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Richard Wagner  (1813-1883)

Siegfried Idyll (18 min)

Gian Carlo Menotti (1911-2007)

Suite from Sebastian  (24 min)

 Introduction

 Barcarolle

 Street Fight

 Cortège

 Sebastian’s Dance

 Dance of the Wounded Courtesan

 Pavane

- INTERMISSION -

Arthur Honegger (1892-1955)

Pastorale d’été  (7 min)

Igor Stravinsky (1882-1971) 

Suite from Pulcinella (24 min)

 Sinfonia

 Serenata

 Scherzino – Allegretto – Andantino

 Tarantella

 Toccata

 Gavotta

 Vivo

 Minuetto

 Finale

Adelphi Quartet

Brendon Elliott & Julian Maddox, violins

Omar Shelly, viola

Marza Wilks, cello

with Braizahn Jones, bass

This is an EnCue enabled concert. Learn more about EnCue in your program shell on page 20.

THE IGNITE CONCERT:
TAKE THE REINS

National Orchestral Institute Philharmonic
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SIEGFRIED IDYLL

Richard Wagner (1813-1883)

Composed: 1870

Premiered: December 25, 1870 in Triebschen

It was Cosima, Wagner’s wife, who started the family tradition of celebrating birthdays 

with a bit of Hausmusik when she had her husband awakened on his birthday in 

1869 (May 22) by a musician blasting Siegfried’s horn call outside his bedroom door 

at dawn. The following year, Cosima assembled a military band of 55 players in the 

grounds of Triebschen, their house near Lucerne, to serenade her husband with his 

own Huldigungsmarsch (Homage March). To return the kindness, Wagner wrote a 

chamber orchestra piece during November 1870 as a surprise for Cosima’s birthday, 

celebrated since her childhood on Christmas, a day after the actual date. He gave the 

score to the young Hans Richter, who was to be the first music director of Bayreuth, who 

copied out the parts, traveled to Zurich to engage musicians, and arranged rehearsals 

for December 11 and 21 in that city. (Cosima was a bit unsettled by her husband’s 

unexplained absences on those dates, but kept her peace.) The musicians arrived at 

Lucerne early on Christmas Eve, when Wagner held a final rehearsal in the Hôtel du Lac. 

The next morning, a Sunday, the small band of 15 musicians — four violins, two violas 

(one played by Richter, who also handled the few trumpet measures in the last pages), 

cello, bass, flute, oboe, bassoon, and pairs of clarinets and horns — tuned in the kitchen, 

quietly set up their music stands on the narrow staircase leading to Cosima’s bedroom, 

with Wagner on the top landing, and began their music at exactly 7:30.

“I can give you no idea, my children, about that day, nor about my feelings,” Cosima wrote 

in the diary she left for her family. “As I awoke, my ear caught a sound, which swelled 

fuller and fuller; no longer could I imagine myself to be dreaming: music was sounding, 

and such music! When it died away, Richard came into my room with the children and 

offered me the score of the symphonic birthday poem. I was in tears, but so were all the 

rest of the household.” The new piece was played twice again that day, separated by a 

performance of Beethoven’s Sextet. The “Triebschen Idyll” remained strictly a family 

affair until the financial distress caused by Wagner’s extravagant lifestyle forced him 

to give it a public performance, at Meiningen on March 10, 1877, and sell the score 

for publication a year later, when it was titled Siegfried Idyll. “My secret treasure has 

become everybody’s property,” Cosima lamented.

Wagner incorporated into this orchestral lullaby the German children’s song Schlaf, mein 

Kind (Sleep, My Child), some newly composed strains and two motives from the opera 

Siegfried, to which he was applying the finishing touches at the end of 1870.

SUITE FROM SEBASTIAN

Gian Carlo Menotti (1911-2007)

Composed: 1945

Premiered: October 31, 1945 in New York

Gian Carlo Menotti, a preeminent figure in American and European music and opera for 

nearly 70 years, was born July 7, 1911 in Cadegliano, a country town on the Italian shore 

of Lake Lugano. His mother started giving Gian Carlo piano lessons when he was four, 

and within two years, he had begun composing songs, participating in local musicales 

and staging his own plays in a household puppet theater. The family moved to Milan 

when he was ten, and two years later he was admitted to the city’s Verdi Conservatory 

to study composition and piano; he wrote his first opera that same year. In 1927, he 

was accepted by Philadelphia’s Curtis Institute to study composition and piano; he 

graduated with honors in 1933. Menotti traveled and composed in Europe for the next 

three years (he retained his Italian citizenship throughout his life), and established his 

reputation with his first mature opera, Amelia Goes to the Ball, premiered in Philadelphia 

in April 1937 and accepted by The Metropolitan Opera for production the following 

season. The success of Amelia earned Menotti a commission from the National 

Broadcasting Corporation in 1939 for The Old Maid and the Thief, the first opera 

commissioned expressly for radio, and an appointment to the Curtis faculty in 1941. 

The Island God, a Metropolitan Opera commission, was poorly received upon its premiere 

in February 1942, however, and Menotti abandoned opera for a time to compose a Piano 

Concerto (for Rudolf Firkušný), the ballet Sebastian and a “madrigal fable” titled The 

Unicorn, the Gorgon and the Manticore.

A Guggenheim Fellowship and a grant from the Alice M. Ditson Fund at Columbia 

University encouraged him to return to operatic composition in 1946 with The Medium, 

which was so enthusiastically received at its premiere at Columbia University that it 

was brought to Broadway, where it played for seven months in a double bill with his The 

Telephone. Successes accumulated quickly: The Consul (1950) received a Pulitzer 

Prize and several international productions; NBC commissioned Amahl and the Night 

Visitors (1951), the first opera written for television; The Saint of Bleeker Street 

(1954) won for Menotti a Drama Critics’ Circle Award and a second Pulitzer Prize; he 

founded the Festival of Two Worlds in Spoleto, Italy in 1958. Menotti continued to 

compose prolifically — the last of his 28 operas, all to his own librettos, was The Singing 

Child (1993), written for the American counterpart of his Spoleto Festival, which he 

established at Charleston, South Carolina in 1977 — but critical and audience response 

to his later works did not equal that of the 1950s. He also devoted much energy to 

directing, including both Spoleto Festivals, the Rome Opera and, in January 2001, 
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The Kennedy Center for a production of The Consul celebrating his 90th birthday. His 

many distinctions included a Kennedy Center Honor for Lifetime Achievement in the 

Arts (1984) and selection as “Musician of the Year” by Musical America (1991). Gian 

Carlo Menotti died in Monte Carlo on February 1, 2007.

Grace Robert, in her classic Borzoi Book of Ballet, summarized the plot Menotti created 

for Sebastian: “The scene is laid in Venice at the end of the 17th Century. The story is of 

a conflict between two sisters whose possessive love for their brother, the Prince, will 

not allow him to find happiness with his mistress, the Courtesan. Constantly they spy on 

his meetings with her until they are able to gain possession of her veil, which, according 

to the rules of witchcraft, gives them power over her. They make a wax image of the 

Courtesan, cover it with her veil, and in a frenzy of evil stab the image, causing her to 

suffer agony with each blow. Their intention of bringing about her death is thwarted by 

their Moorish slave, Sebastian, who has long loved the Courtesan from afar. Removing 

the wax image, he stands in its place, covered with the veil, receiving in his own body the 

deadly wounds intended to destroy the Courtesan. The black magic, thus diverted from 

its intended object, reacts against the sisters. The way for the Prince’s happiness with 

his beloved is opened by the selfless devotion of Sebastian.”

The suite Menotti extracted from the complete score follows the action of the ballet. 

The Introduction establishes the festive, bustling Venetian scene against which the 

tragedy is set. The lilting Barcarolle is a pas de deux for the Prince and the Courtesan. 

In Street Fight, the vengeful sisters attack the effigy of the Courtesan. They are 

interrupted by a passing Cortège. In Sebastian’s Dance, the servant dances fervently 

with the Courtesan’s veil. Dance of the Wounded Courtesan portrays the woman’s 

agonies. Pavane is the tender music accompanying Sebastian’s death.

PASTORALE D’ÉTÉ

Arthur Honegger (1892-1955) 

Composed: 1920

Premiered: February 17, 1921 in Paris

Arthur Honegger was born in Le Havre, France of Swiss parents, and maintained a strong 

allegiance to (and the citizenship of) Switzerland throughout his life. He studied for two 

years at the Zurich Conservatory before transferring to the Paris Conservatoire, where 

his teachers included Gédalge, Widor and d’Indy. Honegger’s first important work, a 

violin sonata, appeared in 1918, at about the time that he was arbitrarily inducted by a 

French journalist into the group of young composers known as “The French Six,” whose 

other members included Poulenc, Milhaud and three lesser-known figures. Though 

respectful of these musicians, and supportive of the vibrant musical activity they 

brought to Paris, Honegger’s sympathies were as heavily weighted toward the traditions 

of Germany as to those of France, and he drifted away from “Les Six” in the 1920s. His 

oratorio King David (1921) and the “Symphonic Movement” Pacific 231 (1923), which 

suggests the speed and power of a locomotive, brought him international prominence, 

and he toured widely in Europe and the Americas for the last three decades of his life as 

lecturer, conductor and pianist.

The lovely Pastorale d’Été (“Summer Pastorale”) is one of Honegger’s earliest orchestral 

creations, and still bears traces of the Impressionist influence that slipped from his 

work in later compositions. It was composed during a vacation in August 1920 amid 

the breathtaking beauty of Wengen, in the shadow of the Jungfrau near Interlaken, and 

bears the unmistakable imprint of a halcyon Swiss summer. The score was headed with 

a quotation from Rimbaud’s Les Illuminations: J’ai embrassé l’aube d’été (“I embraced 

the summer dawn”). The Pastorale d’Été has been among the most-frequently heard 

of Honegger’s orchestral works since its premiere under the direction of Vladimir 

Golschmann in the Salle Gaveau in Paris on February 17, 1921, when it was awarded the 

Prix Verley by unanimous audience acclaim. The work opens with a sylvan horn theme 

presented over a rocking accompaniment of sleek, languid harmonies in the strings. This 

lovely motive is taken over by the oboe and then by the strings, which develop it into a 

smoothly contoured, wide-ranging melody. The second section of the piece, initiated 

with a folksy tune from the clarinet, is lively and dance-like in character. The opening 

music and flickering reminiscences of the dance theme combine to form the closing 

chapter of the work.
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SUITE FROM PULCINELLA

Igor Stravinsky (1882-1971)

Composed: 1919-1920

Premiered: May 15, 1920 in Paris

The idea for Pulcinella originated with impresario Serge Diaghilev for the 1920 Paris 

season of his Ballets Russes. He engaged Léonide Massine to choreograph the piece 

and devise the scenario and engaged Pablo Picasso to do the decor and costumes. For 

the work’s musical substance, Diaghilev suggested that Stravinsky mine the music 

of Giovanni Battista Pergolesi (1710-1736), a musical meteor who flashed briefly 

across the Italian artistic firmament and created works that laid the foundations of the 

Classical style. Stravinsky selected for Diaghilev’s new ballet several movements from 

Pergolesi’s trio sonatas and arias from two operas, and added to those musical bits by 

some of Pergolesi’s contemporaries. In general, he kept the bass lines and melodies of 

his models intact, but added to them his own spicy harmonies and invigorating rhythmic 

fillips, and then illuminated the whole piece with a brilliant orchestration. Stravinsky’s 

role in Pulcinella, however, was far more than that of simply transcriber or arranger. He 

not only created a cogent work of art from a wide variety of previously unrelated pieces 

but also gave a new perspective to both his own and Pergolesi’s music. “Pulcinella,” he 

recalled in Dialogues and a Diary, “was my discovery of the past — but it was a look in 

the mirror, too.” With this music, Stravinsky found a manner in which to apply earlier 

styles and techniques to his own compositional needs, a discovery that was to provide 

the inspiration for his works for the next 30 years. “Art about art” is American composer 

and critic Eric Salzman’s perfect phrase describing the essence of Stravinsky’s neo-

classical aesthetic during the ensuing three decades.

The plot of Pulcinella is based on an 18th-century manuscript of commedia dell’arte 

plays that Diaghilev discovered in Naples. Stravinsky provided the following synopsis: 

“All the local girls are in love with Pulcinella; but the young men to whom they are 

betrothed are mad with jealousy and plot to kill him. The minute they think they have 

succeeded, they borrow costumes resembling Pulcinella’s to present themselves to 

their sweethearts in disguise. But Pulcinella — cunning fellow! — has already changed 

places with a double, who pretends to succumb to their blows. The real Pulcinella, 

disguised as a magician, now resuscitates his double. At the very moment when the 

young men, thinking they are rid of their rival, come to claim their sweethearts, Pulcinella 

appears and arranges all the marriages. He himself weds Pimpinella, receiving the 

blessing of his double, who in his turn has assumed the magician’s mantle.”

The movements of the suite serve as a précis of the ballet’s music and story. The 

exuberant Sinfonia (Overture), based on the opening movement of Pergolesi’s Trio 

Sonata No. 1 in G major, serves as the curtain-raiser for Stravinsky’s insouciant tale. 

The movements that follow accompany the entrances of the Neapolitan girls who try to 

attract Pulcinella’s attention with their dances. (The Serenata derives from a pastorale 

in Act I of Pergolesi’s opera Flaminio; the Scherzino, Allegretto and Andantino are all 

borrowed from trio sonatas by the Venetian violinist and composer Domenico Gallo.) The 

Tarantella (from the fourth movement of Fortunato Chelleri’s Concertino No. 6 in B-flat 

major) portrays the confusion when Pulcinella is apparently restored to life. The five 

movements that close the suite serve as background for the events from the point at 

which the young men claim their sweethearts until the end of the ballet. The Toccata and 

Gavotta are based on anonymous harpsichord pieces; the Vivo on Pergolesi’s F major 

Cello Sonata; the Minuetto on a canzone from his comic opera Lo frate ’nnamorato; and 

the Finale on a trio sonata by Gallo.

® 2019 Dr. Richard E. Rodda

 JALEN’S BEAT  

This season, The Clarice has hosted writer Jalen Eutsey as part 

Greater Baltimore Cultural Alliance’s Urban Arts Leadership 

Fellowship. This prestigious fellowship is aimed at diversifying 

the management of cultural and artistic organizations. 

Throughout June 2019, Eutsey will be writing about the National 

Orchestral Institute + Festival. He’ll examine NOI+F’s 

performances, rehearsals and engagement events with an eye 

towards equity and inclusion.

Eutsey holds a Bachelor of Arts degree in English from the University of Miami and a 

Master of Fine Arts degree in Poetry from Johns Hopkins University. His poems have been 

published in Miscellany, Mr. Ma’am, The Rush, Into the Void and Northern Virginia Review. 

While in graduate school, he taught creative writing to high school and middle school 

students as part of the Writers in Baltimore Schools program.

Catch up with Jalen’s Beat at go.umd.edu/jalensbeat
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SAT, JUNE 8 . 8PM

TICKETS STARTING AT $20 
$10 STUDENT/YOUTH 
UMD STUDENTS FREE

Maryland-native Andrew Grams returns 

home to lead a tour-de-force program 

including Anna Clyne’s Abstractions 

(based on Baltimore Museum of Art 

works), Mozart’s intimate Concerto 

for Bassoon and Antonin Dvořák’s 

masterful Symphony No. 8.

ST. ANDREW’S CONCERT

SUN, JUNE 9 . 5PM

@ ST. ANDREW’S EPISCOPAL CHURCH

FREE, NO TICKETS REQUIRED

Members of the National Orchestral 

Institute join with organist David Houston 

for an afternoon concert featuring 

Richard Wagner’s Siegfried Idyll along 

with works for brass and organ.

MASTERCLASS 
WITH JENNIFER ROSS, VIOLIN

MON, JUNE 10 . 7PM

TICKETS $5 
ARTSPASS SUBSCRIBERS FREE 
UMD STUDENTS FREE

Get an insider’s view on the training NOI+F 

musicians receive during their time at the 

Institute. Violinist Jennifer Ross has held 

the position of Principal Second Violin 

of the Pittsburgh Symphony Orchestra 

since 1999, touring and recording 

extensively, and performing as soloist.

MASSIVEMUSE: ADELPHI QUARTET

THU, JUNE 13 . 7:30PM

@ MILKBOY ARTHOUSE

TICKETS AT GROUPMUSE.COM

Massivemuse is a platform enabling 

communities to come together around 

great art. Have a drink and make new 

friends before you enjoy exquisite 

music by Ginastera and Beethoven 

courtesy of Adelphi Quartet.

GERSHWIN’S CONCERTO IN F

SAT, JUNE 15 . 8PM

TICKETS STARTING AT $20 
$10 STUDENT/YOUTH 
UMD STUDENTS FREE

A journey of American music led by 

Grammy-winning conductor David Alan 

Miller featuring pianist Kevin Cole, the 

world’s leading authority on Gershwin’s 

piano literature. Gershwin’s Concerto in F 

is paired with Joan Tower’s Sequoia, 

John Harbison’s Remembering Gatsby 

and Walter Piston’s Symphony No. 5.

MASTERCLASS 
WITH BART FELLER, FLUTE

MON, JUNE 17 . 7PM

TICKETS $5 
ARTSPASS SUBSCRIBERS FREE 
UMD STUDENTS FREE

Get an insider’s view on the training 

NOI+F musicians receive during their time 

at the Institute. Bart Feller is Principal 

Flute of the New Jersey Symphony, 

New York City Opera and Santa Fe Opera 

Orchestras. He has performed with the 

New York Philharmonic and tours regularly  

with Orpheus Chamber Orchestra.

Launched in 2016, IGNITE is a volunteer group of NOI+F 

fans and supporters who gather during the Festival 

and throughout the year to ignite their passion for 

educating the next generation of orchestra professionals 

and cultivate a sense of community for the NOI+F 

artists. The energy, enthusiasm and encouragement 

of IGNITE members has created a home and a future 

to NOI+F musicians through their hospitality, service 

and support. Whether hosting in-home dinners, 

sponsoring scholarships or building the circle of 

support for young talent, IGNITE members provide 

the spark that ignites creativity and opportunity.

Be a part of a growing number of advocates who collectively 

make a significant difference in the trajectory of a talented young 

musician’s life. Every IGNITE member is a vote of confidence in the 

future of music and the National Orchestral Institute + Festival. 

For more information or to become an IGNITE member, please 

contact Yarina Conners (yconners@umd.edu / 301.405.5974).

ABOUT IGNITE



SPONSOR 
A STUDENT

 

  Full Student Sponsorship - $5,000  

        (tuition & housing)

  Tuition Sponsorship - $3,500

  Housing Sponsorship - $1,500

You can also create a lasting impact 

through establishing an endowed fund 

to support the future of NOI+F. To learn 

more about becoming a Student Sponsor, 

or endowing a named fund, contact 

Norah Quinn at naquinn@umd.edu or 

301.405.6485.

T H A N K  Y O U  T O  O U R  C O M M U N I T Y  P A R T N E R S

7777 Baltimore Ave, College Park, MD 20740

Show your festival ticket to receive 

10% off your check, and an additional 

10% will go toward student sponsorship.

The preferred festival hotel of the

National Orchestral Orchestral Institute + Festival


