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Holiday Gala
Sunday, 3 July 1983
2:00

Gates

Open

2:00-2:30

Field

Music Detachment

United States Military

West Point,

(the "Hellcats") of the

Academy Band from

New York

Lawn in front of the Main House
2:30-3:15

Bill Crofut, folk singer

with Carver Blanchard, guitar
Theatre-Concert Hall
3:15-4:15

United States Military Academy Band from
West Point, New York

The Shed
4:15-5:15

The Johnston Fantastic Symphony Steel Orchestra
Theatre-Concert Hall

5:15-6:15

United States Military Academy Band from
West Point, New York

The Shed
6:15-7:00

Bill Crofut, folk singer

with Carver Blanchard, guitar
Theatre-Concert Hall
7:00-8:00

Empire Brass Quintet
The Shed

8:30

Gala Concert

MEMBERS of the BOSTON SYMPHONY ORCHESTRA
GUNTHER SCHULLER, conductor
EARL WILD, piano
The Shed
Fireworks over the Stockbridge Bowl following the concert.

"Hurdy Gurdy, monkey and me" will perform on the Lawn all afternoon.
"Slap Happy" will perform three times on the Lawn between 2:30 and 5:30 p.m.
"The Amazing Fantasy Jugglers" will perform three times on the Lawn
between 5:00 and 8:00 p.m.
The United States Military Academy Parachute Team will parachute from a
helicopter onto the Box Parking Lot at the conclusion of each U.S. Military
Academy Band concert at about 4:15 p.m. and 6:15 p.m., weather permitting.

Sunday,

3 July at 8:30

MEMBERS of the BOSTON SYMPHONY ORCHESTRA
GUNTHER SCHULLER, conductor
EARL WILD, piano
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Notes

The bowed stringed instrument

that

we call the violin when we are being formal

and the fiddle at other times has a long history extending well back into the early
Middle Ages. From the first, this history was as likely to be connected with the
oral traditions of the wandering minstrels as with the high art of the court or concert hall, so

it is

hardly surprising that "fiddling" should have become so central a
dance music in rural regions. Players could learn the traditional

part of traditional

by ear and perform them at social events, for celebration, for pleaMost of the traditional tunes were intended to be heard through
a background noise of stamping feet, clapping hands, swishing skirts, and moving
bodies. As the fashion changed, waltzes, polkas, jigs, and reels were only a few of
the dance varieties to become part of the tradition of live music-making.
fiddle tunes

sure, for dancing.

Howard Brockway

(1870-1951)

was

a

member of that largely forgotten genera-

composers that preceded Aaron Copland. Born in Brooklyn, he
which year a concert given by the Berlin
Philharmonic of his chamber and orchestral pieces made a strong impression and
resulted in his being signed by a Berlin publisher. After returning to the United
States, he continued composing for a number of years, but after about 1911 he
concentrated almost totally on teaching piano, first in Baltimore and then in New
York at the Institute of Musical Art (and its successor Juilliard) and the Mannes
College of Music. After retiring in 1940, he continued to teach privately until his
death. Brockway's music reveals his Romantic sensibility, his melodic warmth,
and his rich harmonic sense. His output includes a violin sonata, a symphony, an
orchestral ballad, and the present Cavatina, Opus 13, for violin and orchestra, all
composed during his years in Berlin. "Cavatina" was a term given in the eighteenth century to a short aria, usually of a markedly lyrical character. Since the
time of Beethoven it has occasionally been applied to instrumental pieces that
emphasize a songlike, melodic flow, as does Brockway's lush and Romantic work.
tion of American

studied in Berlin from 1890 to 1895, in

Charles Tomlinson Griifes (1884-1920) was another of those Americans who
studied in Berlin, and his early works are redolent of German Romanticism. But
about 1911 he began to abandon that style and to employ in his music some
elements of French Impressionism. His later works, including a powerful Piano
Sonata (1918), signaled the achievement of an original voice in American music,
and a series of important premieres several orchestral works with Stokowski
and the Philadelphia, the well-known Poem for flute and orchestra with Walter
Damrosch and the New York Philharmonic Symphony-Orchestra, and the orchestral version of his piano work. The Pleasure-Dome ofKuhla Khan, with the Boston
Symphony under Pierre Monteux in November 1919 brought his name to a
much wider circle than ever before. He would surely have gone on to become one
of our germinal composers had he not died, just five months after the Kubla Khan
performance, when he was not yet thirty-six years old. "The White Peacock" was
originally conceived for piano and published as the first piece in Roman Sketches,
Opus 7. It was composed in June 1915 and probably orchestrated in 1919. The work
is a sultry and languid evocation of a sunlit garden (depicted in William Sharp's
poem, which is reproduced as an epigraph on the score), where heat lies in the
hollows and dream-flowers wave; through this scene, "as the breath, as the soul of

—

—

this beauty,"

Moves the white peacock, as tho' through the noontide
A dream of the moonlight were real for a moment.

George W. Chadwick (1854-1931) was for many years the dean of New England
composers, a lasting influence on American musical life through his compositions, his teaching of an entire generation of younger composers, and the role he
played over the thirty-three years that he was director of the New England Conservatory, building that institution from a ladies' piano school to a position of
national eminence as a full-fledged conservatory. Of all the

Chadwick was the

New England com-

"academic" in his music, the heartiest, and often
the most American-sounding, even though he, too, studied in Germany (three
years in Leipzig and Munich), where his graduation piece was an overture called
Rip Van WinkJe. Four years later (1884), the Boston Symphony gave the first performance of the scherzo from his then unfinished Second Symphony: the audience demanded and received an encore, the first ever given by the BSO. A decade
later, Dvorak's New World Symphony was credited with showing Americans how
to use the folk songs and musical characteristics of their homeland in a symphony but Chadwick, in the Second Symphony, had beat Dvorak to it! The bestknown work today of Chadwick's large output (it is available on record) is the
orchestral suite published in 1907 as Symphonic Sketches and first performed
complete by the BSO in February 1908. The first movement, "Jubilee," composed
posers,

least

—

late in 1895,

is

a festive evocation of a brilliant public celebration.

The

rich colors

of the orchestra are appropriate enough, given the fragment of verse with

Chadwick prefaces the

which

score:

No cool grey tones for me!
Give me the richest red and green,
a cornet

and a tambourine,

to paint

my jubilee!

Anyone writing about ragtime

twenty years ago would have been
which had been a popular craze at the
turn of the century, had died out about World War I and was utterly forgotten
except for a few sentimental old-timers who every now and then played a little
"honkytonk" and called it ragtime. Then came the great ragtime revival of the
late 1960s, as surprising as it was sudden, and the music of the great masters of
ragtime became so firmly established in our aural memories that it will not be
fifteen or

justified in asserting that ragtime music,

likely to fall into oblivion again. In simplest terms, ragtime

when a syncopated melody is played over a steady,

is

the music created

straightforward bass.

The style

can be traced well back into the nineteenth century: Gottschalk's piano piece La
bambouJa of 1847 indicates that the elements were present a good half-century
before Scott Joplin's breakthrough composition, "The Maple-Leaf Rag" (1889),
established ragtime's wide popularity. A few real geniuses Scott Joplin, James
Scott, Joseph Lamb, and Artie Matthews in the "classic" Missouri style; Luckey
Roberts, James R Johnson, and Eubie Blake in the brilliant eastern style often
referred to as "stride"; and Jelly Roll Morton, who bridged ragtime and early
jazz
created vibrant and lasting music, most of it published in versions for the
piano, but also in arrangements for ragtime bands.

—

—

A perpetual debate of the

'20s revolved around the subject of jazz: Was it good
be employed in traditional classical forms and media? Most
established composers, with their European training, held that jazz was not good
music, and that listening to it tended to destroy all that was wholesome and

music? Could

it

Western culture. A few composers of traditional training were more
openminded, though. Charles Martin Loeffler, the Alsatian-American composer
who was assistant concertmaster of the BSO for twenty years before the turn of
uplifting in
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the century, haunted nightspots with his young friend George Gershwin
(1898-1937) whenever Gershwin was in Boston for the opening of a new show.

Still

Frenchman Darius Milhaud had produced a scandalously successful
The Creation of the World, employing musical elements picked up in
Harlem in the early years of the decade. But probably the man most responsible
for making jazz respectable to white audiences was Paul Whiteman, who was not
so much a dedicated jazz-man himself as a musician who wanted to use whatever
was new in the world of popular music. Not the least of his contributions to our
musical life was the encouragement of "symphonic jazz," which produced the
first concert success by George Gershwin, Rhapsody in Blue, written for a concert
planned by Whiteman to celebrate the rapprochement between symphonic music
and jazz, to be given in New York's Aeolian Hall on 12 February 1924. At the time,
Gershwin was busily putting the finishing touches on a show called "Sweet Little
Devil," which was due to open in New York on 21 January. The Rhapsody took
shape in his mind as he was traveling to Boston for the show's out-of-town tryout.
He began the manuscript on 7 January and finished it about the 25th; the orchestration was done by Whiteman's arranger, Ferde Grofe. The concert was billed as
one of the major musical events of the season, and the glittering audience
included just about every musical dignitary in New York that week. Rhapsody in
Blue came next-to-last on the very long program, when the audience was more
than a little restive, but the response at the end was rapturous, and the Rhapsody
has remained the most frequently performed of comparable contemporary scores.
The effect of the opening clarinet "wail" actually the suggestion of Whiteman's
clarinetist, Ross Gorman
was electrifying, and everyone recognized at once that
this music represented something really new. The composer himself, when Irving
Kolodin asked him a decade later whether he didn't think he could work the
Rhapsody over and improve it, replied, "I don't know: people seemed to like it the
earlier the

ballet,

—

—

way it was,

so

I

left it

that way."

Gunther Schuller's Music /or a Celebration (A Fantasy on National Themes] was
commissioned by the Springfield Symphony Orchestra of Massachusetts and the
Women's Symphony League; it was completed in September 1980. The composer
has provided the following program note:
MUSIC FOR A CELEBRATION is intended to function as a celebratory festive
"overture" with a special meaning for Americans since it uses a number of
American national themes and tunes. Most prominent of these is our national
anthem The Star Spangled Banner, but America, Hail Columbia, and Dixie
come in for occasional treatment as well.

The brief work is

laid out in three sections:

sionistic," lyric; (2) a

red glare";

(3)

kind of "battle scene"

introductory, quiet, "impres— "bombs
bursting in
"rockets'
(1)

the singing and playing of the National

air,"

Anthem

...

In a

way it is

our American 1812 Overture.

A careful listener will hear snatches of our national themes floating in and
out of the orchestral background ... [Music for a Celebration] is a kaleidoscopic
aural collage which eventually focuses on and gives priority to our official
national anthem, The Star Spangled Banner.

John Philip Sousa (1854-1932) is known as the march king, but he wrote a great
deal more, including nine operettas that were produced, songs, waltzes, various
kinds of dances, and even three novels! But in the march he remains supreme as
Strauss does in the waltz. What might have been a limiting form, easily descending to stereotype and self-repetition, inspired Sousa to new and imaginative

musical ideas. Virtually

all

of his

marches were written

for his

own band — first
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the U.S. Marine Corps band, and later Sousa's own professional touring ensemble.
The manuscript of the Liberty Bell March is dated 14 November 1893. Sousa had
been at work on an operetta, The Devil's Deputy, requested by the well-known
comedian Francis Wilson. But when Wilson refused to meet Sousa's fee of $1500,
the composer broke off work on the score, which included a rousing march.
Shortly thereafter, Sousa was in Chicago with George Frederick Hinton, one of his
band's managers; a backdrop with a huge painting of the Liberty Bell at a specta-

"America" caused Hinton to suggest that Sousa name the march after
that historically significant symbol. At about the same time, Sousa received word
from his wife that their son had just marched in his first parade in Philadelphia, a
parade celebrating the return home of the Liberty Bell, which had been av^ray on
tour. So music originally conceived for The Devil's Deputy became the Liberty BeJJ
March, one of the first Sousa sold to the John Church Company, one of his most
important publishers, and the first of his marches to reap a strong financial return.
cle entitled

The world's most famous march. The Stars and Stripes Forever, was first performed in Philadelphia on 14 May 1897. Its reception was not unusually warm at
first, though one reviewer did declare, "It is stirring enough to rouse the American
eagle from his crag, and set him to shriek exultantly while he hurls his arrows at
the aurora borealis." But as soon as the Spanish- American War broke out, Stars
and Stripes became a patriotic favorite, and it has never lost that position. The
Sousa Band was expected to play it at every single concert and apparently did

—

Sousa himself once described the work's composition: returning from Europe
to America by steamer following news of his manager's death, he was nervously
pacing up and down the decks of the ship when a new march began to grow in his
head. He worked the piece out fully in his mind on board ship, only writing it
down in his New York hotel room on Christmas Day 1896. The march had an
utterly astonishing success with sheet-music sales (which brought Sousa some
$400,000) and more recordings than perhaps any composition ever written. And
the interest did not abate with Sousa's death: soon after the copyright expired in
1953, some fifty new arrangements were published in the United States. Perhaps
this is only fitting. Sousa meant to embody the entire nation in this march. As he
explained to interviewers, the main, broad theme of the final section represents
the North, the famous piccolo obbligato the South, and the countermelody in the
trombones the West. And he seems to have succeeded in his aim: in other
countries. The Stars and Stripes Forever has symbolized the United States as much
so.

as the national

V

anthem

'wm

or

any other piece

in existence.

— Steven Ledbetter

performance by the BSO and the Berkshire
Music Center Orchestra at Tanglewood in
1979; Tre Invenzioni, written for the twentieth

anniversary of the Fromm Music Foundation;
a trombone concerto entitled Eine kieine

Posaunenmusik; a Contrabassoon Concerto; In
Praise o/ Winds: Symphony /or Large Wind
Orchestra; and Duologue for violin and piano
written for Rafael Druian.
Mr. Schuller's appearances as conductor

have included the orchestras of Boston,
Chicago,

Born in New York City in 1925, composer/
conductor/educator/author/administrator y
GUNTHER SCHULLER has maintained a
long-standing association with the Boston
Symphony Orchestra: he was acting head of
the composition department of the Berkshire
Music Center at Tanglewood from 1963 to
1965; in 1965 he succeeded Aaron Copland as
head of that department and became responsible for directing contemporary music activities; and in 1970 he was appointed to his

New York, Philadelphia, Cleveland,

Los Angeles, and San Francisco, and, in
Europe, the Berlin Philharmonic, London's
BBC Symphony and Philharmonia orchestras,
the French Radio Orchestra, and the Bavarian
Radio Symphony. From 1963 through 1965,
Mr. Schuller organized and conducted
"Twentieth-Century Innovations," a historymaking concert series sponsored by the
Carnegie Hall Corporation. He broadcast a
weekly series of 153 programs on "Contemporary Music in Evolution" over New York's
WBAI radio, later heard on seventy-seven stations throughout the country, and in 1973 he
wrote and hosted "Changing Music," a series
of contemporary music produced for PBS by
WGBH in Boston. His work with the New England Conservatory Ragtime Ensemble, partic-

present post as artistic director of the

ularly his reorchestrations of Scott Joplin

He has been guest
conductor with the Boston Symphony on

works derived from the composer's long-lost
^ed Back BooV. and recorded for Angel
records, was a major factor in the popular
ragtime revival of the mid-seventies, and he
conducted the Broadway premiere of Joplin's

Berkshire Music Center.

numerous occasions since his first appearance
and his music has been performed at
Boston Symphony concerts under the
in 1964,

direction of Erich Leinsdorf, William Steinberg,

Bruno Maderna,

Seiji

Ozawa, and Mr.

Schuller himself.
Mr. Schuller was playing in the New York
Philharmonic under Toscanini at sixteen, was
appointed principal French horn of the Cin-

Symphony at seventeen, was soloist
with that orchestra the following season in his
own horn concerto, and by nineteen had
accepted a position with the Metropolitan
Opera orchestra. In 1959, Mr. Schuller
resigned as solo horn of the Metropolitan to
devote full time to composition, and he has
received commissions from the Chicago Symphony, the New York Philharmonic, and,
through a Ford Foundation grant, the Mincinnati

neapolis
for the

Symphony. He has composed works

New York Ballet and the Hamburg

and his recent scores include
Tieai, a work for two orchestras premiered by
the Boston Symphony and Toho School
orchestras in 1978 and given its first American
State Opera,

opera Treemonisha in October 1975.
As an educator, in addition to his work at
Tanglewood, Gunther Schuller taught French
horn at the Manhattan School of Music from
1952 through 1964. He also served on the
music faculty of Yale University as associate
professor of composition, a post he

left to

become president of the New England Conservatory of Music, where he remained from
1967

to 1977. Mr. Schuller is the recipient of

numerous honors, including the National
and Letters Award, the Brantwo successive
Guggenheim fellowships, the Darius Milhaud
Award, the Alice M. Ditson Conducting
Award, and the Rodgers and Hammerstein
Award. He holds honorary degrees from

Institute of Arts

deis Creative Arts Award,

Northeastern University, the University of
Illinois, Colby College, Williams College, and
the New England Conservatory of Music. Mr.
Schuller is a member of the National Institute
of Arts and Letters and the National Council

M
i

of the Arts. In June of 1979, Mr. Schuller

was

scriptions, as well as ballet, orchestral,

and

elected president of the National Music Coun-

incidental music for several different media,

cil, and he is a member of the American
Academy of Arts and Letters.

including television documentaries. Mr. Wild
has also had the honor of performing for six

consecutive Presidents of the United States,
including a performance at the inauguration

Kennedy.
Throughout his career, Mr. Wild has accompanied many of the world's great singers in
recital. In March 1974 he gave a joint recital
with Maria Callas to benefit the Dallas Texas
Opera Company. He also appeared in joint
recital with mezzo-soprano Jennie Tourel on
her farewell appearance in New York City. In
May 1979, Mr. Wild was asked by Arthur
Fiedler to appear as soloist on the nationally
televised performance marking Mr. Fiedler's
fiftieth anniversary with the Boston Pops. In
the spring of 1983, he completed an extensive
of John

F.

concert tour of the Far East which took

him

to

the People's Republic of China, where he per-

formed and taught,

Virtuoso pianist and composer

EARL WILD

represents a pianistic tradition

which can be

traced directly to Franz Liszt through Wild's
studies with Selmar Jansen,

who studied with

Scharwenka and Eugen
While still in his teens, Mr. Wild

Liszt pupils Xavier

d'Albert.

began

his eight years (1936-44) as staff pianist

NBC in New York,

during which time he
performed frequently with the NBC Symphony under Arturo Toscanini including
the only performance conducted by Toscanini
of Gershwin's Rhapsody in Blue, in 1942. In
1939, Mr. Wild was the first artist to give a
piano recital on United States television. In
1949, in Paris, he gave the world premiere
performance of Paul Creston's Piano Concerat

—

to, later

repeating that

work

as well as to Japan,

Hong

Kong, Korea, and Taiwan. Earl Wild is the
most recorded of our contemporary American
pianists, his discography including thirty concertos and 158 solo piano pieces. Most
recently, his Audiofon recording of "The Art
of the Transcription: A Live Concert from
Carnegie Hall" received an award from Stereo
Review as one of the most outstanding recordings of 1982. Mr. Wild has made frequent
appearances with both the Boston Symphony
Orchestra and the Boston Pops.

American
1944 he was piafor its

premiere in Washington. In
nist in the American premiere of Shostakovich's E minor Piano Trio. In December 1970,
with the Chicago Symphony Orchestra and
Sir Georg Solti, he gave the world premiere of
Marvin David Levy's first Piano Concerto, a
work written specially for him.
Currently on the piano faculty of the
Juilliard School of Music and the Manhattan
School of Music, Mr. Wild is also a successful
composer. His Reveiations, a large-scale
oratorio for Easter commissioned by the

American Broadcasting Company, was presented on television in 1962 and again in 1964
with Mr. Wild conducting. Other compositions to his credit include many piano tran-

mawiig&:

in Russia in 1944, EMANUEL BOROK
received his early musical training at the
Darzinya Music School in Riga, Latvia. His

Born

teacher was Vladimir Sturestep,

who later

SH

I

1

taught Gidon Kremer. Mr. Borok joined the
Bolshoi Theatre Orchestra in 1969 and two

on many

became co-concertmaster of the
Vloscow Philharmonic and a member of the

ductor John Williams at Carnegie Hall in January 1980. In December 1981 he and John
Williams performed a special recital marking
Mr. Williams's debut as a pianist in the Boston
area. An active recitalist, Mr. Borok has also
made several recordings, including Vivaldi's

/ears later
1

r

:

i

Vloscow Philharmonic String Quartet. In 1973
le emigrated to Israel and became con-

Chamber Orchestra.
came
to the United
The following year he

:ertmaster of the Israel

states

and successfully auditioned that April

or the assistant concertmaster position of the

Boston

Symphony, joining the orchestra

for

he 1975 Tanglewood season. As assistant con:ertmaster of the Boston Symphony, Mr.
Borok is also concertmaster of the Boston
ops, with which he has performed as soloist

mE UNITED STATES MILITARY ACADElY

BAND is the oldest unit at West Point and

le oldest
1

military

band

the United States.

evolutionary War,

Its

in continuous service

existence predates the

when fifers and drum-

were attached to companies of Minute
len stationed on Constitution Island across
le Hudson River from West Point. The band
hanged designations several times during its
arly history, became the U.S. Military Acadmy's band in 1816, and soon began its progess
) become one of the world's leading military
lers

ands.

and

The present strength of the USMA
96 enlisted members and three

is

This includes a concert-parade band,
stage band, and a field music detachment of

fficers.

ugles
les,

and

and drums. Within

its

major ensem-

the United States Military

Academy

chamber music
nsembles as well as many small dance and
ntertainment combo groups. The band
also maintains several

first

occasions, including the orchestra's

concert with newly-appointed Pops Con-

Four Seasons with the Cambridge Chamber
Orchestra under Rolf Smedvig, the
Shostakovich Violin Sonata with Tatiana
Yampolsky, and a recent disc of the Beethoven
Archduke Trio with pianist Claude Frank and
cellist Leslie

fulfills all

Parnas.

the musical requirements of the

United States Military Academy and the
Corps of Cadets, encompassing military,
patriotic, and other official ceremonies, sports
events, public concerts, radio and television
broadcasts, and recreational activities such as
dances for the Post and for the cadets. The
band adds to the cultural activities of the surrounding area through its winter concert
series and gives summer concerts at scenic

Trophy Point overlooking the Hudson River.
For more than 160 years, the United States
Military Academy Band has served the Army,
the Military Academy, and the Corps of
Cadets with distinction, realizing the value of

music to the military service so well defined
in an historical order book: "Music regulates
the soldier's waking and sleeping, spurs him
on in marching and fighting, and accompanies
him on occasions of joy and sadness."

I'

Herman "Rock" Johnston, founder and leader
of the twelve-member family musical group

known as THE JOHNSTON FANTASTIC
SYMPHONY STEEL ORCHESTRA, hails
from Trinidad and Tobago, where

ming originated

steel

drum-

in the early 1940s. In his

homeland, Johnston earned the

title

"King of

Pan Men" for his skillful playing of the drums
and for his talent in "tuning," as the art of
making steel drums is called. Johnston has
been making and playing steel drums since he
was six years old and beat on discarded tin
cans that once held powdered milk for babies.

During the last thirty-eight years he has made
many thousands of instruments for bands in
which he was a lead player and which won
Trinidad national steel band competitions
held every two years. The Johnston Sym-

phony Steel Orchestra includes Johnston,

his

wife Joan, his sons Herman Rock, Jr., and
Garth, a brother, and seven nephews. The

group plays on

thirty-six

drums,

all

tuned by

Johnston, and their repertory ranges from

music of Chopin, Verdi, Strauss, and Rossini
to hymns and calypso tunes to music of
Johnston himself.

has received a Presidential Citation honoring
his contribution to international cultural

exchange. He has served as Presidential

White House Consultant on Cultural Affairs,
and his book The Moon on the One Hand was
a winner of the American Library Association
National Book Award. Fifteen records repreBill's diverse musical interests from folk
music to jazz, with ethnic collections of Asian
and African music, presentations of poems
and texts, classical music with harpsichordist
Kenneth Cooper, and English and American
folk song with British baritone Benjamin Lux-

sent

on, with
cert

and

whom he has collaborated for contelevision appearances in London.

Bill's television credits

Internationally acclaimed BILL

appeared
tival,

at

CROFUT has

the Edinburgh International Fes-

the Brighton Festival, the

Hong Kong

Carnegie Hall, Lincoln Center, the
White House, the United Nations, Symphony
Hall, the Tanglewood Berkshire Festival, and
for college and university audiences in nearly
fifty countries. He has made seven worldwide
tours representing the United States, and he
Festival,

jgp»<

include

The Tonight

Show, The Today Show, Good Morning America, Camera Three, and several special programs on British television. A Bill Crofut
concert includes folk songs, jigs and reels, ragtime, blues, Bartok, Bach, and Bill's own
musical presentations of favorite poems from
William Blake to e.e. cummings. This year
marks his third appearance at Tanglewood's
Fourth-of-July festivities.

its original members were introduced to
one another by Leonard Bernstein at Tangle-

Berkshire Music Center

wood in 1971, the EMPIRE BRASS QUINTET
has become an ensemble of international rep-

wood Institute for an outstanding brass stu-

utation and acclaim. Currently Quintet-inResidence at Boston University, they have had
a distinguished career in the United States,
Europe, and Japan. In 1976, the Quintet

Brass Quintet includes former

Since

became the

first

brass ensemble to receive the

Naumburg Chamber Music Award. They also
gave their

Amsterdam, and

Brussels.

The members par-

ticipated in the July Fourth Bicentennial

Tanglewood and performed

Elizabeth

Tanglewood and

a

dent.

The current membership of the Empire

BSO principal
trumpet Rolf Smedvig and former BSO horn
player David Ohanian, both founding members of the Quintet; trumpeter Charles A.

trombonist Lawrence Isaacson, and
tuba player Samuel Pilafian.

Lewis,

Jr.,

New York debut concert at

Carnegie Recital Hall and embarked on a first
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estab-

lished the Quintet as a world-class brass en-

semble. During the 1982-83 season, the

Empire Brass Quintet performed more than
sixty concerts in twenty-seven states from
California to New York, including an engage-

ment at the

Cloisters

Museum in New York.

was given the Harvard
Musical Association Award, and it has been
In 1980 the Quintet

quintet-in-residence at Boston University for
four consecutive years. Ongoing projects

include an annual concert series in Massachusetts and the Empire Brass Quintet Sym-

posium for brass students at Tanglewood. The
members of the Quintet have recorded nine
albums to date. Since its founding, it has been
in the vanguard of performing new music and
has commissioned works from such leading
composers as Leonard Bernstein, Peter Maxwell Davies, and Gunther Schuller. The
Quintet has also shown a strong commitment
to teaching by establishing a fellowship at the

THE AMAZING FANTASY JUGGLERS are
internationally recognized for their precision

teamwork and dynamic fusion of juggling and
music. Using a unique variety of drums and
percussive instruments ranging from synthesizers to

wind chimes, they highlight and

define the visual rhythms and accents of jug-

show that is alive with sights
and sounds and irresistible to virtually all
audiences. Based in Boston and performing
since 1972, The Amazing Fantasy Jugglers

gling to create a

regularly appear in night clubs, stage shows,

on TV and talk shows,

at college events,

and outdoor festivals. They recently
completed a five-month tour of the continental United States, followed by two months of
USO shows in Europe.
schools,

The organ grinder is a character of the past, an
everlasting memory for those who saw him. In
the tradition of the old organ grinder,

HURDY

GURDY, monkey and me provides the same
days of long ago. Children watch in
and grandparents gaze
and ponder over memories of yesteryear, as
the music plays and Angelo the monkey perthrill as in

fascination, parents

forms. Based in Newtonville, Massachusetts,

"Hurdy Gurdy. monkey and me" helps keep a
golden

moment

SLAP HAPPY
gling

of once-upon-a-time alive.

is

a

comedy, music, and jug-

show which has

its

origins in street thea-

Boston and Cambridge. Their popularity brought them to Boston's Charles Playhouse for the 1979 season and culminated in
their being chosen "Best Comedy Show" in
ter in

the 1979 Boston Globe readers'

poll. In

April

Happy" opened an all-new show
at Ryle's in Cambridge and were immediately
selected by the Boston Globe as the city's
"Best New Comedy." The members of "Slap
I
Happy" are Jeff Ernstoff, Allan Jacobs, Jan
Kirschner, and Brian O'Connor.

1981, "Slap
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