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Here, a desired life in music is grounded in great teaching, demanding
performance, solid scholarship and devoted love of the art. We Ja

community wholly in love with the study of, creation of, performance
of, MUSIC!

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

Ludwig van Beethoven (1770-1827)
Symphony No. 4 in B-flat Major, Op. 60

Beethoven's Fourth Symphony has suffered an unenviable fate, that of obscurity.
Standing as it does immediately after his heroic Third and just before his tragic
Fifth, it was, in Robert Schumann's words, "a slender Greek maiden between two
Norse gods." The comparison is apt; like that Grecian girl, this symphony has
been utterly overshadowed by its indomitable neighbors. Yet the piece is no less
masterful than its companions. In fact, the Fourth Symphony is in many ways an
ideal example of Beethoven's style, for it blends the gracious Classicism of his
early years with the hearty orchestrations of his later works. If it is less profound
than the symphonies that precede and follow it, that is merely a product of the
composer's state of mind, for in 1806 when Beethoven wrote the Fourth
Symphony, he was enjoying a rare period of happiness. In this work, as in its
contemporaries, the Fourth Piano Concerto and the Violin Concerto, we he )
proof that Beethoven was not always the anguished artist.

The Fourth Symphony was written for Count Franz von Oppersdorf. A relative
of Beethoven's patron Prince Lichowsky, the Count met the composer at the
prince's summer home near Troppau where Beethoven was enjoying a prolonged
vacation. The occasion was a private performance of Beethoven's Second
Symphony, which Count von Oppersdorf enjoyed so much that he immediately
commissioned a new symphony, offering the composer a grand sum for the
work's dedication. At the time, Beethoven was at work on what would eventual-
ly become the Fifth Symphony, a work he had started in earlier, darker days.
Now, calmer and more contented, he set that traumatic score aside and began a
cheerier symphony for the Count, one more in the mood of the Second
Symphony that the Count had found to be so pleasing. Work proceeded quickly.
The new symphony premiered in March of 1807 on a private concert at the
palace of Prince Lobkowitz, another Beethoven patron. The Fourth Piano
Concerto and the Coriolan Overture were also heard on that occasion. Only after
the concert was Count von Oppersdorf presented with the symphony, a slight of
protocol that he did not appreciate, particularly as he had heard rumors that the
work was not well received. He would never again do business with Beethoven.

The Fourth Symphony is filled with musical jokes, mostly jokes aimed at other
musical insiders, though there are also jokes for the rest of us. Beethoven's
whimsical mood reveals itself even in the symphony's opening moments. He
attaches a slow introduction to the head of an otherwise fast movement. This, in
itself, is not unusual. Haydn, for example, did it with great frequency, but t’
theory always was that the slow introduction would introduce that which fcs
lows, hinting clearly at the key to come, rather in the way that an opera overture




will quote snippets of the arias and choruses to be heard later in the work.
Beethoven, however, has no plan of being so transparent. His key changes mean-
der here and there, and when he finally does arrive at exactly the place that had
been hinted at by the opening chord, a harmonically tuned colleague would
have reacted with disbelief.

The symphony's other three movements also have their idiosyncrasies. In the
lyrical second movement, the strings are awarded an exquisite flowing melody
that is constantly interrupted by a recurring "heartbeat" rhythm that sometimes
forgets its place in the background and comes surging out into center stage.
After each interruption, the strings resume their flow, seemingly oblivious to the
offense.

The third movement is ostensibly a minuet. At least, that is what Beethoven calls
it, but he exaggerates. Here is no graceful courtly dance in powdered wigs. It is
too lively, too syncopated, and far too reminiscent of a boisterous folk dance. A
minyet, after all, should have the aura of champagne, but Beethoven has chosen
to ste one that is far more evocative of beer.

By comparison, the fourth movement is fairly straight-forward. It is a brisk and
bustling rondo that might have originated at Haydn's desk. Yet the frenzy and
fervor that characterizes much of the movement is abruptly derailed in the final
page. Sudden tempo changes force the conductor to stay on his toes, and a final
brief bassoon solo sounds, more than anything else, like a parting chuckle.

Paul Hindemith (1895-1963)
Symphonic Metamorphoses on Themes of Weber

It should come as no surprise that Paul Hindemith's Symphonic Metamorphoses is
a favorite of both audiences and performers. This music has many virtues: it is
tuneful, clever, brilliantly scored, and short. (Back in the days of LPs, it fit easily
on one side of a record.) Most amazingly, for music produced during the Nazi
era by a refugee from Germany, it is buoyantly optimistic. Unlike work from the
same time by Shostakovich (which we will perform later this season), its opti-
mism is neither ironic nor temporary. Some people attribute this cheerfulness to
a desire by the composer to please the "unsophisticated" American audience of
., the work's premiere (January 1944 in New York). Hindemith was actually a most
"advanced" and controversial modern composer who delighted in complex
counterpoint and shifting tonality. He departed from his usual practice to create
such an approachable, hummable, piece of music. Of course, the principal tune
of each movement comes from a much earlier, melodically gifted composer, Carl
Maria von Weber (1786 - 1826). Hindemith makes each of Weber's tunes a bit

SE and then adds his own blend of modal harmony, colorful orchestration,
and dramatic sense. The result is a true metamorphosis of ordinary Classical
themes into pure musical magic.
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The first movement opens in a burst of energy, a wild ride into a landscape of
medieval-style open harmonies and exotic instrumental effects. Though
Hindemith (who was a violist) wrote brilliantly for the string family, this piece is
a showcase for woodwind, brass, and percussion instruments. The prominent
use of horns (which in German music usually depict either hunting or mail
delivery) and "woody" oboes and bassoons suggests a mythical forest, recalling
Weber's best-known work, the supernatural hunting opera Der Freischutz.
Movement 2 moves to the Orient, with a theme from Weber's Turandot (a
Chinese story later used by Puccini). The melody originally appears in the
woodwinds over a background of etheral string harmonics, but makes the round
of the entire orchestra in a set of variations featuring each instrumental family.
The music reaches a furious climax, subsides, and then rebuilds through jazzy
lines for the brass and virtuoso passages for percussion (drums, chimes, bells,
cymbals, etc.) until a final quiet encounter of woodwinds and percussion. The
lyrical third movement gives the listener some respite from the activity of move-
ments 1 and 2. Woodwind instruments and horn are featured in this quiet, lulla-
by-like music, though there are also some lovely lines for the strings. The segand
half of the movement repeats the opening, but with a virtuoso flute solo o )l\id

on the melody. Suddenly, with a horn call, we plunge into the fourth movement,
a march of energetic string rhythms, woodwind melodies, and drumbeats lead-
ing to an unabashedly heroic song first presented by the horn choir. When the
whole orchestra joins in, it is hard for the audience to keep from bouncing in
their seats. The image Hindemith conveys, while martial, is not of oppressive
militarism but of joyous warriors. The lone hero is nowhere to be found, either;
this is a victory march for the whole team.




WILLIAM LUMPKIN conductor

William Lumpkin is the Music Director / Conductor for the Boston University
Opera Institute and appears regularly as a guest conductor with regional com-
panies. Most recently, he led performances of Hansel & Gretel with Opera
Theatre of St. Louis and the St. Louis Symphony Orchestra. Mr. Lumpkin has
also appeared in performances of Cosi fan Tutte with Boston Lyric Opera and
Jonathan Dove's Flight at Opera Theatre of St. Louis. In 2005 he led performanc-
es of Flight for Boston Lyric Opera. He was also the conductor for the EOS
Orchestra at the Brooklyn Academy of Music, where he led performances of the
Philip Glass opera Galileo Galilei.

During the 2001 season, Mr. Lumpkin made his professional debut with Opera
Theatre of St. Louis conducting La Bohéme and returned the following season for
performances of The Magic Flute and Lucia di Lammermoor. Mr. Lumpkin was
guest conductor for the UIUC production of Gounod's Romeéo et Juliette, receiv-
ir Wyve reviews both for his conducting and the finesse of the orchestral play-
iny,#nd recently conducted William Bolcom's A View from the Bridge with
Indiana University Opera Theater. With the Los Angeles Opera, Mr. Lumpkin
was Associate Pianist/Assistant Conductor for productions of Xerxes, Don
Pasquale, Le nozze di Figaro, and Un ballo in maschera. He has also served as
Music Director/Conductor for the UCLA Opera, Principal Coach/Assistant
Conductor for the USC Opera, and was on the professional staff at Oberlin
Conservatory where he was Assistant Music Director/Chorus Master for Oberlin
Opera Theater.



BOSTON UNIVERSITY CHAMBER ORCHESTRA

Violin I

Zoya Tsvetkova, concertmaster

Jeanie Lee
Misuk Ro

Amy Brunswick
Jude Ziliak
Andrea Levine
Tess Varley
James Harris
James Ross

Ike Yato
Bethany Morris
Julie Metcalf
Maho Sakai

Violin II

Maelynn Arnold, principal
Julija Okrusko
Miyuki Yamaguchi
Madeleine Jansen
Jay Youmans
Charles Nguyen
Matthew Tobin
Ashton Bush
Shyang Puri
Esther Nahm

Paul Pinard

Max Turpin

Viola

Yuan-Chun Liu, principal
Joy Grimes

Jorja Bagnera

Zachary Brezon

Sharon Bielik

Tess Scott-Suhrstedt
Laurel Yu

Merrick Nelson

Graciela Briceno

Cello

Jacqueline Ludwig, principal

Leah Hagel
Edward Vigneau #
Isaiah Gage #
Szu-Ying Hong *
Will Tortolano *
Douglas Machiz
Hannah Matthews
Sae Lee Chang #
Jason Domingo #
Seth MacLeod #
Kelly Stuart #
Nailah Conner #
Janel Zarkowsky *
Brandon Brooks *
Esther Chang »

Bass

Colleen Ruddy, principal
Henry Samuels

Bridget Sprouls

Tristan Sutton

Flute

Meg Griffith *
Margaret Brinkerhoff +
Yukiko Miyazaki
Megan Searcy

Oboe

Jamie Davis
Jennifer Feldman +
Tamsin Johnston *
Katie Klich

Clarinet

Peter Bianca +
Ashley Creighton *
Danielle Davidson
Giacomo Smith
Thomas Weston

Bassoon

Sarah Cryan * +
Brandon Finley
Jacqueline Gorski

Horn

Jonathan Craft
Kirk Hartung +
Emma Kaplan
Juan Juarez *
Jeremy Moon
Dmitri Sullivan

Trumpet

John Bartnicki +
Greg Lloyd *
Robert Reustle
Nathan Tighe

Trombone

Andres Leon Rodriguez +
David Roth

Dennis Smith

Tuba
Zacahry deVries

Timpani
Wei-Chen Lin *
Lee Vinson +

Percussion
Rebecca Celuski
Wei-Chen Lin
Luke Short
Nick White

* Principal in Beethoven
+ Principal in Hindemith
# Playing in Beethoven

A Playing in Hindemith
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Boston University School of Music
UPCOMING EVENTS AND PERFORMANCES

Monday, December 4, Spm Boston University Chamber Chorus,
Women’s Chorale, and Concert Choir

ANN HOWARD JONES conductor

MARK BUCKLES graduate conductor

RAY YU graduate conductor

Marsh Chapel

Tuesday, December 5, 8pm Boston University Symphony Orchestra
DAVID HOOSE conductor

Haydn Symphony No. 88

Beethoven Symphony No. 3 “Eroica”

Tsai Performance Center

)

Wednesday, December 6, 8pm ALEA III
THEODORE ANTONIOU conductor

Works by Hartmann, Gyftakis,

W. Antoniou, and Ligeti

Tsai Performance Center

Thursday, December 7, 8pm Boston University Wind Ensemble
DAVID MARTINS conductor

Grainger Children’s March

Erickson Ouver the Hills and Far Away

Schuller Symphony for Brass and Percussion

Wilson SHAKATA: Singing the World into Existence

Reed Russian Christmas Music

Tsai Performance Center

Friday, December 8, noon Lunchtime Concert Series
Muir String Quartet

In residence at Boston University

CFA Concert Hall

) 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 thank
you for your understanding. For more information on how you can support the Boston University College of
Fine Arts and School of Music, please contact Chris Santos, Director of Development and Alumni Relati- 5
Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-204 )
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
Leslie Parnas cello

Ann Hobson 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

Mic eynolds cello*
Rhe ider cello

Todd Seeber double bass
Roman Totenberg violin++
Michael Zaretsky viola
Peter Zazofsky violin*

WOODWINDS, BRASS,
and PERCUSSION
Laura Ahlbeck oboe

Ken Amis tuba

Peter Chapman trumpet
Geralyn Coticone flute
Doriot Dwyer flute

Terry Everson trumpet*
John Ferrillo oboe

Michael Lewin
Victor Rosenbaum

COLLABORATIVE PIANO
Shiela Kibbe*
Robert Merfeld

ORGAN
Nancy Granert
Peter Sykes*

VOICE

Michelle Alexander
Sarah Arneson*
Penelope Bitzas*
Kendra Colton

Richard Flanagan percussion Sharon Daniels*

Joseph Foley trumpet

Timothy Genis percussion

Ian Greitzer clarinet

Ronald Haroutounian
bassoon

Scott Hartman trombone

John Heiss flute

Gregg Henegar bassoon

Daniel Katzen horn

Renee Krimsier flute

Lynn Larsen horn

Don Lucas trombone*

James Demler*
Simon Estes*
Jodi Goble
Phyllis Hoffman*
Frank Kelley
Susan Ormont
Jerrold Pope * *
Maria Spacagna

HISTORICAL
PERFORMANCE
Aldo Abreu recorder
Sarah Freiberg Ellison cello
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

MUSICOLOGY
Victor Coelho*
Brita Heimarck*
Thomas Peattie*
Joshua Rifkin
Andrew Shenton*
Joel Sheveloff*
Jeremy Yudkin*

THEORY and
COMPOSITION
Martin Amlin*
Theodore Antoniou*
Deborah Burton *
Richard Cornell*
Lukas Foss

Osvaldo Golijov
Samuel Headrick*
David Kopp*
Rodney Lister*
Elena Roussanova Lucas
Timothy Melbinger
Ketty Nez*

John Wallace*
Steven Weigt*

MUSIC EDUCATION
Bernadette Colley
André de Quadros*
Joy Douglass

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++
Sharon Daniels*
Ruth Benson Levin
William Lumpkin*
Adam McLean
Robert Najarian
Betsy Polatin
Christien Polos
Maria Spacagna
Jeffrey Stevens
Georgia Talbot
Allison Voth*

STAFF PIANISTS
Michelle Alexander
Eve Budnick

Jodi Goble

Phillip Oliver
David Richardson
Lorena Tecu

*Denotes full-time
faculty

Department Chairmen

represented in bold

++ Emeritus

COLLEGE OF FINE ARTS ADMINISTRATION
Walt Meissner, Dean ad interim

André de Quadros, Director, School of Music

Jim Petosa, Director, School of Theatre

Lynne Allen, Director, School of Visual Arts

Mar
Janiy

uiers, Executive Operations Officer*

Patricia Mitro, Assistant Dean, Enrollment Services
Pke, Acting Director of Admissions and Student Affairs* Kris Sessa, Librarian

Anthony Enslow, Executive Assistant*
Chris Santos, Director of Development and Alumni Relations
*~indicates employee of the School of Music

SCHOOL OF MUSIC

PRODUCTION DEPARTMENT

George R. Kendall, Manager of Production and Performance
Martin Snow, Keyboard Technician and Restoration

Roberto Toledo, Recording Studio Manager

Chris Wilson, Recording Engineer

Whitney Guy, Scheduling and Programs Coordinator
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