
Friday, November 18, 2022
 Kodak Hall at Eastman Theatre 

7:30 PM

Eastman School
Symphony Orchestra

Neil Varon 
and Matthew Straw, 

conductors

Meg Brilleslyper, 
mezzo-soprano

~ PROGRAM ~
Eastman School Symphony Orchestra

Neil Varon and Matthew Straw, conductors

Peer Gynt: Suite No. 1, op. 46 (1875) Edvard Grieg
    I. Morning Mood (1843-1907)
    II. Åse’s Death 15’
    III. Anitra’s Dance
    IV. In the Hall of  the Mountain King

Matthew Straw, conductor

La regata veneziana (1835) Gioachino Rossini
    I. Anzoleta avanti la regata (1792-1868)
    II. Anzoleta co passa la regata 10’
    III. Anzoleta dopo la regata

Meg Brilleslyper, mezzo-soprano
Matthew Straw, conductor

~ INTERMISSION ~

Symphony No. 4 in D minor, op. 120 (1851) Robert Schumann
    I. Ziemlich langsam - Lebhaft (1810-1856)
    II. Romanze: Siemlich langsam 28’
    III. Scherzo: Lebhaft
    IV. Langsam - Lebhaft

~ MEET THE ARTIST ~

A Colorado Springs native, Meg Brilleslyper is a mezzo-soprano in her fi nal 
year of  undergraduate studies at the Eastman School of  Music in the studio of  
Katherine Ciesinski. Meg is an Arts Leadership Certifi cate Candidate, the Students’ 
Association President, and Secretary for the Sigma Theta Chapter of  Sigma Alpha 
Iota at Eastman. Recent roles include Granny and Witch Cover in Into the Woods, 
and Pane in La Calisto with the Eastman Opera Theater, and Nancy in Albert 
Herring at the Miami Beach Music Festival. In February 2023, Meg will sing the 
role of  Ruggiero in Handel’s Alcina with the Eastman Opera Theatre. This past 
summer Meg studied at the Aspen Music Festival as a Studio Artist. As the most 
recent Concerto Competition winner, Meg is thrilled to present Rossini’s “La regata 
veneziana” with ESSO in Kodak Hall. When Meg is not performing she enjoys 
fi tness, cooking, and spending time with her friends and family!



~ PROGRAM NOTES ~
Eastman School Symphony Orchestra

Violin I
Amelia Posner-Hess,
   concertmaster
Magali Pelletey
Leona Liu
Aviva Bock
Veronica Rokicki
Liliana Mahave
Yan Yue
Kaylynn Li
Kaitlyn McLaughlin
Kristina Kaye
Hagan Tran
Nicole Cheng
Ellen Kim

Violin II
Ellie Loya,
   principal
Xuanzhen Zhang
Isabel Chen
Samuel Shen
Olivia Walberger
Victoria Zhao
Erica Lin
Nicole Lim
Lisa Wang
Simon Cheng
Madison Oh
Ingrid Buschkopf

Viola
Arthur Nyanfor II,
   principal
Max Wang
John Crowley
Zijin Yang
Alexander Diaz
Ethan Shin
Zewen Hu
Hide Shiotsu
Katherine Park
Mack Jones

Violoncello
Abby Hanna,
   principal
Gabriel Hennebury
Felix Kim
Amarilli Severa
Ivy Robison
Joseph Yang
Ryan Post
Anika Grieve
Alex Tuan
Haozheng Sun

Double Bass
Emma Goldberg,
   principal
Nadia Magalski
Samantha Liu
Nathan Kim
Riley Collier
Arden Ingersoll

Flute
Julia Benitez-Nelson
Helen Freeman
Angelina Lim
Maya Stock

Oboe
Carson Harth
Claire Kross
Lewis Painter
Sihan Qi
Josh So

Clarinet
Lauren Enos
Harrison Kim

Bassoon
Trey Barrett
Noah Eastman
Kenny Ford

Horn
Amelia Caruk
Lea Helsel
Mary Kimble
Alina Liebschner
Aby Stumpf
Claire Zhao

Trumpet
Jarett Jean Jacques
Diego Turner

Trombone
Andrew Bianchi
Darren Brady
Aidan Fuller
Gabriel Williams

Tuba
Josh Lesperance

Timpani
Cassandra Lo

Percussion
Daniel Davis
Seth Tupy
Ruyi Yuan

~ PROGRAM NOTES ~

Grieg extracted two concert suites from his Peer Gynt music, the fi rst being 
published in 1888, the second in 1893. Suite No. 1 is far the more famous, 
and for many decades it was a staple of  music education curricula for the 
young. Most people probably assume that its opening movement, “Morn-
ing Mood,” depicts the sun of  dawn playing among the fjords, but in the 
play (it falls in Act IV) it accompanies a sunrise in the North African desert. 
“Åse’s Death” (from Act III) involves the death of  Peer’s mother, whom he 
treated ungratefully but whose passing he mourns deeply. “Anitra’s Dance” 
falls shortly after “Morning Mood” in Act IV of  the play, where it serves as 
a seductive waltz for a dancing girl in the tent of  an Arab chief. “The Hall 
of  the Mountain King” harks back to Act II, where Peer matches wits with 
a menacing troll king - James M. Keller

La Regata Veneziana belongs to the Album Italiano (Italian Album,) part of  
Piches de vieillesse (Sins of  Old Age.) The three songs were written in 1858 
and describe the famous Venetian regatta from the viewpoint of  a young 
woman, Anzoleta. She watches her boyfriend Momolo prepare for the 
regatta, win the race, and present her with the red fl ag of  victory. 

These songs, although written during a more mature and elaborate phase of  
Rossini’s development, maintain a folk-like simplicity of  spirit and line. The 
accompaniment consists for the most part of  broken-chord variations used 
to portray the water’s movements, as well as the excitement of  the crowd. 

Anzoleta avanti la regata (Anzoleta before the race.):
The fi rst song provides the listener with valuable information about the 
regatta’s heroine, Anzoleta. She is a young, smart, and ambitious girl. She 
truly loves Momolo and she is convinced that he can win the race. From 
the text we learn that this young man (although very talented in the art of  
rowing) is a bit hesitant to participate in the boat race. The piano introduc-
tion illustrates Anzoleta’s excitement when she sees the waving pennants. 
The harbor is full with people and the music portrays everyone’s hopes and 
expectations. 

Anzoleta co passa la regata (Anzoleta during the race.):
The introduction to this song reminds us of  Rossini’s ingenius gift for 
music. The orchestra not only clearly portrays the fast water movement and 
the racing boat, but also Anzoleta’s racing heart. The nervousness, madness 
and anxiety felt by the heroine is expressed by the insistent rhythm in the 
accompaniment. Despite her fear, Anzoleta loudly urges Momolo to keep 
on rowing. 

Anzoleta dopo la regata (Anzoleta after the race.):
The last of  the three songs begins with a glorious Napoleonic-style trium-
phal march. Momolo is the winner. All Venice is talking about him. Anzo-
leta is fi lled with pride and joy. In return for his winning the race, Anzoleta 
showers Momolo with kisses - Sara Arias Ruiz



Schumann’s fourth symphony is now widely regarded as one of  his most 
original and inventive works. In departing radically from the classical forms 
of  Haydn, Mozart and Beethoven, it paved the way for the great late ro-
mantic symphonies of  Brahms and Dvorak. Much of  its innovation lies in 
the unity and cohesiveness of  the work. Schumann called it a “symphony in 
one movement”.

Virtually all the thematic material can be traced to the mysterious slow in-
troduction, where a “generative” motif  is played by the second violins and 
bassoons. The lively questing allegro that follows is built from a semiquaver 
fi gure derived by inverting the generative motif  and breaking it with an 
octave leap. The second movement is a romance in which the symphony’s 
slow introduction reappears as the middle section. The scherzo theme 
is the inversion of  the generative motif, but given a completely different 
character by the rhythm, dynamics and orchestration. Unusually the trio is 
played a second time, and is joined seamlessly to the fi nal movement by a 
short passage of  great solemnity and nobility, dominated by four horns and 
three trombones, with the fi rst violins interjecting the semiquaver theme of  
the fi rst movement. The fi nal movement mirrors the fi rst, using the same 
musical ideas but now in the major key, replacing the troubled uncertain 
mood with one of  joy and triumph. Just to confound the musical analysts, 
Schumann introduces a closing theme which is the only one not related in 
any way to the generative motif.

The symphony did not immediately meet with a favourable reception. The 
fi rst version was completed in 1841 and given to Clara Schumann as a birth-
day present. Schumann called it his “Clara Symphony”, a name that is now 
rarely used. The fi rst performance took place in Leipzig, with Schumann 
himself  conducting, and was a disaster. Several factors seemed to con-
tribute to this. Firstly, there was insuffi cient rehearsal time devoted to the 
work, and the orchestral players were unfamiliar and uncomfortable play-
ing Schuman’s new symphonic idioms. Secondly, Schumann himself  was a 
notoriously poor conductor. His introverted nature, and lack of  confi dence 
in his own work, prevented him from interacting well with the musicians 
and providing the necessary guidance. Thirdly some of  the orchestral parts 
were very diffi cult. In particular the horn parts were not well written for the 
valve-less “waldhorn” which were normally used at that time. Disappointed 
by its failure, Schumann withdrew the work and only returned to it ten years 
later, after the completion of  his less radical C major symphony and highly 
successful Rhenish symphony.

The premiere of  the second version took place in Dusseldorf  in 1853, 
shortly before Schumann attempted suicide and was confi ned to an asy-
lum. The majority of  the revision was to the orchestration. The orchestral 
textures were thickened, with more instruments playing each part. It was 
suggested by Brahms that this was to cover up the inadequacy of  some of  
the players in the Dusseldorf  orchestra. The more instruments that played 
a particular passage the more likely it was that at least some of  them would 
get it right. The second version was a success, with the eminent musicolo-
gist George Grove describing it as “a landmark in the history of  the sym-
phony”. - Duncan Gillies at The Portobello Orchestra 

Upcoming Concerts
Events are free unless otherwise noted.

Information about upcoming Eastman concerts and events can be found at: 
www.esm.rochester.edu/calendar

Kodak Hall at Eastman Theatre fi re exits are 
located along the right and left sides, and at the 
back of  the hall on each level. In the event of  
an emergency, you will be notifi ed by the stage 
manager. If  notifi ed, please move in a calm and 
orderly fashion to the nearest exit.
 
Restrooms are located on each level of  Kodak 
Hall at Eastman Theatre. Our ushers will be happy 
to direct you to them.
 
Please note: The use of  unauthorized photo-
graphic and recording equipment is not allowed 
in this building. We reserve the right to ask anyone 
disrupting a performance to leave the hall.

Supporting the Eastman School of  Music:
We at the Eastman School of  Music are grateful 
for the generous contributions made by friends, 
parents, and alumni, as well as local and national 
foundations and corporations. Gifts and grants 
to the School support student scholarships, 
performance and academic facilities, educational 
initiatives, and programs open to the greater 
Rochester community. Every gift, no matter the 
size, is vital to enhancing Eastman’s commitment 
to excellence. For more information on making 
a gift, please visit www.esm.rochester.edu/
advancement or contact the Advancement Offi ce 
by calling (585) 274-1040. 
Thank you!

Tuesday, November 29
Eastman Jazz Ensemble
Christine Jensen, director
Kilbourn Hall • 7:30PM 

Friday, December 2
Eastman School Symphony Orchestra & Eastman-Rochester Chorus

Johannes Brahams: 
William Weinert, conductor

Kodak Hall at Eastman Theatre • 7:30PM

Monday, December 5
Eastman Philharmonia

Music of  Davis, Rossini, and Beethoven
Timothy Long, Neil Varon, and Nicholas Sharma, conductors

Featuring Joy Harjo, guest poet; James VanDemark, double bass
Kodak Hall at Eastman Theatre • 7:30PM

Tuesday, December 6
Eastman Jazz Lab Band
Rich Thompson, director
Kilbourn Hall • 7:30PM

Wednesday, December 7
Musica Nova

Music of  Knussen, Read Thomas, Haas, and Lubman
Brad Lubman, Georgia Mills, and Luke Poeppel, conductors

Kilbourn Hall • 7:30PM

We acknowledge with respect the Seneca Nation, known as the “Great Hill People” and “Keepers of  the 
Western Door” of  the Haudenosaunee Confederacy. We take this opportunity to thank the people whose 

ancestral lands the Eastman School of  Music of  the University of  Rochester currently occupies in 
Rochester, New York.




