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UC San Diego Chamber Orchestra

June 4, 2024 at 8:00pm

Mandeville Auditorium
Matthew Henson, conductor

Overture to "Luisa Miller"
Giuseppe Verdi (1813-1901)

Concerto for Violoncello and Orchestra
Edward Elgar (1857-1934)

i. Adagio - Moderato
ii. Lento - Allegro Molto
iii. Adagio
iv. Allegro - Moderato - Allegro, ma non troppo -
Poco piu lento - Adagio

Peter Ko, cello
- Intermission -

Symphony No. 1
Dmitri Shostakovich (1906-1975)

i. Allegretto - Allegro non troppo
ii. Allegro - Meno mosso - Allegro - Meno mosso
iii. Lento - Largo - Lento
iv. Allegro molto - Lento - Allegro Molto - Meno mosso -
Allegro molto - Molto meno mosso - Adagio
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Violin
Aaron Truong
Abraham Blanquel
Ambal Kailasam
Ari Winograd*
Ariana Moore
Austin Haggard
Colton Long
Emmett Pangan*™
Felicia Cai
Griffin Harper
Lewis Minnich
Linnea Trotman
Manasvini Komandur
Raymond Li
Ryan Jeffers
Shayne Corritori
Seoin Yang
Sunwoo Baik
Sydney Liao*

U Lam Lou*
Victor Wu*

Viola
Alexi Alexiou
Andre Qin
Ariel Anchanattu
Juliana Tran*
Kendall Fultz-Waters
Mana Khalvati
Seini Patelo
Whitney Mitchell*
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Performers

Cello
Ben Kramer
David Bittleman
Irene Chen
Leander Goessling
Minh-Nha Kawamura
Rebecca Kirby
Ruth-Mary Shackelford

Bass
Angelica Pruitt
Helen Fluetsch
Nicholas Marko
Paul Grantham

Flute
Aretha Li*
Keene Cheung
Sabrina Wang
Vivian Liu

Oboe
Jacob Butler
McKenna Eve Carlson

Clarinet
Janice Meltser
Randy Lew*
Sara Kenney

Bassoon
Dan Weiss
Shae Atkins

Horn
Eli D'Amico
Elsa Kim*
Ethan Han
Jasmine Rodriguez

Trumpet
Eric Lin
Hugo Ingelsson
Nicolas Valenza

Trombone
Chase Accornero
Shane Kim
Thomas Allen*

Tuba
Ami Gale

Percussion
Andrew Kreysa
Blark Lee
H. Camilo Zamudio
Teresa Ling
Yutong She

Piano
Vani Sahjwani

*.2023-2024 Graduate
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Praised as “particularly moving” (San Diego Story) and showing “extraordinary musicianship
with unbroken focus ... fierce and committed” (San Diego Union Tribune), Peter Ko is a San
Diego based cellist, collaborating with musical artists such as Steve Schick, Joshua Rubin, Mark
Fewer, and the Dover String Quartet. He has performed across the USA, Mexico, Canada, and
Europe, performing in festivals such as soundSCAPE, SICPP, Darmstddter Ferienkurse, the
Green Box Arts Festival, and Neofonia Festival de Musica Nueva Ensenada. Peter currently
serves as principal cellist for the La Jolla Symphony and Chorus, and has worked with the

Palimpsest Ensemble, Brightwork New Music, Project [BLANK], and San Diego New Music.
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Program Notes

Verdi's Luisa Miller (1849) tells a tale of noble love and deception which ultimately
leads to tragedy and revenge (perhaps not surprising when viewed within the context of
canonic opera). Briefly put, the story opens with Luisa and Carlo, a man she meets in the
village, deeply in love but met by disapproval from Miller, her father. Wurm, assistant to
the Count Walter, approaches Miller, professes his love for Luisa, and asks for his blessing
to marry her. Miller rejects, however, prompting Wurm to reveal that the man pretending
to be Carlo is Count Walter's son Rodolfo, a fact which deeply anger's Miller. In the complex
tale which follows, the families and lovers quarrel, resulting in Wurm successfully coercing
Luisa into writing a letter professing a falsified desire to marry him. In the end, Rodolfo
confronts Luisa about the letter, which she tells him is genuine, driving him to poison them
both. Realizing that they are soon to die, Luisa reveals Wurm's coercion to Rodolfo. As the
two breath their final breaths, Wurm enters and Rodolfo kills him with his sword, enacting
his revenge over both Wurm and his father, who helplessly looks on.

The overture to this opera, however, is not entirely consistent of tragic material. In
the opening dialogue between the strings, the first violins foretell ominous events while
the rest of the strings sound incisive punctuations. The winds, brass, and percussion join
to sound fateful chords in C minor while the dangerous string lines swarm up and down.
This gives way, though, to a singing clarinet solo, a light dance of winds and strings, a
longing call and response between strings and clarinet, and ultimately a shift to C major.
Before the overture concludes, fateful chords return foreshadowing the story's end, but are
followed by a festive coda, propelling the listener into the ensuing opera with curious
expectation, rather than assurance of tragedy.

Elgar's Concerto for Violoncello and Orchestra (1919), famously saw little success for
many years after its disastrous premier. The story goes that Elgar conducted the premier
of his own work by the London Symphony Orchestra, while Albert Coates conducted the
rest of the concert. Coates, however, used most of the rehearsal time for the pieces he

would conduct, leaving the orchestra perilously underprepared for Elgar's concerto. When
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combined with a widespread feeling that piece possesses an overly melancholic
temperament, the work did not see much early success at all. However, in the latter half of
the 20th century, the piece began finding popularity and has evolved to be among the most
popular cello concertos in repertoire.

The piece opens with a confident but curious motif which returns and transforms
often as the work unfolds. In the first movement, this motif gives way to a wandering 9/8
E minor theme in the violas, which gets passed to the cello section and eventually the
soloist. This material builds, cumulatively, becoming a forceful presentation by the whole
ensemble, but soon gives way to an ominously lilting call and response between the soloist
and the ensemble in 12/8. This lilting material quickly sweetens, shifting to E major but
initiating a passionate push-and-pull that ultimately sees the soloist pulling the ensemble
back to the 9/8 main theme. The movement fades, moving attacca (without a break) to the
second, which begins with a fragment of the opening motive present as downtrodden
pizzicato chords, but propelled quickly to an energetic scherzo. After a sort of recitative
which freely explores new thematic materials, the orchestra and soloist take off on a
relentless sprint of playful figures, interrupted only briefly by a few luxurious melodic
prospects that are never able to take hold. Allowing a breath, the brief third movement
sounds simple upward-reaching melodies that are never quite allowed to fully indulge in
their rich romantic potential. The ensemble then begins the fourth movement introducing
a boisterous theme, interrupted by a stately but harmonically simplified version of the
opening motif, which develops into a cadenza. The ensemble theme returns, becoming the
first of a sequence of character variations. Ultimately, though, these energetic variations
flame out, making room for the melodies from the previous movement to return and more
fully manifest. The opening motif returns one final time, almost exactly as it first appeared
by the solo cello, but now made more knowing by alterations in the accompaniment.
Finally, the movement's main theme returns conclusively, sealing the piece in its fateful key

of E minor.
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Context for Shostakovich's music typically explores the oppression he faced from Stalin and
the Soviet government in the mid to late 20th century. However, as his first symphony
came about in 1925, before this relationship arose, its historical context is more engaged
with Shostakovich's educational background than his political affiliations. Specifically,
Shostakovich composed this work as his graduation piece from the Petrograd
Conservatory (now Saint Petersburg Conservatory) at the age of just 19. With this, I find
the most compelling contextual angle for the work to be in an exploration of its eclectic
compositional design.

The first movement opens not with declarative symphonic statement, but with a
solo trumpet, joined soon in duet by a bassoon. Small collections of other instruments
interject or take over, but the texture remains piecewise and disjunct until the solo clarinet
ultimately takes the lead with what one could reasonably assume is the main melody of a
movement in sonata form. Following this logic, a contrasting waltz-like tune takes over.
Groups of string soloists move on from this section with developmental combinations of
previous materials and the movement continues building in this manner. The waltz theme
returns before any explicit restatement of the clarinet's solo material, but the logic of
sonata form can still be convincingly applied to the movement. This waltz gives way to a
climactic build, but this build gives way to a deflation of energy and a varied restatement
of the patchwork opening section. With this, the movement presents as a palindromic
collection of three thematic ideas, more than a traditionally constructed opening
movement in sonata form.

The second movement opens befittingly of formal expectation, as, after a brief
introduction by the cellos and basses, a fast sarcastic scherzo takes off. However, two
surprising subversions soon appear. First, the piano appears to take over the scherzo
melody, after being absent for the entire first movement. At the time Shostakovich began
composing, the inclusion of a piano was not unprecedented, but still highly uncommon.
Given the nature of the piano's material, it is often seen as an homage to Stravinsky's

Petrushka, composed just 14 years earlier. Compositionally, though, the piano's material
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draws a compelled examination, as it consists almost entirely of parallel octave doubling
between the hands, perhaps exhibiting a still unrefined compositional language for the
instrument at Shostakovich's young age. The second subversion appears as the scherzo
slows to a near halt and the flutes take over in a slow choral. Hidden within, Shostakovich
includes one defiant instance of parallel 5ths -- which he was no doubt taught was poor
compositional technique -- in this choral. However, it also exhibits undeniable
contrapuntal mastery, furthered to a high extreme when he sets this choral in canon with
itself between the oboes and bassoons.

The third and fourth movements of this work -- performed attacca -- perhaps adhere
more closely to symphonic formal traditions. The third opens with a darkly singing oboe
solo over a bed of strings, giving way to an ebb and flow between climactic ensemble
moments and passages of icy barren strings. A rolling snare connects this movement to the
fourth, but the delineation between the two is not explicitly apparent. The fourth
movement opens still slowly and pushing and pulling between indulgent melodies and bare
strings. It is not until the clarinets take over in a duet of call and response that this
movement presents a drastic shift in character. This duet may be seen as the main theme
of a rondo, which twice builds to climax but gives way to lamentful string solos. While the
cello sounds the second of these, the orchestra takes over, propelling the music back to
energetic action and its overbearing militaristic end in F minor. All in all, Shostakovich
presents us with a work which assures his technical mastery and awareness of symphonic
tradition but leaves no doubt that he plans to move those traditions forward through his
own unique tonal, sonic, and formal voices in this and his fourteen remaining symphonies,

still to be written.

~Matthew Henson
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A Performer's Note by Peter Ko

It's a bit of an odd practice, this whole idea of performing a Cello Concerto written
by a person who has long since deceased almost a century ago-one who I have no
personal connection to, whose life took place in a completely different continent and era
from what I can relate to. When put that way, it may seem extremely strange to the lay-
person why one goes through the great pains and efforts required to put together such a
piece of music. This sort of questioning can be extended to the practice of performing
classical music in concert venues as a whole; it is a cultural feature that we easily take for
granted, but why do we bother with it when the composers have long since passed, when
we could simply just press play with the most perfect recordings?

Of course, why one decides to perform this music, and/or listen to it in a live
setting, can be just as simple as “I like it”, with no further questions asked. But I think part
of that enjoyment stems from the very special experience that one gleans in the moment
of listening together, a moment of deep connection, of entrainment to the sound-our
systems and brainwaves quite literally synchronize the sound waves we register in the
space, and for that moment we share the same experience across our separate bodies in
the space. The ritual-like aspects of concert music, from the dimming of the lights, the
tuning note of the orchestra, the applause that marks various juncture points of a
performance, all serve to enhance this sense of entrainment, of connection.

The content of Elgar’s Cello Concerto is undeniably moving and affective in its
qualities-strange asymmetries mark the piece throughout, giving it a certain sense of
intuition rather than formal dictate. The way the melodies are spun and the harmonies are
materialized give the piece its characteristic sound, of nobility, poise, yearning, joy,
melancholy, and many others. There is a tendency in classical music to talk about the music
in terms of abstract, in terms of the Platonic ideal-or to treat it with a distinct sense of
distant historicity. Perhaps it has to do with the way many think of this kind of music as a
form of fantasy, of escape-which is perfectly fine.

But I would like to instead, at least for this little note, think of it more as a conduit
for a moment-this will be in many ways a special performance of the work. This is the
first time I will be performing the work with an orchestra, and it will also be the first time
most (if not all!) of the orchestra. We have spent much time rehearsing and preparing,
and we all know what the work should more or less sound like-and yet, in performance,
nothing is ever guaranteed. In face of such a monumental task, the focus of the collective
will deepen in its connection, to the music and each other, as we listen with more care, to
do our very best to continuously craft the musical moment as it unfolds. Something may
go awry-a faltering of focus, a moment of hesitation, a slip of the memory-yet, we will
collectively push forward ... there is a certain beauty in that too. Perhaps the allure of live
performance is in its moment of intense vulnerability, where the performers collectively
share not just what the notes on the page are, but to an extent their own life, personality,
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and values. That intensity extends to the listener too, as they must not just simply receive
the music, but also make sense of it. Their interpretation of the artwork is what completes
the artwork. It is this viscerality, intensity of connection that gives live musical
performance its aura, that each moment is never quite like another, and that it brings us
together as a social moment.

Although the cello solo part takes particular focus in one’s experience with the
Elgar, it is ultimately the entire orchestra that is crucial to complete this musical moment,
to give it its moving qualities. The great cellist Pierre Fournier was known to have said
something to the extent that, after having played with so many orchestras, at the end of
the day, it is him that is accompanying the orchestra, not the other way around. To that
extent, | would like to thank Matthew Henson and the Chamber Orchestra for granting me
such a privilege, and for all their hard work. It has been a true pleasure.

For me, this is a particularly special and sentimental moment, as | have deep
histories and affections for both the UCSD Chamber Orchestra and Mandeville
Auditorium. Years back when I was a freshman at UCSD (as a Computer Engineering
major, no less!), the UCSD Chamber Orchestra served as my very first experience with the
UCSD Music Department. I also worked as a stagehand for the UCSD Music Department,
and I spent an inordinate amount of time working in Mandeville Auditorium as such. My
deepest gratitude also extends to Ron Leonard, whose guidance and wisdom has been
instrumental for me, and to Charles Curtis for all of his artistic inspiration and insight that
he has provided me over the years. Jessica Flores for her friendship and support over all
these years, and the critical work she does for the department. Santiago Venegas for his
generosity in help and for making the magic happen at Mandeville, along with the student
workers and recording engineers. Special thanks also to Bora Kim, Byron Chow, Sarah
Amos, Robbie Bui, Tabita and Michael Wright, Allan Tsang and Michael Campobasso for
their special support in helping me to prepare for this performance, along with all of my
friends in the community and beyond. And to you, the listener. Thanks for hearing this
out.

~Peter Ko
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