
  

Bridgehampton Chamber Music Festival with Roger Waters narrating.  This 

season he will be performing with Orpheus in Carnegie Hall, at the 

Cartagena International Music Festival, and will be a guest artist at the 

Chamber Music Society of Lincoln Center.  He is a member of Mistral, the  

Walden Chamber Players, and is Music Director of the Symphony by the 

Sea on the north shore of Boston.  
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Unauthorized use of cameras and tape recorders is not allowed in Jordan Hall. 

Please switch off cellular phones, pagers, and watch alarms. 

Assistive Listening Devices are available for Jordan Hall concerts at the coatroom, 

or by contacting the Head Usher or House Manager on duty. 

 
necmusic.edu/cloud 

Connect with NEC and our music on Facebook, Twitter, and beyond, 

and sign up for e-mail news bulletins. 
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PROGRAM 
 

____________________ 
 
 
 
Edward Elgar 
(1857–1934) 

Serenade in E Minor 
 for String Orchestra, op. 20 
  Allegro piacevole 
  Larghetto 
  Allegretto   

 

 

Franz Schubert 
(1797–1828) 

Symphony No. 5 in B-flat Major,  
 D. 485  
  Allegro 
  Andante con moto 
  Menuetto: Allegro molto 
  Allegro vivace 

 

 

Intermission 
 
 

Béla Bartók 
(1881–1945) 

Divertimento for String Orchestra,  
 BB. 118   
  Allegro non troppo 
  Molto adagio 
  Allegro assai 

 

 

 

The NEC Chamber Orchestra was created to provide the students 

with an opportunity to apply the principals of chamber music in a small 

orchestral setting.  The participants are chosen by audition at the beginning 

of the academic year and remain together throughout. As the ensemble 

rehearses and performs without a conductor, leadership responsibilities are 

rotated for every work performed. This affords the students an opportunity 

to develop communication skills, take responsibility for musical decisions 

and broaden their aural and score reading capabilities. Participation in the 

program also allows them to explore a wide range of the incredibly rich 

chamber orchestra literature. 

 

 

Donald Palma 

Artistic Director 

Donald Palma has an active career as double bassist, conductor, and 

educator.  A native New Yorker, Don attended at the Juilliard School and at 

the age of nineteen joined Leopold Stokowski’s American Symphony 

Orchestra.  As a member of the newly formed new music ensemble, 

Speculum Musicae, he went on to win the Naumburg Competition and 

secure management with Young Concert Artists.  A founding member of 

the Orpheus Chamber Orchestra, Don has toured the globe and recorded 

over fifty compact discs for Deutsche Grammophone, including the 

Grammy Award winning Stravinsky CD, Shadow Dances.  Don has also been 

a member of the Los Angeles Philharmonic and played Principal Bass in the 

National Arts Centre Orchestra under Trevor Pinnock.  He played principal  

bass for Leonard Bernstein on his recording of West Side Story and was a 

featured artist on Kathleen Battle’s recording, Grace.  As a performer 

devoted to contemporary music, he has played and conducted dozens of  

premieres and recordings of important works.  Elliott Carter’s Figment III, 

Mario Davidovsky’s Synchronism No. 1I, and Charles Wuorinen’s Spin-Off are 

among the many works composed for him.  He has conducted three 

critically acclaimed CDs of American music with the Odense Symphony in 

Denmark.  Last season, he conducted Ives Symphony No. 2 and the Strauss  

Four Last Songs with the Xalapa Symphony in Mexico, conducted/played in 

concerts celebrating Mario Davidovsky’s 80th birthday at the Teatro Colon 

in Buenos Aires, and recorded Stravinsky’s L’histoire du Soldat for the 
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Violin 
Soyoung Choi + 
Hyunjee Chung ++ 
Julia Connor ** 
Austin Hansen  
Jennifer Hsieh 
I-Jung Huang * 
Yoonbe Kim 
Peiming Lin ‡‡ 
Xiaofan Liu ‡ 
 
Viola 
Charlotte Malin * 
Jesse Morrison 
Evan Perry + 
Jessica Pickersgill ‡  
 
Cello 
Ye Lin Stella Cho + 
Jonah Ellsworth * 
Ye Young Yoo ‡  
 
Bass 
Nicholas Myers 
 
 

 
Flute 
Mona Sangesland 
 
Oboe 
Andrew Port + 
Samuel Sise Waring 
 
Bassoon 
Cheryl Fries + 
Jesse Gardner 
 
French horn 
Christian Gutierrez 
Megan Shusta + 
 
 
Principal players 

* Elgar 

+ Schubert 

‡ Bartók  
 

Double symbol for principal 2nd 
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Orchestra Department 

Hugh Wolff 

Stanford and Norma Jean Calderwood Director of Orchestras 
 

Marjorie Apfelbaum 

Administrative Director 
 
Donald Palma 

Artistic Director of  

Chamber Orchestra 
 

David Loebel 

Associate Director of 
Orchestras 

Melissa Steinberg 

Performance Librarian 
 

Holly Choe 

Student Manager 
 
Yizhen Wang 

Student Librarian

 

Elgar     Serenade for Strings in E Minor 

Elgar was a string player, a violinist of considerable ability.  The concerto 

and the sonata he wrote for the instrument are some of his most 

characteristic and personal works.  Two works for string orchestra have 

both become firm repertoire favorites.  The Introduction and Allegro, which 

he composed for string quartet and string orchestra in 1905, is in effect a 

Romantic enlargement of the concerto grosso principle.  But the Serenade 

for Strings, which we hear tonight, is altogether simpler.  It is the earliest 

work by Elgar to have become well known; it preceded his Enigma Variations 

by six years, but it is utterly characteristic. 

 The opening movement (piacevole, as marked, means “pleasing”) has 

the same lilting rhythm as Hugo Wolf’s Italian Serenade (the orchestral 

version of which dates from the same year), but also a gentler, more dusky 

atmosphere of its own, in which the desire to please in the rise and fall of 

its phrases is expressed, at first, with a certain shyness.  The melodic shapes 

of the slow middle movement (in C Major) are typical, too, and intensify 

briefly to a central confession of feeling before sinking back into a threefold 

reminder of the opening phrase.  The final movement returns to the 

alfresco character of the first, with some discreet reminders of its lilting 

rhythm. 

 Much later in life, Elgar singled the Serenade out as his favorite work and 

described it as “really stringy in effect”; he included it on one of his last 

gramophone recordings the year before he died. 

 

Schubert     Symphony No. 5 in B-flat Major 

The first surviving entries in Schubert’s diary date from mid-1816, just 

weeks before he began his Fifth Symphony.  Schubert mentions Beethoven, 

Goethe, and Schiller; “the magic notes of Mozart’s music”; the pleasures of 

a walk in the country on a hot summer’s evening; and a party honoring 

Salieri.  But there’s only one passing reference to writing music – the 

uncharacteristic, pecuniary admission: “Today I composed for money for 

the first time.”  No doubt writing music was so commonplace for the young 

composer – so much a natural part of his routine – that it didn’t demand 

further comment.  By 1816 the nineteen-year-old Schubert had already 

written a lifetime’s music, including 145 songs (many of them now 

considered classics) in 1815 alone.  What Schubert did call attention to was 

the unusual fact that for once he was paid for what he did daily, and did  



 

with a consistency and brilliance that rarely marks such prodigies. Generous 

remuneration, however, was not steady in Schubert’s life, and when he died 

only twelve years later – music’s youngest tragic loss – he had little more 

than clothes and bed linens to leave behind. 

 Schubert began his Fifth Symphony in September 1816.  He knew the 

orchestra from the inside – he began playing in the student ensemble of the 

Imperial and Royal City College at the age of twelve and occasionally 

conducted as well.  He wrote his first symphony for this orchestra in 

October 1813, at the same time he left the college to begin teaching in his 

father’s school.  (He was later accused of trying to evade military 

conscription; in fact, he was rejected for service because he was shorter 

than the minimum height of five feet.) 

 The Fifth Symphony was finished in early October.  Unlike most of 

Schubert’s orchestral works, it was performed almost at once by a private 

orchestra that met in the house of a friend.  It’s hard to imagine that the 

crowd that night didn’t find it an enchanting work.  It is, certainly, the best 

of the six so-called early symphonies – preceding only the “Unfinished” and 

“The Great” – although as Donald Tovey pointed out, “every work 

Schubert left us is an early work.”  It has always been popular, and it was 

known throughout the nineteenth century as the symphony without 

trumpets and drums (although it omits clarinets as well).  

 

Bartók     Divertimento for String Orchestra 

Bartók composed this work in Saanen, Switzerland, between August 2 and 

17, 1939.  The first performance was given on June 11, 1940 by the Basle 

Chamber Orchestra (for which it was written) under the direction of Paul 

Sacher. 

 In November 1938, Sacher asked Bartók to write something for string 

orchestra, and the following summer he offered the composer his chalet at 

Saanen in the Swiss alps, so that he could work in peace, now more 

precious than ever.  Sacher even had a piano transported from Berne.  

“Somehow I feel like a musician of olden times – the invited guest of a 

patron of the arts,” Bartók wrote to his twenty-eight-year-old son, Béla Jr., 

back home in Hungary. 

 Alone in this rustic cottage, with not so much as a cloud or a 

newspaper to darken his days, Bartók worked at unusual speed.  The day 

after he completed the Divertimento, after taking time only to write his son 

 

a letter, he began his sixth string quartet; the piece was well under way  

when he left Saanen a week and a half later.  In the meantime, world events 

continued at a frightening speed.  Sacher went to Saanen to check up on the 

composer: “I found him completely without misgivings for the future, 

absorbed in his work.  The news of the political events which were to 

cruelly to interfere in his life had not yet penetrated to him.”  The day he 

finished the Divertimento, Bartók saw a newspaper for the first time in two 

weeks.  And with his return to Hungary, he found his life controlled by the 

events that made daily headlines and his work pushed aside by the pressing 

need for self-preservation. 

 Just before Christmas, his mother died.  He later wrote to a friend, 

“Last summer … I went to Saanen to be totally undisturbed, so that I could 

write two works as quickly as possible; I spent three and one-half weeks 

there, the works got done, wholly or in part, and those three and one-half 

weeks I took away from my mother.  I can never make amends for this.  I 

should not have done it.”  So in the end, even this Divertimento, as 

untroubled as any work Bartók wrote, was clouded by regrets, guilt, and 

sadness. 

 The Divertimento is one of Bartók’s lightest and most accessible scores.  

It picks up the tradition of the eighteenth-century concerto grosso – with 

its alternating passages for a small group of solo instruments and full 

ensemble – and turns it into a series of games for soloists and orchestra.  

The two fast outer movements are dancelike, their easygoing manner 

disguising a wealth of ingenious motivic development.  In between comes a 

powerful slow movement with dark harmonies and a tragic tone – an 

acknowledgement, perhaps, of the terrible events unfolding outside the 

cottage.  At the end there is calm, but not peace. 

 Both outer movements toy with conventional forms.  The first takes on 

sonata form, though the recapitulation is more development than 

restatement.  The finale is a complex rondo, with a folk-tune theme that is 

convincingly transformed at each appearance; a thorny fugato section; a 

gypsy fiddler’s cadenza; and, near the end, a mock Viennese polka.  This 

movement is joyful in a way we don’t expect from Bartók, though Paul 

Sacher remembered a man that photographs don’t capture: when things 

were going well, Bartók “laughed in boyish glee,” and “when he was pleased 

with the successful solution of a problem, he actually beamed.” 

  


