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PROGRAM NOTES 

The Chairman Dances - Foxtrot for Orchestra . John Adams 

One of the most anticipated musical events of 1987 was Houston Grand 
Opera's premiere of John Adams' Nixon in China, a work that sought to monu
mentalize in the manner of grand opera Nixon's 1972 state visit to China and the 
ensuing opening up of China to the West. As librettist Alice Goodman and di
rector Peter Sellers would have it, Nixon, Kissinger, Chou En-lai, and Mao Tse 
tung were the equivalent, in contemporary terms, to the kings and gods that po
pulated many earlier opera libretti. During the many months of the opera's ges
tation, words, music, and dramatic scenes were shuffled, added, and removed 
from the work. Fairly early in the process (1985) the music for a particularly en
trancing scene was excised - a scene in which President and Mrs. Nixon dance a 
foxtrot to the big band music of their youth. The infamous Ching Ch'ing, Chair
man Mao's wife and key figure in China's Cultural Revolution,forsaking her us
ual "Mao suit" for a skin-tight cheongsam reminiscent of her days as a Shang
hai movie star in the 1930s, entices the image of her husband to step down from 
his portrait on the wall and dance with her. Lost in reminiscences of their youth, 
the quartet enjoys the foxtrot. Although he decided the music was not appropri
ate for the opera - he characterized it as a kind of fantasy of what he thought 
Chinese movie music might have been like in the 1930s, Adams reworked it as 
an independent orchestral piece, and in that form The Chairman Dances has 
become one of his most performed and recorded compositions. 

Although often identified with the American minimalist school of composition, 
Adams has called himself a "post-minimalist" composer. As a young man he was 
aware of the spare, motoric rhythmic drive of the music of minimalist composers 
Steve Reich and Philip Glass, but he was also aware of the lush harmonies and 
orchestrations of" new romantic" composers such as David Del Tredici, one of 
his primary teachers. While these contemporary sounds were attractive to him, 
so too was the music he had heard while growing up - his parents' recordings of 
big band music: Benny Goodman and the like. In the eclectic spirit of the times, 
Adams accepted all of these musical styles and used them to inform his own cre
ative urges. The result is often rhythmically relentless, texturally and harmoni
cally lush, and emotively exciting. The Chairman Dances is composed of three 
sections, A-B-A. The music of the outer sections is motoric, marked by, as Adams 
describes it, "a persistent, chugging pulse in the basses." The slower central sec
tion is more romantic in tone. As Adams notes, "The music takes full cognizance 
of [Ching Ch 'ing'sj past as a movie actress. Themes, sometimes slinky and sen
timental, at other times bravura and bounding, ride above a bustling fabric of 
energized motives." - Note by Walter B. Bailey 

Violin Concerto . . Alban Berg 

In commissioning a violin concerto from Alban Berg, American violinist 
Louis Krasner hoped to procure a work that would demonstrate the true emo
tive content of a notoriously misunderstood branch of modern music. Berg, 
Anton Webern, and their teacher Arnold Schoenberg- collectively known as 
the "Second Viennese School" - had garnered a reputation as the composers 
of cold, calculated, and austerely intellectual music, largely through their iden
tification with the much-maligned "twelve-tone method" of pitch organization. 
Krasner, who could bypass the composers' technical means and focus (as they 
intended) on the sound of the music, longed to have a work with which he could 
promote his understanding of their distinctive style. In the concerto he got all 
that he had hoped for: a work of soaring beauty, searing emotional intensity, 
and, ultimately, sublime resignation. He premiered the concerto in 1936. 

Although Krasner's commission provided the wherewithal that made it pos
sible for Berg to embark on the work, it was a more personal event that shaped 



its emotive content. Soon after he had begun the concerto, Berg learned of the 
death of a remarkable young woman, a favorite among the Viennese artistic/ 
intellectual circles in which he moved. Manon Gropius, the daughter of Alma 
Mahler (the widow of Gustav Mahler) and the architect Walter Gropius, had 
charmed those around her from her birth in 1916: in the spring of 1934 she was 
stricken with polio, and a year later she died at age nineteen. Berg envisioned 
the concerto as her memorial and subtitled it "to the memory of an angel." 
More privately, he filled the concerto with veiled references to his own amor
ous indiscretions. An avid believer in numerology, Berg incorporated numbers 
into the score that he associated with himself, with women in general, and with 
his lover, Prague matron Hanna Fuchs-Robettin. He also found ways to work 
musical versions of his and Hanna's initials into the score, just as he had done 
some years earlier in the Lyric Suite. In addition, the Carinthian folk tune 
heard at the end of each movement references the peasant girl, a servant in 
his parents' estate in the southern Austrian state of Carinthia, with whom he 
had a child at age seventeen. Carinthia is the southermost region in Austria. 

Cast in two two-part movements, the concerto has an arch-like emotive 
shape. The beginning and ending of the work are slow and reflective; the in
ner sections (the second half of the first movement and the beginning of the 
second) are faster and more energetic. The first movement is said to repre
sent life. The opening is lyrical and meditative; Berg specifically identified the 
lively second part as a portrait of Manon: it is a scherzo with two trios, col
ored by characteristics of Austrian folk music, and it concludes with the Ca
rinthian folk tune mentioned above. The second movement begins in the man
ner of a cadenza and builds to an intense climax; to Berg this represented the 
throes of death. The continuation of the movement, conversely, represented 
transformation, which Berg made clear by quoting the chorale melody "Es ist 
genug" from Bach's Cantata No. 20, 0 Ewigkeit, du Donnorwort, BWV 60. 
The text associated with this melody evokes the resignation that Berg depicts 
musically: "It is enough, Lord: when it is pleasing to you, then grant me re
lease .... I go confidently from here with joy; my dismal sorrow remains down 
below. It is enough I" After two varied restatements of this melody, elegiac ref
erences to the Carinthian folk melody bring the concerto to a peaceful close. 

- Note by Walter B. Bailey 

Symphony No. 3 in E-flat Major, . . Ludwig van Beethoven 
Op. 55, "Eroica" 

Very few works in the history of Western music can claim the significance 
of Beethoven's monumental third symphony. From its introduction of just two 
forte chords, this work goes on to break more boundaries and set more prec
edents than any work before it or long after it. The symphony's unprecedented 
length (its first movement alone is longer than any earlier entire symphony) 
and especially its concentration of weight in the fourth movement set new stan
dards that would affect composers for many generations. 

Beethoven spent the summer of 1802 in the rural town of Heiligenstadt, iso
lated from society. At this point in his life his early compositions had already 
made a name for him in the musical world, confirming that he was Haydn and 
Mozart's rightful successor. He was also renowned for his abilities as a pia
nist. However, his deafness was swiftly encroaching upon him, plunging him 
into deep depression. In the famous "Heiligenstadt Testament," a letter written 
towards the end of that summer and addressed to his two brothers, Beethoven 
poignantly expressed his deep depression, and at the same time declared that 
" ... I would have ended my life - it was only my art that held me back." Through 
his music, the composer found a way to overcome his depression, and his third 
symphony, composed from 1803 to 1804, was the pure expression of his new 
ideals, ushering in Beethoven's so-called second "heroic" period. 



In this way, the symphony's title makes very clear autobiographical sense. 
Yet, another more famous legend surrounding this work must also be mentioned. 
Beethoven had long been sympathetic with the aims of the French Revolution, 
and he had originally decided to title the symphony "Bonaparte." However, 
upon learning that Napoleon had declared himself emperor, Beethoven report
edly flew into a rage, crying out: "Is he then, too, nothing more than an ordi
nary human being?" He then re-dedicated the work to "the memory of a great 
man." This report is quite likely apocryphal, but it clearly shows the connec
tions between this work, the French Revolution, and the composer's own ideals. 

The first movement is not only remarkable because of its great length, but 
also because the development and coda sections are proportionally longer than 
those in earlier symphonies. An extraordinary feature of the movement occurs 
immediately before the recapitulation, when the horn enters pianissimo with the 
first theme in E-flat while the strings continue to play a B-flat dominant chord, 
creating an unusual dissonance that was somewhat disturbing to listeners 
throughout the nineteenth century. 

The second movement is quite unusual in that it is a funeral march, a genre 
never before used in a symphony. Beethoven's choice of this type of piece clear
ly shows connections to the French Revolution, during which it was common 
to have grand public funerals for dead heroes, accompanied by equally grand 
music. 

The vivacious Scherzo, with its driving rhythms and syncopations, is quite 
different from the stately minuets of earlier symphonies, once again demonstrat
ing Beethoven's innovations. A noteworthy aspect of the movement is the trio, 
with its prominent use of three solo horns. 

The monumental Finale is so important that several scholars believe it was 
composed before any of the preceding movements. It is a grand theme and var
iations, and the original theme held special significance for Beethoven. He had 
already used the melody in three earlier works, in a set of contredanses from 
1800, for the Finale of his 1801 ballet The Creatures of Prometheus, Op. 43, 
and in a set of variations for the piano from 1802, Op. 35. Obviously the tune 
was very important to the composer, surely in no small part due to the auto
biographical connections between himself and the character Prometheus from 
Greek mythology. The composer treats the theme in the same manner as in the 
earlier piano variations, by introducing only the bass line first; the actual mel
ody does not appear until the third variation. What follows is surely one of the 
most stirring sets of variations in the orchestral literature, bringing this gran
diose symphony to a magnificent close. - Note by Andrew Weaver 

UPCOMING ORCHESTRA CONCERTS 

Wednesday, December 3, 8:00 p.m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 
and the RICE CHORALE Larry Rachlejf and Thomas Jaber, conductors 
PROGRAM: Ravel - Le Tombeau de Couperin; Weber - Bassoon Concerto in 
F Major, Op. 75 (Miles Maner, soloist; Cristian Macelaru, conductor); and 
Bach - Magnificat in D Major, BWV 243. Stude Concert Hall. Free admission. 

Friday, December 5, 8:00 p.m. - SHEPHERD SCHOOL SYMPHONY ORCHESTRA 
Larry Rachlejf, conductor PROGRAM: Christopher Lee - Interiors (2007) 
(Cristian Macelaru, conductor); Hindemith - Concert Music for Strings and 
Brass, Op. 50; and Shostakovich - Symphony No. 9 in E-flat Major, Op. 70. 
Stude Concert Hall. Free admission. 

RICE 



BIOGRAPHIES 

The artistry of KATHLEEN WINKLER has earned her the plaudits of 
critics and audiences alike worldwide since her solo debut at the age of sev
enteen with the Philadelphia Orchestra. She has been heard with such or-

( chestras as the Detroit Symphony (with which she has toured on many occa
sions), the Pittsburgh Symphony, the Danish Radio Orchestra, the Odense 
Byorkester, the Polish Slaska Philharmonic, the Grand Rapids Symphony, 
the Savannah Symphony, and the Phoenix Symphony, to name a few. She has 
toured throughout the United States and Canada as well as having performed 
in Sweden, Poland, Germany, Spain, and the Canary Islands. The recipient 
of numerous awards, Ms. Winkler took first prize in the First International 
Carl Nielsen Violin Competition which led to her sponsored debuts in Alice 
Tully Hall at Lincoln Center, London's Queen Elizabeth Hall and Purcell 
Room, the Kennedy Center and the Library of Congress in Washington , D. C., 

and numerous radio broadcast performances on the British Broadcasting 
Corporation (BBC) and the International Voice of America. 

Through a national search, Kathleen Winkler was selected by the United 
States Information Agency to represent the US. as an Artistic Ambassador 
on concert tours throughout the world. Her initial tour took her to Singa
pore, Malaysia, Indonesia, Korea, and New Zealand. Another extended tour 
saw Ms. Winkler's performances representing our country in Saudi Arabia, 
Jordan, Syria, Algeria, Tunisia, Nigeria, and Kenya. A third tour took Ms. 
Winkler throughout Australia and South America. 

The Philadelphia-born artist attended Indiana University where she re-
ceived her Bachelor of Music degree, magna cum laude, as well as the cov
eted Performer's Certificate. She also attended the University of Michigan, 
where she received her Master of Music degree, summa cum laude. Former
ly on the faculty of the Oberlin Conservatory, she is currently Professor of 
Violin at The Shepherd School of Music and a recipient of Rice University 's 
Julia Miles Chance Prize for Excellence in Teaching. Additionally, she is a 
visiting professor at the Middle School of the Beijing Central Conservatory 
in China. During the summer she is on the artist faculty of the Music Acad
emy of the West in Santa Barbara, California, where she holds the Leni Fe
Bland Chair in Violin, and in China on the artist faculty of the Beijing Inter
national Music Festival and Academy in Beijing and Shanghai. 

Ms. Winkler is married to Timothy Pitts, Principal Bassist of the Houston 
Symphony Orchestra, and is mother to ten-year-old Nina and eight-year-old 
Kiri. 

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 Interlochen 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 
University of Miami. While in Miami, Mr. Macelaru was assistant conduc
tor of the University of Miami Symphony Orchestra, associate conductor of 



the Florida Youth Orchestra, conductor and founder of the Clarke Cham
ber Players, and concertmaster of the Miami Symphony Orchestra. He 
has performed recitals throughout the United States, Europe, and China, 
has played with orchestras such as the Houston Symphony Orchestra, 
the Miami Symphony Orchestra, the Naples Philharmonic, and the Ban
atul Philharmonic. 

Mr. Macelaru recently received the Master of Music degree in violin 
performance from The Shepherd School of Music under the guidance of 
Sergiu Luca and completed a Master of Music degree in conducting with 
Larry Rachlefl. He is currently Staff Conductor at the Shepherd School, 

a conductor with the Houston Youth Symphony, and the founder and ar
tistic director of the Crisalis Music Project. For more information visit 
www.CrisalisMusicProject.org. 


