
Raise the Roof 
Michael Daugherty (1954 – ) 
Written: 2003  
Movements: One 
Style: Contemporary American 
Duration: 12 minutes 
 
 Michael Daugherty occupies a unique position in todayÕs contemporary music landscape. 

The  titles of some of his recent works will give you an idea of how he mixes serious concert 

music with contemporary American popular culture: Metropolis Symphony and Bizarro Ðboth 

based on the ÒSupermanÓ comic books; Desi, inspired by the television character Ricky Ricardo 

as played by Desi Arnaz; chamber works including Sing Sing: J. Edgar Hoover featuring 

HooverÕs voice with a string quartet and Elvis Everywhere for three Elvis Impersonators and a 

string quartet; the opera Jackie O.; the piano concerto Le Tombeau de Liberace. 

 Michael Daugherty grew up playing keyboards in jazz, rock and funk bands.  His father 

was a dance-band drummer and his four brothers are all professional musicians.  Michael 

attended North Texas State University, the Manhattan School of Music and Yale University.  He 

is currently a professor of composition at the University of Michigan. He has been the composer-

in-residence with the Louisville Symphony Orchestra, Detroit Symphony Orchestra, Colorado 

Symphony Orchestra, Cabrillo Festival of Contemporary Music, West Shore Symphony 

Orchestra, Eugene Symphony, and Henry Mancini Institute.  Daugherty provided the following 

comments about Raise the Roof: 

 Raise the Roof is inspired by the construction of grand architectural 

wonders such as the Notre Dame Cathedral (1345) in Paris and the Empire State 

Building (1931) in New York City. I create a grand acoustic construction by 

bringing the timpani into the foreground and giving the timpanist the rare 

opportunity to play long expressive melodies and a tour de force cadenza. I 



incorporate a wide variety of timpani performance techniques: extensive use of 

foot pedals for melodic tuning of the drums, placement of a cymbal upside down 

on the head of the lowest drum to play glissandi rolls, and striking the drums with 

regular mallets, wire brushes, maraca sticks and even bare hands. 

 Another compositional building block in Raise the Roof is a brooding 

theme reminiscent of a medieval plainchant, first heard in the timpani and the 

flutes, and later in the strings and tuba. This theme is repeated and passed around 

in canons and fugues and other permutations throughout the orchestra to create 

elaborate patterns, as in a gothic cathedral.  

 I have also composed a lively, pulsating melody for the orchestra 

combining rock and Latin rhythms. The music is a cascade of major and minor 

triads, like laying down bricks and stones to build up a Ôwall of sound.Õ Raise the 

Roof rises toward a crescendo of polyrhythms and dynamic contrasts, allowing the 

orchestra to construct a grand new space for performing music of the past, 

present, and future. 

 Raise the Roof  was commissioned by the Detroit Symphony Orchestra for the 

opening of its Max Fisher Music Center. The world premiere was played by Brian Jones 

on timpani and the Detroit Symphony Orchestra under the direction of Neeme Jarvi. 
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Symphonic Dances from “West Side Story” 
Leonard Bernstein (1918-1990) 
Written: 1949-57  
Movements: One 
Style: Contemporary American 
Duration:  22 minutes 
 
 In todayÕs world of popular music, a stable of virtually nameless composers churn 

out hit songs, which are then recorded by megastar singers. However, before the advent of 

recording, television, and movies, opera was the machinery for the production of popular 

hits.  After all, it was the predominant form of entertainment. Throughout the eighteenth 

and nineteenth centuries, people on the streets would whistle and sing the songs from the 

latest smash hit opera.  Composers were quick to capitalize on the popularity of their 

melodies.  Mozart hurriedly produced an arrangement for woodwinds of his Marriage of 

Figaro, fearing that if he didnÕt do it first, somebody else would, and get all the money!  

Copyright laws were not as strong back then, and other composers and performers were 

happy to ÒborrowÓ popular opera melodies.  The virtuoso violinist Pablo Sarasate 

compiled a bunch of tunes from George BizetÕs Carmen into a violin fantasy Ð which 

somebody else then transcribed for the flute.  If there was a popular opera with a bunch 

of good melodies, those tunes were being sung and played everywhere. 

 These days Broadway, the American version of light opera, generates a lot of 

popular tunes.  Songs from musicals by Jerome Kern, Cole Porter, Irving Berlin, Rodgers 

and Hammerstein, Lerner and Loewe, Stephen Sondheim, Andrew Lloyd Weber and a 

host of others are part our cultural fabric. Leonard Bernstein is part of that pantheon of 



Broadway composers, with one important difference.  The fame of the others comes 

almost exclusively from their Broadway productions. Bernstein was writing serious 

symphonies, conducting the New York Philharmonic, and hosting a television series 

explaining music to young audiences at the same time that he was writing for the 

Broadway stage. He was at home in many musical styles. 

 Bernstein began writing West Side Story in 1949, although it didnÕt open until 

1957.  The choreographer was the great Jerome Robbins and the lyrics were by Stephen 

Sondheim, who would later become a major Broadway composer himself.  West Side Story 

is the tale of Romeo and Juliet set among the rough and tumble neighborhoods on New 

YorkÕs upper west side.  Like the other great Broadway shows of the last century, its 

melodies and songs have become a part of our national identity.  And like the opera suites 

of the past, the Symphonic Dances have found a permanent place in concert halls. No 

mere collection of melodies, it is a virtuosic tour de force for any orchestra. 

 The printed score contains a description of the action for the listener. The 

prologue depicts the growing rivalry between two teenage street gangs.  Somewhere is a 

visionary dance sequence where the two gangs are united in friendship.  In the scherzo, 

the gangs break through the city walls and suddenly find themselves in a world of space, 

air and sun.  The Mambo brings back reality with a competi tive dance between the gangs.   

In the Cha-Cha, the star-crossed lovers, Tony and Maria, see each other for the first time 

and dance together.  The fugue Cool is an elaborate dance sequence in which the Jets 



practice controlling their hostility.  In the climactic fight scene, Rumble, the two gang 

leaders are killed.  In the finale, the love music develops into a procession, which recalls, 

in tragic reality, the vision of Somewhere. 
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Symphony No. 5 in B-flat Major, Op.  100 
Sergei Prokofiev (1891-1953) 
Written: 1944 
Movements: Four 
Style: 20th Century Russian  
Duration: 46 minutes 
 
 Sergei Prokofiev is unusual among Soviet-era Russian artists. Many endured the 

hardships of the revolution and the years of deprivation that followed.  Others left Russia 

and never came back.  Prokofiev left and, after many years of homesickness, actually 

returned to his homeland.  In 1936 he permanently settled there with his family and 

became a Soviet citizen.  However, like many Soviet artists, Prokofieff eventually faced 

public condemnation from the authorities for his Òcreative errors.Ó 

 Prokofiev wrote some of his most endearing and charming works during the first 

few years back in Russia: Lieutenant Kije Suite (1934 Ð drawn from his music for a film), 

the lush and romantic Second Violin Concerto (1935), his monumental ballet Romeo and 

Juliet (1935-36) and the childrenÕs blockbuster Peter and the Wolf (1936).  He also 

complied with the political climate by writing such overtly jingoist cantatas like 

Twentieth Anniversary of the October Revolution and Hail to Stalin.  Even some of his 



more internationally known works such as Alexander Nevsky, Ivan the Terrible and War 

and Peace carried strong nationalistic themes.  

 Strangely missing from the first eight years of his Soviet residency were any 

symphonies. When Prokofiev finally got started on a symphony, it didnÕt take him long: 

ÒI wrote my Fifth Symphony, on which I had been working for several years, 

gathering themes in a special notebook. I always work that way, and that is 

probably why I write so fast. The entire score of the Fifth was written in one 

month in the summer of 1944. It took another month to orchestrate it, and in 

between, I wrote the score for EisensteinÕs film Ivan the Terrible . . .  The Fifth 

Symphony was a very important composition to me, as it marked my return to the 

symphonic form after a long interval. I regard it as the culmination of a large 

period in my creative life.Ó 

 One of the hallmarks of the Fifth Symphony is its profusion of melody.  The first 

movement begins with a quiet theme, played by the flutes and bassoons, which expands 

into the rest of the orchestra and grows to heroic proportions.  A second melody, again 

starting with the flute but this time with the oboe, has a sweeter and almost ballet-like 

character.  The central section of the movement becomes more animated and intense until 

the initial melody is played full out by trumpet.  After a momentary quieting for a 

restatement of the second theme, the initial theme of the movement returns for the final 

time Ð this time at an intensely loud dynamic. 

 The second movement is a scherzo.  The whole first section has a sort of 

demented obstinacy to it.  It gives way to a tuneful middle section that is propelled 



forward by a fast-moving accompaniment.  The middle section ends the same way it 

began, and then the trumpets and pizzicato strings slowly begin a sort of twisted variation 

of the opening theme.  The tempo gets faster and faster until the scherzo ends in a frenzy. 

 The slow third movement seems to be made of one continuous melody that gets 

passed around to various sections of the orchestra.  It has a broad range of character, from 

the gentle and mournful to impassioned anger-filled tragedy.  

 The final movement begins with a gentle introduction.  Soon the violas get the 

tempo going for a series of contrasting melodies set over an active accompaniment.  The 

central part of this movement has a smooth, singing character. The low brass upset the 

atmosphere by their belligerent intrusion. Soon enough, the main themes return.  The 

final minutes of the movement are dedicated to a crazy kind of coda.  Bits and pieces of 

the main themes are thrown against an accompaniment that sounds like a machine gone 

out of control.  Suddenly, with a final thud, itÕs over. 

 Even though Prokofiev did not intend to tell a story with his Fifth Symphony, he 

did give a hint at what he was intending. ÒI conceived it as a symphony glorifying the 

human spirit . . . praising the free and happy man Ð his strength, his generosity, and the 

purity of his soul." 
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