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PROGRAM 

Overture to Shakespeare's 
"A Midsummer Night's Dream," Op. 21 

Ciranda Das Sete Notas 
(for bassoon and string orchestra) 

Allegro ma non troppo 

Felix Mendelssohn 
(1809-1847) 

Heitor Villa-Lobos 
(1887-1959) 

Abigail Jones Walker, soloist 

Cristian Macelaru, conductor 

INTERMISSION 

Serenade No. 2 in A Major, Op.16 

Allegro moderato 

Scherzo - Vivace 

Adagio non troppo 

Quasi Menuetto 

Rondo - Allegro 

Johannes Brahms 
(1833-1897) 

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 Cello (cont.) Bassoon 
Elise Meichels, Gabriel Beistline Andrew Cuneo 

concertmas fer Jennifer Humphreys Briana Lehman 
David Huntsman Emily Hu David Richmond 
Eva Liebhaber Evan Leslie 
Christina Wilke Horn 
Amanda Chamberlain Double Bass Audrey Good 
Eric Siu Edward Botsford, Danielle Kuhlmann 
Mary Price principal Elizabeth Schellhase 

Violin II Edward Merritt Julie Thayer 

Brittany Henry, Marie-Claude Tardif Trumpet 
principal 

Flute 
Brian Hess 

Andrew Meyer Robert Zider 
Julia Frantz Matthew Roitstein 

Martin Dimitrov Christina Sjoquist Tuba 

Glen McDaniel Andrew Welborn 
Piccolo 

Viola Leslie Richmond Timpani 

Elizabeth Charles, Andres Pichardo 

principal Oboe Orchestra Manager 
Lauren Magnus Clara Blood and Librarian 
Adam Matthes Jayne Drummond Kaaren Fleisher 
Emily Grossruck Kristin Kall 

Julia Immel Erin I-Ling Tsai Production Manager 

Whitney Bullock Kristin Johnson 
Clarinet 

Assistant Production Cello James Johnson Manager 
Christine Kim, Cayce Vega Mandy Billings 

principal 
Francis Schmidt 

STRING SEATING CHANGES WITH EACH CONCERT. 

WINDS AND BRASS LISTED ALPHABETICALLY. 

UPCOMING ORCHESTRA EVENTS 

Saturday, March 15, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachleff, conductor PROGRAM: Falla - Three Dances from "The Three
Cornered Hat" (Suite No. 2); Janacek- Orchestral Suite from "The Cunning 
Little Vixen" (Cristian Mix:elaru, conductor); Vieuxtemps - Violin Concerto 
No. 5 in A Minor, Op. 37 "Le Gretry" (Rachelle Hunt, soloist; Thomas Hong, 
conductor); and Bart6k- Suite from "The Miraculous Mandarin," Op.19. 
Stude Concert Hall. Free admission. 

March 19, 20, 22 and 24, 7:30 p.m. - SHEPHERD SCHOOL OPERA and the 
SHEPHERD SCHOOL CHAMBER ORCHESTRA present L'Elisir d'amore 
(The Elixir of Love) by Gaetano Donizetti; Richard Bado and Thomas Hong, 
conductors; Debra Dickinson, director. Wortham Opera Theatre at the Shepherd 
School. Admission (general seating): $12; students and senior citizens $10. 
For tickets call 713-348-8000. 



PROGRAM NOTES 

Overture to Shakespeare's . . Felix Mendelssohn 
"A Midsummer Night's Dream," Op. 21 

The teenage Felix Mendelssohn lived the sheltered, comfortable life of the 
German haute-bourgeois. A sketchportraitfrom 1822 shows an elegantly 
dressed child sporting effeminate features, large eyes, and shoulder-length 
hair. At the time he wrote the Midsummer Night's Dream overture, the sev
enteen-year-old prodigy lived a kind of double life, participating in the very 
public world of music performance and occupying a highly-literate domestic 
habitat with his elder sister. The choice of Shakespeare's comedy as a subject 
for a concert piece is a result of the boy's Romantic fascination with the Bard 
Along with the novels of Jean Paul, Mendelssohn read a number of Shake
speare plays in German translation by Ludwig Tieck and delighted in them. 
He aptly cited a dream as the source of inspiration for the composition. The 
work was completed in the space of a month in August of 1826. 

The Midsummer overture is decidedly programmatic. Mendelssohn was 
asked by his publishers to provide a written program for the piece and an 
explication of the various motives. The composer wrote back that the entire 
piece was made up of motives whose referents he believed to be self-evident. 
"It might be rather appropriate to indicate the principal events of the drama 

for the public so that the Shakespeare can be recalled and some idea of the 
play received." Specific musical ideas are tied to characters in the drama and 
are indeed recognizable as Mendelssohn intended. The rapid figure played 
by the strings near the start, for instance, refers to the forest fairies, the horn 
theme represents the Athenian King's hunt, and Bottom's donkey is instantly 
recognizable by its "hee-haw." 

This overture's reception, like that of its composer, has not always been 
felicitous. The depressingly anti-Semitic Richard Wagner often played Men
delssohn's piano reduction of the score for friends, pointing out composi
tional weaknesses as proof of the inadequacy of Jewish creative capacity. 
Due to the immense influence of Wagnerian aesthetics in both Europe and 
the New World, it was not until the end of the Second World War that Men
delssohn's reputation and his music, including this work, could be reevalu
ated free of racial prejudice. 

- Note by Stephan Hammel 

Ciranda Das Sete Notas . . Heitor Villa-Lobos 

Heitor Villa-Lobos was born in Rio de Janeiro in 1887. At the age of eight
een he left home to travel through Brazil's country land and soak in the es
sence of his people and their song. He rejected formal training during this 
developmental time because he believed that a musician's unique voice is an 
outpouring of his experiences, and those experiences must be cultivated be
fore they can be studied. During his travels he accumulated hundreds of folk 
songs which later became a defining part of his compositional voice. Villa 
Lobos' music became the most purely nationalist music that has ever emerged 
from South America. 

Twenty years after his escapades into the dark interiors of Brazil, Villa 
Lobos utilized some of those gathered folk melodies in his Ciranda Das Sete 
Notas or "dance of the seven notes." A Ciranda is a dancing game played by 
Brazilian children, and Villa Lobos' version is dedicated to the great love of 
his life, Mindinha. 

The seven notes upon which the piece is based are declaratively stated at 
the beginning of the work before entering into their improvisatory musical 



' 
( 

\ 

playground. The bassoon plays off the orchestra, almost as if it were a game 
of tag. After an exuberant series of arpeggios back and forth between the two, 
the bassoon is left standing alone. The second section of the piece is a series 
of developmental scenes, the first being an awkward-sounding waltz. It is al
most as if we have reached Villa-Lobos himself wandering through the forests 
of Brazil as a young man. The next scene is defined by trills and long leaps 
in the bassoon which create a frightened, thick feeling. A restatement of the 
waltz leads into the fourth scene, an eerie, arhythmic lament. The lament is 
transformed seamlessly into a simple but direct folk song which characterizes 
the third and final section of the piece. The melody is played by the orchestra 
while the bassoon floats above with a free-rhythm accompaniment. With ef
fortless exchanges in the ownership of the folk melody, the music takes on an 
ethereal quality. The Ciranda ends by resolutely stating all seven notes as if 
to say, "These are the sounds of my passion, my people that have sung within 
me from my childhood, through my growth, and are now made beautiful to 
the world." 

- Note by Abigail Jones Walker 

Serenade No. 2 in A Major, Op.16 . Johannes Brahms 

On the occasion of her fortieth birthday, Clara Schumann received a copy 
of three movements of Johannes Brahms' Second Serenade along with a let
ter from the composer requesting the elder pianist's opinion of his labors. 
Schumann was delighted with the piece and offered a number of encouraging 
comments. Brahms, too, was proud of the work, but noted with characteristic 
self- effacement that his "pleasure was not increased with the knowledge that 
[he] was the composer." The Second Serenade is only the third orchestral 
composition by a musician whose career as a performer was already well es
tablished by 1859 and whose promise as a composer had been rhapsodically 
announced by Robert Schumann six years earlier. Brahms was not yet thirty. 
The Serenade is well characterized as an early work by a composer unfami
liar with orchestral writing. The piece is conservative in both form and size. 
The academically inclined and often backwards-looking Brahms chose an 
historical genre for his first forays into orchestral composition. He undoubt
edly had eighteenth-century predecessors in mind as he wrote, especially 
Mozart. It is likely that the specters of such predecessors in an increasingly 
historically conscious nineteenth century are precisely what kept the young 
Brahms from trying his hand at a symphony rather than a serenade. 

Brahms' scoring is worth noting. The absence of violins is evidence of 
the subordinate role of the strings in this work. Indeed, the bulk of material 
is carried by the winds. The resultant sonority is rich, with violas enjoying an 
unaccustomed spotlight as the highest string section. Structure in this five
movement work indicates a whole-hearted embrace of well-codified forms. 
The first movement is in a slightly altered sonata form. The repetition of the 
expository material is omitted, and replaced by a return to the themes and 
key of the opening. Curiously, the movement's most interesting rhythmic pat
tern (triplet quarter notes over straight quarters) is heard right at the begin
ning of the movement. The second and fourth movements are quick-tempo 
dance movements that make ample use of metric ambiguity. The second, for 
example, presents a duple rhythm in triple time. The Adagio at the center of 
the work makes use of an ostinato bass, reminiscent of Baroque church music. 
Brahms would famously return to this device in his Fourth Symphony. The fi
nal movement offers the listener a clearly articulated Rondo form that demon
strates the composer's mastery of inherited structures. 

- Note by Stephan Hammel 



BIOGRAPHIES 

ABIGAIL JONES WALKER is a recent graduate of The Shepherd School 
of Music having completed her Master's degree in bassoon performance in 
May of 2007 as a student of Benjamin Kamins. She is now playing and teach
ing music in Pensacola, Florida. 

While working toward her Bachelor's degree at Florida State University 
she was the sole recipient of the 2002 Brauchlecht Bright Futures in Music 
Scholarship and an active member of the Student Board of Advisers. During 
her time at Rice University she was a student coordinator for JUMP!, the 
Shepherd School's student-run outreach program. She also served on the 
faculty of the Michael P. Hammond Preparatory Program. Married last May, 
she is now living in her hometown of Pensacola, Florida, where she is Profes
sor of Bassoon at the University of West Florida, Professor of Music at Pen
sacola Junior College, and has an active private bassoon and piano studio. 

Mrs. Walker began her musical studies at the age of three, studying piano 
with her mother and later playing bassoon in her mother's home school band. 
She has had a life-long love of music and especially the artists that create 
and perform music. She has performed with orchestras in Texas, Florida, 
Maryland, Indiana, Alabama, Nevada, and California. Her most influential 
teachers include Benjamin Kamins, Jeff Keesecker, Larry Slezak, Ray Pizzi, 
Whitney Crockett, and Richard Jernigan. 

Mrs. Walker performs this evening as a winner of the 2007 Shepherd 
School Concerto Competition. She dedicates this evening's performance to 
her fellow students at the Shepherd School and to the supportive faculty and 
staff to whom she credits turning her love of music into a life in music. 

"The exchange from experience to composer to paper to performer to ex
perience is religious for me in the truest sense. I live to learn, learn to wor
ship, and worship to live. Soli Dea Gloria!" -Abigail Jones Walker 

Romanian violinist, composer, and conductor CRISTIAN MACELARU 
started studying music at the age of six in his native country. After winning 
top prizes in the National Music Olympiad of Romania (1994, 1996, 1997), 
Mr. Macelaru attended the Interlachen Arts Academy in Michigan, where he 
furthered his studies in both violin and conducting. Upon his graduation, he 
moved to Miami, where he received a Bachelor of Music degree from the Uni
versity of Miami. 

While in Miami, Mr. Macelaru was assistant conductor of the University 
of Miami Symphony Orchestra, associate conductor of the Florida Youth Or
chestra, conductor and founder of the Clarke Chamber Players, and concert
master of the Miami Symphony Orchestra. He has performed recitals through
out the United States, Europe, and China, as well as with orchestras such as 
the Houston Symphony Orchestra, the Miami Symphony Orchestra, the Naples 
Philharmonic, and the Banatul Philharmonic. 

Recently receiving the Master of Music degree in violin performance from 
The Shepherd School of Music under the guidance of Sergiu Luca, Mr. Mdce
laruu is currently pursuing a Master of Music degree in conducting with Larry 
Rachlejf. He is also a conductor with the Houston Youth Symphony and the 
founder and artistic director of th~ Crisalis Music Project. More information 
can be found at www.CrisalisMusicProject.org. 
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