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College of Fine Arts 
School of Music 

BOSTON UNIVERSITY 
CHAMBER ORCHESTRA 

Andre de Q!ladros and 
Sergey Khanukaev, conductors 

Tuesday, March 2, 2004 at 8:00 p.m. 

Tsai Performance Center at Boston University 

685 Commonwealth Avenue 



BOSTON UNIVERSITY CHAMBER ORCHESTRA 
Andre de Quadros and 
Sergey Khanukaev, conductors 

ELGAR 

COPLAND 

MENDELSSOHN 

Violin I 
Pei-Ju Wu 
Anna Washburn 
Timothy McKendree 
Elise Blake 
Matthew Tobin 
Robin Canfield 
Caidin Crabtree 
James Ross 

Violin II 
Hilary Castle 
Malorie Blake 
Melissa Stephens 
Annabel Ibanez 
Helen Beke 
Andrea Levine 

Viola 
Clark Spencer 
Christina Buder 
Sarah Miller 
Lauren Gage 
Rebecca Schauer 

Serenade for strings in E minor, Op. 20 

Allegro piacevole 
Larghetto 

Allegretto 

Quiet City 

Terry Everson, trumpet 
Meghan Hynson, English horn 

INTERMISSION 

Symphony No. 4 in A Major, Op. 90 "Italian" 

Allegro vivace 
Andante con moto 
Con moto moderato 
Saltarello 

Cello 
lnjung Song 
Isabel Fairbanks 
Sarah Morris 
Seth Raymond 

Bass 
Logan Coale 
Maxwell Zeugner 

Flute 
Hsiao-Tzu Lin 
Nicole Millner* 

Oboe 
Jennifer Feldman 
Meghan Hynson* 

Clarinet 
Artur Lukornyansky 
Yumiko Moriyasu* 

Bassoon 
Aaron Harman* 
Casey Hunt 

Horn 
David Gamble* 
Bryn Grey 

Trumpet 
Kyle Dubois 
Kyra Sovronsky* 

Timpani 
Erik Piekara 

*-principal on the Mendel~ 



ANDRE DE QUADROS 

Andre de Quadros is Professor of Music, Director of the School of Music, Chairman of the 
Department of Music Education, and Artistic Director of the Boston University Tanglewood 
Institute. He has studied at the Bombay School of Music, University of Bombay, La Trobe 
University, the University of Melbourne, the Universitat Mozarteum in Salzburg with a DAAD 
scholarship, Monash University, and at the Victorian College of the Arts. Professor de 
Quadros studied violin with Adrian de Mello and conducting with Joachim Buehler from 
Germany and Robert Rosen from Romania. 

As a conductor, Professor de Quadros has conducted many major choral works as well as 
standard works of the symphonic repertoire, together with premieres of new and unusual 
music. Among his many awards is first prize in the Australian National Choral 
Championships. He has taught conducting in Germany, Singapore and Indonesia, with interna­
tional engagements including the Prokofiev Symphony Orchestra (Ukraine), National Youth 
Choir of Great Britain, Baden-Baden Philharmonic Orchestra (Germany), Shiki Daikunokai 
Choir and Orchestra Oapan), Penang State Symphony Orchestra and Chorus (Malaysia), the 
Jap:-llnternational Youth Musicale, the Nusantara Chamber Orchestra (Indonesia), and the 
S·.. ilharmonic Orchestra of Irkutsk (Russia). In 1998, his concert with the Moscow State 
Raa1 Symphony Orchestra, was broadcast worldwide and released on CD. He also conduct­
ed the New Monash Orchestra on its first tour ofVietnam and Malaysia, including an appear­
ance at the Hanoi Opera House. His recordings have been principally on the Move Records 
label. 

SERGEY KHANUKAEV 

Sergey Khanukaev is a doctoral student at the Boston University School of Music, under 
the supervision of Professor David Hoose. He was born in Russia and began his musical 
studies in 1969 at Moscow's Tchaikovsky Conservatory, where he studied piano and musicol­
ogy with such outstanding musicians as Edison Denissov and Tovy Logovinsky. He continued 
as a postgraduate student at the Moscow Gnessin Musical Institute concentrating mainly on 
symphonic conducting, under the guidance of Maestro Yuri Simonov, and musicology. His 
research studies were dedicated to contemporary Russian music. Mr. Khanukaev finished his 
education attending Leningrad (St. Petersburg) Conservatory, where he studied with Mariss 
and Arvid Jansons. He graduated from the conservatory with an Honor Diploma in sym­
phonic and operatic conducting. Since 1982, Mr. Khanukaev has conducted various orchestras 
in concerts throughout the former USSR, appearing in Moscow, St. Petersburg, Yaroslavl, and 
other venues. 

Following his arrival in Israel in 1991, Mr. Khanukaev received the Israeli Government 
Scholarship for outstanding musicians, and also a scholarship and special prize at the Austrian 
International Conductors Competition. He has conducted leading Israeli orchestras and 
opera houses, including the Jerusalem, Tel- Aviv, and Haifa Symphony Orchestras, and the 
Israeli Symfonietta. He has also been musical director of the Israel "Camerata" and "Classica" 
orchestras, appearing with them widely in Israel and abroad in Germany and Belgium, having 
·successful concerts in the framework of the Israel Festival and other countries. His 
re •'ngs with the Jerusalem Symphony, "Camerata", and "Classica" Orchestras are present­
ed i.: •• ~srael Broadcasting Authority. Mr. Khanukaev has premiered the works of many mod­
ern Russian, Israeli, and American composers. 



TERRY EVERSON, trumpet 

Terry Everson is Assistant Professor of Trumpet at Boston University where he is chairman 
of the Brass, Woodwinds, and Percussion department. Terry Everson is an internationally 
renowned trumpet soloist, active as performer, educator, composer/arranger and church 
musician. He first gained international attention in 1988, winning (on consecutive days) both 
the Baroque/Classical and 20th Century categories of the inaugural Ellsworth Smith 
International Trumpet Competition, with further success as First Prize laureate of the 1990 
Louise D. McMahon International Music Competition. Terry Everson has premiered numer­
ous solo and chamber works, and has released two complete recordings of numerous notable 
modern works, and has recorded as soloist with the New England Brass Band, the Lexington 
Brass Band and the Eastern Wind Symphony. He is a Life Member of the International 
Trumpet Guild, having served as Conference Host in 1998, and serves as Music Notation 
Specialist for the Guild's quarterly Journal. 

Terry Everson has been an active church musician for most of the past 20 years, and currently 
serves as Worship Pastor at Metro West Christian Life Center in Marlborough, MA; he and his 
wife, Lori, are also members of the Pastoral Care staff there. 

As composer, Professor Everson has filled commissions from Wizards! double reed ensemble, 
the Texas Tech Trombone Choir, the Lutheran Music Program (brass quintet) and the 
Philadelphia College of Bible (trumpet ensemble). His arrangement ofW.L. Thompson's There's 
a Great Day Coming has been recorded by Philip Smith (Principal Trumpet, New York 
Philharmonic) on the Cala label's New York Legends series, and his setting of In Dulci jubilo 
has been recorded for an upcoming release by the New England Brass Band. 

MEGHAN HYNSON, English horn 

Meghan Hynson is a freshman majoring in music education and oboe performance. She cur­
rently studies oboe and English horn with Rob Sheena, English hornist for the Boston 
Symphony Orchestra. Meghan Hynson has played oboe for approximately three years, and 
has been heavily involved in musical activities for much of per life. This summer she will be 
participating in the Roman Festival Orchestras in Italy for three weeks. Meghan Hynson is 
originally from Hatfield, Pennsylvania. 



PROGRAM NOTES 

Edward Elgar (1857-1934) 
Serenade for strings in E minor, Op. 20 
Nothing disturbs the graceful amiability of this early work, written a year before Elgar's mar­
riage in 1889. These "little tunes", as the composer called them, are about as far as one can 
get from the patriotic fervor of the Pomp and Circumstance marches and the emotional inten­
sity of the larger orchestral works. 

All three movements, Allegro piacevole, Larghetto and Allegretto, are enchanting: the first lilt­
ingly rhythmic, the second a meditation of serene beauty on a melody similar to that of the 
Lento movement in the Symphony No. I, the third a genial reworking of first-movement 
themes. 

The opening movement, in 6/8 time, is based around an opening theme which is suffused with 
the feel of English ballad; perhaps some snatch of West-Country melody caught the young 
composer's ear and worked its way into his creative process. It weaves in and out of minor 
anP ajor before yielding to the no less serene second theme, bearing Elgar's trademark 
iiv" I of a seventh leap. This same thumbprint figure can be found in the sensitive following 
movement, in which there is a constant unfolding of melody rather than contrasting themes. 
A Tristan-like turn, as well as a phrase which seems to be a quotation from that opera (Elgar 
was an unashamed admirer of Wagner's music), are worked up to a crest which subsides; 
overall, though, the music is purged of excessive chromaticism, and any Wagnerisms used in a 
very different and sensitive context. The closing movement uses a sunny and winsome theme 
also in 6/8 and returns to the seventh leap of the opening movement, the theme in its final 
resolution bearing a curious resemblance to the trio of the last Pomp and Circumstance 
nearly 40 years later. Coincidental? Perhaps, but also indicative that nothing is incongruous 
within one's own frame of reference. 

Elgar, himself a violinist, was sensitive to the coloration of the string orchestra, and his touch 
does not falter throughout a work which he described as being "real stringy". There is no 
straining after effect and no obvious personal or pictorial associations -- all is pure music as 
well as pure poetry. Yet anyone who knows the English countryside around Hereford where 
Elgar lived can hardly fail, especially in the second movement, to be reminded of that peaceful, 
solitary landscape. The composer made an arrangement of the Serenade for piano duet, 
though it is now difficult to think of it other than in its original form. 

-All Music Guide 



Aaron Copland ( 1900-1990) 
Quiet City 
Aaron Copland's breathtakingly evocative Quiet City was finished in 1940. It was actually 
based on thematic material Copland had previously incorporated within a suite of incidental 
music written for a play by Irwin Shaw. This intensely concentrated tableau was characterized 
by its director as "a realistic fantasy ... something which concerned the night thoughts of many 
very different kinds of people within a great city." Although only lightly scored for string 
orchestra with solo parts for English horn (cor anglais) and trumpet, Copland's Quiet City is 
among his most popular and successful works, a highly skilled yet nonetheless affectionate 
tribute to the wakeful nights of inhabitants of a great metropolis that never sleeps. 

Irwin Shaw's play focused on two main characters. The first was a young Jewish boy, 
awestruck by the steely modernity of his city environment, yet still profoundly in touch with 
his own feelings and heritage. The obverse figure is that of a poor, dispossessed, and lonely 
man, for whom the city provides no refuge. These two personalities were portrayed in 
Copland's original incidental music by a jazz trumpet solo played by the Jewish boy, and a dis­
consolate, idly limping string theme, which according to Copland signified "the slogging gait" 
of a vagrant. 

Quiet City, one of Aaron Copland's most internationally performed concert works, takes t .. _ , 

form of a short through-composed suite, encapsulating the essence of Shaw's play. The music 
begins and ends with a depiction of the still night air of the slumbering city, invoked by the 
improvisatory sounds of the trumpeter, with the English horn portraying the homeless man. 
The spaciousness of Copland's musical textures has often been compared to the vastness of 
the American landscape, and Quiet City was emblematic of an urban, internalized facet of 
Americana. As Virgil Thompson wrote, Copland's orchestration was "plainer, cleaner-coloured, 
deeply imaginative ... it was theatrically functional." In Quiet City as in Copland's Music for the 
Theatre, the genius of modernism is heard in the way each expressive idea becomes a unique 
emotional construct, and also part of the unfolding drama of the work. 

-Michael Jameson 



Felix Mendelssohn (1809-1847) 
Symphony No. 4 in A Major 'Italian' 
In early 1833, Mendelssohn completed his Symphony No. 4 in A major, published posthumous­
ly as his Op. 90. He started the piece in Italy in 1832 and finished it in Berlin. It was first 
performed in London on March 13, 1833, and has since been Mendelssohn's most popular 
symphony. The composer gave the piece its nickname, "Italian." 

Somewhat dissatisfied with the Symphony in A major, Mendelssohn planned to revise it before 
publication; this never occurred however, and the piece was published as it stood after his 
death. The composer noted that in the symphony he tried to convey his personal impres­
sions of the art, nature, and people of Italy. Musically, it is a more tightly-controlled, original 
work than his previous symphonies; the opening theme is among the most famous in all 
music. 

Mendelssohn's signature orchestral textures are evident from the very beginning: pulsing 
woodwinds create a harmonic background for the simple, horn-call theme in the violins. The 
rapid pace and fragmentary nature of the theme keep the music from falling into predictable 
reri-lJ;ing of the 6/8 meter. Two more themes appear before the development section, in 
w, e hear fugato treatment of the main theme, the transitional theme and new melodic 
mate ial in the minor mode. The recapitulation is not literal; everything is varied. In the 
coda, the minor-mode theme from the development returns, but the movement closes on A 
major. 

Ignaz Moscheles contended that the main theme of the second movement, an Andante con 
moto in D minor, contains the melody of a Czech pilgrim song; others claim it is a rendition 
of Karl Friedrich Zelter's "Es war ein Konig in Thule." Cast in D minor, the elegant move­
ment has two major sections arranged in an ABAA' pattern, the contrasting B section empha­
sizing A major. The closing, quiet, pizzicato bass notes convey a sense of resignation. 

The third movement, Con moto moderato, is a fairly conventional minuet and trio in A major, 
possibly inspired by Johann Wolfgang von Goethe's humorous poem, Li/is Park. In the coda, 
the melody of the trio section tries, unsuccessfully, to assert itself over that of the minuet. 

Mendelssohn entitled the Finale "Saltarello," which is a lively Neopolitan dance featuring hop­
ping and jumping; the fast main theme conveys the leaping aspect of the dance. The move­
ment's high point is the central development, in which Mendelssohn creates a continuos 
crescendo from pianissimo to forti&Simo. Near the close we hear a reference to the main 
theme of the first movement, but on A minor, the key in which the movement ends. 

-John Palmer 

These notes are from the archives at http://www.allclassical.com 



BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 

Thursday, March 4, 8:00pm 

Tuesday, March 16, 8:00pm 

Thursday, March 18, 5:30pm 

Thursday, March 18, 8:00pm 

Monday, March 22, I 2:00pm 

Monday, March 22. 6:30pm 

Monday, March 22, 8:00pm 

Boston University 
Symphony Orchestra 
David Hoose, conductor 

Ravel Ma Mere l'o'{e 
Stravinsky Petrushka ( 194 7) 
Tsai Performance Center 

Boston University 
Baroque Orchestra 

Martin Pearlman, conductor 
Performing on Period Instruments 

Vivaldi "Spring" and "Summer" from The Four Seasons 
Plus works by Corelli and Handel 

Marsh C~apel 

Music Education Research Se1· .. _ r 
Music in the Reggio Emilia Schools: 

A New Approach to Music Education 
Dotty Meyer, Director, Early Childhood Laboratory School, 

University of Massachusetts.Amherst 
CFA Room 154 

Faculty Concert 
Anthony di Bonaventura, piano 

Scarlatti 5 Sonatas 
Chopin Po/onaise-Fantasie in A Flat Major, Op. 61 

Brahms Sonata No. 3 in F Minor, Op. 5 
Tsai Performance Center 

Recital and Master Class 
Ralph Gomberg 

Distinguished Visiting Artist 
William Bennett, oboe 

Shiela Kibbe, piano 
CFA Concert Hall 

Baroque Chamber Music Concert 
Historical Performance Department 

Music of the 17th and 18th Centuries 
CFA Marshall Room 

Faculty Concert 
"Crossing ,... s" 

The Vocal Music of Schubert, Schuma. d 
Brahms in Tribute to John Daverio 

Tsai Performance Center 



CONTRIBUTORS TO THE COLLEGE OF FINE ARTS 
MUSIC PROGRAMS 
$50,000 and above 
Surdna Foundation, Inc. 

$25,000 to $49,000 
National Endowment for the Arts 
Yamaha Corporation of America 

$10,000 to $24,999 
The Clowes Fund, Inc. 

$5,000 to $9,999 
Aram and jasmine Chobanian 
Ms. Doris S. Kitchen 

to $4,999 
Rou1n Abbott, D.D.S. 
Richard Carmel Charitable Remainder Trust 
Maria Clodes-Jaguaribe 
Clovelly Charitable Trust 
Mr. William E. Earle 
Mr. Clifford R. Eisler 
Mr. and Mrs. Darrell R. Griffin 
Esther B. Kahn Charitable Income Trust 
Mrs. Leanne C . Robinson 
Joel L. Sheveloff 
Avedis Zildjian Company 

$500 to $999 
Cynthia and Oliver Curme 
Dr. Edna L. Davis 
Mrs.Ann B. Dickson 
Phyllis Elhady Hoffman 
Colonel Capers A Holmes, USAF(Ret.) 
Larry G. and Ann Howard Jones 
Ms.Andrea Okamura 
Eftychia Papanikolaou 
Elizabeth Anne Seitz 
Jeremy Yudkin 

$250 to $499 
Dr. Maki Amano 
Mr. George L.Andersen 
Ors. John and Harriet Carey 
Andre F. de Quadros 
Mrs. Carolyn B. Fowles 
Mr. Walter M. Frisch 
Mr.W. Newell Hendricks 
Mr. Raphael Hillyer 
Nancy F. Lewis 
Mr. John E. Loveless 
Mr. Pierluigi Petrobelli 
Ms. Helen J. Steineker 

Contributors to the Music Programs belong to o special group of people who believe in the importance of sup­
porting young musicians through their educational activities, events, programs, and performances. 

We invite you to lend your support by joining the Friends of Music at the College of Fine Arts. For information, 
please contaa Chris Santos, Direaor of Development and Alumni Relations, Baston University College of Fine 
Arts, 855 Commonwealth Avenue, Boston, MA 02215, or call (617) 353-2048. 

1 represents donors who have generously supported our programs this current fiscal year. Due to program 
deuu1 es, some donor names may be absent from this list. We thank you for your understanding. 



BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 

Strings Ian Greitzer clarinet Voice Theory and 
Steven Ansell lliola* Ronald Harouwnian bassoon Sarah Arneson* Composition 
Edwin Barker double bass* Scott Hartman trombone* Penelope Bitzas* Martin Amlin* 
Lynn Chang lliolin Gregg Henegar bassoon Kendra Colton Theodore Antoniou* 
Jules Eskin cello Daniel Katzen horn Sharon Daniels* Richard Cornell* 
Emily Halpern-Lewis harp Christopher Krueger flute Mark Goodrich* Lukas Foss* 
Raphael Hillyer lliola Lynn Larsen horn Phyllis Hoffman* Charles Fussell* 
Bayla Keyes lliolin* Charles Lewis trumpet Frank Kelley Samuel Headrick* 
Michelle LaCourse lliola* Richard Mackey horn Barbara Kilduff David Kopp* 
Lucia Lin violin* Thomas Mar tin clarinet Susan Ormont Ludmilla Leibman* 
Malcolm Lowe violin Richard Menaul horn Z. Edmund Toliver* Tetyana Ryabchikova 
Dana Mazurkevich violin Michael Monaghan saxophone Historical Performance Gerald Weale* 
Yuri Mazurkevich lliolin* John Muratore guitar Aldo Abreu recorder Steven Weigt 
lkuko Mizuno violin Craig Nordstrom clarinet Laura Jeppesen Music Education 
George Neikrug cello Richard Ranti bassoon lliola da garnba Bernadette Colley* 
James Orleans double bass Thomas Rolfs uurnpet Christopher Krueger Andre de Quadros* 
Leslie Parnas cello Matthew Ruggiero bassoon Baroque flute Joy Douglass 
Ann Hobson Pilot harp Eric Ruske horn* Marilyn McDonald William McManus 
Michael Reynolds cello* Robert Sheena English horn Baroque lliolin Sandra Nicolucci 
Todd Seeber double bass Ethan Sloane clarinet* Emlyn Ngai Anthony Palmer 
David Soyer cello James Sommerville horn Baroque violin Steven Scott 
John Stovall double bass Linda Toole flute Martin Pearlman* Heidi Westerlund* 
Roman Totenberg violin Charles Villarrubia tuba Marc Schachman Conducting 
Michael Zaretsky viola jay Wadenpfhul horn Baroque oboe David Hoose* 
Peter Zazofsky violin* Douglas Yeo uombone Peter Sykes harpsichord Ann Howard Jones* 
Woodwinds, Brass, Piano John Tyson recorder David Martins 
and Percussion Anthony di Bonaventura* Musicology Craig Smith 
Laura Ahlbeck obae Maria Clodes-Jaguaribe* Zibigniew Granat Opera Institute 
Ronald Barron trombone Tong-II Han* Thomas Peattie* Judith Chaffee 
Jonathan Bisesi percussion Linda Jiorle-Nagy Joshua Rifkin Phyllis Curtin 
Peter Chapman uumpet Collaborative Piano Joel Sheveloff* Sharon Daniels* 
Doriot Dwyer flute Michelle Alexander Jeremy Yudkin* William Lumpkin* 
Terry Everson uumpet* Shiela Kibbe* Staff Pianists Christien Polos 
john Ferillo obae Robert Merfeld Michelle Alexander Claude Corbeil 
Richard Flanagan percussion Organ Kathryn Bruns Jeffrey Stevens 
Joseph Foley uurnpet James David Christie Eve Budnick Allison Voth* 
Marianne Gedigian flute Nancy Granert Phillip Oliver 
Timothy Genis percussion Gerald Weale* David Richard son *Denotes full-time 

Geoffrey Wieting faculty 

BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
ADMINISTRATION 

Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Brad Peloquin, Director of Alumni and Financial Affairs 
Jim Petosa, Director, Schaal o(Theatre Arts 
Judith Simpson, Director, School o(Visual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Ellen Carr, Executive Director (or External Relations 
Chris Santos, Director of Development and Alumni Relations 
Karla Cinquanta, Alumni Officer 

BOSTON 
UNIVERSITY 

COLLEGE of 

Fine Arts 

Boston University College of Fine Arts, 855 Commonwealth Avenue. Boston, MA 02215 (617) 353-3350, www.bu.edu/cfa 


