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PROGRAM
Tc /0, 380 .
0SSINI Overtute to La Secala di Seta G
(1792-1868) : (The Silken Ladder)
MOZART Concerto for Piano and Orchestra in C Major, 2
(1756-1791) K. 467
Allegro maestoso
Andante
Allegro vivace assai
Randolph Hokanson, piano
W_ /0,3 ¢/ INTERMISSION
COPLAND Quiet City 2!
(b. 1900) Warren Johnson, trumpet
Tad Margelli, english horn
STRAVINSKY Suite No. 1 for Small Orches;ra* s

(1882-1971)

MENDELSSOHRN Capriccio Brillante, Op. 22%%*

CRDI) Réndolph Hokanson, piano

*in observance of the Stravinsky centenary (1882-1982)
**Seattle premiere performance

School of Music Upcoming Events
Soni Ventorum, February 26, 8:00 P.M. Meany Theatre, featuring Neal 0'Doan,
piano
Madrigals, March 3, 8:00 P.M., Meany Theatre
Choral Invitational, March 4, 8:00 P.M. Meany Theatre, featuring choral
groups from high schools in the Puget Sound Area
Student Choreographic Workshop, March 10,11,12, 8:00 P.M., March 13, 3:00 P.M.
Studio Theatre
University Symphony, Oratorio Chorus, Chorale, University Singers, March 11,
8:00 P.M. Meany Theatre, featuring Mendelssohn's Elijah




Program notes

Two days before the Ferrara premiere of Ciro in Babilonia, a newspaper in Venice,
had reported: "For-the spring seéason to be inaugurated at the Teatro Szn Moisé on the
second feast-day of Easter, the Signor Maestro Rossini will write a new farce of the
poet Foppa." Driven by the need to support himself and contribute to the upkeep of
his parents, Rossini had signeg a contract with Cera, impresario of the San Moisé,
who clearly yearned for another box-office aftract;on-as potent as L'Inganno felice.
Unhappily, the Foppa libretto’ entitled La Sealq di. séta was unlikely to evoke the re-
sult desired. Rossini, however, had no choice but to accept it: 1less than two months
after the Ferrara premiere of (ira.in Babilonia, La Scala di seta was heard at the
San Moise. On May 9, 1812, it shared a triple bill with an opera by Pavesi's and a
ballet. For it, Rossini was paid the standard San Moise fee for a farsa, 250 francs,
(about $130).

La Scala di seta, though not approved beyond its merits~which.are not myriad after
its glinting overture-was played at the San Molsé intermittently for about a month.
Foppa was criticized sharply for making use of an intriglie so like that of the 1i-
bretto of Cimarosa's.Il Matrimonio segreto, and Rossini was lauded mildly for his agil-
ity in making a‘stale subject seem slightly fresh.

La Scala di seta was played at Sinigaglia in 1813 and at the San Moisé ‘again in
1818; outside Italy, it was heard at Barcelona in 1823 and Lisbon in 1825-aftét which
it remained mostly unheard until a few revivals after World War II. Almost every-
thing after its overture is. anticlimactic. That overture is one of Rossini's gayest
and most artfully constructed the earliest of his orchestral pileces presenting him
at or near his unique best. Like all Rossini overtures except those for Le S‘Lege de Cor-
inthe and Guillaume Tell and possibly that for Semiramide, this one is distorted by
the massive string-preponderance of the modern - symphonic orchestra: the performing
group must be kept reasonably small and the winds, particularly the woodwinds, must
always be given their full intended value if the genuine bouquet of Rossini's extreme-
ly individual orchestration is to be evoked,

Completed on March 9, 1785, the Concerto for Piano and Orchestra in C Major was
first played three days later at a concert given by Mozart in Vienna. Leopold Moz-
art was then spending some months with his son and daughter-in-law Constanze in their
dwelling on the Schulerstrasse. Writing to his daughter Nannerl, he described the

. Warm reception accorded the new work. Many listeners were moved to tears by its
beauty, according to the proud father, and the applause was deafening. Such behav-
ior spoke well for the audience because, as Eric Blom points out, the Andante (which
has in recent years become universally known through its effective use in the film
Elvira Madigan) "must have made Mdzart's hearers sit up by its daring modernities.
Among such audacities were "a diminithed seventh and a sweeping skip in the first bar,
an unexpected transition to the tonic minor in the second, discordant suspensions in
the next three, and a grinding false relation (B-flat against B-natural) in the last."

Whether goaded by debts and efforts to meet the high rent and expenses of the
Schulerstrasse residence or merely by a feverish creative urge, the period of the C
Major Concerto hummed with composition, particularly for piano. Six concertos, two
sonatas, and two sets of variations, all for pilano, were the count by the end of 1784.
Three more piano concertos followed in 1785, besides the C Minor Fantasy and the son-
ata for violin and piano, in the same key. By then the concerto form in Mozart's
hands had become a "medium in which...he succeeded in combining perfect aptness to
its special requirements with inexhaustible poetry and originality." .

" Scored originally as incidental music to the Group Theatre's production in 1939 of
Irwin Shaw's play of the same name, Quiet City was later premiered as a one-movement
orchestral piece by the Saidenburg Little Symphony in the Town Hall, New York. Crit-
ics and public received it warmly. To one writer it evoked visions of ' 'silent streets,
the slogging gailt of a dispossessed.man, and some of the feeling of mournful beauty
that comes from loneliness." Another sensed hints of "The ‘opening of am\Alfred Hitch-
cock thriller," and a third "bleak brooding spreading suggestively over the mirrored
‘metropolis.™

Mr. Shaw's play, an experimental fantasy delving ifito the.''night thoughts of many
different kinds of people in a great city," had used a trumpet player as the author's
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mouthpiece, the recurring trumpeting being designed to "arouse the consclence of his

fellow players and of the audience." In preparing the accompanying score, Mr. Cop-
land had in mind music that would be "evocatlve of the nostalgia and inner distress
of a soclety profoundly aware of its own insecurity."

Urged by friends to make use of some of the thematic material as the basis for an
orchestral piece, Mr. Copland set to work that summer after completing his duties at
the Berkshire Music Center, where he served on the faculty. When the piece was play-
ed by the Boston Symphony Orchestra, Serge Koussevitzky conducting, he explained that
he had "borrowed the name, the trumpet, and some themes from the original play."

The orchestration was completed in September, 1939, and the score dedicated to
Ralph Hawkes, junior member of the London firm of Boosey and Hawkes, who subsequently
published the music.

In 1916-1917 Stravinsky composed Five Easy Pieces for piano duets, which were per-
formed by Jos& Iturbi and the composer in Lausanne, Switzerland on November 5, 1919,
The ingpiration for these pieces sprang from the fact that by 1916 Stravinsky's two
older children had made sufficient progress in their musical study for him to wish to
write a set of piano duets for them with easy right hand. They were given easy mel- -
odies to play, frequently doubled at the octave. Simple keys were chosen so as to
avold accidentals as far as possible; and any complicated passage-work was put into
the bass. Altogether Stravinsky wrote eight piano duest and they were orchestrated at
various times between 1917 and 1925 to form two Suites. In the Suite No. 1>for Small
Orchestra, which we are to hear tonight, he uses only four of the Five Easy Pieces,
and the full score is dated Nice, 31 December, 1925. In their original form the Es-
panola was written after Stravinsky's trip to Spain in 1916, the Napolitana after his
visit to Naples in 1917, the Balalaika followed, and the last number to be written was
the Andante. This Andante is in serious vein; but the other numbers are full of high
spirit and occasional distortions and a marked tendency toward satire.

Mendelssohn's Capriceio Brillante, Op. 22 for Piano and Orchestra was written, or
at least completed in London upon the composer's second visit to England in 1832, and
Mendelssohn himself saw its first performance in that country. He wrote to a friend,
modestly enough that "it sounds very well in the orchestra, and it is a good enough
concert pilece.” Actually the work is a Fantasy on several themes introduced by the
solo instrument. A slow melodic introduction leads into the first brilliant Allegro
theme, and subsequently piano and orchestra work out the various themes together, the
Piano part containing a good deal of glittering figuration against orchestral back-
ground.




The University Sinfonietta personnel

Violin I
Delphine Frazier
Christine Olason
Beth Chandler
Benita Lenz
Patricia Chinn
Anthony Bondi -

Violin II
Stephen Hegg
Sandra Wightman
Nicholas Yokan
Samara Hoag

Viola

Gregory McKee
William Goodwin
Kelly Shanafelt
Stella Newman

Cello
Lyn- Fulkerson

Margaret Brennand -

David Beck
Palge Stockley

Bass
Virginia Ring
David Pascal

Flﬁte _
Felix Skowronek
Linda Kraft"

‘Oboe

Laila Storch
Tad -Margelli

.Clarinet
William McColl
Jere Knudsen

Bassoon

Arthur Grossman
Eleanor Froelich

Horn ..
David Kappy
Janelle Petit

Trumpet

Dawn Stremel
Roger Tanner
Warren Johnson

Trombone .
Greg Powerg‘:

Tuba .
Ed Phillips

Percussion -
Julie Calhoun

Orchestra Librarian
Rose Mauro




