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Here, a desired life in music is grounded in great teaching, dema. ..?ing
performance, solid scholarship and devoted love of the art. We are a
community wholly in love with the study of, creation of, performance
of, MUSIC!

— Phyllis Curtin, Dean Emerita
Boston University College of Fine Arts




Tuesday, February 6, 2007 at 8pm
BOSTON Tsai Performance Center
i b B
%‘? sy K;tf BOSTON UNIVERSITY
bt CHAMBER ORCHESTRA
Neal Hampton conductor
HAYDN Symphony No. 99 in E-flat Major

ROSSINI

STRAVINSKY

Adagio - Vivace assai
Adagio

Menuetto e Trio. Allegretto
Finale: Vivace

Intermission

Overture to I barbiere di Siviglia

Pulcinella Suite

Sinfonia
Serenata
" Scherzino-Allegretto-Andantino
Tarantella
Toccata
Gavotta (con due variazioni)
Vivo
Minuetto-Finale




PROGRAM NOTES

Franz Josef Haydn (1732-1809)
Symphony No. 99 in E-flat Major

The first of the six symphonies Haydn composed for his second visit to England was the
Symphony No. 99 in E flat major. It was first performed on February 10, 1794, in London.

The symphony is scored for two each of flute, oboe, clarinet, bassoon, horn, and trumpet,
with timpani and strings. This is the first symphony in which Haydn's usual forces are
augmented by a pair of clarinets, which certainly contribute to the overall mellow tone
color of the entire piece. The piece's plangent expressiveness often obscures its contrapun-
tal detail.

After one of Haydn's characteristic slow introductions, the sonata-form first movement
sprints ahead at a Vivace assai tempo, the main theme appearing in the strings only. ))
repeat of the first theme with the full orchestra leads to the transition, which, asinrn. %
late works by Haydn, is significantly longer than the first theme segment. When the dom-"
inant arrives, we are treated to the first theme again, but on B flat major, suggesting this
will be a monothematic movement. A true secondary theme, however, appears much later.
The development section tosses about the opening measures of the main theme, some-
times in inversion and combined with other elements. When the recapitulation arrives, we
hear the full orchestra, with all the material of the exposition resolved to the tonic follow-
ing a significantly shortened transition.

It is very likely that the melancholy Adagio is Haydn's musical response to the death, in
January, 1793, of his close friend Marianne von Genzinger. With an unusually long devel-
opment section for a slow movement in sonata form, the G major movement features
some fascinating reorchestration during the recapitulation of the second theme.

In the E flat major Minuet, the first section modulates to the dominant. This harmony con-
tinues as the second section opens with a rising motive that counters the falling figure of
the first section—a perfect example of Haydn's predilection for long-range melodic bal-
ance. A return of the opening material rounds out the Minuet and brings back E flat major.
The Trio, in the striking key of C major, is built of melodies with a much narrower range
than those of the Minuet.

The Rondo Finale blazes along in a Vivace tempo and 2/4 meter. The relentless pulse pauses

- for a poignant moment at the middle of the movement, containing a harmonic reference
to a similar passage in the introduction to the first movement. After regaining its momen-
tum, the Rondo pushes to powerful close.

)




GIACCHINO ROSSINI (1792-1868)
Overture to Il barbiere di Siviglia

If the music of Rossini's overture to Il barbiere di Siviglia seems to have a peculiar amount
of "swashbuckling” surge and vigor for a comic opera prelude, it may be because the self-
same overture had originally been composed for an earlier opera, Aureliano in Palmira, an
historical work whose subject was the Crusades. It is believed that the same overture was
called into use two more times before settling into the waiting room of the good barber
Figaro. Rossini's recycling provides an interesting contrast with Beethoven, who
composed four different overtures to arrive at the one he deemed suitable to his sole
opera Fidelio. The once-perceived sturm und drang of the overture has been blunted by
association, not only by the composer's accompanying setting of the Beaumarchais
comedy but also by its jocular appearances in a Bugs Bunny cartoon, the Beatles' film
Help, and a Seinfeld episode. The music is inextricably linked with high-spirited humor.

Owing to its transposed origins, the overture contains no material from the opera II
barkigre di Siviglia. It is, however, most successful in its function, that of providing a
fe of deliciously nervous anticipation for the action to follow. Its wealth of vivacious
and varied themes and its feeling of impetuous momentum render it one of the best
opera overtures penned by anyone. Two brash chords herald the beginning, followed by
a scampering yet hesitating figure which figures through most of the introduction; a
contrasting central section is a sunny lyrical tune which could easily have been an aria.
The intro seemingly drifts to somnolence until the opening chords jolt the music back to
reality. A slightly grotesque Neapolitan dance takes center stage and is followed by a
more jovial theme tossed between woodwinds and horns. Then begins one of Rossini's
best crescendi, its headlong propulsion almost breakneck. A dramatic and sonorous
chord progression in the coda suggests the overture's more serious origins, leading to the
heartily assertive major key close of one of opera's most popular and best-wrought
overtures.

—Wayne Reisig

IGOR STRAVINSKY (1882-1971)
Pulcinella Suite

The suggestion that was to lead to Pulcinella came from Diaghilev one spring afternoon
while we were walking together in the Place de la Concorde: "Don't protest at what I am
about to say. I know you are much taken by your Alpine colleagues," -this said with
withering contempt-"but I have an idea that I think will amuse you more than anything
they can propose. I want to look at some delightful eighteenth-century music with the
idea of orchestrating it for a ballet." When he said that the composer was Pergolesi, I
thought he must be deranged. I knew Pergolesi only by the "Stabat Mater" and "La Serva
Padrona,” and though I had just seen a production of the latter in Barcelona, Diaghilev
knew I wasn't in the least excited by it. I did promise to look, however, and to give him

my oiinion.

[1o¥Ked-and I fell in love. My ultimate selection of pieces derived only partly from
Diaghilev's examples, however, and partly from published editions, but I played through
the whole of the available Pergolesi before making my choices. My first step was to fix a
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plan of action and an accompanying sequence of pieces. Diaghilev had found a book of
Pulcinella stories in Rome. We studied this book together and selected certain episodes.
The final construction of the plot and ordering of the dance numbers was the work of
Diaghilev, Leonid Massine and myself, all three of us working together. But the libretto,
or argument-for Pulcinella is more an action dansante than a ballet-does not come from the
same source as the texts of the songs; the latter were borrowed from two operas and a
cantata. As in Les Noces, the singers are not identified with stage characters. They sing
"in character" songs-serenades, duets, trios-as interpolated numbers.

Pulcinella was the swan song of my Swiss years. It was composed in a small attic room of
the Maison Bornanad in Morges, a room crowded by a cimbalom, a piano, a harmonium
and a whole cuisine of percussion instruments. I began by composing on the Pergolesi
manuscripts themselves, as though I were correcting an old work of my own. I began
without preconceptions or aesthetic attitudes, and I could not have predicted anything
about the result. I knew that I could not produce a "forgery" of Pergolesi because my
motor habits are so different: at best, I could repeat him in my own accent. That the
result was to some extent a satire was probably inevitable-who could have treated tl-
material in 1919 without satire?-but even this observation is hindsight; I did not set )?o
compose a satire, and, of course, Diaghilev hadn't even considered the possibility of such
a thing. A stylish orchestration was what Diaghilev wanted, and nothing more; my music
so shocked him that he went about for a long time with a look that suggested The
Offended Eighteenth Century. The remarkable thing about Pulcinella is not how much
but how little was added or changed.

-Igor Stravinsky




NEAL HAMPTON conductor

Born in New York City and raised in Philadelphia, Neal Hampton has been
engaged as guest conductor by the Savannah Symphony, The Rhode Island
Philharmonic, The Handel and Haydn Society, The Tallahassee Symphony (with
Marcus Roberts), The Springfield (MA) Symphony , London's Westminster
Philharmonic (on their concert tour to Nova Scotia), and the Vermont
Millennium Festival, among others. He has premiered numerous contemporary
works and directed theater productions at Harvard University, the Glouchester
Stage, the Boston Conservatory, and Brandeis University. Past conducting posts
include Music Director of the Genesee (NY) Symphony and the Lowell (MA)
Philharmonic, Conductor of the Boston College Symphony Orchestra and
Assistant Conductor of the Young Artist's Orchestra at Tanglewood. He
currently serves on the faculties of Brandeis University and Wellesley College as
ce ,ctor of the Brandeis/Wellesley Orchestra

He has written music for film, ballet, theater and the concert hall, which include
a choral arrangment for the Columbia Pictures release of Mona Lisa Smile,
incidental music for the Canadian premier of Lanford Wilson's Book of Days, the
ballet Street Scene (premiered in Boston and Bulgaria and later heard in
broadcast on the A&E and other channels) and his adaptation of Charles
Dicken's The Chimes, which was featured at the New Opera and Musical Theater
Initiative's Birth of a Musical Festival. He was recently selected to participate in
the advanced class at the BMI Lehman Engel Musical Theater Workshop in New
York City.

Mr. Hampton holds degrees in conducting and composition from the Eastman
School of Music and Boston University. Additional conducting studies include
master classes at the Pierre Monteux School for Conductors, the Conductor's
Retreat at Medomak, and at the Tanglewood Seminar for Conductors.




BOSTON UNIVERSITY CHAMBER ORCHESTRA

Violin I

Yujin Choli, concertmaster
Brittany Uschold
Miyuki Yamaguchi
Malorie Blake

Shyang Puri

Julija Okrusko

Birdy Chou

Jay Youmans

Violin II

Jeanie Lee, principal
Jude Ziliak

Amy Brunswick
Ashton Bush

Ju Hyoun Ryu
Andrea Levine
Misuk Ro

Viola

Michelle Brune, principal
Joo-Yeon Lee

Daniel Dona

Lauren Gage

Joy Grimes

Cello

Soona Chang, principal
Edward Vigneau
Szu-Ying Hong
Douglas Machiz

Kelly Stuart

Sae Lee Chang

Will Tortolano

Bass
Tristan Sutton, principal
Henry Samuels

Flute

Ruben Altounian #
Meg Giriffith *
Megan Searcy +

Oboe

Jamie Davis
Jennifer Feldman +
Rachel Maczko * #

Clarinet

Danielle Davidson
Nun Song Kim * +
Lauren Pincourt

Bassoon
Brandon Finley +
Cheng Ma * #
Anthony Smith

Horn

Laura Carter * #
Emma Kaplan
Adam Weber
Yu-Ying Wen +

Trumpet

Patrick Doyle *
Kenneth Smith +
Kyra Sovronsky #

Trombone

Michael Frantz

Dennis Smith )
Jason Stein + #

Timpani
Jenica Anderson *
Luke Short +

* Principal in Haydn
+ Principal in Rossini
# Playing in Stravinsky




Boston University School of Music
UPCOMING EVENTS AND PERFORMANCES

Wednesday, February 7, 8pm

Thursday, February 8, 8pm

Friday, February 9, 8pm

Thursday, February 15, 8pm

Tuesday, February 27, 8pm

Wednesday, February 28, 8pm

)

ALEA III

THEODORE ANTONIOU director
MICHALIS ECONOMOU conductor
Works by Economou, Stefan Hakenberg,
Thomas Shimaku, Richard Danielpour,
Ligeti, and Debussy/Schoenberg

Tsai Performance Center

Boston University Symphony Orchestra
MENAHEM PRESSLER piano

DAVID HOOSE conductor

Ravel Pavane pour une infante défunte
Mozart Piano Concerto in G Major, K. 453
Headrick Hope Rising (World Premiere)
Gershwin An American in Paris

Tsai Performance Center

Boston University Concert Choir

and Women'’s Chorale

TIMOTHY WESTERHAUS graduate conductor
BETH WILLER graduate conductor

Fauré Requiem

Marsh Chapel

“An Evening of African-American Spirituals”
SIMON ESTES bass

Boston University Chamber Chorus

ANN HOWARD JONES conductor

Tsai Performance Center

Boston University Chamber Orchestra
JIN KIM conductor
Tsai Performance Center

Muir String Quartet

In residence at Boston University

Works by Haydn, Berg, and R. Schumann
Tsai Performance Center

CFA Concert Hall, 855 Commonwealth Ave.
Marsh Chapel, 735 Commonwealth Ave.
Tsai Performance Center, 685 Commonwealth Ave.

www.bu.edu/cfa




FRIENDS OF SCHOOL OF MUSIC

Friends of the School of Music are a select group of people who, through their annual
contributions, believe in the importance of supporting gifted student musicians
through their educational activities, events, programs, and performances. We invite
you to join the Friends of the School of Music at the College of Fine Arts and help
support the talented young artists of Boston University.

$50,000 and above
Surdna Foundation, Inc.

$10,000 to $49,999

Drs. John A. and Harriet S. Carey
Mr. and Mrs. Saul B. Cohen

Jeff and Ann Gelfon

Margaret S. Lindsay Foundation
Robert and Sharon Ryan

Ms. Virginia E. Withey

$5,000 to $9,999

Dr. and Mrs. Thomas R. Castle
Clovelly Charitable Trust

Ann and Gordon Getty Foundation
Mr. and Mrs. Richard Grausman
The Ushers and Programmers Fund
Ms. Diane Young

$2,500 to $4,999

Richard F. Balsam, M.D.

Ms. Sandra L. Brown

Mr. and Mrs. L. P. Byler

Mrs. Ellen B. Kazis-Walker

Dr. Lillie M. Kumar

The Presser Foundation
Renaissance Musical Arts, Ltd.

$1,000 to $2,499

Ms. Dorothy D. Cameron
Richard D. Carmel Charitable Remainder Trust
Ms. Phyllis Curtin

Mr. Frank A. D'Accone

Dr. Edna L. Davis

Chet and Joy Douglass

Mr. William E. Earle

Jenny Shader Hersch

Mr. Blake W. Hinson

Ms. Phyllis Elhady Hoffman
Larry G. and Ann Howard Jones
Mr. Robert E. Krivi

Mr. John E. Loveless

Ms. Andrea Okamura

Mrs. Amy Abrich Shemin

Mr. Joel Sheveloff

Mr. and Mrs. Charles A. Stakely
Ms. Helen J. Steineker

Avedis Zildjian Company

Ms. Craigie A. Zildjian

$500 to $999

Mr. Bradley M. Bloom

Ms. Deborah K. Delano

Mrs. Ann B. Dickson

Mr. and Mrs. Stephen B. Esko
David Feigenbaum

Colonel Capers A. Holmes, USAF(Ret.)
Dr. Jimmie L. Jackson

Mrs. Becky H. McKibben

Ms. Maureen Meister

Mr. and Mrs. Virgil A. Procaccino
Mr. Keith Snell

Mrs. Nancy L. Trentini

$250 to $499

Dr. Apostolos A. Aliapoulios
Mrs. Elizabeth S. Anderson

Ms. Margaret R. Bennett

Ms. Joan C. Cavicchi

Ms. Beth S. Chen

Mr. Dennis A. Clements

Ms. Allison Fromm Entrekin
Mrs. Carolyn B. Fowles

Mr. Eugene Guberman

Mrs. Ruth E. Hathaway

Ms. Julia A. Hennig

Mr. and Mrs. James L. Loeb
Newburyport Choral Society
Mr. Marlow E. Peters

Mr. Pierluigi Petrobelli

Mr. Bernard G. Schwartz

Mr. and Mrs. Robert N. Slotnick
Mr. Ira Taxin

Mr. John Alan Wickey

Mr. and Mrs. Robert A. Youmans
Dr. and Mrs. Egon P. S. Zehnder

This list represents donors who have generously supported our programs for the past twelve months, as of
September 21, 2006. Due to program deadlines, some donor names may be absent from this list. We th>~1
you for your understanding. For more information on how you can support the Boston University Col )
Fine Arts and School of Music, please contact Chris Santos, Director of Development and Alumni Relati. 4%
Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or
ccsantos@bu.edu.




BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY

STRINGS

Steven Ansell viola*
Edwin Barker double bass*
Cathy Basrak, viola
Bonnie Black pedagogy*
Lynn Chang violin

Jules Eskin cello

Edward Gazouleas viola
Raphael Hillyer viola
Bayla Keyes violin*
Michelle LaCourse viola*
Lucia Lin violin*
Malcolm Lowe violin
Dana Mazurkevich violin
Yuri Mazurkevich violin*
Ikuko Mizuno violin
John Muratore, guitar
George Neikrug cello++
James Orleans double bass
Les’ mas cello

Ar. son Pilot harp

Richard Mackey horn
Thomas Martin clarinet
Richard Menaul horn
Craig Nordstrom clarinet
Elizabeth Ostling flute
Richard Ranti bassoon
Thomas Rolfs trumpet
Mike Roylance tuba .
Matthew Ruggiero bassoon
Eric Ruske horn*

Robert Sheena English horn
Ethan Sloane clarinet*
Samuel Solomon percussion
James Sommerville horn
Linda Toote flute

PIANO

Jonathan Bass*

Anthony di Bonaventura*
Maria Clodes-Jaguaribe*
Linda Jiorle-Nagy

Barbara Poeschl-Edrich harpRandall Hodgkinson

Michael Reynolds cello*
Rhonda Rider cello

Michael Lewin
Victor Rosenbaum

HISTORICAL
PERFORMANCE
Aldo Abreu recorder

MUSIC EDUCATION
Bernadette Colley
André de Quadros*

Sarah Freiberg Ellison cello Joy Douglass

Laura Jeppesen
viola da gamba
Christopher Krueger
Baroque flute
Catherine Liddell, lute
Marilyn McDonald
Baroque violin
Emlyn Ngai Baroque violin
Martin Pearlman* Baroque
ensembles
Robinson Pyke
natural trumpet
Marc Schachman
Baroque oboe
Jane Starkman
Baroque violin, viola
Daniel Stepner
Baroque violin
Peter Sykes* harpsichord

David Hebert*
Warren Levenson
William McManus*
James Merenda
Sandra Nicolucci*
Anthony Palmer
Evan Sanders
Steven Scott

CONDUCTING
Bruce Hangen
David Hoose*

Ann Howard Jones*
David Martins

Scott Metcalfe

OPERA INSTITUTE
Ramelle Adams
Judith Chaffee
Phyllis Curtin++

Todd Seeber double bass MUSICOLOGY Sharon Daniels*
Roman Totenberg violint+ COLLABORATIVE PIANO Victor Coelho* Ruth Benson Levin
Michael Zaretsky viola Shiela Kibbe* Brita Heimarck* William Lumpkin*
Peter Zazofsky violin* Robert Merfeld Thomas Peattie* Adam McLean
Joshua Rifkin Robert Najarian
WOODWINDS, BRASS, ORGAN Andrew Shenton* Betsy Polatin
and PERCUSSION Nancy Granert Joel Sheveloff* Christien Polos
Laura Ahlbeck oboe Peter Sykes* Jeremy Yudkin* Maria Spacagna
Ken Amis tuba Jeffrey Stevens
Peter Chapman trumpet VOICE THEORY and Georgia Talbot
Geralyn Coticone flute Michelle Alexander COMPOSITION Allison Voth*
Doriot Dwyer flute Sarah Arneson* Martin Amlin*
Terry Everson trumpet* Penelope Bitzas* Theodore Antoniou* STAFF PIANISTS
John Ferrillo oboe Kendra Colton Deborah Burton * Michelle Alexander
Richard Flanagan percussion Sharon Daniels* Richard Comell* Eve Budnick
Joseph Foley trumpet James Demler* Lukas Foss Jodi Goble
Timothy Genis percussion  Simon Estes* Osvaldo Golijov Phillip Oliver
Ian Greitzer clarinet Jodi Goble Samuel Headrick* David Richardson
Ronald Haroutounian Phyllis Hoffman* David Kopp* Lorena Tecu
bassoon Frank Kelley Rodney Lister*
Scott Hartman trombone ~ Susan Ormont , Elena Roussanova Lucas
John Heiss flute Jerrold Pope * Timothy Melbinger *Denotes full-time
Gregg Henegar bassoon Maria Spacagna Ketty Nez* faculty
Daniel Katzen horn John Wallace* Department Chairmen
Renee Krimsier flute Steven Weigt* represented in bold
Lynn Larsen horn ++ Emeritus
Don Lucas trombone*
COLLEGE OF FINE ARTS ADMINISTRATION SCHOOL OF MUSIC
Walt Meissner, Dean ad interim PRODUCTION DEPARTMENT

André de Quadros, Director, School of Music

Jim ™ , Director, School of Theatre
Lyr n, Director, School of Visual Arts
Patricia Mitro, A t Dean, Enroll

t Services

Ellen Carr, Executive Director of External Relations
Mary P. Squiers, Executive Operations Officer*
Janine Rinke, Acting Director of Admissions and Student Affairs*
Anthony Enslow, Executive Assistant*

Chris Santos, Director of Development and Alumni Relations

Diane McLean, Stage Manager

Martin Snow, Keyboard Technician and Restoration
Roberto Toledo, Recording Studio Manager

Chris Wilson, Recording Engineer

Whitney Guy, Scheduling and Programs Coordinator

Kris Sessa, Librarian
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