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Program Notes 
Maroney: The Ever-Fixed Mark  
Marcus Karl Maroney studied composition and horn at the University of Texas at Austin (B.M.) and Yale School of 
Music (M.M., D.M.A.). His principal composition teachers were Joseph Schwantner, Ned Rorem, Joan Tower, and 
Dan Welcher. In 1999, he received a fellowship to the Tanglewood Music Center, the First Hearing award from the 
Chicago Symphony Orchestra (for Those Teares are Pearle) and an ASCAP/Morton Gould Young Composer‘s award. 
Other awards and fellowships followed, including a Charles Ives Scholarship from the American Academy of Arts 
and Letters, the Music 2000 Prize from the University of Cincinnati College-Conservatory of Music, further awards 
from ASCAP, a residency at the Copland House, and consecutive Woods Chandler Memorial awards from Yale 
University.  
Commissions have come from such organizations and individuals as eighth blackbird (Rhythms), Orchestra of St. 
Luke‘s (Hudson), Norfolk Chamber Music Festival (Introduction and Barrage for the Gryphon Trio), Timothy 
McAllister (Denk Dir:), Moores School Percussion Ensemble (Pantheon), Texas Music Festival (Märchenbilder), Deer 
Valley Music Festival (Three Pieces for String Quartet), and the Juventas! New Music Ensemble (Dust of the Road).  
Mr. Maroney served on the faculty of the Yale School of Music from 2002 through 2004. He is currently Assistant 
Professor at the University of Houston‘s Moores School of Music. His academic pursuits include research on the 
music and life of Swiss composer Frank Martin, for which he was awarded a grant from the University of Houston 
for residency at the Paul Sacher Stiftung in Basel. Mr. Maroney is on the Artistic Board of Musiqa, Houston‘s 
composer-led new music presenting group.  
The title of the The Ever-Fixed Mark is taken from William Shakespeare‘s 116th Sonnet: 
Let me not to the marriage of true minds 
Admit impediments. Love is not love 
Which alters when it alteration finds, 
Or bends with the remover to remove: 
O no! it is an ever-fixed mark  
That looks on tempests and is never shaken; 
It is the star to every wandering bark, 
Whose worth‘s unknown, although his height be taken. 
Love‘s not Time‘s fool, though rosy lips and cheeks  
Within his bending sickle‘s compass come:  
Love alters not with his brief hours and weeks,  
But bears it out even to the edge of doom. 
If this be error and upon me proved, 
I never writ, nor no man ever loved.  
Shakespeare‘s idea of love as ―an ever-fixed mark‖—unchanging through multiple experiences—is reflected in my 
piece through a six-note melodic idea that permeates the work. I imagined a spinning motion (the ―filaturo‖ of the 
tempo indication) creating energy throughout the work, around  



which musical thoughts variously derived from the six-note idea appear, invariably culminating in a reappearance 
of the bare motto theme. The piece begins with a light, introductory section that builds to a first climax. A soft, 
contrapuntal middle section gradually introduces a sinewy melody passed among the woodwind soloists. The 
musical ideas are further developed as the work gathers energy until six notes are heard in the brass at their most 
insistent, ushering in a violent climax.  

– Marcus Karl Maroney 
Brahms: Academic Festival Overture, op. 80  
Brahms composed this work in 1880, and it was first performed at the University of Breslau on January 4, 1881. The 
Cornell Symphony Orchestra has performed the overture on two previous programs, in 1979 and 2004. If you know 
of another performances please let us know; you can see our performance history at 
http://www.arts.cornell.edu/orchestra/about-history.html (a work in progress, so help complete the history).  
By the 1870s, Brahms was at the peak of his fame, and honors and awards became an almost routine part of his life. 
From the middle 1870s onwards, he collected an impressive numbers of knighthoods, gold medals, Orders, and 
honorary presidencies, and in 1879, the University of Breslau bestowed an honorary doctorate on him. Brahms—
whose own university education was non-existent—seems to have particularly valued this honor for the rest of his 
life, and his friends (and detractors) were well aware of it as well. An 1890 cartoon from the Viennese satirical paper 
Figaro shows Brahms on a pedestal decked out in full doctoral regalia, as the critic Eduard Hanslick, Brahms‘s 
friend and admirer, waves incense at his feet. The cartoon clearly pokes fun at ―Dr. Brahms,‖ whose music was just 
a bit too serious, pedantic, and academic for the general public.  
But there is nothing at all pedantic about the work that Brahms composed to say Danke to the University of 
Breslau—his Academic Festival Overture is one of Brahms‘s most jovial and upbeat works. He once characterized it as 
a ―. . .boisterous potpourri of student songs à la Suppé.‖ Though this is a more accomplished work than anything 
by Franz von Suppé, it has the good humor typical of the lightest and most popular Viennese music of the day. This 
is Brahms‘s tribute to university life, but his sympathies were clearly with the students at Breslau rather than 
university professors and administrators. He borrows a series of four songs that were more often heard in the 
student taverns and dormitories than in the solemn classrooms and libraries of a German university. One account 
of the 1881 premiere notes that many members of assembled faculty quietly expressed their shock over the 
composer‘s apparent disregard for the dignity of the university.  
After an introduction, the first song quoted is Wir hatten gebaut ein stattliches Haus (―We have built a stately house‖), 
played quietly by the brass. The second quotation, more lyrical, is Der Landesvater (―The father of our Country‖). 
Both tunes had clear political overtones in a period of repressive university control of students. The third tune, Was 
kommt dort von der Höh (―What‘s coming from on high‖) is not nearly so serious: the song is a series of embarrassing 
questions used as part of Freshman hazing. The finale is a broad version of the best known of student songs, 
Gaudeamus igitur (―Let us rejoice‖). Here again, Brahms may have had a political agenda: at the time Gaudeamus 
igitur served as an unofficial anthem of German students protesting police surveillance. 

– Michael Allsen 



Tchaikovsky: Symphony No. 5 in E Minor, op. 64  
Perhaps because of Tchaikovsky‘s troubled psyche, most of his works highlight the emotional and dramatic 
possibilities of the musical idiom, and the Fifth Symphony is no exception. He had abandoned the symphony as a 
vehicle for more than ten years, after his immensely successful Fourth. During the interim his reputation had 
grown. He was no longer merely an accomplished (but essentially parochial) talent from a musical backwater, but 
was now recognized as an awakening giant on the international musical scene.  
Tchaikovsky himself had doubts about his Fifth Symphony and wrote to his patroness, Najda von Meeck, to 
express his worries. Nevertheless, after such agonizing, he convinced himself of its worth and conducted the 
premiere. Initially, both critical and public receptions were cool, and the neurotic Tchaikovsky immediately 
concluded his efforts were a failure. In fact, after Brahms (by now the acknowledged master) attended a rehearsal of 
the work in Hamburg and told his colleague that he liked the symphony except for the last movement, Tchaikovsky 
repudiated the finale, calling it ―odious.‖ However, when the subsequent concert was a success, Tchaikovsky once 
again decided that he loved the work (finale and all).  
The work employs a ‗motto‘ theme—a device he had used effectively in the Fourth Symphony—announced 
immediately by the clarinets, darkly in their lowest register. The melody is based on an aria from Glinka‘s opera A 
Life for the Czar, venerated by nearly all Russian composers. In his notebook, Tchaikovsky describes the melancholy 
theme (typically in minor mode) as representing ‗resignation before fate.‘ It forms the foundation for most of the 
other music of the first movement, either by variations or by contrast, and reappears intermittently throughout the 
work.  
The second movement opens with a wistful solo that is considered by French hornists as one of the finest passages 
for the instrument in the entire symphonic literature. The mood it establishes carries through the rest of the 
movement, which contains some of the richest harmonic treatments and instrumental timbre in Tchaikovsky‘s 
entire output. The third movement abandons the traditional frenzied scherzo in favor of the waltz idiom the 
composer loved and employed so well. Its feeling is carefree and pastorale, until the motto theme appears 
hauntingly at the end, as if a reminder that fate can still overshadow joy.  
The fourth movement, in which Tchaikovsky almost lost faith, is really the key to the meaning of the work. It opens 
with a transformation of the resignation motto, but immediately the music rebels (trumpet and horn), although 
quietly rather than defiantly. Eventually, the strings erupt in a struggle against the fate which spreads first through 
the woodwinds, then through the rest of the orchestra. Shortly, the motto returns powerfully in the trumpets and 
trombones (still in minor mode), as if a strong restatement will put the struggle against fate to rest. This has little 
effect, though, for the strings resume their restiveness. After considerable conflict, the motto breaks up into 
fragments in the brass, and the music pauses expectantly. Finally, the fate motto returns in a major key (for the first 
time), first in the strings, then in the brass. The struggle has won out, and fate is no longer accepted in resignation 
but proclaimed proudly as destiny. 

– C. Michael Kelly 



Guest Conductor  
The Swiss conductor and pedagogue Johannes Schlaefli has developed a distinguished name during the relatively 
short time he has led the Orchestral Conducting Program at the Zürcher Hochschule der Künste (Zurich School of 
the Arts). He has succeeded in amalgamating the most important concerns in an ideal and time constructive 
manner: he is highly regarded for his sharp eye for detail and technical instruction and is equally admired for his 
knack of allowing space and time for young conductors to develop. His primary objective is to assist students to 
strengthen their own ―Strong Inner Voice‖ as developing conductors, and to bring this inner voice more rapidly 
and effectively into contact with the orchestra. In doing so, he places his own musical interpretation alongside the 
student, without being artistically imposing.  
Johannes Schlaefli worked for many years as a teacher for the ―Symphonic Workshops‖ courses, has been a visiting 
professor at the Royal Northern College of Music in Manchester, Rice University in Houston, the University of Sao 
Paulo, and as part of the Deutsche Dirigirentenforum. The center of his teaching activities is the conducting class at 
the Zürcher Hochschule der Künste. As a conductor, he has directed many orchestras (Tonhalle Zurich, 
Indianapolis Chamber Orchestra, Orchestra della Svizzera Italiana, Philharmonia Prag, and Kammerorchester 
Basel, among many others). He is the Principal Conductor of the Berner Kammerorchester and also directs the 
orchestral ensembles at the Universität Zürich (University of Zurich).  
Maestro Schlaefli‘s residency at Cornell includes working with four young conductors who conducted last 
evening‘s Cornell Chamber Orchestra performance, after week-long master class sessions with the Maestro. 
Schlaefli‘s residency is funded, in part, by the Cornell Council for the Arts, Alice Cook House, and the Department 
of Music. 



Cornell Symphony Orchestra 
Violin I 
Jonathan Park, Psychology, ’14 * 
Ji Min Yang, Chemical Engineering,‘15 
Benjamin Nosarzewski, Physics, ‘13 * 
Will Moseson, Engineering Physics, ‘12 * 
Gilad Fefer, Animal Science, ‘15 
Jonathan Dawson, China and Asia Pacific Studies, ‘15 
Jason Wang, Operations Research & Information Engineering, ‘14 
Sandra Hwang, Biology and Society, ‘13 
Elizabeth Hoover, International Agriculture and Rural Development, ‘13 
Vicki Chou, Chemical Engineering, ‘15 
Jin Ho Eric Chang, Chemical Engineering, ‘14 
Olivia Lee, Human Biology, Health & Society, ‘13 
Carol Tsang, Economics, ‘12 
Karen Schaub, Biometry and Statistics, ‘15 
Benjamin Sacks, Comparative Literature, ‘15 
Lisa Yun, Biology, ‘15 
 
Violin II 
Katherine Bobroske, Operations Research & Information Engineering, ’12 * 
Mallory Matsumoto, German Studies/Archaeology, ‘12 * 
Yipu Wang, Math/Computer Science, ‘13 
Martha Wydysh, English, ‘14 
Crystal Han, Biological Sciences, ‘13 
Jenny Xia, Biology, ‘13 
Sang Hoon Song, Mechanical Engineering, ‘13 
Christine Ly, Biological Sciences, ‘14 
Eric Gold, Engineering/Computer Science, ‘14 
Adam Gianforte, Linguistics/Mathematics, ‘15 
Briana Fullwood, Urban and Regional Planning, ‘15 
Jason Fenwick, Engineering Physics, ‘14 
Maria Lapointe, Undecided, ‘15 
Lauren Jacobs, Animal Science, ‘15 
Alain Kaldany, Biological Engineering, ‘15 
Timothy Kautsky, Information Science/German Studies, ‘15 
 
Viola  
Jialin ―JJ‖ Jia, Economics/Information Science, Systems, and Technology, ’13 * 
Steven Wang, City and Regional Planning, Grad * 
Ariana Munger, Mathematics, ‘15 
Eva Golos, Science of Earth Systems, ‘13 
Caleb Woo, Applied and Engineering Physics, ‘14 
Clint Ko, Biology/Classics, ‘14 
Annie Chiao, Economics, ‘13 
Kathryn Johnson, Engineering, ‘15 
 
Cello 
Matt Hudson, Undecided, ’15 * 
Sharon Joan Lee, Human Biology, Health and Society, ’14 * 
Andie Liao, Government/Economics, ’13 
Marissa Lee, Human Biology, Health and Society, ’15 



Vivian Yang, English, ‘13 
Andrea Cameron, Engineering, ‘14 
Harris Karsch, Engineering Physics/Computer Science, ’14 
Jonathan Kim, Computer Science, ‘15 
Keiran Cantilina, Biology, ‘15 
Lindsay Theodore, Biological Sciences, ’13 
Jacquelyn Cheng, Undecided, ‘15 
Yeonji Choi, Biomedical Engineering, ‘15 
 
Bass 
John O‗Shaughnessy, Economics, ‘14 * 
Markus Salasoo, Computer Science, ‘13 * 
Catherine Klapheke, Undecided, ‘15  
Jenifer Chung, Undecided, ‘14 
 



Flute 
Anne Kwak, Physics, ‘14 
Jen Warmingham, Psychology, ‘12 
Chian Yeh Goh, Mechanical Engineering, ‘13 
Liane Moreau, Materials Science and Engineering, ‘12 
 
Oboe 
Sophie Ruff, Chemistry, ‘15 
Liz Escalera, Civil Engineering, ‘12 
 
Clarinet 
Kenny Kang, Chemistry, ‘12 
Ju Hwan Shin, Mechanical Engineering, ‘14 
Seyoun Kim, Biological Sciences/Economics, ‘14 
 
Bassoon 
Caitlin O‘Brien, Biological Engineering, ‘15 
Sean Harkin, Music, Ithaca College 
 
Contra Bassoon 
Tom Connors, Music, Ithaca college  
 
Horn 
Emily Dura, Biological Sciences, ‘13* 
Melissa Kunkel, Materials Science and Engineering, ‘12 
Neal Washburn, Ithaca High School 
Andrew Distler, Undecided, ‘15 
 
Trumpet 
Katie White, Education, Grad 
Aaron Scoccia, Music, Ithaca College 
Samuel Thurston, Music, Ithaca College 
 
Trombone  
Zach Sherman, Chemical Engineering, ‘13 
Kristin Morgan, Biology, ‘14 
Danny Bowd, Economics/Music, ‗11 
 
Tuba  
Alec Story, Computer Science/Biological Science, ‘12 
 
Percussion 
Andrew Stawasz, ILR, ‘15 
Nick Jackson, Philosophy/Government, ‘13 
Robin Ying, Mechanical/Electric Engineering, ‘14 
 
Harp 
Sophie Somin Lee, Economics, ‘14 



* Principal 


