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SHEPHERD SCHOOL 

CHAMBER ORCHESTRA 

LARRY RACHLEFF, music director 

Tuesday, April 22, 2003 

8:00 p.m. 

Stude Concert Hall 

RICE UNIVERSITY ~ School 
of Music 



PROGRAM 

Dual Origins (2002) (Premiere) Aaron Rosenthal 
(b.1975) 

James Gaffigan, conductor 

Music for Strings, 
Percussion, and Celesta 

Andante tranquillo 
Allegro 
Adagio 
Allegro molto 

Bela Bart6k 
(1881-1945) 

David In-Jae Cho, conductor 

INTERMISSION 

Symphony No.104 
in D Major, "London" 

Adagio -Allegro 
Andante 
Menuet. Allegro 
Finale. Spiritoso 

Franz Joseph Haydn 
(1732-1809) 

The reverberative acoustics of Stude Concert Hall magnify the slightest 
sound made by the audience. Your care and courtesy will be appreciated. 

The taking of photographs and use of recording equipment are prohibited. 
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SHEPHERD SCHOOL CHAMBER ORCHESTRA 

Violin I Double Bass Horn (cont.) 

Jeremy Preston, Andrew Stalker, Christopher Shelburne 

concertmaster principal Jennifer Wolfe 

Yen-Ping Lai Thomas Van Dyck 

Yaira Matyakubova Sarah Hogan Trumpet 

Kirsten Yon Carl Lindquist 

Abigail Karr Flute Oscar Montoya 

Si-Ning Chan Lisa Jaklitsch Zebediah Upton 

Matthew Detrick Joel Luks 
Trombone 

Jacqueline Metz 
Piccolo Steven Parker 

Violin II Joel Luks Brian Risinger 

Jooyeon Kong, 
Oboe Tuba 

principal 
Adam Dinitz Aubrey Ferguson 

Eden MacAdam-Somer 
Andres Gonzalez Johanna Peske Harp 

Caroline Shaw Meaghan Walker Megan Levin 

Martin Shultz Katherine Young 

Aimee Toomes 
Piano 

Clarinet Pi-Ju Chiang 
Kaaren Fleisher Laura Barbieri 
Dorian Vandenberg Jennifer Driskill Celesta 

Viola Hsing-Hui Hsu HyojinAhn 

Sheldon Person, Robert Linder Timpani and 
principal 

Bass Clarinet 
Percussion 

Jessica. Gagne 
Hsing-Hui Hsu 

Spencer Doty 

Daphne Gerling Daniel Gould 

Erin Nolan Bassoon Craig Hauschildt 

Charith Premawardhana Ellen Connors Blaine Inafuku 

John Posadas Erin Irvine Brian Smith 
Shaun Ti/burg 

Cello Contrabassoon 
Nathan Cook, Erin Irvine Orchestra Manager 

principal Martin Merritt 

Va/dine Ritchie Horn 
Orchestra Librarian 

Elise Pittinger Robert Johnson and Assistant 
Leanne Zacharias Johanna Lalka Personnel Manager 
Aaron Merritt Deborah Rathke Kaaren Fleisher 

STRING SEATING CHANGES WITH EACH CONCERT. 

WINDS, BRASS, AND PERCUSSION LISTED ALPHABETICALLY. 



PROGRAM NOTES 

Dual Origins . . Aaron Rosenthal 

Dual Origins is a through-composed poem for orchestra, which addresses a 
series of oppositions and extreme contrasts. Among these contrasts are the dy
namic (loud vs. soft) and registral (high vs. low) extremes of the orchestra, the 
ensemble's varying timbres (strings, winds, and percussion), the music's degrees 
of dissonance and consonance, and the existence of a tonal center versus what 
is commonly referred to as tonal ambiguity. The majority of the musical mater
ial is derived from the simple whole-step motive that opens the piece, and in the 
absence of any traditional formal structure, this motivic unity creates an alter
nate type of cohesion that serves as the glue between the individual sections. The 
last of these sections is a climactic conclusion, at which point the piece's various 
conflicts have all found either compromise or conquest. 

- Note by the composer 

Aaron Rosenthal was born in Boston, Massachusetts, and grew up in Nor
folk, Virginia. He completed the Master of Music degree in Composition at the 
Shepherd School of Music in 2000, and then began studies toward the Doctor 
of Musical Arts degree in Composition at Boston University. During his time at 
the Shepherd School, his teachers included Arthur Gottschalk, Ellsworth Mil
burn , and Edward Applebaum. He has since studied with Lukas Foss and John 
Harbison in Boston, where he continues to work as a composer and pianist, in 
addition to holding jobs as church organist and high school music teacher. 

Music for Strings, Percussion, and Celesta . . Bela Bart6k 

During Bela Bart6k's highly productive span from 1934 to 1940, he pro
duced masterpieces in almost every major genre, including chamber, orches
tral, vocal, and piano music. He composed Music for Strings, Percussion, and 
Celesta in 1936. The work was premiered by the Basie Chamber Orchestra at 
its tenth anniversary concert on January 21, 1937, with Paul Sacher conducting. 

One will immediately notice by the title of the work the unique combination 
of musical instruments for which Bart6k writes. Equally interesting is the seat
ing arrangement, which produces a stereo effect that is akin to the late six
teenth-century polychoral style of Giovanni Gabrieli. According to the direc
tions at the beginning of the score, two string ensembles are placed at oppos
ing sides of the stage. Between these two groups are two additional groups 
made up of percussive instruments: the first group, which is placed to the left 
of the conductor, is made up of piano, celesta, side drum, and timpani; the sec
ond group, placed to the right of the conductor, consists of harp, xylophone, 
cymbals, and bass drum. 

Overall, the work has a strong formal design. In fact, the esteemed Bart6k 
scholar, Halsey Stevens, claims Music for Strings, Percussion, and Celesta to 
be one of the most intensively organized of all of Bart6k's compositions. The to
nality of the first and last movements is A, and for most of the principal themes 
in the work, there is an emphasis on the tritone, especially at final cadences. In 
addition,pitch classes are recurrently featured. The most prominent is perhaps 
an A-C-F-sharp-A tonal pattern that can be found in all four movements. 

The opening movement, Andante tranquillo, is an elaborate fugue based upon 
a single chromatic subject, which is interwoven throughout the constantly chang
ing meters of the entire movement. The climax consists of lone E-flats in octaves, 
after which point the subject is inverted. The second movement, Allegro, is fes
tive and follows the classical model of sonata form. One still hears the remnants 
of the fugue subject of the first movement, and for the first time in the work, Bar
t6k explores the possibilities of two string sections and percussion. The third 
movement, Adagio, is in a mirror form, which has been described as Prologue, 
ABCDCBA, Epilogue. Stevens has referred to this movement as exemplary of 



Bart6k's "night music" with the percussion instruments creating a mysterious at
mosphere that at times borders on terror. Once again, references to the fugue 
theme are heard. In the finale, Bart6k presents a Hungarian folk style (found 
often in his music) in rondo form. In this final movement, the chromatic fugal 
subject is transformed into a diatonic theme, thereby producing a magical effect. 

- Note by Jim Haisler 

Symphony No. I 04 in D Major, "London" . Franz Joseph Haydn 

Franz Joseph Haydn's Symphony No.104 in D Major is the last of the twelve 
symphonies that he composed for London audiences between the years 1791 and · 
1795. This final work premiered at the King's Theatre in London on May 4, 1795. 
Haydn's association with London came about, in part, through the death of his 
longtime employer, Prince Nikolaus Joseph Esterhazy, in 1790. Nikolaus' son 
and successor, Prince Paul Anton, did not share his father's love for music, and 
once in power, the new ruler wasted little time disbanding the musical forces at 
the country estate, Esterhaza. Unsure of his permanency at the court, Haydn re
quested a year's leave and traveled to Vienna, where he sought to immerse him
self in its musical life. When Johann Peter Salomon, a London impresario, heard 
of Haydn's leave, he sought to procure the composer for his upcoming season 
in London. Economically vibrant and musically active, London was a gold mine 
for a composer of Haydn's stature, and his music was already well known in Eng
land. His seclusion at Esterhaza had enabled him to develop a fresh musical 
style that often employed witticism through the use of unpredictable musical devic
es within the fairly predictable musical syntax of the later half of the eighteenth 
century. It was this teasing and playful manipulation of convention that made 
Haydn famous throughout the continent as well as in England. After Haydn and 
Salomon negotiated a contract, which included the commission of six symphonies 
for Salomon's concert series, the two arrived in Dover on January 1, 1791. 

As they had hoped, Haydn's eighteen-month stay was enormously successful, 
so much so that the enterprise was repeated in 1794. Once again, Salomon com
missioned six symphonies from Haydn to be played at his concert series. But 
early in 1795, the series was discontinued (presumably because Salomon could 
not find top-notch opera singers from abroad) and Symphony No.104 was per
formed at Haydn's benefit concert, arguably the capstone of his 1794-95 stay in 
England. Soon afterwards, Haydn wrote of the performance, "the whole com
pany was thoroughly pleased, and so was I. I made four thousand Gulden on 
this evening. Such a thing is only possible in England." The sum was twice the 
amount of his total savings at the time. 

The first movement, marked Adagio -Allegro, begins with winds and strings 
playing a dotted rhythm in unison. It is a commanding opening gesture that is 
strengthened by its D minor tonality. According to the Haydn scholar, H C. Rob
bins-Landon, most of the motivic material upon which the entire symphony is 
built is presented in this introduction, which is based upon the intervals of a 
fourth and a fifth. Interestingly, the first and second themes of the Allegro are 
identical, with the exception that the latter is presented in the dominant. The sec
ond movement is eloquent and is marked by dramatic pauses, both within the 
opening theme and throughout the entire movement. Gretchen Wheelock has com
mented that, as in many Haydn minuets, the minuet of Symphony No.104 relies 
heavily on the surprise of excessive gestures. More specifically, these gestures 
convey a strong metric displacement that would have been humorous to late eigh
teenth century audiences. The fourth movement is in sonata form. It has been 
said by some scholars that the opening theme is based on a Croatian tune called 
Oj Jelena, a tune that Haydn would have possibly heard sung in the Croatian 
colonies near Esterhaza. It has also been suggested that the theme originated 
from a London street cry, "Hot Cross Buns." 

- Note by Jim Haisler 



BIOGRAPHIES 

JAMES GAFFIGAN is currently enrolled in his second year of graduate 
conducting studies at the Shepherd School of Music as a student of Larry 
Rachleff Most recently he was named Assistant Conductor of the Cleveland 
Orchestra, beginning in September 2003. For the past three summers he at
tended the Aspen Music School as an Academy Conductor. Last year he re
ceived the Aspen Robert Harth conducting prize, which served as an invita
tion to return to the festival in 2002. As part of this invitation, he conducted 
the Cleveland Orchestra in one concert last summer. This summer Mr. Gaffigan 
will attend the Tanglewood Music Institute as a Conducting Fellow. In Septem
ber 2002 he premiered a work with the Los Angeles Philharmonic under the 
guidance ofEsa-Pekka Salonen. In 2000 he received the first ever Benjamin 
Zander Conducting Fellowship from the Boston Philharmonic, which granted 
him a budget of $10,000,provided him the means to travel, and gave him the 
opportunity to conduct a full-scale production of a Mozart opera scenes re
cital at the New England Conservatory of Music. Mr. Gaffigan holds degrees 
and diplomas from the New England Conservatory of Music, the Juilliard Pre
paratory School, and the LaGuardia High School of Music and Art in New York 
City. His primary conducting teachers have been David Zinman, Frank Battisti, 
Benjamin Zander, Robert Spano, Murry Sid/in, and Jorma Panula. 

DAVID IN-JAE CHO is currently in his third year as a graduate conducting 
student of Larry Rachleff at the Shepherd School of Music. Mr. Cho received 
the 2003 Karajan Fellowship of the American Austrian Foundation, which will 
allow him to spend the upcoming summer in Salzburg, participating in the In
ternational Orchestra Institute of Attergau and the Salzburg Festival. In addi
tion, he is a participant of the 2003 National Conducting Institute and will make 
his debut at the Kennedy Center in June, conducting the National Symphony Or
chestra. As the 2002 David Effron Conducting Fellow, Mr. Cho conducted the 
Chautauqua Institute Orchestra under the guidance of Timothy Muffitt and Evan 
Wilson, and collaborated with the Chautauqua Festival Ballet coached by dis
tinguished conductors and artists such as Uriel Segal and Jean -Pierre Bonne
foux. Mr. Cho was subsequently invited to guest conduct the Baton Rouge Sym
phony, the Moscow Symphony, and the Vaasa Symphony Orchestras. Recently 
he was a finalist at the Seattle Symphony's Assistant Conductor's audition and 
was one of the semi-finalists of the 2001 Maazel-Vilar International Conduct
ing Competition in Japan. During the summer of 2001, he conducted the Schles
wig-Holstein Orchestra in the Conductors Workshop led by the Finnish peda
gogue Jorma Panula, and also conducted the Sibelius Academy Orchestra at the 
Porvoo Conducting Master Class given by Esa-Pekka Salonen. Mr. Cho was the 
1999 Tanglewood Conducting Fellow at the Tanglewood Music Center, where he 
was coached by Seiji Ozawa, Robert Spano, and Sir Andre Previn. Mr. Cho is a 
graduate of the Oberlin and Peabody Conservatories, where he studied piano 
with Robert Shannon and Robert McDonald and conducting with Louis Lane. 
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