jeremy Preston Marissa Windship Laura Barbieri Harp 

l . Caroline Shaw Leah Biber Megan Levin 

Abigail Karr Cello Jennifer Driskill Nuiko Wadden 

• I Domenika Dancewicz Marilyn de Oliveira, Elizandro Garcia 
Hermine Gagne principal Celeste 

Stephanie King 
Yaira Matyakub Laura Love Robert Linder 

Hyojin Ahn 

\ Jacqueline Metz Va/dine Ritchie 
Timpani and 

Jessica Tong Alexander Friedhoff 
Bass Clarinet Percussion • Davin Rubicz Ann Miller Stephanie King Cory Cousins 

~ Jessica Blackwell Miho Zaitsu Daniel Gould 
Emily Ho Moky Gibson-Lane 

Bassoon Craig Hauschildt - ~ 
Katherine Bates Yen-Ping Lai Brooke Bartels Jordan Hoffman 

Martin Shultz Victoria Bass Shaun Ti/burg 
GalNyska 

Catherine Luczkiw 
Catherine Ouvreloeil Carin Miller Brian Vogel I- ~~ Katherine Bormann Leanne Zacharias 

Anne Marie Power Marina Comas Orchestra Manager 

.. 1 Violin II Martin Merritt 
Double Bass Contra bassoon 

Jooyeon Kong, 
Sarah Hogan , Catherine Luczkiw Orchestra Librarian principal 

.. ~ Matthew Detrick principal and Assistant 

Andres Gonzalez Andrew Stalker Horn Personnel Manager 
.. Benjamin Levy David Brimhall Kaaren Fleisher 

Laura Geier 

" Aimee Toomes Anthony Flynt Benjamin Jaber 
David Campbell Robert Johnson Stage Assistants 

Oliver Sum-Ping 
Shawn Conley Johanna Lalka Ryan Barwise 

Benjamin Whitehouse Jared Bulmer .. 
Emily Senturia Jackson Warren Elizabeth Porter 

Jory Herman Deborah Rathke 
Blaine Inafuku 

NingChan Ch . h Sh lb Carson Keeble 
James McCarthy Edward Botsford nstop er e urne 

~ Wt. lfi Jeremy Kurtz 
Juliette Javaheri enny o e 

Benjamin Levy Flute ,· .,. Maureen Conlon Michelle Cheramy Carl Lindquist 
Trumpet 

> . Francis Liu Jocelyn Goranson Oscar Montoya 
Allen Shiu Michael Gordon 

Ryan Barwise 
Brian Risinger 

l ) 
Kenneth Tai Lisa Jaklitsch 

Carl Lindquist 
Pieter Wyckoff 

Eric Shen 
Maryann Keith 

Oscar Montoya 

l Michael Sapienza Library Assistants Ariella Perlman 
Viola Zebediah Upton Marieve Bock 
Sheldon Person, Piccolo Matthew Dudzik 

principal Michael Gordon Trombone Erik Gran/or 
Erin Nolan Maryann Keith Jerry Hou Renata Hornik 
Joanne Wojtowicz Carson Keeble Yen-Ping Lai 

- ,I, Jane Morton Oboe Steven Parker Mary Virginia Neff 

I John Posadas Carla Parodi Brian Risinger Elise Pittenger 
~ . 

Renata Hornik Meaghan Walker Kirsten Smith 
I Jessica Gagne Mandy Wickham Bass Trombone Fram;:ois Vallieres 

~ ' Synnove Marlow Katherine Young Pieter Wyckoff Dorian Vandenberg 

... 
WINDS, BRASS, PERCUSSION, AND HARP LISTED ALPHABETICALLY 

STRING SEATING CHANGES WITH EACH CONCERT. 



PROGRAM NOTES 

Overture to "The School for Scandal" . Samuel Barber 

Most of Samuel Barber's large scale orchestral works bear litera,y titles. 
The Overture to "The School for Scandal" was his first composition for full 
orchestra and refers to the Brinsley Sheridan play of the same name. Barber 
avowed that it was intended not as a prelude to the play, but "as a musical re
flection of the play's spirit." 

Work on the overture began during the summer of 1931, in Cadegliano, Italy, 
while he was studying with Gian Carlo Menotti. The parts were copied out by 
the fall, and Barber tried to get the piece played by the Curtis Orchestra, but the 
overture would not be premiered until August 30, 1933, at the last concert of the 
Robin Hood Dell summer series by the Philadelphia Orchestra. Barber did not 
get to hear the premiere, a point of irritation that would remain with him for 
many years, because he was in Italy studying with Menotti at the time. 

Nicolas Slonimsky described the piece as a "miniature tone poem requiring 
a catharsis." The overture is characterized by sudden shifts in dynamics and 
tempo. The spirit of merriment and intrigue is distinctively established from the 
outset by seven electrifying polychordal measures. The mood is sustained by viva 
cious rhythms and orchestral color, the brilliance of which results from as large 
a score as Barber was to use in some of his later pieces. Characteristic of his 
melodic style is the engaging, pastoral second theme played by the solo oboe. 
This theme bears an English folk song flavor, which reinforces the striking con
trast between Barber's perspective and that of some of his contemporaries, who 
sought to incorporate American folk idioms into their music. The piece won 
Barber a second Joseph H. Bearns Prize from Columbia University in April 1933. 

Concerto for Cello and Orchestra 
in B Minor, Op.104 

. Antonin Dvorak 

The Cello Concerto in B minor was the last work completed by Antonin 
Dvorak in the United States. The events surrounding the premiere of the Cello 
Concerto placed Dvorak in a bit of a quandary. Hanus Wihan, a friend, had 
asked Dvorak to write a cello concerto for him, but Dvofak was hesitant be
cause of the significant balance problems involved. However, after hearing a 
cello concerto by Victor Herbert, Dvorak decided to undertake such a compo
sition for his friend. 

The first movement shows the different ways in which Dvorak solved the 
problem of balance between cello and orchestra. The cello enters after a series 
of themes presented by the orchestra, and plays the main theme over an under
stated wind and string accompaniment. The second movement uses most of the 
same techniques as the first to overcome the balance problems, although in a 
more lyrical and subdued context. 

In early December 1894, during the composition of the second movement, 
Dvorak received a letter from his sister-in-law, Josefina Kaunitzova, stating that 
she was bedridden. Her husband was frequently away, and her mother was not 
able to comfort her. She chided Dvofakfor not writing and felt lonely and sadly 
neglected. Dvofak was affected by this news and quoted a few bars from his song 
Leave Me Alone (a favorite of hers) at the end of the movement. Josefina died 
on May 27, 1895, a month after Dvofak returned home to be with her, and he felt 
compelled to change the conclusion of the concerto as a memorial; so he added 
a coda section incorporating Josefina's theme and the main theme of the first 
movement. Wihan had wanted to add a cadenza in place of Josefina's coda sec
tion, but Dvofak did not want it replaced nor would he allow the concerto to be 
published with the added cadenzas. 

The premiere took place on March 19, 1896, with the Philharmonic Society of 
London and Leo Stern on cello. Dvofak was horrified that his friend Wihan was 
not playing the premiere and immediately wrote a very angry note, in English, 
to the secretary: 
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I am sorry to announce you [sic} that I cannot conduct the perfor

mance of the Cello concerto. The reason is that I have promised my 

friend Wihan - he will play it. If you put the concerto into the pro

gram, I could not come at all, and will be glad to come another time. 

Eventually he agreed to Stern's peiformance, Wihan eventually peiformed the 

concerto, and the work was published with a dedication to him. 

Symphony No. I in C Minor, Op. 68 . Johannes Brahms 

Robert Schumann's article "Neue Bahnen" ("New Paths"),published in 

Neue Zeitschrift fur Musik, on October 28, 1853, heralded the young Johannes 

, Brahms as the one man who would take up where Beethoven left off. To be held 

1 
up as the "next Beethoven "was a bit unnerving for the young composer, and so 

the composition of a symphony waited out of respect to the master symphonist . 

Beethoven's shadow still loomed over nineteenth-century composers and per

formers as an example of perfection, and the young Brahms was daunted with 

• the task of picking up the symphonic mantle laid down by Beethoven in his Ninth 

' Symphony. Only when Brahms had demonstrated mastery in other genres - the 

• lied, music for piano,for chorus,for chamber ensembles, and larger orchestral 

works - did he venture publicly into this one so intimately ( and intimidatingly) 

associated with Beethoven. There were first drafts of a D minor symphony, 

which would become other pieces, such as the German Requiem and parts of 

( the First Piano Concerto, but it was never completed. Brahms was forty-three 

1 years old in 1876 when he completed the First Symphony, whose unusually pro-

tracted genesis dates back to at least 1862. Clara Schumann wrote a letter to 

' Joachim in July of 1862 in which she included a few bars of music and the fol

., lowing description: 
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Johannes recently sent me - think what a surprise - a symphonic first 

movement, with the following bold opening: [here she includes four 

bars of the music}. That is rather audacious perhaps, but I have quickly 

become used to it. The movement is full of wondeiful beauties, with a 

mastery in the treatment of the motifs which is indeed becoming more 

and more characteristic of him. Everything is so interestingly inter

woven, yet as spirited as a first outburst; one enjoys {it} so completely 

to the full, without being reminded of the craft. In the transition from 

the second part back to the first, he has once more succeeded splendidly. 

As soon as Brahms revealed the piece to Clara, he put it on the shelf and 

began work on another project. His inner circle of friends made numerous in

quiries as to the composition state of the symphony, but he brushed them off and 

told them to wait. The premiere of the Symphony No.1 in C Minor was given 

on November 4, 1876, as the first subscription concert of the Grand Ducal Court 

Orchestra of Karlsruhe under its new director, Otto Dessojf. Brahms had want

ed the symphony to be premiered in a smaller town "with a good friend, a good 

conductor, and good orchestra." The critics loved it and the symphony was ac

knowledged as the most significant symphony since those of Schumann. 

The symphony adheres to the standard four-movement format, and as such 

was sometimes considered to contribute little to the development of the genre; 

however, Brahms adapted with originality the model of Beethoven's Fifth Sym

phony, which likewise progresses from struggle in C minor towards C major by 

linking the individual movements. This was achieved by thematic-motivic connec

tions as well as a harmonic-tonal scheme. From Beethoven's Ninth Symphony, 

Brahms borrowed the idea of giving both outer movements slow introductions. 

The introduction to the finale returns to the agitated mood of the first movement. 

Brahms then introduces two new elements (the horn call and a chorale-like pas

sage), both of which point to a resolution, which emerges from the famous first 

theme of the movement that is reminiscent of Beethoven's Ode to Joy theme. 

The First Symphony of Brahms is unique in its combination of contrapun

tal density,fluid phrase structure, and soaring lyricism, and is truly one the 

hallmarks in the history of the symphony. 

- Notes by Brandylee Dawson-Marsh 



BIOGRAPHY 

NORMAN FISCHER is one of America's most versatile cellists. After com

pleting instrumental study with Richard Kapuscinski, Claus Adam, and Bernard 

Greenhouse, he first graced the international concert stage as cellist with the 

Concord String Quartet, a group that won the Naumburg Chamber Music Award, 

an Emmy, and several Grammy nominations, and recorded over forty works on 

RCA Red Seal, Vox, Nonesuch, Turnabout, and CR!. The New York Times re

cently said, "During its sixteen years, the supervirtuosic Concord String Quartet 

championed contempora,y work while staying rooted in the Western tradition." 

In addition to performing the major concerti, Mr. Fischer has premiered and 

recorded many new scores for cello and orchestra. Recitals of unaccompanied 

cello works have received rave reviews such as "Inspiring" (The New York Times) 

for his New York debut recital of the complete Bach Suites in one evening, and 

"Coruscating" (The Boston Globe) for his performance of Osvaldo Golijov's 

Omaramor at the opening of the 1998 Tanglewood festival. His chamber music 

expertise has led to guest appearances with the Juilliard, Cleveland, Emerson, 

Chiara, Chester, Blair, Schoenberg, Ciampi, Mendelssohn, and Audubon string 

quartets, the Santa Fe Chamber Music Festival, Chamber Music Ann Arbor, 

Chamber Music International, CONTEXT. and Da Camera of Houston. 
Norman Fischer and pianist Jeanne Kierman perform together as the Fischer 

Duo, and during this season, they celebrate the 30th anniversary of their found

ing and their tenth year on the faculty of the Shepherd School. The Fischer Duo 

has been widely praised by music critics for its choice of repertoire. Thoroughly 

versed in the classical repertoire of Brahms, Beethoven, and Schumann, the 
Fischer Duo has acquired an equally impressive reputation for rediscovering 

neglected works of the past (Busoni, Boulanger, Foote, and Liszt). They have 

commissioned many new scores by contemporary composers such as George 

Rochberg, David Stock, Robert Sirota, Augusta Read Thomas, Richard Lavenda, 

Pierre Jalbert, Anthony Brandt, Shih-Hui Chen, and Richard Wilson. On the 

weekend of October 18, they will launch a new chamber music festival in Vermont 

with violinist Curtis Macomber. 
A devoted teacher and mentor to younger players, Mr. Fischer has taught at 

Dartmouth College, the Oberlin Conservatory of Music, and currently is Profes

sor of Violoncello at the Shepherd School of Music. Since 1985 he has taught at 

the Tanglewood Music Center, where is now the Coordinator of Strings. 

UPCOMING ORCHESTRA CONCERTS 

Saturday, November 2, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTP..A. 
Larry Rachleff, conductor; David In-Jae Cho, guest conductor PROGRAM: Bart6k
Concerto for Violin No. 2 (Hermine Gagne, soloist); Webern -Six Pieces for Orches
tra, Op. 6; and R. Strauss - Don Juan, Op. 20. Stude Concert Hall. Free admission. 

Sunday, November 3, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
Larry Rachleff, conductor PROGRAM: Bach-Suite No. 3 in D Major, BWV 1068; 
Grieg - Two Elegiac Melodies, Op. 34; and Copland -Appalachian Spring. 
Stude Concert Hall. Free admission. 
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