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Stude Concert Hall 
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PROGRAM 

Le Tombeau de Couperin 
Prelude; Vif 
Forlane; Allegretto 
Menuet; Allegro moderato 
Rigaudon; Assez vif 

Janus (Suite for Small Orchestra) 

In Retrospect 
In Prospect 

INTERMISSION 

Romance in C Major, Op. 42 

Cello Concerto in A Minor, Op.129 
Nicht zu schnell 
Langsam 
Sehr lebhaft 

Yeon-Sun Joo, soloist 
Paul Kim, conductor 

Maurice Ravel 

(1875-1937) 

Samuel Jones 
(b. 1935) 

Jean Sibelius 
(1865-1957) 

Robert Schumann 
(1810-1856) 

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 (cont.) Bassoon (cont.) 
Cecilia Weinkauf!, Shawn Conley Jennifer Reid 

concertmaster FeiXie 
Kristi Helberg Flute 

Ni Mei Julia Carrasco Barnett Horn 

Angela Millner Catherine Branch Robert Johnson 

Yeon-Kyung Joo Elizabeth Landon Margaret Tung 
Ashleigh Leas Heidi Schaul-Yoder Catherine Turner 
Ariella Perlman Jonas VanDyke 

Violin II Leslie Richmond 
Trumpet Virginie Gagne, 

principal Piccolo Benjamin Grow 

Jessica Tong Julia Carrasco Barnett Greg Haro 

Stephanie Nussbaum Ashleigh Leas James McClarty 

Francis Liu Oboe Trombone 
Andres Gonzalez Erik Behr John Widmer 

Anne Henneke 
Viola 

Sheila McNally Harp 
Aleksandra Holowka, 

Sonja Thoms Mollie McDermott 
principal Bryan Parkhurst 

Katherine Lewis English Horn 
Whitney Bullock Erik Behr Timpani and 
Jonathan Mueller Anne Henneke Percussion 
Stephen Fine Brandon Bell 

Clarinet David West 
Cello Philip Broderick 
Va/dine Ritchie, Louis DeMartino Orchestra Manager 

principal- Hsing-Hui Hsu Martin Merritt 
Peng Li ··' Brian Viliunas 

Orchestra Librarian Kathryn Bates 
Kristopher Khang Bass Clarinet 

and Assistant 
Personnel Manager 

.•"''>;·' Louis DeMartino Kaaren Fleisher 
Double Bass 

· K.r1.sten Bruya, Bassoon Assistant Stage 
principal Ellen Connors Manager 

Anthony Flynt Michael Muna Joshua Beck 

STRING SEATING CHANGES WITH EACH CONCERT. 

WINDS, BRASS, PERCUSSION AND HARP LISTED ALPHABETICALLY 

UPCOMING ORCHESTRA CONCERTS 

Friday, March 18 (8:00 p .m) and Sunday, March 20 (2:30 p.m) - Hans Graf 
conducts Mozart at the Shepherd School. All-Mozart Program: Davide Penitente, 
K. 469 (Houston premiere), and selected opera excerpts.featuring Shepherd School 
vocal soloists, the RICE CHORALE, and the SHEPHERD SCHOOL CHAMBER 
ORCHESTRA. Stude Concert Hall. Admission (reserved seating): $10.00; 
students and senior citizens $8.00. For tickets call 713-348-8000. 

Saturday, March 19, 8:00 p .m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor PROGRAM: Dutilleux - Tout un monde lointain ... 
for cello and orchestra (Lynn Harrell, soloist); Bartok- Concerto for Orchestra. 
Stude Concert Hall. Free admission. 



PROGRAM NOTES 

Le Tombeau de Couperin . . Maurice Ravel 

Although his music is grounded firmly in tonality, twentieth-century compos
er Maurice Ravel is perhaps best known for his creative and colorful explora
tion of the musical palette. Ravel's vibrant and sophisticated style was often at 
the forefront of early musical Modernism, taking cues both from the exotic tastes 
of jazz and world music, and from the more conservative Baroque and Classical 
sensibilities. 

A tombeau, or "tombstone," is a work possessing the character of a lament 
and is written in commemoration of an individual of distinction. The term tom
beau was originally a literary one, though it became popular as a musical genre 
in France during the mid-seventeenth century. Keyboard composers well recog
nized for their contributions to this genre include Louis Couperin, Henri D'An
glebert and Johann Froberger. As a twentieth-century allusion to this tradition, 
Ravel's Le Tombeau de Couperin is titled in homage to the French Baroque com
poser Franr;ois Couperin "le Grand" ( 1668-1733) - an organist, composer, and 
pedagogue virtually unparalleled in his generation - though the character of this 
work can hardly be described as mournful. 

Le Tombeau de Couperin was originally written for solo piano and was pre
miered in that form by the pianist Marguerite Long in 1919. Indeed, it was Long 
who defended Le Tombeau against critics who believed the work did not properly 
reflect a solemn affect. "The dead are unhappy enough as they are," she said. 
"Is it necessary to dedicate laments to them for ever?" Couperin composed two 
works in homage to his musical mentors that perhaps served as affective models 
for Ravel: both L'apotheose Corelli of 1724 and theMemoire immortelle de /'in
comparable Monsieur de Lullyof 1725 are written to provoke fond, if not wholly 
joyful , reminiscence - not contemplative lament. 

The orchestral version of Le Tombeau de Couperin was premiered in Novem
ber of 1920 as a ballet at the Theatre des Champs-Elysees with choreography by 
Borline. The overall layout of the work was retained from its earlier piano ver
sion: a free "Prelude" is followed by a sequence of dance movements that allude 
strongly in form to their historical roots . The "Forlane," "Menuet," and "Rigaudon" 
are composed in a loose ternary form with contrasting middle sections. 

Although Le Tombeau de Couperin is far more original than it is dependent 
on earlier musical forms and aesthetic flavors , it can be seen to display several 
broad similarities with the works of Franr;ois Couperin: each movement·o.f il;e 
piece is dedicated to a friend or acquaintance of Ravel who died in the First World 
War - a practice that is reminiscent of the often programmatic titles in Couperin's 
Pieces de Clavecin; the four movements with which Ravel crafted his orchestral 
suite cause the work to bear some circumstantial resemblance to Couperin's 
Quatrieme concert of the Concert Royaux - this work contains Couperin's only 
Forlane and the second of only two Rigadouns; finally, the very concept of Le 
Tombeau invokes Couperin's own desire to combine the disparate Italian and 
French styles for" la perfection de la Musique" - here, however, Ravel's "musical 
perfection"is achieved not through a melding of the tastes of competing nations, 
but through an abstract alignment of the eighteenth and twentieth centuries. 

- Note by Peter Tschirhart 

Janus . . Samuel Jones 

Janus received its first performance on September 16, 1998 by the Seattle 
Symphony Orchestra, Gerard Schwarz conducting. It was written for the opening 
week of Benaroya Hall, the Seattle Symphony's new concert hall, and is dedicated 
to Maestro Schwarz and the Seattle Symphony. It has attracted the attention of 
other conductors and has already received numerous additional performances 
around the country. 



Janus was the Roman god of beginnings, for whom the first month of each new 
year is named. We are all familiar with the double-visaged icon of his head, sur
veying the past and the future simultaneously. To the Romans he was a gatekeeper, 
charged with the responsibility of guarding what has gone before as well as what 
is to come. It thus seemed an apt image for the opening of a new hall, since for 
that occasion I wanted to write a work which would first cast an appreciative and 
somewhat nostalgic look to the past, but then would turn its attention forward to 
express the exhilaration of a major new beginning in the life of an orchestra and 
its city. 

And to do this I was drawn immediately to one of my earliest works, a piece 
for small orchestra called In Retrospect, which I composed some forty years ago. 
I realized it would express perfectly the first part of what I wished to convey; what 
I needed to do now was to write a companion piece which would take the same 
materials of the older work and turn them on their head, so to speak, so that what 
was nostalgic or even sad in the look backward would be transformed into sheer 
exuberance, confidence, excitement for the future. The result was In Prospect, 
with the two movements now gathered together under the collective title Janus. 

The musical materials of In Retrospect are largely built from the octatonic 
scale (which has a decided minor flavor, though its structure is quite different from 
the classic minor scale). In Prospect, on the other hand, revisits many of the ear
lier turns of phrase and transforms them as they express themselves in the new 
tonal surroundings of the second movement. 

After a transitional and introductory section, the main theme of the movement 
announces itself, boldly proclaimed by the entire violin section, performing as one. 
Its many upward sweeps are balanced by a characteristic dotted-rhythmic figure. 

After an allusion to the first movement's music, a new theme arises, yearning 
and lyrical. It moves us through a series of plaintive sequences leading to a re
statement of the opening principal theme, now presented in turn by the four wood
wind soloists, exhibiting characteristic variants which take each soloist to the very 
top of the instrument's range. 

Then comes the middle section, which I think of as the Sunbreak section. The 
most distinctive aspect of Seattle's weather is not its rain (for which the city is un
deservedly notorious) but its sunbreaks, those magical, unexpected openings in the 
clouds which bathe everything in brilliance and splendor. For this section I quote 
the chorale tune so beautifully harmonized by Bach, Break Forth, 0 Beauteous 
Heavenly Light, which goes on with the words, "and usher in the morning." I used 
this tune also in my second symphony (which is a choral symphony) to set the words 
of .John Stone, the poet, "and as each morning proves the world, so music proves 
the morning." This chorale tune, then, has for me strong overtones of the greatness 
and importance of music, feelings which are especially appropriate for dedicating 
a new hall, or, indeed,for any concert. 

The music of the main section returns, with the Benaroya chimes symbolically 
calling to audiences for years to come and with a final brief allusion in the brass 
to the sunbreak chorale. And at the very end, as the brasses hold the last chord, 
the strings release the sound with glistening harmonics, as if to send the music out 
into the community as long as we can possibly hear it, summoning, ever ringing. 

- Note by the composer 

Romance in C Major, Op. 42 . . Jean Sibelius 

Music composed in Finland during much of the nineteenth century had no dis
tinctly "Finnish" voice - a consequence, perhaps, of the two divergent musical 
philosophies then competing for ideological dominance. One view advocated the 
"upper-class" genres of chamber music, defined as such by its intimate perfor
mance circumstances, wealthy patrons, and often virtuoso players; the other view 
argued for the advancement of "bourgeois" orchestral genres, whose sizable per
forming ensembles and large performing venues facilitated the interest and parti
cipation of the larger public. As a student, Jean Sibelius was torn between these 



two ideologies; indeed, his early career and eventual rise to prominence mirror the 
eventual outcome of the larger musical-social dilemma: while his early composi
tions conform to the chamber music demands of conservatory training, the primary 
source of his renown are magnificent symphonic works. 

Although Sibelius' music traverses the stylistic path of late-Romantic music, 
similar perhaps to that of Wagner or Mahler, its means of travel is unique to itself. 
Sibelius was interested in pursuing "traditional"formal structure,yet he composed 
with a colorful and expressive musical language that appealed directly to the yearn
ings of Finnish nationalism. Finnish newspaper critic Oskar Merikanto wrote of 
Sibelius' music in 1892 that "we recognize these [tones] as ours, even if we have 
never heard them as such." Perhaps it is apt to say then that, stylistically, Sibelius 
is Finnish. At only sixty-seven measures in length, the Romance in C Major, Op. 
42, is a comparatively brief work, though brevity in no way impedes its complex 
architecture of conflicted emotions. The Romance balances two thematic and af 
fective elements: the first is a haunting melody in the minor-mode, the second, a 
lush, sonorous density in major expressing a subdued sense of optimism. Each ar
ticulation of the first theme is subtly transformed into an affirmation of the major
mode sonority. Although optimism prevails in the end, the haunting first theme 
appears tucked in the cello part just prior to the conclusion. 

- Note by Peter Tschirhart 

Cello Concerto in A Minor, Op.129 . . Robert Schumann 

Robert Schumann composed his Cello Concerto in 1850, but it was not per
formed until 1860 in Leipzig. For many years this concerto was neglected, per
haps because its basic character is far from the normal glitter of a traditional 
virtuoso concerto. Both technically and emotionally it requires a soloist of ma
ture musical instincts. After Schumann injured his right hand while practicing 
the piano in 1832, he briefly took up the cello. He never studied the cello suffi
ciently to play it in public, and he wrote very little music for it. But the only cello 
concerto he composed is among his finest and most idiomatic works. 

Schumann began his Cello Concerto less than six weeks after he settled in 
Dusseldorf, and it was finished in just fifteen days. In 1850, Clara Schumann 
mentioned this new concerto in her diary: "It pleases me very much and seems 
to me to be written in true violoncello style." A year after it was completed, the 
score still sat on Robert's desk. In 1851, Clara wrote: ·· 

I have played Robert's Cello Concerto through again, thus giving 
myself a truly musical and happy hour. The romantic quality, the 
vivacity, the freshness and humor, also the highly interesting inter
weaving of cello and orchestra are indeed wholly ravishing, and 
what euphony and deep feeling one finds in all the melodic passages I 

Robert cancelled plans for a performance in 1852 and apparently shelved the 
score. But in February 1854, during one of his worst periods of depression, he 
got out of bed and fussed with this concerto to temporarily silence the "eternal 
sound" of the demons and angels he constantly heard. No further plans were 
made for a performance, and the concerto wasn't premiered until four years af 
ter the composer's death at a concert in Leipzig marking the fiftieth anniversary 
of his birth. 

The first movement opens with three unassertive woodwind chords, then, even 
though the later orchestral interjections have considerable flamboyance, the cello 
dominates, like a Byronic hero. The expressively sustained slow movement, a flow
ing lyrical cantilena, is darkly intense. The finale brings a strong basic theme and 
powerful momentum. 

- Note by Yeon-Sun Joo 
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BIOGRAPHIES 

SAMUEL JONES is Composer-in-Residence of the Seattle Symphony. His 
numerous works for orchestra, and his chamber, choral, vocal, and operatic 
compositions, have been performed by many of America's greatest ensembles 
and musicians. He served for eight years as a conductor of the Rochester Phil
harmonic, after completing earlier tenures as conductor of the Saginaw Sym
phony, music advisor of the Flint Symphony, and founder of the Alma Symphony. 

In 1973 Samuel Jones established the Shepherd School of Music at Rice Uni
versity, serving as its dean for the first six years of its existence and remain
ing as professor of composition and conducting until 1997, when he moved to 
Seattle to assume his present post. A past president of the Conductors' Guild, 
he has received a Ford Foundation Recording/Publication Grant, a Martha 
Baird Rockefeller fellowship, a Woodrow Wilson National fellowship, numer
ous ASCAP awards, and an honorary doctorate from Millsaps College, among 
other honors. His works are published by Carl Fischer, Inc. and Campanile 
Music Press and are recorded on Naxos, CR!, Gasparo, ACA, and Centennial 
Records. 

In his twenty-four years at Rice University, Samuel Jones served on numer
ous Shepherd School and University committees and was a faculty associate 
of Jones and Lovett Colleges, in addition to his service as founding dean of the 
Shepherd School. 

The sole recipient of the Fritz Kreisler Award upon graduation from the 
Curtis Institute of Music, PAUL KIM began his conducting career at the age 
of eighteen, when he served as the Resident Conductor of Hartwick College 
Summer Music Festival. Formerly the Music Director of the New Academy 
Orchestra of Amsterdam, he was one of the very few candidates chosen per
sonally from all over the world for an assistantship with the Budapest Festi
val Orchestra under Ivan Fischer. He was also invited to participate in the 
Conductors Guild Workshop at the Cleveland Institute of Music and received 
a Conducting Fellowship at the Brevard Music Festival. He was recently 
announced the winner of the International Conductors Workshop and Com
petition in Macon, Georgia, leading to a guest engagement with the Macon 
Symphony in the near future. 

As a solo violinist, Paul Kim has performed with major orchestras such 
as the Philadelphia Orchestra and Seoul Philharmonic, performing in the 
world's most prestigious venues, including Carnegie Hall and the Musikve
rein in Vienna. Also active in chamber music, his concerts at the Sarasota 
Music Festival were broadcast on the Young Artist Showcase in New York. 
He currently studies conducting at the Shepherd School of Music with Larry 
Rachlejf. His other mentors include Joseph Silverstein, David Effron, and 
Kyung-Wha Chung. 

YEON-SUN JOO comes from a musical family and began her studies at 
the age of seven. She has performed as soloist with such orchestras as the 
Philadelphia Orchestra, the KBS (the Korean National Broadcasting System) 
Orchestra, the Eastern Connecticut Symphony Orchestra, the Seoul Philhar
monic and the World Symphony. She has also performed as a member of the 
Seoul Youth Symphony in a concert at New York's Lincoln Center. 

Yeon -Sun Joo was featured on national television and radio in Korea 
in performances with the MBC-TV Ensemble and the KBS-FM Radio Iwah 
Kung Hyang Orchestra. An active chamber musician, she has performed with 



Robert Diaz, Kim Kashkashian, Elmar Oliviera, and in duos with Itzhak 
Perlman and Lorin Maazel. During the summer, Yeon-Sun Joo has partici
pated in the Flaine Musique Festival, the Aspen Music Festival, the Perlman 
Music Program in New York, the Verbier Music Academy, and the Amelia 
Island Chamber Music Festival. 

A recipient of numerous awards and honors, Yeon-Sun Joo won first prize 
in the 2002 Sorantin International Competition, the 2002 Eastern Connecticut 
Symphony Orchestra Competition, the 2001 Greenfield Competition, the Han
kook Ilbo Contest, and Seikae Ilbo Competitions. She received gold medals in 
the 1995 and 1996 Youth Chamber Musical Contests, and first prize for cello 
and special grand prize in the 1996 Pusan MBC Broadcast Competition. 

Since entering the Shepherd School of Music in 2002, Yeon-Sun Joo has 
been studying with world-renowned cellist Lynn Harrell. She performs this 
evening as a winner of the 2004 Shepherd School Concerto Competition. 
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