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ORPHEOS 
witb Ricbard Goode, pial)ist 

Aaron Copland 
(1900-1990) 

Wolfgang Amadeus Mozart 
(1756-1791) 

Pytor llyich Tchaikovsky 
(1840-1893) 

Three Latin American Sketches 
"Estribillo" 
f/Paisaje Mexicano" 
"Danza de Jalisco" 

Concerto No. 17 in G major for Piano and 
Orchestra, K. 453 

Allegro 
Andante 
Allegretto 
Finale_ Presto 

Richard Goode, pianist 

• INTERMISSION • 

Sou·venir de Florence, op.70 
Allegro con sp.irito 
Adagio cantabile e con moto/Moderato 
Allegro moderato 
Allegro vivace 

This concert was made possible, in part, by public funds from 
the National Endowment for the Arts, and by the generous support of 

the Andrew W. Mellon Foundation and the Metropolitan Life Foundation. 

Richard Goode is represented by Frank Salomon Associates. 

Orpheus records for Deutsche Grammophon and Nonesuch. 
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ORPHEUS CHAMBER ORCHESTRA 
Orpheus, one of the world's foremost chamber orchestras, performs without a conductor. Central 
to the annual musical season of the 28-member orchestra is the series of concerts at home in New 
York at Carnegie Hall, several recordings, and national and international tours that have by now 
included performances in nearly 300 cities in 39 countries. 

Orpheus was founded in New York City in 1972 by cellist Julian Fifer and a group of ft'llow muc;;i-
cians who aspired to perform chamber orchestral repertoire as chamber music- through th(_•ir own 
close collaborative efforts, and without conductor. Orpheus developed its approilch to the study 
and performance of this repertoire by bringing to the ordlestral setting the chamber music prin-
ciples of personal involvement and mutual respect. Orpheus is a self-governing organization; the 
players demand of one another a high level of personal and musical responsibility, and they rotate 
the seating positions to give each player the opportunity to lead a section . Together they make the 
interpretive decisions that are ordinarily the work of a conductor. They also choose the repertoire 
and create the programs, and they co_ntinually study and refine their rehearsal techniques. 

Central to the distinctive personality of Orpheus is their unusual process of sharing and rotating 
leadership roles. For every work, the members of the orchestra determine the concertmaster and 
the principal players for each section. These players constitute the core group, whose role is to 
form the initial concept of the piece and to shape the rehearsal process. In the final rehearsals, all 
members of the orchestra pariicipate in refining the interpretation and execution, with members 
taking turns listening from the auditorium for balance, blend, articulation, dynamic range and 
clarity of expression. And in recording sessions, everyone crowds into the production booth to 
listen to the initial playbacks. Members of Orpheus, who have received recognition for solo, 
chamber music and orchestral performances, bring a diversity of musical experience to the orches-
tra, which constantly enriches and nurtures the musical growth of the ensemble. Of the seventeen 
string and nine wind players who comprise the basic memberslrip of Orpheus, many also hold 
teaching positions at prominent conservatories and universities in the New York and New England 
areas, including The J uilliard School, Manhattan School of Music, Mannes College of Music_, 
Columbia University and Yale University. 

Orpheus has recorded extensively for Deutsche Gram.mophon. Included in the catalogue of over 
forty recordings are several Haydti symphonies and Mozart serenades, the complete Mozart wind 
concertos with Orpheus members as soloists, romantic works by Dvorak, Grieg and Tchaikovsky 
and a number of twentieth-century classics by Bart6k, Prokofiev, Copland and Stravinsky. 

During the 1997-98 season Orpheus's international touring includes appearances in Paris, London , 
Rome, Prague, Venice, Amsterdam, Frankfurt and Vienna. Highlights of U.S. touring include 
Boston, New York, Washington, D.C., Chicago, Atlanta and San Francisco. Recent recording 
releases include a new French disc, Pavane-fe aturing works of Ravel, Sa tie, and Faure, Mozart 
Symphonies Nos. 29, 33 and 40, and the complete Concerti Grossi, Op. 6 of Handel. 
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RICHARD GOODE 
Program Biography 

Richard Goode has been hailed for music-making of tremendous 
emotional power, depth and expressivity, and has been acknowl-
edged worldwide as one of today's leading interpreters of the music 
of Beethoven. In regular performances with the major orchestras, 

recitals in the world's music capitals, and acclaimed Nonesuch record-
ings, he has won a large and devoted following, including scores of fellow 

musicians. In an extensive profile in The Neiv Yorker, David Blum wrote: "What 
one remembers most from Goode's playing is not its beauty - exceptional as it is - but his way 
of coming to grips with the composer's central thought, so that a work tends to make sense 
beyond one's previous perception of it....The spontaneous formulating process of the creator 
[becomes} tangible in the concert hall." 

A native of New York, Goode studied with Elvira Szigeti and Claude Frank, with Nadia 
Reisenberg at the Mannes College of Music and with Rudolf Serkin at the Curtis Institute. He has 
won many prizes, including the Young Concert Artists Award, First Prize in the Clara Haskil 
Competition, the Avery Fisher Prize, and a Grammy Award with clarinetist Richard Stoltzman. 
Richard Goode's remarkable interpretations of Beethoven came to national attention when he 
played all five concerti with the Baltimore Symphony under David Zirunan, and when he per-
formed the complete cycle of sonatas at New York's 92nd Street Y and Kansas City's Folly Theater. 

Richard Goode has made more than two dozen recordings, including Mozart, lieder of Schubert, 
Brahms and Wolf with Benita Valente, and chamber and solo works of Brahms, Schubert, 
Schumann, and George Perle. Goode is the first American-born pianist to have recorded the 
complete Beethoven Sonatas, which were nominated for a 1994 Grammy Award. His recordings 
of these works have become a favorite of record buyers around the wodd. Another recording, 
with soprano Dawn Upshaw for Elektra/Nonesuch, offers Goethe Lieder of Schubert, Schumann 
and Hugo Wolf; a recording of Mozart Concertos with the Orpheus Chamber Orchestra was 
released in the fall of 1996, receiving critical acclaim in the U.S. and Europe. 

Highlights of recent seasons have included engagements with the major U.S. orchestras - Boston, 
Chicago and Cleveland, New York and Philadelphia - as well as appearances with Atlanta with 
Levi, Dallas with Mata, Detroit with Semkow, Indianapolis with Leppard, Los Angeles with 
Sanderling (including an extensive tour of the United Kingdom), Minnesota with Zinman, and 
Canada's National Arts Centre Orchestra with Trevor Pinnock. In Europe, Goode appeared with 
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the Berlin Radio Symphony under de Waart, the Finnish Radio Symphony under Saraste, and on a f 
tour of Germany with the Bamberg Symphony under Blomstedt. His annual New York recitals at { 
Lincoln Center, Carnegie Hall, the Metropolitan Museum and the 92nd Street Y's Tisch Center 
have been hailed as highlights of the season. Richard Goode has also given Beethoven recital 
cycles in Chicago, San Francisco/Berkeley, London, Frankfurt and Hannover, earning him stand-
ing ovations as well as a remarkable response from the press. 

Highlights of Richard Goode's 1996-97 season included festival appearances at Ravinia with the 
Chicago Symphony under Eschenbach; at Tanglewood with the Boston Symphony Orchestra 
under Ozawa; at London's Proms with the BBC Symphony under Belohlavek; and at the Berlin 
Festival with the Deutsches Symphonie Orchester under Ashkenazy. Further orchestral appear-
ances included the Bamberg Symphony with Slatkin; the Minnesota Orchestra with Oue; and the 
Pittsburgh Symphony, NHK Symphony Orchestra and Stuttgart Radio Orchestra with Blomstedt. 
He also gave recitals in the major centers of North America, Europe and Japan, including New 
York, Chicago, Boston, London, Pari$, Munich and Tokyo. 

1n 1997-98, Richard Goode performs throughout North America and Europe, giving recitals in 
such major centers as New York (Carnegie Hall), Philadelphia, Chicago, Toronto, Vancouver, Los 
Angeles, London, Paris and Brussels. He also tours Europe with the St. Paul Chamber Orchestra, 
and performs with the Orchestre de Paris and the Tonhalle Orchestra of Zurich. He will give 
recitals together with soprano Dawn Upshaw in major European cities such as Paris, London, 
Amsterdam and Brussels. Mr. Goode also continues an enthusiastically-received Mozart Concerto 
recording project with the Orpheus Chamber Orchestra, with performances in all the major U.S. 
cities in 1997-98. 

Richard Goode lives in New York City with his wife, violinist Marcia Weinfeld. 

FRANK SALOMON ASSOCIATES 
iol W. 54th St., New York, NY 10019 

Phone (212) 581-5:197, Fax (2:12) 581-4029 
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By Carl Cunningham 

AARON COPLAND (1900-1990) 
Three f.Atin American Sketches (1959-1975) 

Aaron Copland's biography is dotted with references to his many friendly contacts with 
Hispanic America, its people and its music. His numerous travels south of the border began in the 
early 1930s, with an invitation from Carlos Chavez to visit Mexico. The immediate result was El 
Sn/on Mexico, immortalizing a workers' dance hall. A 1941 trip to Cuba and Latin America spawned 
the creation of Copland's Danz6n Cubano. 
The three works gradually assembled as Tl1ree Latin American Sketches date from later periods in 
Copland's career. While visiting Acapulco in 1959, he was invited to compose a short orchestral 
work for the Festival of Two Worlds at Spoleto, Italy. He contributed "Paisaje Mexicano" and 
"Danza de Jalisco," only the fu-st of which was performed at the festival, according to Copland 
scholar Neil Butterworth. Both pieces were performed at Washington's Pan Amercan Union in 1965 
and Copland added the opening "Estribillo' in 1971. They were finally published as a set in 1975. 

The flavor of Latin American music pervades all three pieces, but it is a more distilled aroma 
than those of his earlier I-lispanic works. TI1e orchestration, especially the use of solo wind and 
brass instruments 1 contrib~tes a correspondingly lean, sinewy texture to these pieces. 

"Esb:'ibilJo," based on a Venezuelan popular song, is the only one in which Copland acknowl-
edged the use of a specific folk or popular melody. Essentially, it is a three-part form (ABA), whose 
opening theme is successively stated by the lower strings and piano, violas and bassoon, solo 
trumpet, and upper woodwinds- quaint central theme, which is a tonally simpler version of the 
opening motive. 

''Paisaje Mexicano" has a similar formal design. Tius delicate, exquisitely orchestrated piece is 
almost a Debussyian vision of a pastoral Mexican landscape. Its lazy, Phrygian-mode melody rises 
and falls through sev~ral statements by the upper woodwinds, then the strings. During the central 
section, set in the Dorian mode, oboe and clarinet lines crisscross in a constant interchange of tone 
colors. Unlike the piquant "Estribillo," "Paisaje Mexicano" is built entirely upon diatonic scales. 

Copland's verve at manipulating the fast rhythms and changing accents of Mexican danc e 
music comes to the fore in the closing "Danza de Jalisco." In a simple, ascending scale passage, the 
piece begins with its basic argument of sudden metric shifts: two accents in the opening measure, 
three in the second. While this merry tug-of-war persists throughout most of the movement, other 
unexpected metric changes occasionally upset the precarious balance. Several dance melodies flash 
in and out of sequence, but the center of the piece also exhibits Copland's skill at organically 
developing little thematic motives. 

WOLFGANG AMADEUS MOZART (1756-1791) 
Concerto No. 17 in G major for Piano, K. 453 (1784) 

On the 10th of February, 1784, Mozart wrote to his father that he had abandoned work on an 
opera (the comedy, The Goose from Cairo) because "I have works to compose which at the moment 
are bringing in money, but will not do so later." 

He referred to an amazing string of piano concertos he was starting to compose, which num-
bered six in all when the year was finished. K 453 was fourth among them and it was one of two 
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concertos Mozart composed for his talented pupil, Babette Player, to perform during a series of 
concerts that customarily sprang to life when the theaters were closed during the Lenten season. 

Like virtually all the concertos Mozart composed during the amazingly productive 1780s, this 
one reveals the fullness of his talent and the originality with which he approached the medium of 
the keyboard concerto. The opening movement bubbles over with charming thematic ideas. 
Mozart scholar Arthur Hutchings counts six of them in the orchestral exposition. When the piano 
enters, it repeats the principal theses but also engages in episodic passagework that leads to some 
colorfully remote tonal areas. Tol)a1 explorations continue at the center of the movement, where the 
traditional development of these themes is replaced by a fantasia that wanders through various 
keys. This excursion provides a sense of freshness when the themes return, more evenly distrib-
uted between piano and orchestra during the recapitulation. 

The slow movement is one of the gems of the Mozart concerto literature, an intensely probing 
Andante full of poetic feeling. Although several commentators have categorized it as a sonata 
movement, that definition inhibits the volatile character of the music. The music revolves around a 
questioning phrase that is repeatedly voiced but never satisfactorily answered until the codetta. 
Earlie1; responses evoke sudden troubled discourses in foreign tonalities fron1 the orchestra or the 
solojst. As in the first movement, the resolution of the dialogue is preceded by an eJaborate ca-
denza. 

Instead of being a customary rondo ot sonata, the third movement is a bouncing theme fol-
lowed by five omamental variations, each one becoming more elaborate until a syncopated minor-
mode fourth variation interrupts their accelerated motion. The entire set is rounded off by a quasi-
operatic "finale" incorporating the fheme. 

The theme has been aptly compared to one of Papageno's cheery bird songs in The Magic Flute 
and it gained notoriety when Mozart taught his pet starling to sing the tune. Alas, the bird went 
sharp on one crucial note, but his forgiving master still rewarded him with bitdseed, telling him, 
"that was beautiful!" 

PYOTR ILYICH TCHAIKOVSKY (1840-1893) 
Souvenir de Florence, Op. 70 

In January 1890, Tchaikovsky made a three-month visit to Florence, where he composed most of 
his opera, The Queen of Spades. He interrupted his work one day and jotted down a melody that 
was to become the second movement of a string sextet he had intended to write four years earlier. 

When The Queen of Spades had been orchestrated after Tchaikovsky's return to Russia later that 
spring, he picked up this musical memento of his visit to Florence and set about completing the 
long-delayed sextet. Alas, after hearing it at a private performance that winter, he felt ill at ease 
with the last two movements. He allowed the St. Petersburg Chamber Music Society to present it in 
a public premiere on December 10, 1890, finally fulfilling the promise he ,had made when they 
named him an honorary member in the fall of 1886. Then, he shelved the work for another year, 
making extensive revisions during the winter of 1891-92. Violinist Leopold Auer headed up the 
ensemble that performed the revised version at a Russian Musical Socie~y concert December 6, 
1892, and the musicians of the St. Petersburg Chamber Music Society gave it a second performance 
the following evening. 

As the next-to-last of Tchaikovsky's large instrumental works (followed only by the Pathetique 
Symphony), the Souvenir de Florence shows the composer in firm control of the organic forms 
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inherited from the Austro-Gerrnan classical tradition. The opening sonata -allegro movement 
begins with a brusque, folkish theme that thrusts itself forward with a coiled, circular motion. After 
a lengthy transition, its head motive becomes the source of a lyrical second theme, whose long, 
singing lines could form the basis of a romantic pas de deux in one of Tchaikovsky's ballets. This 
melody is given extensive canonic treatment before it yields to a short closing theme. A rigorous 
development, a full restatement of the themes and a coda round out the movement. 

The slow movement is a lovely Italian serenade, initially stated by the first violin over an 
accompaniment of plucked strings, then heard in a duet with the first cello. A whispered, fluttering 
interlude for all the strings separates this melody from its repetition, where the cello takes the lead 
over the violin. Instead of a scherzo, the third movement is a melancholy march that rises to a 
demanding climax, then dissolves into a flurry of Latin rhythms during the trio. The finale is a 
vigorous blend of sonata and fugal principles. As in the opening movement, the main theme has a 
folk-like character and, after a short fugal episode, it is followed by a song-like theme. A much 
longer fugue dominates the last half of the movement. 

The Souvenir de Florence ha s become one of Tchaikovsky's most popular chamber music works 
and is often performed in the string-orchestra version heard at this concert. 

© 1997, Carl Cunningham 

Orpheus Chamber Orchestra, Inc. 

Julian Fifer, Founder and President 
Norma Hurlburt, Executive Vice President 
Marina Siniscako, Special Projects Mgr. 
Jonathan Ankney, Director of Finance 
Kyler Brown, Subscription Manager 

Valerie Guy, Director of Operations 
Lori Harnes, Operations Assistant 
Erika Rauer, Development Assistant 
Michael Schulman, Development Assistant 

Board of Directors 

Edmund H. Sutton, Chairman 
George Braun 

John Brim 
Gonzalo de Las Heras 

Daniel Gersen 
Jerry Gladstein 

Barbara A. Katzander 
Jane Kitselman 

Jay La11-gner 
MaryK. Villa 
Zena Wiener 

Jack Yamauchi 
Werner Kramarsky, Emeritus 
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Con,il)g Attractior,s 

SECREST ARTISTS SERIES 

The Autos Ensemble with Julianne Baird, soprano 
Saturday, Ap1·il 25, Brendle Hall at 8pm 

Ravi Shankar 
Thursday, April 30, Wait Chapel at 8pm 
Call (336) 758-5295 for tickets 

01)iversity Tbeatre 
Promenade Passion Play on April 5,6,7 
Tartuffe on April 11, 15-19 
Call (336) 758-5295 

Departn,el)t of Music 
Choral Union Concert on March 31 
Collegium Musicu.m on April 7 
University Orchestra: "Year of Religion in America" concert on April 20 
Jazz Ensemble on April 21 
Wind Ensemble and Symphonic Band on April 27 
Call (336) 758-5364 for program information 

Wake Forest University expresses its deep appreciation to Mrs. Marion Secrest and her 
husband , the late Dr. Willis Secrest, for generously endow ing the Secrest Artists Series. 

The use of recording devices is not allowed. 
Tickets for all Secrest Series events are available without charge 

to all Wake Forest students, faculty and staff. They are sold 
individually and by subscription to the general public. 

Ushers are members of Alpha Phi Omega, a national service fraternity. 

WAKE FOREST 
UNIV[RSITY 



Nancy Wurtele Benefit 
All proceeds will benefit 

NCSA Community Music School scholarships, 
Salem College School of Music, and 

Carolina Chamber Symphony 

Performers 

Robert Listokin, clarinet Paul Nitsch, piano 
Robert Marsh, cello Marilyn Taylor, soprano 
Patricia Barnes-Griffith, piano Ingrid Cowan, alto 
Enrique Graf, piano Richard Heard, tenor 

John Williams , baritone 

Friday, April 17, 1998 8:00 pm 
Fine Arts Center 

Salem College and Academy 

Concert $15, students free with ID 
Tickets at the door. 
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Orpheus on CD 
I'd like to hear "the greatest chamber orchestra the world has ever heard"* on CD. Please send me the 
free catalogue of CDs recorded by Orpheus. 

Name: 

Address: 

City, State, Zip: 

Country: 

Telephone: 

Mail this card postage free, or return by fax to (212) 896-1717. 
• Top Critics rate the Top Ten , Town & Country 




