
· '\~ GUEST ARTIST CONCERT 
l 

; ., . 

-... 

.... . 

featuring music of 

SAMUEL JONES 

composer and founding dean of 

The Shepherd School of Music, 

celebrating his seventieth 

birthday this season 

Thursday, February 10, 2005 

8:00 p.m. 

Alice Pratt Brown Hall 

RICE UNNERSITY 



PROGRAM 

DUNCAN RECITAL HALL 

Piano Sonata (1961) 

I Allegro 
II Lento alla siciliano 

III Molto allegro 

Robert Roux, piano 

Four Haiku (1961) 

I We Are the Mighty Ones 
II Old Rain, New Graves 

III Asked of the Moon 
IV. Migrant Bird 

Joyce Farwell, mezzo-soprano 
Charles Tauber, piano 

Sonata for Cello and Piano (1997) 

I Adagio; Allegro moderato 
II Adagio; Andante amabile 

III Allegro molto 
The Fischer Duo 

Norman Fischer, cello 
Jeanne Kierman, piano 

INTERMISSION 

EDYTHE BATES OLD RECITAL HALL 

A Parliament of Owls (1991) 

Shepherd School Brass Choir 
Marie Speziale, conductor 

Aurum Aurorae (2001) 

Phillip Kloeckner, organist 
Shepherd School Brass Choir 

Samuel Jones, conductor 

Centennial Hymn (2003) 

Samuel Jones 
(b. 1935) 

The audience is invited to stand and join in singing 
as Dr. Jones leads the Shepherd Singers. 

Phillip Kloeckner, organist 
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COMPOSER'S NOTES 

Samuel Jones' Piano Sonata, composed in 1961-62, received its world pre
miere on October 17, 1963, inAlma,Michigan, in a performance by the composer 
at Alma College, where he was at that time a member of the music faculty as well 
as music director of the Saginaw Symphony. Since then the sonata has been per
formed by pianists Bela Szilagi, Lois Lines, Henri-Paul Sicsic, and others around 
the country. The work has especially been championed by the great pianist and 
pedagogue, John Perry, who has performed it numerous times in this country as 
well as in Europe, introducing it to a new generation of pianists. 

The sonata, in three movements, is faithful to the traditional argument of the 
sonata concept, but with its own unique points of view. For example, though the 
first movement presents conflict, as expected, between the tonal areas of the 
principal and secondary themes, the greater conflict exists in the bitonality of the 
opening idea itself, which becomes a point of fierce contention in the coda, with 
the C major of the right hand finally winning out in the last moment over the B
flat major of the left. The opening motto contains other salient features as well: 
though each hand mirrors the neighboring-tone expansion of the other, they have 
decidedly different ideas of how to go about it, the bass emphasizing regular ac
cents and the treble preferring instead to speak in dotted rhythms. 

These conflicts find momentary resolution in the development section when 
a new melodic idea, an offshoot of the lyrical second theme, wends it way with 
undotted rhythms from the tenor range ever higher, all the while gracefully accom
panied by the right hand's dotted laceries. But the original conflict soon arises, 
at first surreptitously then more insistently, leading to the reiteration of opening 
materials and finally culminating in the aforementioned struggle in the coda. 

The second movement is a graceful siciliano, with the expected gently-rocking 
six-eight rhythms. The stage is set by a brief prologue, which is repeated at the 
close of the movement. In between is intoned a simple song-form in which chords 
built from recurring wheel-fragments support a plaintive melody which seeks 
seemingly every nonharmonic way possible to escape the tonal dominance of its 
accompaniment. In the middle section the theme is joined by a canonic partner 
and the music reaches a peak of intensity, though it does not overturn the rule of 
the harmonies. They return, and the plaintive melody sings again, alone now, and 
this time it finds contentment in its surroundings. 

The final movement is an ABA CABA rondo in which the main theme under
goes a striking transformation from the jaunty innocence it exhibits at the open
ing to the vehement intensity it has acquired by the time the movement - and the 
work- ends. The first diversion from the rondo theme is strongly related to the 
second theme of the opening movement. The middle diversion is a two-part form, 
the first being a steady expansion of a melody which is initially restricted to two 
pitches only and which gradually wins for itself greater freedom, and the second 
being a quiet chorale (presented simultaneously with its mirror an octave lower) 
which seems to offer momentary thanks for the newly-won freedoms. But the 
struggles have deeply affected the main idea, and the transformation mentioned 
above is immediately noticed upon its return. If one feels at the end a certain 
desperation, one also senses an unmistakable resolve and a final resolution which 
expresses fierce determination to meet any challenge. 

The set of songs, Four Haiku, was composed in 1959 for voice and a small 
chamber group. I made the piano setting in 1961, and it received its premiere in 
Alma, Michigan, later that year. The first of its performances at the Shepherd 
School was given in the early years of the School by Frances Bible and Mary 
Norris. More recently, it was performed by Joyce Farwell and Thomas Jaber on 
January 29, 1995, and it has also been performed on student recitals by mezzos 
Elizabeth Lam and Denise Stom. 

The songs are based on poems of John Stone, a noted poet from Atlanta with 
several volumes of poetry and essays as well as several seasons as a regular con-



tributor to The New York Times Magazine to his credit. John Stone and I have been 
friends since high school, and we were college classmates at Millsaps College in 
our undergraduate years. I have always admired John's poetry, and we were both 
signally honored by our alma mater when we were commissioned to create a work 
for the centennial celebration of Millsaps. The result was my Symphony No. 2, 
"Canticles of Time," which was performed in Stude Concert Hall in the early 
1990s by the Houston Oratorio Society. 

The four poems are true haiku, following the Japanese model in both its form 
(three lines, with five, seven, and five syllables) and spirit (spare and rarefied, 
with something of an ironic twist at the end). The resulting songs are epigram
matic and quickly establish the mood of each poem. The first poem ("We are the 
mighty ones") is eerily resonant now, almost half a century after it was written. 
The second ("We turn through old rain") was one of the poet's several responses 
to the premature death of his father. The moving lyricism of the third ("O moon, 
that tiptoes") elicited from me an equally lyrical response. In the last poem 
("Migrant bird") I used swooping phrases, irregular rhythms, and fluttering fig
urations to suggest the eternal mystery of the flight and the journeys of the birds. 

FOUR HAIKU 

Poetry by John Stone 

I 

We are the mighty 
ones. See our guns, our bombs ... our 
broken fingernails. 

II 

We turn through old rain 
from new graves. As if death were 
not enough ... comes life. 

In Memoriam 

111 

0 moon, that tiptoes 
softly on the summer sky ... 
are the stars asleep? 

IV 

Migrant bird, dipping 
purple wings to earth ... Who is 
your navigator? 

Sarah Lucretia Crymes Stone 

(1936-1991) 

My Sonata for Cello and Piano was written in 1996 and premiered on March 
14, 1997, by the Fischer Duo,for whose 25th wedding anniversary it was commis
sioned. It has subsequently been championed by the Lopez-Scanlon Duo, who 
performed it on a tour of the eastern U.S. Both of these groups have recorded 
the work. The Fischer Duo's performance appears on Gasparo GSCD-349, and 
the Lopez-Scanlon's recording is included on Naxos 8.559079. 

The number and tempi of the movements (three;fast-slow-fast), the precise 
formal structure, including a clear sonata-allegro form for the first movement, 
and the use of poetic repetition and paired phrases, so studiously avoided by 
many composers in the last few decades, all bear witness to this work's evolution 
from the models of the classical era. But the respectful nod to history notwith
standing, there are many considerations of style and idea which mark the work 
as very much a child of its time. 

This work utilizes what I refer to as structural programmaticism, that is, it 
uses extra-musical allusions not in a story-telling sense but at the level of the 
basic tonal material of the work itself. In this work it is present in the very open
ing sonority, a bitonal structure composed of two triads (F major and A-flat ma
jor, both in first inversion) sounded simultaneously. The musical idea came first, 
but soon I came to view this sonority as the musical embodiment of a good mar-



riage, the coming together of two strong individuals. As the sonata progresses, and 
particularly in the apotheosis which closes the work, the two triads discover how to 
resolve into a completely new entity, the sonority of D major, symbolizing what hap
pens when the two people have created a new, unified life together. 

The slow movement had special poignancy for me as I composed it. Since, ac
cording to Jeanne Kier man (the pianist of the Fischer Duo), the slow movement 
of the Beethoven Seventh Symphony seemed to keep reappearing at important mo
ments in the life of their family, I used it as commentary upon the extended song 
which forms the corpus of the movement. I originally wrote the song (a setting of 
Elizabeth Barrett Br-awning's How Do I Love Thee?) for my wife as a wedding-day 
gift in December 1975. She graciously allowed me to quote it here. 

A Parliament of Owls was commissioned by Dean Katherine Brown for Rice 
University's matriculation ceremony for entering students in, I believe, 1976. It was 
originally composed for four brass and timpani. This early version was also used 
as a fanfare to open the very first meeting of the Shepherd Society and was subse
quently used for several Commencement ceremonies. Since the dissonances of the 
piece's harmonies sounded especially gnarly in this early version, I felt they miti
gated against the piece's effectiveness as Gebrauchsmusik, and I came to believe it 
would be more effective in a larger version with fuller harmonies. I had an oppor
tunity to prove that hunch when all of us on the composition faculty were asked to 
provide a fanfare for the opening of Alice Pratt Brown Hall. For this occasion I 
decided to expand the piece to eleven brass and to add more music, and this new 
version was premiered by the Shepherd School Brass Ensemble on November 20, 
1991, shortly after the unveiling of Stude Concert Hall. It was performed by the 
Brass Ensemble again on February 4, 1995. This evening's performance by the 
Shepherd School Brass Choir includes the personnel given below. 

The work balances two vigorous, fanfare-like outer sections with a somewhat 
reflective middle section, based on a rather mysterious chorale prelude setting of 
the venerable student song Gaudeamus igitur. 

Incidentally, I felt the title A Parliament of Owls to be especially appropriate 
for Rice, since it is actually the correct term of venery for a group of owls, as in 
"an exaltation (of larks)," or "a murder (of crows)," or "a parliament ... " 

Shepherd School Brass Choir 
Marie Speziale, director 

Trumpet: Ryan Gardner, James McClarty, Zebediah Upton 
French Horn: Brandon Beck, Robert Johnson, Margaret Tung, Jonas VanDyke 

Trombone: Michael Clayville, Michael Selover, Christopher Beaudry 
Tuba: William Samson Timpani: Brandon Bell, David West 

Aurum Aurorae, a Fanfare-Overture for Brasses, Organ, and Timpani, was com
missioned by the ASCAP Foundation and Meet the Composer to accompany the pre
sentation of the Gold Baton Award honoring Adolph Herseth at the Annual Confer
ence of the American Symphony Orchestra League in Seattle on June 22, 2001. It 
received its premiere at that occasion under the baton of Gerard Schwarz conduct
ing members of the Seattle Symphony and invited guests. 

Each year the American Symphony Orchestra League presents its coveted Gold 
Baton Award to an outstanding individual who has made a signal contribution to the 
field of orchestral music. In 2001 the award was given to Adolph Herseth, who had 
just retired after an influential fifty-two-year tenure as Principal Trumpet of the 
Chicago Symphony and teacher and mentor to seemingly the entire brass world. I 
was honored to be chosen to express this musical tribute to one of the great musi
cians of our time. 

I was also asked to dedicate this work to the memory of Morton Gould, whose 
long and fruitful association with ASCAP, the League, and Meet The Composer left 
his colleagues with many memories. Longtime attendees of the ASOL's conferences 
speak often of Gould's penetrating insights and inimitable wit as he addressed us in 
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one or another of his many leadership capacities. The shining professionalism and 
unwavering integrity of his compositional style over the years - the prevailing criti
cal wind sometimes with and sometimes against him - are not to be forgotten . 

All these things were in my mind as I approached the composition of this short 
piece. I was asked to write a five-minute fanfare , using the brass section of the sym
phony orchestra plus the magnificent new Watjen Concert Organ, installed in Bena- • 
roya Hall, the home of the Seattle Symphony. After thinking about it, I decided to add 
timpani to the ensemble, and, since five minutes is rather long for a fanfare, to ex
pand the piece in concept to that of a short overture, in short, a fanfare-overture. 

The opening musical gesture is built from two thematic cells, one of which spells 
out in musical transliteration ASCAP and ASOL, and the other, GOLD a.nd GOULD. 
The title (Latin for "the gold of the dawn") refers, in addition ·to the name of the 
atyard, to the golden glow of the brass instruments and, metaphorically, to the ever
renewing dawns brought to us by careers such as these men have shared with us. 

Some thirty-five years ago, in the early years of my career, Helen Thompson , 
the esteemed leader for many years of the American Symphony Orchestra League, 
tendered to me a commission from the ASOL to write a one-minute fanfare for the 
Shenandoah Valley Music Festival, which the League at that time produced. It was 
with a great deal of pleasure that I incorporated the ideas of that short piece into 
this work, thus completing a large circle I had no way of anticipating I was even 

beginning back then. 

Centennial Hymn was written in 2003 for the 100th anniversary of the found
ing of the Seattle Symphony. This short, three-stanza ptece follows the format of 
a church hymn. Students of hymnody will be interested in its syllable structure, 
6. 7. 8. 6. 6. Using predominantly quartal/ quint al harmonies, the hymn is written 
in the rather unorthodox mode of E-flat Phrygian, which results in the sometimes 
mind-expanding key signature of seven flats. The words of the hymn expressed 
sentiments appropriate to the occasion, that of reflecting on the passage of I 00 
years in the life of an organization. I have modified those words for this perfor
mance to consider that this year will mark the passing of three decades since the 
establishment of the Shepherd School. For this version, I have added the follow
ing note at the bottom of the page: "Written for and dedicated to all people in 
the family of the Shepherd School of Music - its students, its faculty and staff, its 
parent University, its supporters, and all who have passed through its doors." 

In its first performances, Centennial Hymn was immediately followed by the 
Seattle Symphony's premiere of my Chorale-Overture for Organ and Orchestra, 
commissioned by the Symphony to open its 100th anniversary season and based in 
part on thematic material from the hymn .. 

Centennial Hymn 
Text adapted for the Shepherd School of Music 

I. For thrice times tenfold years 
We lift our music's voices 
To grow our skills with chords and trills, 
To sing our hopes and fears , 
For lo these thirty years. 

2. For Music's glorious sound, 
The Soul's great depth thus mirrored, 
The Heart's deep song, its pulses strong, 
All give our music's ground, 
For Music's glorious sound. 

3. For thrice times thirty years 
God grant we lift our music. 
In humble praise, with hearts ablaze, 
We raise our minds and ears 
For yet more hundred years. 
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BIOGRAPHY 

SAMUEL JONES first came into prominence as a conductor, one of the few 
Americans to advance through the ranks of the smaller American orchestras to 
become conductor of one of the majors (the Rochester Philharmonic). He then 
achieved national recognition in another field as he founded a significant new 
music school and served for six years as its first dean (The Shepherd School of 
Music). All the while he has continued to compose, quietly amassing what has 
become a vital and active catalogue of works. 

After stepping down as dean, Samuel Jones continued as Professor of Com
position and Conducting as well as Director of Graduate Studies at the school 
hefounded, for a total of twenty-four years at the Shepherd School. In 1997 he 
retired from full-time academic life, and he and his wife moved to the Seattle 
area where he was appointed by Gerard Schwarz as Composer-in -Residence 
of the Seattle Symphony. He is now in his eighth year in that position. 

Samuel Jones focuses most of his creative energies on composition, yet he 
still manages to spend significant time as a teacher of conducting,for which he 
has also developed a wide reputation. As a past president of the Conductors' 
Guild and as a master teacher at the Conductors Institute, the American Sym
phony Orchestra League and other conductor study classes, Jones is making a 
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e--- strong contribution to the advancement of the American conductor. 
\ Samuel Jones is the recipient of numerous awards and prizes for his compo-
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sitions, including a Ford Foundation Recording/Publication Award, a Martha 
Baird Rockefeller Grant, NEA Grants, repeated ASCAP Awards, an International 
Angel Award, and the 1986, 1991, and 2003 Music Awards from the Mississippi 
Institute of Arts and Letters. The Seattle Symphony presented him with its 2002 
Artistic Recognition Award for outstanding service to the orchestra. He received 
an honorary doctorate from Millsaps College in May 2000. He was inducted in 
April 2000, into the inaugural class of the Mississippi Musicians Hall of Fame. 
He was recently named the Music Alive Composer-in-Residence for the Meri
dian Symphony by Meet The Composer and the American Symphony Orchestra 
League. 

fiVorks have been performed by such orchestras as the Philadelphia Orchestra, 
the Seattle Symphony, the Detroit Symphony, the Utah Symphony, the Houston 
Symphony, the Cincinnati Symphony, the Louisville Orchestra, the New Orleans 
Philharmonic, the Rochester Philharmonic, and scores of others. His music has 
been commissioned by, among others, the ASCAP Foundation, Meet the Com
poser, the Houston Symphony, the Seattle Symphony, the American Symphony 
Orchestra League, the Amarillo Symphony, the Midland-Odessa Symphony, the 
Sioux City Symphony, the Saginaw Symphony, Millsaps College, the Mississippi 
Boychoir, and the Choral Society of Greensboro. 

Samuel Jones was born on June 2, 1935, in Inverness,Mississippi . A graduate 
of Central High School in Jackson, he received his undergraduate degree with 
highest honors at Millsaps College. He acquired his professional training at the 
Eastman School of Music, where he earned his M.A. and Ph.D. degrees in com
position under Howard Hanson, Bernard Rogers, and Wayne Barlow. A former 
conducting student of Richard Lert and William Steinberg, Jones' numerous con
ducting credits include tenures as Conductor of the Rochester Philharmonic, 
Music Advisor of the Flint Symphony, and Music Director of the Saginaw Sym
phony, as well as guest conducting engagements with many orchestras, includ-
ing, among others, the Detroit Symphony, the Houston Symphony, the Pittsburgh 
Symphony, the Buffalo Philharmonic, the Prague Symphony, and the Iceland 
Symphony. Early in his career he founded the Alma Symphony and the Delta 
College Summer Festival of Music in Michigan. His compositions include three 
symphonies and many other orchestral works, as well as works for chorus and 
orchestra, opera, and chamber groups. His music is published by Carl Fischer 
and Campanile Music Press and is recorded by Naxos, CR1, Gasparo, ACA, and 
Centennial Records. 


