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Saturday, October 2, 2004 

8:00 p.m. 

Stude Concert Hall 

the 
RICE UNIVERSITY ~ 

ofMusic 



PROGRAM 

Overture to "Benvenuto Cellini," Op. 23 Hector Berlioz 
(1803-1869) t• 

Till Eulenspiegels Lustige Streiche, Op. 28 Richard Strauss 
(1864-1949) 

INTERMISSION 

Fantasia on a Theme 
by Thomas Tallis 
(for double string orchestra) 

Symphonic Dances 
from "West Side Story" 

Prologue - Allegro moderato 
Somewhere - Adagio 
Scherzo - Vivace e leggiero 
Mambo - Meno presto 
Cha-cha - Andantino con grazia 
Meeting Scene - Meno mosso 
Cool - Allegretto 
Fugue - Allegretto 
Rumble - Mo/to allegro 
Finale - Adagio 

Ralph Vaughan Williams 
(1872-1958) 

Leonard Bernstein 
(1918-1990) 

Tonight we honor the members of 

The Shepherd Society 

for their generous scholarship support. 

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 SYMPHONY ORCHESTRA 

Violin I Cello (cont.) E-flat Clarinet Harp 
Alessandra Jennings, Madeleine Kabat Maiko Sasaki Bryan Parkhurst 

concertmaster Christine Kim Brian Viliunas 
Piano Kristi Helberg Gregory Kramer 
HyojinAhn Yeon-Kyung Joo Peng Li Bass Clarinet 

Jessica Tong Jennifer Humphreys Louis DeMartino Celesta 
Cecelia Weinkauf! Marina Comas Levi Hammer 
Virginie Gagne Stephanie Hunt Alto Saxophone 

Timpani and Andrew Williams Yeon-Sun Joo Paul Harris Percussion 
Dorian Vandenberg Benjamin Berman 

Brandon Bell 
Heidi Schaul-Yoder Bassoon Evan Bertrand 
Francis Liu Double Bass Nicholas Akdag Kevin Coleman 
Angela Millner Kristen Bruya, Rian Craypo Daniel Gould 
Stephanie Nussbaum principal Abigail Jones Grant Gould 

-
Elizabeth Bakalyar Shawn Conley Adam Trussell Mark Hurley 
Jennifer Leibfried Ira Gold FeiXie Nathan Lassell 
Rachelle Huni Charles Nilles 

Seth Rowoldt 
Jo,yHerman Contrabassoon Brian Vogel Violin II Anthony Flynt Nicholas Akdag David West Ni Mei, principal Jordan Scapinello Abigail Jones 

!.,ucia Atkinson Edward Merritt Orchestra Manager 
Justin Gopal Graham Eubanks Horn Martin Merritt 
Rebekah Durham 

Angela Bagnetto Orchestra Librarian 
- Esther Park Flute 

Brandon Beck and Assistant 
Christina Frangos Julia Carrasco Barnett 

Emily DeRohan Personnel Manager 
Emily Dahl Catherine Branch 

Robert Johnson Kaaren Fleisher 
David Mansouri Elizabeth Landon 

Christopher Hine 
Emily Cox Ashleigh leas Assistant Stage 
Kyra Davies Abigail McKee 

Margaret Tung Manager 

Maria Dance Ariella Perlman 
Catherine Turner Joshua Beck 

Glen McDaniel Leslie Richmond 
Jonas Vandyke 

Stage Assistants 

Trumpet Brandon Beck 
Viola Piccolo Michael Clayville 
r: leksandra Holowka, Julia Carrasco Barnett Ryan Gardner 

Travis Gore 
principal Abigail McKee Benjamin Grow 

Nicholas Masterson 
Katherine Lewis Leslie Richmond Greg Haro 

James McClarty 
. Erin Nolan Lacey Hays 

William Samson 
lflhitney Bullock Oboe James McClarty 

Christopher Scanlon 
Jonathan Mueller Erik Behr Christopher Scanlon 

Michael Selover " Stephen Fine Anne Henneke Zebediah Upton 

~ Amber Archibald Nicholas Masterson Library Assistants ... Heidi Remick Sheila McNally Trombone Amber Archibald 
Marissa Winship Sonja Thoms Michael Clayville Whitney Bullock 
Andrea Hemmenway Michael Selover Yeon-Kyung Joo 
Anna Solomon English Horn John Widmer Ira Gold 
Elizabeth Polek Sonja Thoms Logan Wild Meredith Harris 
Jessica Dunn Ni Mei 

Clarinet Bass Trombone Jonathan Mueller 
Cello Philip Broderick Christopher Beaudry Peng Li 
Moky Gibson-Lane, Louis DeMartino Dana Rokosny 

principal Hsing-Hui Hsu Tuba Ryan Sweeney 
Kathryn Bates Maiko Sasaki Aubrey Ferguson Cecelia Weinkauf! 
Kristopher Khang Brian Viliunas William Samson Steven Zander 

STRING SEATING CHANGES WITH EA CH CONCERT. 

WINDS, BRASS AND PERCUSSION LISTED ALPHABETICALLY 



PROGRAM NOTES 

Overture to "Benvenuto Cellini," Op. 23 . . Hector Berlioz 

The burgeoning of romanticism sparked idealistic longing, divine love, 
and unbridled passion in the early nineteenth-century mind. From a very 
young age, Hector Berlioz was indoctrinated in this philosophy, particularly 
through the tales of Virgil, the writings of Shakespeare and Goethe, and the 
music of Beethoven. Throughout his life, Berlioz often blurred idealism and 
reality; perhaps the most famous example was the depiction of his anguished 
love for Harriet Smithson in the famous Symphonie Fantastique. He sought 
to unite music and poetry; romantic idealism and reality. Though instrumen
tal music was becoming a dominant means of expressing these yearnings, 
opera continued to play a crucial role in nineteenth-century romanticism. 

The adventures of Benvenuto Cellini, a sixteenth-century Italian artist, 
are the subject of Berlioz's 1836 opera. Commissioned to sculpt a statue of 
Perseus, Cellini was thwarted by love, murder, and betrayal. From Cellini's 
adventures, the poets Auguste Barbier, Alfred de Vigny, and novelist Leon de 
Wailly were asked to craft a libretto. After several attempts, they produced 
an "opera semi-seria" that was first performed in 1838. The results were 
disastrous . Singers complained that the libretto was too difficult, and au
dience members were taken aback by unconventional rhythms and sounds. 
Despite disdain for the libretto, Berlioz recorded in his memoirs that the 
overture was received with "exaggerated applause." Ironically, the Cellini 
overture has become one of Berlioz's most popular pieces. The work opens 
with afanfare,foretelling Cellini's great adventures. Then a theme that re
appears later in the opera is introduced by the strings' solemn pizzicato. 
A second theme, employed in the opera in a love duet between Cellini and 
Teresa, is introduced by the woodwinds. The fanfare, love theme, and gen
eral rhythmic complexity paint an orchestral picture of the coming opera. 

Till Eulenspiegels Lustige Streiche, Op. 28 . . Richard Strauss 

One of the great nineteenth-century musical inventions (though it can 
be traced back to Beethoven) was the symphonic poem, in which the orches
tra narrates and illustrates a poem. Eduard Hans lick, a contemporary of 
Richard Strauss, described Strauss as one who " ... compose[ d] with poetic 
rather than musical elements and, through his emancipation from musical 
logic, [took} a position adjacent to music rather than squarely in it." Pre
miered in Cologne in 1895, Till Eulenspiegel Lustige Streiche was subti
tled "Till Eulenspiegel's Merry Pranks, After the Old Rogue's Tale, Set in 
Rondeau Form for Large Orchestra ." Strauss described the work as "an 
expansion of rondo form through poetic content," and he modeled its struc
ture after the final movement of Beethoven's Eighth Symphony, at the same 
time using it to portray the adventures and mischievous deeds of young Till. 

Till Eulenspiegel was originally planned as an opera, but for some 
reason, the libretto never developed. "There was once an old tale," states 
the brief introduction, and then a French horn announces Tiff's theme. The 
theme continues to sweep through the woodwinds, then the strings, auda
ciously announcing the obnoxious presence of Till, whose pranks range from 
innocent to malicious. The strings depict his progress through the town, as 



the woodwinds, brass, and percussion take turns representing Ti/l's pranks: 
flirting with women, charging recklessly through the marketplace, overturn
ing merchandise (and perhaps small children!), and mocking the religious 
clerics. As suggested by the prolonged orchestral trill, Till pauses momen-

• 
1 tarily to consider his actions, but then skips merrily away, eventually into the 

hands of an angry bailiff. An ominous drum roll accompanies his appearance 
before a judge; bassoons, horns, and trombones announce a death sentence. 
As he is strung up at the gallows, the strings suddenly seem to pity poor, mis
guided Till. But true to his roguish nature, the hanging becomes just another 
of Ti/l's merry pranks, as he is resurrected in the final bars. 

Fantasia on a Theme by Thomas Tallis . . Ralph Vaughan Williams 

In 1904, Ralph Vaughan Williams was asked to edit the English Hymnal. 
· The task must have been somewhat unusual for Vaughan Williams, who 

~ knew little about hymnody and was himself an agnostic. Yet this project 
, would give birth to one of his most celebrated works. In the process of 

~ editing and even writing some of the hymns, Vaughan Williams happened 
upon hymn number ninety-two, a tune by the sixteenth-century English 

1 composer Thomas Tallis. Tallis wrote the tune, set in the ancient Phrygian 
mode, in 1567 for the Psalter of Archbishop Parker. 

Fantasia on a Theme by Thomas Tallis was written for the Three Choirs 

-

JJ:· Festival, and the work premiered at Gloucester Cathedral in September 
1910. Vaughan Williams skillfully harmonized the haunting and beautiful 
Tallis melody for two string orchestras, quartet, solo violin, and solo viola. 
After a brief prelude, the complete theme is introduced and then restated 

j 
by the two orchestras. The effect created is one of seamless serenity marked 

1 
• 1 with sudden and climactic bursts of passion. Not only does the Fantasia 

< stand as Vaughan Williams'first important orchestral piece, but it offers a 
f glimpse into the world of English folklore. Similar to Bart6k and Kodaly, 

' Vaughan Williams was fascinated with the tunes and social aspects of folk
,. songs; though he didn't integrate folksongs directly into his orchestral 

works, many of the English folksong idioms appear throughout his writing . 
. 1 The Fantasia, for example, incorporates the interval of a flatted seventh, 

,- I common in English folksongs . 
., Often considered Vaughan Williams' first "mature" orchestral work, the 
~ Fantasia also mirrors his musical development. Years at the Royal College 
,, of Music firmly rooted Vaughan Williams in the music of Palestrina and 

,-
1 Bach, and he later studied with Max Bruch and Maurice Ravel. Vaughan 
} 

Williams had just returned from Paris when he wrote the Fantasia, and the 
,' 

,-

,, orchestral and harmonic colors it employs undoubtedly reflect the French 
1 influence, particularly that of Ravel. Informed by music of the past, mod
J ern French music, and English folksong, Vaughan Williams' music is per-

meated by tonality, modality, and pentatonicism. 
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Symphonic Dances from "West Side Story". . Leonard Bernstein 

Musical theatre was changed forever when. West Side Story, based on a 
book by Arthur Laurents, burst onto Broadway on September 26, 1957, and 
ran for nearly two years. Its success comes from both Leonard Bernstein's 



talent as a composer, and Jerome Robbins' skill with choreographed dance 
scenes. Bernstein referred to West Side Story as a "tragic musical comedy;" 
a Manhattan retelling of "Romeo and Juliet" acted out between two street 
gangs - the Sharks and the Jets. The operatic and jazz elements in West Side 
Story reflect Rodgers and Hammerstein's influence upon Bernstein, as the 
songs reveal both character and social status. 

The Symphonic Dances from West Side Story showcase Bernstein s ver
satility, for the power conveyed through the music does not necessarily re
quire knowledge of the story. In fact, Bernstein originally composed the 
dances as dramatic incidental music; dance choreography was not on his 
mind. Several years after the West Side Story premiere and with the help of 
Irwin Kostal and Sid Ramin, Bernstein expanded the dances to accommodate 
a full symphony orchestra, and they soon became standard orchestral reper
toire. At a gala celebrating Bernstein's birthday in February 1961, the New 
York Philharmonic, led by Lukas Foss, premiered the Symphonic Dances. The 
nine sections, though they are played straight through, outline the action of 
the story. "Prologue" tells of the rivalry between the Jets and Sharks; "Some
where" dreams of friendship between the two gangs; "Scherzo" continues the 
blissful dream of friendship only to be broken by "Mambo," which portrays 
the reality of deep resentment between the gangs. "Cha-Cha" marks the first 
time that Tony and Maria meet and dance together, and "Meeting Scene" is a 
musical accompaniment of their first spoken words. The tense, volatile dance 
practiced by the Jets in "Cool - Fugue" leads to the "Rumble," the climactic 
gang battle where the two leaders are killed. "Finale" brings this moving 
work to a close, faintly recalling the dream where enmity did not divide the 
Sharks and the Jets. 

- Notes by Hannah Mowrey 

UPCOMING ORCHESTRA CONCERTS 

Saturday, November 6, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor PROGRAM: Erin Watson - A Kind of Stillness Glows 
( Premiere) ( Paul Kim, conductor); Pierre Jalbert - Concerto for Horn and Orchestra 
(Premiere) (William Ver Meulen, soloist); and Brahms - Symphony No. 2 in D Major, 
Op. 73. Stude Concert Hall. Free admission. 
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Sunday, November 7, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA • 
Larry Rach/elf, conductor PROGRAM: Milhaud- La Creation du Mo11de; Weber -
Concerto for Bassoon in F Major, Op. 75 (Benjamin Kamins, soloist); and Mozart- , ) 
Symphony No. 40 in G Minor, K. 550. Stude Concert Hall. Free admission. 
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