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Texts and Translations

I. GUILLAUME DUFAY (c. 1400-1 474) Gloria ad modum tubae

Gloria ad modum tubae

Gloria in excelsis Deo.

Et in terra pax hominibus bonae
voluntatis.

Laudamus te, benedicimus te,

adoramus te, glorificamus te.

Gratias agimus tibi propter magnam
gloriam tuam.

Domine Deus, Rex caelestis,

Deus Pater omnipotens.

Domine Fili unigenite Jesu Christe.

Domine Deus, Agnus Dei, Filius Patris.

Qui tollis peccata mundi,
miserere nobis.

Qui tollis peccata mundi,
suscipe deprecationem nostram.

Qui sedes ad dexteram patris,

miserere nobis.

Quoniam tu solus sanctus, tu solus

Dominus,
tu solus altissimus, Jesu Christe.

Cum Sancto Spiritu in gloria Dei Patris.

Amen.

Trumpet Gloria

Glory to God in the highest.

And on earth, peace to men of good will.

We praise You, we bless You,

we worship You, we glorify You.

We give You thanks for Your great glory.

Lord God, Heavenly King,

God the Father Almighty.

Lord the only begotten Son, Jesus Christ.

Lord God, Lamb of God, Son of the Father.

You who take away the sins of the world,

have mercy on us.

You who take away the sins of the world,

receive our prayer.

You who sit at the right hand of the Father,

have mercy on us.

For You alone are holy, You alone are the

Lord,

You alone are most high, Jesus Christ.

With the Holy Spirit in the glory of God
the Father.

Amen.
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II. JOHN DUNSTABLE (c.1370-1453)

TOMAS LUIS DE VICTORIA (c.1549-1611)

Quam pulchra es

Ne timeas Maria

Quam pulchra es

Quam pulchra es et quam decora,

carissima in deliciis.

Statura tua assimilata est palme,

et ubera tua botris.

Caput tuum ut Carmelus,

collum tuum sicut turis eburnea.

Veni, dilecte mi, egrediamur in agrum,

et videamus si flores fructus parturiunt,

si floruerunt mala punica.

Ibi dabo tibi ubera mea.

Alleluia.

How beautiful you are

How beautiful you are and how graceful,

dearest one, in your delights!

In stature you are like a palm tree,

your breasts are like clusters of its fruit.

Your head crowns you like Mount Carmel,

and your neck is like a tower of ivory.

Come, my love, let us go to the field

and see if the flowers are bringing forth

fruit,

if the pomegranates are blossoming.

There I will give you my breasts.

Alleluia.

Ne timeas Maria

Ne timeas Maria:

invenisti enim gratiam apud Dominum:
ecce concipies in utero et paries filium;

et vocabitur Altissimi filius.

Do not be afraid, Mary

Do not be afraid, Mary,

for you have found favor with the Lord.

Behold, you will conceive and give birth

to a son,

and He shall be called Son of the Most
High.

III. LUCAMARENZIO (1553-1599) Super flumina Babylonis

Superflumina Babylonis

Super flumina Babylonis

illic sedimus et flevimus:

cum recordaremur tui Sion.

In salicibus in medio eius

suspendimus organa nostra.

Quia illic interrogaverunt nos,

qui captivos duxerunt nos, verba

cantionum;

et qui abduxerunt nos:

Hymnum cantate nobis de canticis Sion.

Quomodo cantabimus canticum Domini
in terra aliena?

Si oblitus fuero tui Jerusalem,

oblivioni detur dextera mea.

Ad haereat lingua mea faucibus meis,

si non meminero tui:

Si non proposuero Jerusalem,

in principio laetitiae meae.

Memor esto, Domine, filiorum Edom,
in die Jerusalem.

By the streams ofBabylon

By the streams of Babylon

we sat down and wept
with remembrance of you, O Zion.

Among the willows on its banks

we hung our harps.

For there they demanded of us,

who had taken us captive, the words of

our songs;

and they who had tormented us said,

"Sing us a hymn from the songs of Zion."

How shall we sing the Lord's song

in this foreign land?

If I blot out your memory, O Jerusalem,

let my right hand wither away.

Let my tongue cleave to the roof of my
mouth

if I do not remember you;

if I do not set Jerusalem

before my greatest joy!

Remember, O Lord, the children of Edom,
in the day ofJerusalem.



IV. GIOVANNI PIERLUIGI DA PALESTRINA
(c.1525-1594)

Gaude, Barbara

Gaude, Barbara

Gaude, Barbara beata,

summe pollens in doctrina

angeli mysterio;

gaude, virgo Deo grata,

quae Baptistam imitata

es in vitae stadio;

gaude, cum te visitavit

Christus vita, et curavit

plagas actu proprio.

Gaude, quia meruisti

impetrare quod petisti

dante Dei Filio;

gaude, namque elevata

es in caelo, et velata

nobili martyrio.

Te laudantem familiam

trahe post te ad gloriam

finito exilio.

O Barbara, tarn decora,

pro nobis Christum exora.

Rejoice, Barbara

Rejoice, blessed Barbara,

who reached the summit of learning

by the mystery of an angel.

Rejoice, virgin dear to God,
who took the Baptist for your model
in life's arena.

Rejoice, for you were visited

by Christ, the Life, who healed

your wounds with His touch.

Rejoice, you who were worthy

to obtain what you asked

from the hand of God's Son.

Rejoice, you who are raised aloft

in heaven, and robed

in noble martyrdom.

We, your family, sing your praise:

draw us after you to glory

when our exile is ended.

O Barbara, so beautiful,

entreat Christ for us.

V MANUEL DE ZUMAYA (c.1768-1755) Hieremiae Prophetae

Lamentationes

Hieremiae Prophetae Lamentationes

De Lamentatione Jeremiae Prophetae.

HETH.
Misericordie Domini quia non sumus

consumpti:

quia non defecerunt miserationes ejus.

HETH.
Novi diluculo,

multa est fides tua.

HETH.
Pars mea Dominus, dixit anima mea:

propterea expectabo eum.
TETH.

Bonus est Dominus sperantibus in eum,

anime quaerenti ilium.

TETH.
Bonum est prestolari cum silentio

salutare Dei.

TETH.
Bonum est viro,

The Lamentations of the ProphetJeremiah

From the lamentation ofJeremiah the

prophet.

Heth.

It is by the Lord's favor that we are

not extinguished,

that his mercies have not run out.

Heth.

We are renewed every morning,

so great is your faithfulness.

Heth.

My portion is the Lord, said my soul;

therefore will I wait for him.

Teth.

The Lord is good to those who trust in

him,

to the soul that seeks him.

Teth.

It is good to wait in silence

for God's saving help.

Teth.

It is well for the man

Please turn the page quietly.
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cum portaveritjugum ab adolescentia sua.

JOD.
Sedebit solitarius, et tacebit:

quia levavit super se.

JOD.
Ponet in pulvere os suum,

si forte sit spes.

JOD.
Dabit percutienti se maxillam,

saturabitur opprobriis.

Jerusalem, Jerusalem, convertere ad

Dominum Deum tuum.

who has borne the yoke from his youth.

Jod.

He will sit alone, and in silence,

because he took it upon himself.

Jod.

He will touch his mouth to the dust,

if so there may be hope.

Jod.

He will give his cheek to be struck,

he will be loaded down with reproaches.

Jerusalem, Jerusalem,

be converted to the Lord, your God.

—Translation by Clarence Zaar

VI. ANDREA GABRIELI (1533-1585) Magnificat a 12

Magnificat a 12

Magnificat anima mea Dominum.
Et exultavit spiritus meus in Deo

salutari meo.
Quia respexit humilitatem ancillae suae:

ecce enim ex hoc
beatam me dicent omnes generationes.

Quia fecit mihi magna qui potens est:

et sanctum nomen ejus.

Et misericordia ejus a progenie

in progenies timentibus eum.
Fecit potentiam in bracchio suo:

dispersit superbos mente cordis sui.

Deposuit potentes de sede,

et exaltavit humiles.

Esurientes implevit bonis

et divites dimisit inanes.

Suscepit Israel puerum suum,

recordatus misericordiae suae.

Sicut locutus est ad patres nostros,

Abraham et semini ejus in saecula.

Gloria Patri, et Filio, et Spiritui Sancto.

Sicut erat in principio, et nunc, et semper
et in saecula saeculorum,

Amen.

Magnificatfor 12 voices

My soul magnifies the Lord.

And my spirit has rejoiced in God my
savior.

For He has regarded the low estate of His

handmaiden:
for behold, henceforth

all generations shall call me blessed.

For He who is mighty has done great

things to me;
and holy is His name.
And His mercy is on them who fear

Him from generation to generation.

He has shown great strength with His arm;

He has scattered the proud, even the

arrogant of heart.

He has deposed the mighty from their

seats;

and exalted the humble.

The hungry He has filled with good things,

and the rich He has sent empty away.

He has helped His servant Israel

in remembrance of His mercy.

As it was spoken to our fathers,

to Abraham and His seed forever.

Glory be to the Father and to the Son,

and to the Holy Spirit. As it was in the

beginning, is now, and ever shall be,

world without end,

Amen.

INTERMISSION



VII. AUGUSTA READ THOMAS (b.1964)

THOMAS
BERNARD RANDS (b.1934)

THOMAS

Alleluia: "midsummer
blaze"

Amen (world premiere)

from Canti d'Amor

The Rub of Love

Canti d'Amor
James Joyce

Well-a-day! Winds ofMay
Well-a-day! Winds of May, that dance on the sea,

Dancing a ring-around in glee

From furrow to furrow, while overhead

The foam flies up to be garlanded,

In silvery arches spanning the air,

Saw you my true love anywhere?

Well-a-day! Well-a-day!

For the winds of May!

Love is unhappy when love is away!

Silently she's combing her long hair

Silently she's combing,

Combing her long hair,

Silently and graciously,

With many a pretty air.

The sun is in the willow leaves

And on the dappled grass,

And still she's combing her long hair

Before the looking-glass.

I pray you, cease to comb out,

Comb out your long hair,

For I have heard of witchery

Under a pretty air,

That makes as one thing to the lover

Staying and going hence,

All fair, with many a pretty air

And many a negligence.

This heart thatflutters near my heart

This heart that flutters near my heart

My hope and all my riches is,

Unhappy when we draw apart

And happy between kiss and kiss;

My hope and all my riches—yes!

—

And all my happiness.

For there, as in some mossy nest

The wrens will divers treasures keep,

I laid those treasures I possessed

Ere that mine eyes had learned to weep.
Shall we not be as wise as they

Though love live but a day?

Please turn the page quietly.
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Sleep now, O you unquiet heart!

Sleep now, O sleep now,

O you unquiet heart!

A voice crying "Sleep now"
Is heard in my heart.

The voice of the winter

Is heard at the door.

O sleep, for the winter

Is crying "Sleep no more."

My kiss will give peace now
And quiet to your heart

—

Sleep on in peace now,

O you unquiet heart!

All day I hear the noise of waters making moan

All day I hear the noise of waters

Making moan,
Sad as the sea-bird is, when going

Forth alone,

He hears the winds cry to the waters'

Monotone.

The grey winds, the cold winds are blowing

Where I go.

I hear the noise of many waters

Far below.

All day, all night, I hear them flowing

To and fro.

From "Chamber Music" byJamesJoyce, first published 1907, ©1946 by Nora Joyce. The Society ofAuthors is the

literary representative of the Estate ofJamesJoyce.

The Rub ofLove
Anonymous Greek

Once while plaiting a wreath

I found Eros among the roses.

I grabbed him by the wings

and dipped him in the wine

and drank him down.

Now inside my limbs

he tickles me with his wings.

VIII. CHEN YI (b.1953) Tang Poems

Tang Poems translated by Chen Yi

Riding on My Skiff

Li bai (701-762)

Leaving the cloud-crowned Baidi City at dawn,

I've sailed a thousand miles for Jiangling in a day.

The riverbanks are still loud with the screams

of monkeys,

My skiff has left ten-thousand mountains far away.

Written on a Rainy Night

Li Shang-yin (813-858)

You ask me when I can come back, but I don't know,

The pools of Bashan with autumn rains o'erflow.

When, by our window, can we trim the wicks again

And talk about this endless night and rain?



Wild Grass

Baiju-yi (772-846)

Wild grasses, spreading o'er the plain,

With every season come and go.

Heath-fire can't burn them up, again

They rise when the vernal winds blow.

Their scent o'erruns the old pathway;

Their color enshrouds the ruined town.

Seeing my friend going away,

my sorrow grows like wild grass o're grown.

Monologue

Chen Zi-ang (661-702)

Where are the wisemen
of the past

And those of future

years?

Sky and earth forever last,

IX. CARYJOHN FRANKLIN (b.1954) from With a Poet '5 Eye

The Badminton Game
Connie Bensley, poet

David Inshaw, painter

That morning, I awoke and went down
just as I was, in my green slippers

to look at the hydrangea mariesii—
the only flower Clifton allows in the garden,

for he must have his trees and shrubs.

Out I crept, my slippers darkening in the dew,

and hearing a movement behind me
I turned and found Ruth. She was carrying

the racquets; and so—smiling, not speaking

—

we ran between the great bushes to the net,

and there we played (quietly, of course,

so that Uncle Edward might not hear)

until the breakfast gong recalled us.

We ran up the back stairs en deshabille,

and down the front ones, decorous but tardy,

and kissed Uncle Edward; but I took care

to embrace him as he likes best, to forestall

reproof. Colour rose up behind his moustache
and his face worked silently, but then he vanished,

as usual, behind The Times.

The Uncertainty of the Poet
Wendy Cope, poet

Giorgio de Chirico, painter

I am a poet,

I am very fond of bananas.

I am bananas,

I am very fond of a poet.

I am a poet of bananas.

I am very fond.

A fond poet of "I am, I am"

—

Very bananas.

Fond ofAm I bananas?

Am I?—a very poet.

Bananas of a poet!

Am I fond? Am I very?

Poet bananas! I am
I am fond of a "very"

I am of very fond bananas.

Am I a poet?

Please turn the page quietly.
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X. JOHN TAVENER (b.1944) Village Wedding

Village Wedding
Angelos Sikelianos

To my beloved, who breaks my heart.

Isaiah, dancefor joy, for the Virgin is with child.

Do you listen within your veil,

Silent, God-quickened heart?

O Isaiah, danceforjoy. . .

(O depth and stillness of Virginity
!

)

Follow your man.
O Isaiah, dancefor joy. . .

Let them throw white rice

Like a spring shower.

O Isaiah, danceforjoy. . .

Like a spring cloud let her now tenderly

Spread her bridal veil.

O Isaiah, danceforjoy. . .

O the peace of the bridal dawn.

O Isaiah, danceforjoy. .

.

And he listens.

O Isaiah, danceforjoy. . .

And as in front of a fount of crystal water

Let the girls pass in front of the bride,

Observing her look from the corner of their eyes

As though balancing pitchers on their heads.

O Isaiah, danceforjoy. . .

Oh, like Leto giving birth to Apollo

(Do you listen within your veil?)

O Isaiah, danceforjoy. . .

When, standing, her hands slight and pale. . .

(Let them throw white rice)

O Isaiah, danceforjoy. . .

She clasped the ethereal palm tree on Delos. . .

(Like a spring cloud)

O Isaiah, danceforjoy. . .

May you - her mystical image. . .

(O the peace of the bridal dawn)

O Isaiah, danceforjoy. . .

Held by your husband's strong heart,

(And he listens.)

O Isaiah, dance forjoy. . .

Bring into the world

With a single cry your child as the

Poet brings forth his creation.

O Isaiah, danceforjoy. . .
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"Two words describe both the Boston

Symphony Orchestra and Hoover Capital

Management: sound and disciplined."
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"When you come to Symphony Hall, you do so to hear wonderful sound
'

produced by talented and disciplined musicians. When you come to Hoover

Capital, you do so to get sound investment management practiced by a team

of talented and disciplined investment professionals.

"Our value-based approach benefits substantially our institutional and

individual clients because, at Hoover Capital, we have only one standard for

both performance and service— the highest."

— Stevin R. Hoover—
Chairman and CEO

HOOVER CAPITAL MANAGEMENT
50 Congress Street

Boston, Massachusetts 02109

617-227-3133

Hoover Capital Management is a Registered Investment Advisor. Copies of Form ADV as

filed with the SEC are available upon request. Past performance is no guarantee of future results.
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Business Leadership Association

Board of Directors

Harvey Chet Krentzman, Chairman Emeritus

James F. Cleary, Chairman

Nader F. Darehshori

Francis A. Doyle

John P. Hamill

Emeriti Leo L. Beranek • Nelson J. Darling

William F. Meagher
Robert J. Murray
Robert P. O'Block

William F. Connell, President

William L. Boyan, Vice-President
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Nancy Ferguson, Hall Services Association Eva Zervos, Fundraising
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Tanglewood Association

A "Special Focus" Exhibit at the Tanglewood Visitor Center:

"PETER GRIMES"

Commissioned by the Koussevitzky Music Foundation and
dedicated to the memory of Serge Koussevitzky's late wife,

Natalie Koussevitzky, Benjamin Britten's opera Peter Grimes

received its American premiere at Tanglewood on August 6,

1946. Britten and his stage director, Eric Crozier, traveled

from England to oversee the production. Leonard Bernstein

conducted the orchestra of the Berkshire Music Center (now
the Tanglewood Music Center) and the vocalists were chosen

from members of the Music Center's opera department. In

recognition of that event's fiftieth anniversary—being cele-

brated here this summer by Tanglewood Music Center per-

formances of Peter Grimes under Seiji Ozawa's direction—the

Boston Symphony Archives, with the assistance of the Historical Preservation Com-
mittee of the BSAV at Tanglewood, has mounted an exhibit including reproductions

of rehearsal and production photographs as well as correspondence and newspaper

clippings about the production. The exhibit is free of charge and located in the

Tanglewood Visitor Center on the first floor of the Tanglewood Manor House at the

rear of the lawn across from the Koussevitzky Music Shed. The photograph is of

Benjamin Britten and Serge Koussevitzky at Tanglewood in 1946.
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TANGLEWOOD
The Tanglewood Festival

In August 1934 a group of music-loving summer residents of the Berkshires organized a

series of three outdoor concerts at Interlaken, to be given by members of the New York

Philharmonic under the direction of Henry Hadley. The venture was so successful that

the promoters incorporated the Berkshire Symphonic Festival and repeated the experi-

ment during the next summer.

The Festival Committee then invited Serge Koussevitzky and the Boston Symphony
Orchestra to take part in the following year's concerts. The orchestra's Trustees accept-

ed, and on August 13, 1936, the Boston Symphony Orchestra gave its first concerts

in the Berkshires (at Holmwood, a former Vanderbilt estate, later the Center at Fox-

hollow) . The series again consisted of three concerts and was given under a large tent,

drawing a total of nearly 15,000 people.

In the winter of 1936 Mrs. Gorham Brooks and Miss Mary Aspinwall Tappan offered

Tanglewood, the Tappan family estate, with its buildings and 210 acres of lawns and

meadows, as a gift to Koussevitzky and the orchestra. The offer was gratefully accepted,

and on August 5, 1937, the festival's largest crowd so far assembled under a tent for the

first Tanglewood concert, an all-Beethoven program.

At the all-Wagner concert that opened the 1937 festival's second weekend, rain and

thunder twice interrupted the Rienzi Overture and necessitated the omission altogether

of the "Forest Murmurs" from Siegfried, music too delicate to be heard through the

downpour. At the intermission, Miss Gertrude Robinson Smith, one of the festival's

founders, made an appeal to raise funds for the building of a permanent structure. The
appeal was broadened by means of a printed circular handed out at the two remaining

concerts, and within a short time enough money had been raised to begin active plan-

ning for a "music pavilion."

Eliel Saarinen, the eminent architect selected by Koussevitzky, proposed an elaborate

design that went far beyond the immediate needs of the festival and, more important,

went well beyond the budget of $100,000. His second, simplified plans were still too

expensive; he finally wrote that if the Trustees insisted on remaining within their bud-

After the storm ofAugust 12, 1937, which precipitated afundraising drivefor the construction of the

Tanglewood Shed

II



get, they would have "just a shed," "which any builder could accomplish without the aid

of an architect." The Trustees then turned to Stockbridge engineer Joseph Franz to

make further simplifications in Saarinen's plans in order to lower the cost. The building

he erected was inaugurated on the evening of August 4, 1938, when the first concert of

that year's festival was given, and remains, with modifications, to this day. It has echoed

with the music of the Boston Symphony Orchestra every summer since, except for the

war years 1942-45, and has become almost a place of pilgrimage to millions of concert-

goers. In 1959, as the result of a collaboration between the acoustical consultant Bolt

Beranek and Newman and architect Eero Saarinen and Associates, the installation of

the then-unique Edmund Hawes Talbot Orchestra Canopy, along with other improve-

ments, produced the Shed's present world-famous acoustics. In 1988, on the occasion of

its fiftieth anniversary, the Shed was rededicated as "The Serge Koussevitzky Music

Shed," recognizing the far-reaching vision of the BSO's legendary music director.

In 1940, the Berkshire Music Center (now the Tanglewood Music Center) began its

operations. By 1941 the Theatre-Concert Hall, the Chamber Music Hall, and several

small studios were finished, and the festival had so expanded its activities and its reputa-

tion for excellence that it attracted nearly 100,000 visitors.

With the Boston Symphony Orchestra's acquisition in 1986 of the Highwood estate

adjacent to Tanglewood, the stage was set for the expansion of Tanglewood's public

grounds by some 40%. A master plan developed by the Cambridge firm of Carr, Lynch,

Hack and Sandell to unite the Tanglewood and Highwood properties confirmed the

feasibility of using the newly acquired property as the site for a new concert hall to

replace the outmoded Theatre-Concert Hall (which was used continuously with only

minor modifications since 1941), and for improved Tanglewood Music Center facilities.

Inaugurated on July 7, 1994, Seiji Ozawa Hall—designed by the architectural firm

William Rawn Associates of Boston in collaboration with acoustician R. Lawrence
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Kirkegaard & Associates of Downer's Grove, Illinois, and representing the first new con-

cert facility to be constructed at Tanglewood in more than a half-century—now pro-

vides a new venue for TMC concerts, and for the varied recital and chamber music con-

certs offered by the Boston Symphony Orchestra throughout the summer. Ozawa Hall

with its attendant buildings also serves as the focal point of the TMC's new Leonard

Bernstein Campus, as described below.

Today Tanglewood annually draws more than 300,000 visitors. In addition to the

concerts of the Boston Symphony Orchestra, there are weekly chamber music concerts,

Prelude concerts and Open Rehearsals, the annual Festival of Contemporary Music,

and almost daily concerts by the gifted young musicians of the Tanglewood Music

Center. The Boston Pops Orchestra appears annually, and in recent years a weekend of

jazz has been added to close the summer. The season offers not only a vast quantity of

music but also a vast range of musical forms and styles, all of it presented with a regard

for artistic excellence that makes the festival unique.

The Tanglewood Music Center

Tanglewood provides much more than a setting for the concerts offered by the Boston

Symphony Orchestra. It is also the site of the Tanglewood Music Center, one of the

world's most influential centers for advanced musical study, and which has been main-

tained by the Boston Symphony Orchestra since its establishment in 1940 under the

leadership of Serge Koussevitzky. With Leon Fleisher now in his twelfth year as its

Artistic Director, the Tanglewood Music Center continues to provide a wide range of

specialized training and experience for young musicians from all over the world. In

1994, the Tanglewood Music Center entered a new era with the opening of Seiji Ozawa

Hall, which—along with its backstage facilities, Green Room, TMC orchestra library,

and instrument storage space all located in the Leonard Bernstein Performers Pavil-

ion—now serves as the focal point of the new Leonard Bernstein Campus, which also

encompasses the Leon Fleisher Carriage House with chamber music coaching studios

and offices; the Aaron Copland Library, in a cottage adjacent to the refurbished car-

riage house; a new Rehearsal Hall; and additional coaching studios throughout the

campus. With the recent inauguration of Seiji Ozawa Hall and the opening of the Leonard

Bernstein Campus, all involved with the Tanglewood Music Center look toward the

twenty-first century newly inspired, with a renewed sense of purpose.

The school opened formally on July 8, 1940, with speeches—Koussevitzky, alluding

to the war then raging in Europe, said, "If ever there was a time to speak of music, it is

now in the New World"—and music, the first performance of Randall Thompson's
Alleluia for unaccompanied chorus, which was written for the ceremony and arrived less

than an hour before the event was to begin, but which made such an impression that it

has remained the traditional opening music each summer. The TMC was Koussevitzky's

pride and joy for the rest of his life. He assembled an extraordinary faculty in composi-

tion, operatic and choral activities, and instrumental performance; he himself taught

the most gifted conductors.

The emphasis at the Tanglewood Music Center has always been not on sheer tech-

nique, which students learn with their regular private teachers, but on making music.

Although the program has changed in some respects over the years, the emphasis is still

on ensemble performance, learning chamber music, vocal music, and the orchestral lit-

erature with talented fellow musicians under the coaching of a master-musician-teacher.

Many of the pieces learned this way are performed in TMC recitals; each summer
brings exciting performances by talented young professionals beginning a love affair

with a great piece of music.

The Tanglewood Music Center Orchestra performs weekly in concerts covering the

entire repertory under the direction of student conductors as well as members of the
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TMC faculty and guest conductors present at Tanglewood to lead BSO concerts. The
quality of the TMC Orchestra, assembled for just eight weeks each summer, regularly

astonishes visitors. It would be impossible to list all the distinguished musicians who
have been part of this annual corps of young people on the verge of professional

careers as instrumentalists, singers, conductors, and composers. But it is worth noting

that 20% of the members of the major orchestras in this country have been students at

the Tanglewood Music Center, with that figure constantly rising.

Today there are three principal programs at the Tanglewood Music Center, each

with appropriate subdivisions. The Fellowship Program provides a demanding schedule

of study and performance for students who have completed most of their training in

music and who are awarded fellowships to underwrite their expenses. It includes cours-

es of study for instrumentalists, singers, and composers. Other courses of instruction

include the Conducting Class, from which members are selected for public perform-

mance, and the Phyllis Curtin Seminar for Singers. In 1966, educational programs at

Tanglewood were extended to younger students, mostly of high-school age, when Erich

Leinsdorf invited the Boston University School for the Arts to become involved with the

Boston Symphony Orchestra's activities in the Berkshires. Today, Boston University,

through its Tanglewood Institute, sponsors programs that offer individual and ensemble
instruction to talented younger musicians, with seventeen separate programs for per-

formers and composers. In 1995, BUTI re-introduced a visual arts program for talented

artists of high school and college age.

Today, alumni of the Tanglewood Music Center play a vital role in the musical life of

the nation. Tanglewood and the Tanglewood Music Center, projects with which Serge

Koussevitzky was involved until his death, have become a fitting shrine to his memory, a

living embodiment of the vital, humanistic tradition that was his legacy. At the same
time, the Tanglewood Music Center maintains its commitment to the future as one of

the world's most important training grounds for the composers, conductors, instrumen-

talists, and vocalists of tomorrow.

TMC Artistic Director Leon Fleisher working with the Tanglewood Music Center Orchestra







IN CONSIDERATION OF OUR
PERFORMING ARTISTS AND PATRONS

Latecomers will be seated at the first convenient pause in the program. If you must
leave early, kindly do so between works or at intermission.

Please refrain from smoking, eating, or drinking in the Music Shed and Ozawa Hall.

Please note that the use of audio or video recording equipment during concerts

and rehearsals at Tanglewood is prohibited. Video cameras may not be carried into

the Koussevitzky Music Shed or Seiji Ozawa Hall during concerts or rehearsals.

Cameras are welcome, but please do not take pictures during the performance as the

noise and flash may disturb other listeners as well as the performers.

Pagers and watch alarms should be switched off during the concert.

Thank you for your cooperation.

TANGLEWOOD INFORMATION
PROGRAM INFORMATION for Tanglewood events is available at the Main Gate, Bernstein

Gate, Highwood Gate, and Lion Gate, or by calling (413) 637-1940. For weekly program
information on all Tanglewood concerts and Tanglewood Music Center events, please call

the Tanglewood Concert Line at (413) 637-1666.

BOX OFFICE HOURS are from 10 a.m. until 6 p.m. Monday through Friday (extended

through intermission on BSO concert evenings); Saturday from 9 a.m. until intermission;

and Sunday from 10 a.m. until intermission. Payment may be made by cash, personal check,

or major credit card. To charge tickets by phone using a major credit card, please call

TICKETMASTER at (617) 931-2000 in Boston; (413)733-2500 in western Massachusetts;

(212) 307-7171 in New York City; or 1-800-347-0808 in other areas. Please note that there is

a service charge for all tickets purchased by phone.

LAWN TICKETS: Undated lawn tickets for both regular Tanglewood concerts and specially

priced events may be purchased in advance at the Tanglewood box office. Regular lawn

tickets for the Music Shed and Ozawa Hall are not valid for specially priced events.

SPECIAL LAWN POLICYFOR CHILDREN: On the day of the concert, children under the

age of twelve will be given special lawn tickets to attend Tanglewood concerts FREE OF
CHARGE, thanks to a generous grant from TDK, the world's largest manufacturer of audio

and video tapes. Up to four free children's lawn tickets are offered per parent or guardian

for each concert, but please note that children admitted without charge must sit with their

parent/guardian on the lawn, and that children under the age of five must be seated on the

rear half of the lawn. Please note, too, that children under the age of five are not permitted

in the Koussevitzky Music Shed or Seiji Ozawa Hall during concerts. The free ticket policy

does not extend to Popular Artists concerts or to groups of children. Organized children's

groups (15 or more) should contact Group Sales at Symphony Hall in Boston, (617) 638-

9345, for special rates.

OPEN REHEARSALS by the Boston Symphony Orchestra are held each Saturday morning at

10:30, for the benefit of the orchestra's Pension Fund. Tickets are $12.50 and available at the

Tanglewood box office.

FOR THE SAFETYAND CONVENIENCE OF OUR PATRONS, PEDESTRIAN WALKWAYS
are located in the area of the Main Gate and many of the parking areas.

PARKING FOR THE PHYSICALLY HANDICAPPED is available; please ask the parking

attendants.

AUDIO SYSTEMS FOR THE HEARING IMPAIRED (portable FM-radio receivers with ear-

phones) are available in both the Koussevitzky Music Shed and Seiji Ozawa Hall. Please speak

with an usher for more information.

REST ROOMS, WATER FOUNTAINS, AND PAY PHONES, INCLUDING FACILITIES FOR
THE HANDICAPPED, may be located on the map on the preceding pages.

.



THE LOST AND FOUND is in the Visitor Center in the Tanglewood Manor House. Visitors

who find stray property may hand it to any Tanglewood official.

IN CASE OF SEVERE LIGHTNING, visitors to Tanglewood are advised to take the usual pre-

cautions: avoid open or flooded areas; do not stand underneath a tall isolated tree or utility

pole; and avoid contact with metal equipment or wire fences. Lawn patrons are advised that

your automobile will provide the safest possible shelter during a severe lightning storm.

Readmission passes will be provided.

FIRST AID STATIONS are located near the Main Gate and the Bernstein Campus Gate.

PHYSICIANS EXPECTING CALLS are asked to leave their names and seat numbers with the

guide at the Main Gate or Bernstein Gate for Ozawa Hall events.

THE TANGLEWOOD TENT near the Koussevitzky Music Shed offers bar service and picnic

space to Tent Members on concert days. Tent Membership is a benefit available to donors

through the Tanglewood Friends Office.

FOOD AND BEVERAGES can be obtained in the cafes on either side of the lawn and at

other locations as noted on the map. Visitors are invited to picnic before concerts.

THE GLASS HOUSE GIFT SHOPS adjacent to the Main Gate and the Highwood Gate sell

adult and children's leisure clothing, accessories, posters, stationery, and gifts. Daytime hours

are 10 a.m. to 4 p.m. Monday through Friday, 9:30 a.m. to 4 p.m. on Saturday, and 10 a.m. to

6 p.m. on Sunday. Evening hours are from 5:30 p.m. until the grounds close on Friday, from

6 p.m. on Saturday, and from 7 p.m. through intermission on Ozawa Hall concert nights.

Please note that the Glass House is closed during performances. Proceeds help sustain the

Boston Symphony concerts at Tanglewood as well as the Tanglewood Music Center.

THE TANGLEWOOD MUSIC STORE, adjacent to the Main Gate and operated by the Bos-

ton Symphony Orchestra, stocks music books, recordings, scores, sheet music, and musical

supplies. Whenever available, records and cassettes feature the repertory and artists heard at

Tanglewood concerts. Except on Sunday, when it is open from noon to 6 p.m., the Tangle-

wood Music Store's hours are the same as those for the gift shops. In addition, a new branch

of the Tanglewood Music Store is located by the Tanglewood Cafe and open during cafe hours.

The Boston Symphony Orchestra and the Tanglewood Music Center

are funded in part by the National Endowment for the Arts,

and by the Massachusetts Cultural Council, a state agency.

Tanglewood Visitor Center

The Tanglewood Visitor Center is located on the first floor of the Manor House at

the rear of the lawn across from the Koussevitzky Music Shed. Staffed by volunteers,

the Visitor Center provides information on all aspects of Tanglewood, as well as

information about other Berkshire attractions. The Visitor Center also includes an

historical exhibit on Tanglewood and the Tanglewood Music Center, as well as the

early history of the estate.

You are cordially invited to visit the Center on the first floor of the Tanglewood

Manor House. During July and August, daytime hours are from 10 a.m. to 4 p.m.

Monday through Friday, from 9 a.m. to 4 p.m. on Saturday, and from noon to 5 p.m.

on Sunday, with additional hours Friday and Saturday evenings from 6 p.m. until 20

minutes after the concert. The Visitor Center is also open during concert intermis-

sions, and for twenty minutes after each concert. In June and September the Visitor

Center is open only on Saturdays and Sundays, from 10 a.m. to 4 p.m. There is no
admission charge.

Tanglewood program photo credits: Boston Symphony Archives, Roger Farrington,

Lincoln Russell, Walter H. Scott, Christian Steiner, Whitestone Photo



Memories of Tanglewood...

You can take them with you!

Visit our

Tanglewood Music Store
Located at the Main Gate

Hours—same as the Glass House at the Main Gate

Wide selection of classical music

Weekly concert selections

BSO and guest artists

• Compact discs

• Cassettes

• Sheet music, instrumental and vocal

• Full scores

• Books

Visit the new Music Store by the Tanglewood Cafe,

open during cafe hours.

Glass House Gift Shop
Located at the Main Gate and Highwood Gate

Exciting designs and colors

• Adult and children's clothing

• Accessories
• Stationery, posters, books
• Giftware

MasterCard/VISA/American Express

MAIN GATE:

Closed during performances

Monday through Friday: 10am to 4pm
Friday: 5:30pm to closing of the grounds

Saturday: 9:30am to 4pm
6pm to closing of the grounds

Sunday: 10am to 6pm (Glass House)

noon to 6pm (Music Store)

HIGHWOOD GATE:

Closed during performances

Friday: 5:30pm to closing of the grounds

Saturday: 9:30 to 4pm
6pm to closing of the grounds

Sunday: noon to 6pm
Weeknight concerts, Seiji Ozawa Hall:

7pm through intermission
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SEIJI OZAWA
Seiji Ozawa is now in his twenty-third season as music

director of the Boston Svmphonv Orchestra. Mr. Ozawa
became the BSO's thirteenth music director in 1973,

after a vear as music adviser; his tenure with the Bos-

ton Symphony is the longest of any music director

currently active with an American orchestra. In his

more than two decades as music director. Mr. Ozawa
has maintained the orchestra's distinguished reputa-

tion both at home and abroad, with concerts at Svm-
phonv Hall and Tanglewood. on tours to Europe,

Japan. Hong Kong, China, and South America, and
across the United States, including regular concerts

in New York. Mr. Ozawa has upheld the BSO's com-
mitment to new music through the commissioning

of new works, including a series of centennial com-
missions marking the orchestra's hundredth birthday in 1981, and a series of works cele-

brating the fiftieth anniversary in 1990 of the Tanglewood Music Center, the orchestra's

summer training program for young musicians. In addition, he has recorded more than

130 works with the orchestra, representing more than fifty different composers, on ten

labels.

Mr. Ozawa has led the orchestra in European tours on seven occasions since 1976,

including the orchestra's first tour devoted exclusively to appearances at the major

European music festivals, in 1979; concerts in the fall of 1981 as part of the BSO's cen-

tennial tour of Europe and Japan; and further tours in 1984, 1988, and 1991. The most
recent European tour under Mr. Ozawa's direction took place in December 1993, with

concerts in London, Paris, Madrid. Vienna, Milan, Munich, and Prague. Mr. Ozawa and
the orchestra have appeared in Japan on five occasions since 1978, most recently in

December 1994. as part of a tour that also included concerts in Hong Kong. Mr. Ozawa
led the orchestra in its first tour to South America in October 1992. Major tours of

North America have included a March 1981 tour celebrating the orchestra's centennial,

a tour in March 1983 to the midwestern United States, an eight-citv tour spanning the

continent in the spring of 1991, and an eight-city, nine-concert tour this past February.

In addition to his work with the Boston Symphony, Mr. Ozawa appears regularly with

the Berlin Philharmonic, the New Japan Philharmonic, the London Symphony, the Or-

chestre National de France, the Philharmonia of London, and the Vienna Philharmonic.

He made his Metropolitan Opera debut in December 1992, appears regularly at La Scala

and the Vienna Staatsoper. and has also conducted opera at the Paris Opera, Salzburg,

and Covent Garden. In September 1992 he founded the Saito Kinen Festival in Matsu-

moto, Japan, in memory of his teacher Hideo Saito. a central figure in the cultivation of

Western music and musical technique in Japan, and a co-founder of the Toho School of

Music in Tokyo. In addition to his many Boston Symphony recordings, Mr. Ozawa has

recorded with the Berlin Philharmonic, the Chicago Symphony, the London Philhar-

monic, the Orchestre National, the Orchestre de Paris, the Philharmonia of London,

the Saito Kinen Orchestra, the San Francisco Symphony, the Toronto Symphony, and
the Vienna Philharmonic, amoncj others.

Born in 1935 in Shenvang. China. Seiji Ozawa studied music from an early age and

later graduated with first prizes in composition and conducting from Tokyo's Toho
School of Music, where he was a student of Hideo Saito. In 1959 he won first prize at

the International Competition of Orchestra Conductors held in Besancon. France.

Charles Munch, then music director of the Boston Symphony Orchestra, subsequently

invited him to attend the Tanglewood Music Center, where he won the Koussevitzkv

Prize for outstanding student conductor in 1960. While a student of Herbert von

Karajan in West Berlin, Mr. Ozawa came to the attention of Leonard Bernstein, who
appointed him assistant conductor of the New York Philharmonic for the 1961-62 sea-

son. He made his first professional concert appearance in North America in January

AH



1962, with the San Francisco Symphony. He was music director of the Chicago Symphony

Orchestra's Ravinia Festival for five summers beginning in 1964, music director of the

Toronto Symphony from 1965 to 1969, and music director of the San Francisco Sym-

phony from 1970 to 1976, followed by a year as that orchestra's music adviser. He con-

ducted the Boston Symphony Orchestra for the first time in 1964, at Tanglewood, and

made his first Symphony Hall appearance with the orchestra in January 1968. In 1970

he became an artistic director of Tanglewood.

Mr. Ozawa recently became the first recipient ofJapan's Inouye Sho ("Inouye Award").

Created to recognize lifetime achievement in the arts, the award is named after this

century's preeminentJapanese novelist, Yasushi Inouye. In September 1994 Mr. Ozawa

received his second Emmy award, for Individual Achievement in Cultural Programming,

for "Dvorak in Prague: A Celebration," with the Boston Symphony Orchestra. He won
his first Emmy for the Boston Symphony Orchestra's PBS television series "Evening at

Symphony." Mr. Ozawa holds honorary doctor of music degrees from the University of

Massachusetts, the New England Conservatory of Music, and Wheaton College in Nor-

ton, Massachusetts.

Mr. Ozawa's compact discs with the Boston Symphony Orchestra include, on Philips,

the complete cycle of Mahler symphonies, Mahler's Kindertotenlieder with Jessye Norman,

Bartok's Concerto for Orchestra and The Miraculous Mandarin, Richard Strauss's Elektra

with Hildegard Behrens in the title role, and Schoenberg's Gurrelieder with Jessye Nor-

man, James McCracken, and Tatiana Troyanos. New on EMI is "The American Album"

with Itzhak Perlman, including music for violin and orchestra by Bernstein, Barber, and

Foss, and which recently won a Grammy Award for Best Instrumental Performance by

a soloist with orchestra. Recordings on Deutsche Grammophon include Mendelssohn's

complete incidental music to A Midsummer Night's Dream, with Kathleen Battle and

Frederica von Stade; violin concertos of Bartok and Moret with Anne-Sophie Mutter;

Shostakovich and Schumann concertos with violinist Gidon Kremer; Poulenc's Gloria

and Stabat mater with Kathleen Battle; and Liszt's two piano concertos and TotentanzWiXh

Krystian Zimerman. Other recordings include Rachmaninoff's Third Piano Concerto

with Evgeny Kissin, Tchaikovsky's Pique Dame, with Mirella Freni, Maureen Forrester,

Vladimir Atlantov, Sergei Leiferkus, and Dmitri Hvorostovsky, and Berlioz's Requiem,

with tenor Vinson Cole and the Tanglewood Festival Chorus, on RCA Victor Red Seal;

"The Dvorak Concert from Prague," with Rudolf Firkusny, Yo-Yo Ma, Itzhak Perlman,

and Frederica von Stade, on Sony Classical (audio and video); music for piano left-hand

and orchestra by Ravel, Prokofiev, and Britten with Leon Fleisher, Strauss's Don Quixote

with Yo-Yo Ma, and, on one disc, Britten's Young Person's Guide to the Orchestra, Prokofiev's

Peter and the Wolf, and Saint-Saens' Carnival of the Animals, also on Sony Classical; and
Beethoven's five piano concertos and Choral Fantasy with Rudolf Serkin, on Telarc.

CLASSICAL CDDELETIONS&OVERRUNS
Top quality LP's, tapes, CD's and books from 52.00. Over 8,000 Classical titles at a fraction

of their original prices.

Just yA miles East of Stockbridge on Rte. 102 (follow map below)
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A BRIEF HISTORY OF THE BOSTON SYMPHONY ORCHESTRA

Now in its 115th season, the Boston Symphony Orchestra gave its inaugural concert on

October 22, 1881, and has continued to uphold the vision of its founder, the philan-

thropist, Civil War veteran, and amateur musician Henry Lee Higginson, for more than

a century. Under the leadership of Seiji Ozawa, its music director since 1973, the Boston

Symphony Orchestra has performed throughout the United States, as well as in Europe,

Japan, Hong Kong, South America, and China, and reaches audiences numbering in the

millions through its performances on radio, television, and recordings. It plays an active

role in commissioning new works from today's most important composers; its summer

season at Tanglewood is regarded as one of the world's most important music festivals;

it helps develop the audience of the future through the BSO Youth Concerts and

through a variety of outreach programs involving the entire Boston community; and,

during the Tanglewood season, it sponsors the Tanglewood Music Center, one of the

world's most important training grounds for young composers, conductors, instrumen-

talists, and vocalists. The orchestra's virtuosity is reflected in the concert and recording

activities of the Boston Symphony Chamber Players, the world's only permanent cham-

ber ensemble made up of a major symphony orchestra's principal players; and the activi-

ties of the Boston Pops Orchestra have established an international standard for the

performance of lighter kinds of music. Overall, the mission of the Boston Symphony

Orchestra is to foster and maintain an organization dedicated to the making of music

consonant with the highest aspirations of musical art, creating performances and pro-

viding educational and training programs at the highest level of excellence. This is

accomplished with the continued support of its audiences, governmental assistance on

both the federal and local levels, and through the generosity of many foundations, busi-

nesses, and individuals.

Henry Lee Higginson dreamed of founding a great and permanent orchestra in his

home town of Boston for many years before that vision approached reality in the spring

of 1881. The following October the first Boston Symphony Orchestra concert was given

under the direction of conductor Georg Henschel, who would remain as music director

until 1884. For nearly twenty years Boston Symphony concerts were held in the Old

Boston Music Hall; Symphony Hall, one of the world's most highly regarded concert

halls, was opened in 1900. Henschel was succeeded by a series of German-born and

-trained conductors—Wilhelm Gericke, Arthur Nikisch, Emil Paur, and Max Fiedler

—

The first photograph, actually a collage, of the Boston Symphony Orchestra under Georg Henschel,

taken 1882
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culminating in the appointment of the legendary Karl Muck, who served two tenures

as music director, 1906-08 and 1912-18. Meanwhile, in July 1885, the musicians of the

Boston Symphony had given their first "Promenade" concert, offering both music and

refreshments, and fulfilling Major Higginson's wish to give "concerts of a lighter kind

of music." These concerts, soon to be given in the springtime and renamed first "Popular"

and then "Pops," fast became a tradition.

In 1915 the orchestra made its first transcontinental trip, playing thirteen concerts

at the Panama-Pacific Exposition in San Francisco. Recording, begun with RCA in 1917,

continued with increasing frequency, as did radio broadcasts. In 1918 Henri Rabaud

was engaged as conductor; he was succeeded a year later by Pierre Monteux. These

appointments marked the beginning of a French-oriented tradition which would be

maintained, even during the Russian-born Serge Koussevitzky's time, with the employ-

ment of many French-trained musicians.

The Koussevitzky era began in 1924. His extraordinary musicianship and electric

personality proved so enduring that he served an unprecedented term of twenty-five

years. Regular radio broadcasts of Boston Symphony concerts began during Kousse-

vitzky's years as music director. In 1936 Koussevitzky led the orchestra's first concerts

in the Berkshires; a year later he and the players took up annual summer residence

at Tanglewood. Koussevitzky passionately shared Major Higginson's dream of "a good

honest school for musicians," and in 1940 that dream was realized with the founding

of the Berkshire Music Center (now called the Tanglewood Music Center)

.

In 1929 the free Esplanade concerts on the Charles River in Boston were inaugurat-

ed by Arthur Fiedler, who had been a member of the orchestra since 1915 and who in

1930 became the eighteenth conductor of the Boston Pops, a post he would hold for

In London '&\ The- fcjfz-

SMALL LUXURY HOTELS OF THE WORLD

For Hotel and Restaurant reservations at Wheatleigh

(lunch, dinner, pre-concert, Sunday Brunch) Phone 41j.6jy.0610

HAWTHORNE ROAD, LENOX, MA 01240



half a century, to be succeeded byJohn Williams in 1980. The Boston Pops Orchestra

celebrated its hundredth birthday in 1985 under Mr. Williams's baton. Keith Lockhart

began his tenure as twentieth conductor of the Boston Pops in May 1995, succeeding

Mr. Williams.

Charles Munch followed Koussevitzky as music director of the Boston Symphony

Orchestra in 1949. Munch continued Koussevitzky's practice of supporting contempo-

rary composers and introduced much music from the French repertory to this country.

During his tenure the orchestra toured abroad for the first time and its continuing

series of Youth Concerts was initiated. Erich Leinsdorf began his seven-year term as

music director in 1962. Leinsdorf presented numerous premieres, restored many for-

gotten and neglected works to the repertory, and, like his two predecessors, made many

recordings for RCA; in addition, many concerts were televised under his direction.

Leinsdorf was also an energetic director of the Tanglewood Music Center; under his

leadership a full-tuition fellowship program was established. Also during these years, in

1964, the Boston Symphony Chamber Players were founded. William Steinberg suc-

ceeded Leinsdorf in 1969. He conducted a number of American and world premieres,

made recordings for Deutsche Grammophon and RCA, appeared regularly on televi-

sion, led the 1971 European tour, and directed concerts on the east coast, in the south,

and in the mid-west.

Now in his twenty-third season as the BSO's music director, Seiji Ozawa became the

thirteenth conductor to hold that post in the fall of 1973, following a year as music

adviser and having already been appointed an artistic director of the Tanglewood

Festival in 1970. During his tenure as music director Mr. Ozawa has continued to solidi-

fy the orchestra's reputation at home and abroad. He has also reaffirmed the BSO's

commitment to new music, through a series of centennial commissions marking the

orchestra's 100th birthday, a series of works celebrating the fiftieth anniversary of the

Tanglewood Music Center in 1990, and a continuing series of commissions from com-

posers including Henri Dutilleux, Lukas Foss, Alexander Goehr, John Harbison, Hans

Werner Henze, Leon Kirchner, and Yehudi Wyner. Under his direction the orchestra

has also expanded its recording activities, to include releases on the Philips, Telarc,

Sony Classical/CBS Masterworks, EMI/Angel, Hyperion, New World, and Erato labels.

Today the Boston Symphony Orchestra, Inc., presents more than 250 concerts annu-

ally. It is an ensemble that has richly fulfilled Henry Lee Higginson's vision of a great

and permanent orchestra in Boston.

Seiji Ozawa, the Boston Symphony Orchestra, and the Tanglewood Festival chorus at Symphony

Hall, September 1989



Practically Perfect.

Perfectly Practical.

The Shakers

sought perfection

in themselves and

achieved it in their work.

Discover their way of life. Explore twenty

original buildings. Chat with artisans and

farmers at work in the historic village. You'll

have a perfectly wonderful time.

Shops and cafe. Open daily, April-November.

HANCOCK
SHAKER
VILLAGE

Routes 20 and 41

P.O. Box 927

Pittsfield, MA 01202

(413) 443-0188

Arthur Storch
Artistic Director

a
L

Kate Maguire
Managing Director

L

presenting June 20 - August 31

Eli Wallach
VISITING MR. GREEN

by Jeff Baron

Joanne Woodward • Keene Curtis
HAY FEVER
by Noel Coward

Dianne Wiest • Harris Yulin
JITTA'S ATONEMENT

by George Bernard Shaw

Sandy Duncan
FREE FALL

by Sandy Duncan & Marc Alan Zagoren

413-298-5576
PO Box 797 • Main Street

Stockbridge, MA 01262

The
Norman ,

Rockwell
Museum

at Stockbridge

Discover

an

American
Treasure

Come to the
Norman
Rockwell
Museum

and see the

world's
largest

collection

of original art

and the studio
of America's

favorite

illustrator.

New Exhibits

Norman Rockwell's
World of Scouting

Through - October 20, 1996

Norman Rockwell Paints
A Post Cover

Through - October 27, 1996

Rockwell's 322
Saturday Evening

Post Covers
Through - October 27, 1996

Dick & Jane: Illustrators

of an American Education
Nov. 9, 1996 - Jan. 26, 1997

The Picturebook Art
of Chihiro Iwasaki

Nov. 9 - 1996 - Jan. 26, 1997

Open Daily Year-Round

Route 183 Stockbridge, MA 01262

413-298-4100

3S$fl
A\



t

. -...: . -..,

'

TONIGHT
YOU'RE

SITTING

IN OUR
RESEARCH

LAB.

The conductor raises his baton. And our research begins. When you lis-

ten to Bose® the uncanny resemblance to a live performance is no accident.

All of our music systems are based on research that begins at the source -

the concert hall. We found re-creating sound is more than a matter of repro-

ducing music note by note. Because much of the sound at a performance

is reflected from the ceiling, walls and floor. To hear the results of our

research, listen to any Bose product. In the meantime, welcome to our lab.

"Bose breaks the mold. ... Who said American companies can't innovate?"

- Rich Warren, Chicago Tribune

1-800-444-BOSE

ZK
Bettersound through research®



m,

•

:. U'



You can delegate

a let of things.

but not time with

your child.
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caring for

the needs ofthe
whole person

If you or a loved one is in need of specialized short-or long-term care,

Willowood Health Care Centers has the answer. Whether you need assis-

tance, therapy, nursing or even advanced medical treatment, Willowood

provides the best possible care—with all the comforts of home.

At Willowood, we believe that returning to health involves caring

for the needs of the whole person—physically, socially, and emotionally.

That's why we offer you a place to reside, recover, and receive

treatment in warm, comfortable surroundings. From the day you

arrive, we work with you to create a personalized plan, applying our

state-of-the-art technology, superior nursing and rehabilitation team,

counseling, and social activities to your specialized needs.

Each member of our staff is highly trained to provide the very best

medical support. And at Willowood, we treat all of our residents—both

short and long-term—as family.

For information on our long-term care, rehabilitation, and our specialty

programs, please call our referral line today at 1 800 445*4560.
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The Unofficial Guide* To Tanglewood,
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Orchestra, Inc. or Tanglewood. The accuracy of all information, including concert listings, is the sole

responsibility of RegionNet, Inc.
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Wednesday, July 10, at 8:30

Florence Gould Auditorium, Seiji Ozawa Hall

CHANTICLEER

SEIJI OZAWA HALL

I. GUILLAUME DUFAY (c. 1400-1 474) Gloria ad modum tubae

II. JOHN DUNSTABLE (c.1370-1453) Quam pulchra es

TOMAS LUIS DE VICTORIA (c.1549-1611) Ne timeas Maria

III. LUCA MARENZIO (1553-1599) Super flumina Babylonis

IV. GIOVANNI PIERLUIGI DA PALESTRINA Gaude, Barbara

(c.1525-1594)

V. MANUEL DE ZUMAYA (c. 1768-1 755) Hieremiae Prophetae

Lamentationes

VI. ANDREA GABRIELI (1533-1585) Magnificat a 12

INTERMISSION

VII. AUGUSTA READ THOMAS (b.1964)

THOMAS

Alleluia: "midsummer
blaze"

Amen (world premiere)

BERNARD RANDS (b.1934)

THOMAS

from Canti d'Amor

Well-a-day! Winds of May
Silently she's combing her long hair

This heart that flutters near my heart

Sleep now, O you unquiet heart!

All day I hear the noise of waters

making moan

The Rub of Love

Please refrain from taking pictures in Seiji Ozawa Hall at any time during the

concert. Flashbulbs are particularly distracting to the performers and other

audience members. Thank you for your cooperation.

Week 2



VIII. CHEN YI (b.1953) Tang Poems

Riding on My Skiff

Written on a Rainy Night

Wild Grass

Monologue

IX. CARYJOHN FRANKLIN (b.1954) from With a Poet's Eye

The Badminton Game
The Uncertainty of the

Poet

X. JOHN TAVENER (b.1944) Village Wedding

Christopher Fritzsche, Corey McKnight, Jay White, soprano

Kenneth Fitch, David Shaler, Philip Wilder, alto

Kevin Baum, Tim Krol, David Munderloh, tenor

Eric Alatorre, Frank Albinder, Chad Runyon, baritone and bass

Louis Botto, Artistic Director

Susan G. Duncan, Executive Director

Joseph Jennings, Music Director

Frank Albinder, Associate Conductor
Chen Yi, Composer-in-Residence

Notes supplied by Chanticleer

Please note that texts and translations are being distributed separately.

I. GUILLAUME DUFAY (c. 1400-1474) was one of the first great composers of the

region now encompassed by the Netherlands, Belgium, and parts of France. Dufay

began his musical career as a choirboy and, though he studied law and became a

church canon as an adult, his life was dedicated to musical composition and per-

formance. The composer Loyset Compere described Dufay as "the moon of all

music, and the light of all singers." Dufay wrote music in all of the forms that were

common in his day. The four-part Gloria ad modum tubae or "Trumpet Gloria," was

probably meant to be performed by two voices and two instruments, but as is the case

with most early music, it can be performed with whatever forces might be available at

any given time. The two upper parts are in the form of a canon. The syncopated

rhythms give the piece a jazzy feel that belies its fifteenth-century origin.

II. JOHN DUNSTABLE (c. 1370-1453) was the most important English composer
of his time. His place in music history is equivalent to that of Dufay's, and like the

Burgundian master, Dunstable served as a church canon. The composer was also a

mathematician and astrologer. Little is known of Dunstable's life, and most of his

music was discovered in the library of the cathedral of Trent in the late-nineteenth

century. Dunstable's style is noteworthy because of the way in which he set words to

music in a declamatory style that matched the natural rhythms of the text. This was
in sharp contrast to earlier vocal music, in which the words were often set to music in

3 Week 2



an arbitrary fashion. The three-part motet Quam pulchra es is a lovely example of this

early fifteenth-century style.

The music of Renaissance Spain is inexorably linked with Italy, primarily because

so many of Spain's composers traveled there to work and study. TOMAS LUIS DE
VICTORIA (c. 1549-1 611) was no exception, venturing to Rome when he was sixteen

years old to study for the priesthood. It is believed that the great Italian master Pales-

trina was Victoria's teacher there, for when Palestrina left his post at the Roman
Seminary, Victoria succeeded him as its director. He was eventually ordained a priest,

but continued to compose throughout his life, holding a variety of posts in Italy and,

late in his life, in his native Spain. Victoria's many Masses, motets, and other religious

compositions brought him a great deal of fame during his lifetime. Indeed, some of

today's most frequently-performed Renaissance pieces were written by Victoria. Ne
timeas Maria is a lesser-known work that describes Mary's fear upon learning that she

is to bear the Savior.

III. Sixteenth-century Italy gave birth to dozens of fine composers, and one of the

most popular was LUCA MARENZIO (1553-1599). Today, Marenzio is best remem-
bered for his seventeen books of madrigals, secular compositions that were published

and widely disseminated during his lifetime. He wrote far less church music, but this

setting of Superflumina Babylonis is interesting in several regards. It is written for twelve

separate voice parts divided into three choirs, the largest number of parts Marenzio

employed in any of his works. The lively rhythms and fast-moving notes seem to de-

scribe better the rapidly flowing Babylonian streams than the sadness felt by those

who were held captive, having lost their homes and their land.

IV. GIOVANNI PIERLUIGI DA PALESTRINA (c.1525-1594) was the chapelmaster

at St. Peter's in Rome for much of his career. His mastery of contrapuntal techniques

and his refined treatment of dissonance have caused him to be regarded as the out-

standing representative of the "Roman School" of Renaissance polyphonists.

Palestrina's setting of Gaude, Barbara bears witness to the close connection between

his music and his career as a church musician. In 1572, Palestrina dedicated his sec-

ond book of motets to Duke Guglielmo Gonzaga of Mantua and included there Gaude,

Barbara. It is probable that Palestrina had composed this motet specifically for the

Duke, since Guglielmo had, just a few years earlier, spent large sums on the construc-

tion of the basilica at Mantua that harbored relics of Saint Barbara. As part of his

preparations for the basilica, the Duke even received a papal dispensation for a spe-

cial liturgy for the saint's day. A beautiful encomium to Barbara, Palestrina's motet

both commemorates her virtues and provides his patron, Duke Gonzaga, with anoth-

er symbol of the glories that he accrued for himself and his fellow Mantuans through

the acquisition of the hallowed relics.

—Palestrina notes by Stephen R. Miller

V. It is puzzling—and more than a little distressing— that the name of MANUEL DE
ZUMAYA (c. 1678-1 755) is not a household word in present-day culture in the Amer-
icas. He was a creollo (i.e., of Native American and European ancestry) born in Mexico

around 1670 and would come to represent the culmination of the Baroque style in

the New World. He was a superb and strikingly original composer, his works rivaling

in quality those of his European contemporaries such as a Corelli, Hasse, or Galluppi.

He was the first person in the Western Hemisphere to compose an opera, Partenope

(1711), and was one of the first Americans to ascend to the high rank of Chapel

Master. While a youngster singing in the choir at the Mexico City Cathedral, he began

his organ studies under the cathedral's organistJoseph Ydiaquez. In 1710, failing eye-

sight began to incapacitate the cathedral's Chapel Master, Antonio de Salazar, so the

young Zumaya was temporarily appointed to serve in the interim until a permanent

replacement could be chosen. In 1715 he was officially appointed as Chapel Master,



a post he held until 1738, when he moved to Oaxaca to follow his close personal

friend Bishop Tomas Montaho. Zumaya stayed in Oaxaca until his death in 1755.

Hieremiae Prophetae Lamentationes shows Zumaya's consummate mastery of Renais-

sance polyphony. It is drawn from the enormous tomes of polyphony steeped in this

older style. The Lamentations makes use of all sorts of antiquated notational practices:

in fact, it is startling to realize that Zumaya's use of coloration, mensuration signs, and
ligatures are contemporaneous with Handel's early operas! The Lamentations are from
Book 4 in the Mexico City Cathedral Choirbook, which is dated 1717 and is the prop-

erty of the Viceroyal Museum of Tepotzotlan. Although each section is necessarily

short, Zumaya provides a salad of sounds and techniques that distinguish each section

from its neighbors.

—Zumaya notes by Dr. Craig Russell

VI. As the chapelmasters of San Marco were increasingly occupied with the adminis-

tration of the enormous festivals put on by the state of Venice, composer-organists

like ANDREA GABRIELI (1533-1585) were freer to compose the music for such cele-

brations. Much of Andrea's compositional achievement was preserved after his death,

when his more famous nephew Giovanni assembled his music posthumously in the

Concerti di Andrea, et di Gio: Gabrieli. . .Continent! Musica de Chiesa Madrigali, &f altro, per

voci 6f strometi Musicali; 6 7 8 10 12 & 16.. .libro primo et secondo (1587). The works of
this print show that by the end of his life Andrea had steered Venetian sacred music
on a new course. A simple clue to this new direction lies in the word "concerti" an
indication that the music is suitable for performances mixing voices and instruments.

Andrea sought effects on a grand scale. Many of the works in the collection are

scored for twelve voices, like the Magnificat heard here. Expansion of the choirs meant
expansion of the musical "space" as well. The ranges of individual parts is often limited
in these concerti, but the total range of pitches covered is greater than in mid-century
sacred music. The tonal expansion is accompanied by a more lucid and simple overall

musical structure. With the use of alternating choirs came a clearer separation of
individual phrases and more sectionalized articulation of the text. In sacred concerto-
style settings, Andrea ingeniously avoided tiresome alternation of choirs by employing
irregular rhythms and phrase lengths, and created exciting climaxes with increased
rhythmic activities and fuller sonorities at the end of compositions. In all of this the
older Gabrieli achieved the effects of great splendor that the state wished to project
publicly in its sacred rituals.

VII. AUGUSTA READ THOMAS (b.1964) is currently a member of the composition
faculty at the Eastman School of Music. She attended Northwestern University, Yale
University, and the Royal Academy of Music in London. Her music has been per-

formed by the orchestras of New York, Philadelphia, Washington, D.C., The Hague,
Dallas, Rotterdam, Moscow, Seattle, and others. Her most recent commissions include
works for the Chicago Symphony Orchestra and the New York Chamber Symphony.
She has received prizes and grants from ASCAP, BMI, the NEA, the American
Academy, the Guggenheim Foundation, the Naumburg Foundation, the Fromm
Foundation, and the Barlow Endowment. Her music is published by Theodore
Presser Company.

About Alleluia: "midsummer blaze" and Amen, Ms, Thomas writes: "There are only a
few CDs that I really treasure in my life, and one of them is the Byrd: Missa in tempore
paschali which was recorded by Chanticleer in 1987. Having the opportunity to write
this short Alleluia for Chanticleer was, for me, a great honor and thrill. Amen, a com-
panion piece to my work Alleluia, picks up exactly where Alleluia concludes; the two
works are meant to be performed together but can also be performed separately."
Amen was composed specifically for Chanticleer's performance tonight at Tanglewood.
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BERNARD RANDS (b.1934) has established himself as a major figure among his

generation of composers. Through some eighty works written for a wide range of per-

formance genres, the originality and distinctive character of his music has emerged,

qualities he developed from his early studies with Dallapiccola, Maderna, and Berio.

His works (commissioned by soloists, ensembles and orchestras) are regularly per-

formed and broadcast in many countries. Since immigrating to the United States in

1975, Rands has been honored by awards from the American Academy, BMI, the

Guggenheim Foundation, the Koussevitzky Foundation, the NEA, and the Fromm
Foundation. Rands currently has commissions from the New York Philharmonic, the

Philadelphia Orchestra, the Los Angeles Philharmonic, the BBC Symphony Orches-

tra, and the Cleveland Quartet. Mr. Rands' Canti del Sole for tenor and orchestra, pre-

miered by Paul Sperry and the New York Philharmonic conducted by Zubin Mehta,

was awarded the 1984 Pulitzer Prize in Music. His he Tambourin won the Kennedy
Center Friedheim Award in 1986. Bernard Rands is currently Professor of Composition

at Harvard University and composer-in-residence with the Philadelphia Orchestra. He
is also a composer-in-residence at Tanglewood this summer.

Canti d'Amor is a collection of fifteen short, madrigal-like settings of texts from

James Joyce's Chamber Music, five of which are heard this evening. The title of these

pieces reflects the composer's love of Monteverdi's Altri Canti d'Amor and though
there is no stylistic allusion or parody, an affinity of spirit is intended. The poems are

themselves "words for music, perhaps" as Yeats put it. It seems that Joyce, himself a

singer, intended that these texts could be sung—a fact that has prompted the creative

response of many composers. The verses are musical (suggesting the airs of Dowland)
and intensely lyrical (invoking the spirit of the Elizabethan lyricists) . They employ
language and imagery directed at the ear—open vowels, alliterations, repetitions,

onomatopoeia, and assonance. The music was commissioned by Musica Sacra, The
Dale Warland Singers, and Chanticleer, and was funded by the Readers Digest consor-

tium commissioning project under the auspices of Meet the Composer, New York.

Musica Sacra, The Dale Warland Singers, and Chanticleer have premiered the works

in their respective cities of New York, Minneapolis, and San Francisco. Bernard Rands
writes that "these love madrigals are dedicated to my friend Augusta Read Thomas."

AUGUSTA READ THOMAS found the anonymous text for The Rub ofLove in a

collection entitled Sappho and the Ancient Greek Lyric Poets. The lively, fun-spirited work
brings to mind more than one possible interpretation of the poem. This work was

commissioned by Chanticleer, and Ms. Thomas dedicates it to Chanticleer, "with ad-

miration and gratitude."

VIII. CHEN YI (b.1953), a native of Guangzhou, China, and a graduate of the Cen-

tral Conservatory of Beijing, received her Doctor of Musical Arts degree in May 1993

from Columbia University. Her music has been performed by orchestras and chamber
music groups throughout Asia and the United States, and she has been the recipient

of numerous grants and awards for her compositions. Dr. Chen is in her third and
final year as composer-in-residence for Chanticleer, The Women's Philharmonic, and
Aptos Middle School (San Francisco, CA) as part of New Residencies, a national pro-

gram of Meet The Composer, supported by major grants from the Pew Charitable

Trusts, The James Irvine Foundation, the John S. and James L. Knight Foundation,

The Aaron Copland Fund for Music, Inc., and the National Endowment for the Arts.

Chen's composition Tang Poems was commissioned by Chanticleer in 1995 as part of

this program. Her works are published by Theodore Presser Company.
About Tang Poems, Chen writes:

In the first song, Riding on My Skiff, the melody of the tenor solo is written in a

dramatic Chinese Opera singing style, accompanied by the lingering background

of the choir. The music supports the poem in expressing the poet's forthright and

optimistic spirit, overlooking all mountains thoroughly from a boat speeding

through the Yangtzee River.



Beginning in soft unison with alto and tenor, the pan-tonal melody of Written

on a Rainy Night takes its folk-song elements from southwestern China. When the

theme moves to the soprano voice, the continuing motive in the dense bass part

frames the entire piece, bringing it into an endless mood of nostalgia.

Wild Grass features a constant motif formed by two parts with irregular down-
beats and vivid padding syllables. It suggests the poet's sorrow at being apart from
a friend, likening it to the grass growing and extending. The melodic material is

mixed from the folk story-telling song styles in southeastern China. There is a con-

trast between reciting-like tunes and smooth melodic lines, which make up the text

singing part.

In Monologue, the music expresses the tragic, heroic, and sentimental emotions
of the poet by using a reciting monologue (for example, when the poet looks up
at the sky and sighs deeply), and disjointed melodic lines combined with the un-

pitched chanting of the chorus in the background.

IX. The process whereby ideas in one work of art are distilled from another work of

art—in another art form—is not new. Numerous examples exist of this, one being
Mussorgsky's Pictures at an Exhibition. Far less common is the distillation of the distilla-

tion, and that is precisely what CARYJOHN FRANKLIN (b.1954) offers in With a

Poet's Eye, each movement of which uses poems inspired by works of art in London's
Tate Gallery. The work was commissioned by the Plymouth Music Series of Minne-
apolis, Chanticleer, The Gregg Smith Singers, and Oratorio Society of Washington,
with a grant from the National Endowment for the Arts.

Franklin's work is a testament to the restlessness of creativity. It throws open more
windows on the concepts of abstract art consumption and additive interpretation. We
can only wonder with fascination how a poem based on this music would differ from
the original poem that set the entire process in motion. Born in 1954, Franklin is

Assistant Conductor and Chorus Master for the Opera Theatre of St. Louis as well as

music producer for Minnesota Public Radio's "St. Paul Sunday." He is a member of
the Minnesota Composers Forum and of ASCAP.

X. Born in London in 1944, JOHN TAVENER showed his musical talents at an early

age, becoming a remarkably proficient organist and pianist by the time he entered
Highgate School. During his studies there, he devoted an increasing amount of time
to composition; he proceeded to the Royal Academy of Music, where he won many
major prizes and awards. In 1965, Tavener's dramatic cantata The Whale took the
London audience by storm at its premiere, given at the debut concert of the London
Sinfonietta. Since that time he has been commissioned by most of the major organiza-
tions in England and, more recently, the United States. Choral music makes up the
largest part of Tavener's collected works, ranging from simple carols to large-scale

works with orchestral accompaniment.
Tavener joined the Greek Orthodox Church in 1977, and Orthodox spirituality,

liturgy, and music have had an impact on many of his compositions. Tavener notes,

"Village Wedding is a series of musical and verbal images, describing a village wedding
in Greece. My insertion of Isaiah's Dance (the moment in the Orthodox Marriage
Ceremony when the couple is three times led solemnly around the Holy Table by the
Celebrant)

, and the whole tone of Sikelianos' poetry, however, show that everything
in the natural and visible world, when rightly perceived, is an expression of a super-
natural and invisible order of reality. The somewhat sober character of the music also
hints at the late poems of Sikelianos, where myth becomes the agency for uniting his

subjective and narrative voices into a sublime tragic vision." Village Wedding was writ-

ten in 1992 for the Vale of Glamorgan Festival, where it received its world premiere
by the Hilliard Ensemble. Chanticleer is now presenting the United States premiere
with its present series of concerts.
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Prelude Concert

Friday, July 12, at 6

Florence Gould Auditorium, Seiji Ozawa Hall

WILLIAM R. HUDGINS, clarinet

JOEL SMIRNOFF, violin

NORMAN FISCHER, cello

GILBERT KALISH, piano

SEIJI OZAWA HALL

G L E W

BOLCOM Suite for Solo Cello

(first performance)

Prelude: Alia Marcia

Arioso I

Badinerie

Arioso II

Alia Sarabande

IVES

COPLAND

Largo for violin, clarinet, and piano

Sonata for Violin and Piano

Andante semplice

Lento

Allegretto giusto

Baldwin piano

Notes

William Bolcom's suite for unaccompanied cello was created out of music written

as incidental music to a play, Arthur Miller's Broken Glass, which was premiered at

the Long Wharf Theater in New Haven and then moved to the Booth Theater in

New York City at the beginning of 1995. Miller's script for the play, which depicts an

American Jewish couple (the wife was played by Amy Irving) responding to news of

the events of the notorious 1938 Kristallnacht—the "night of broken glass," November
9-10, 1938—when organized fascist thugs attacked Jewish businesses all over Germany,

shattering the plate glass windows of store after store in an attempt to humiliate and
frighten the owners. (The nickname given to that sordid event came from the specta-

cle of broken glass everywhere.)

The principal character of the play is an American Jewish woman who reacts to the

news from Germany by undergoing a kind of hysterical paralysis in response to pho-

tographs in the New York Times of a variety of humiliations, including that of Hassidim

forced to clean the street with their own toothbrushes. The drama develops between

the woman's husband, from whom she becomes increasingly estranged, just as his

business suffers a major reversal and he, the only Jewish member of the firm, is made
the scapegoat for it; and the woman's doctor, a gregarious man who has studied in

Heidelberg and who, while admitting the horror of what had happened in Germany,

insists that the incident was entirely atypical of the German people.
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It was part of Miller's conception that a lone cellist be seated on the stage through-

out the play, not taking part except through the performance of the musical score as

a prelude and between scenes. The cellist was to be seated in a kind of box made of

shattered glass which, depending on the lighting, would reveal the player more clear-

ly or make him almost invisible behind the crystalline shards.

In the end the producers decided that they could not afford to have a live cellist

appearing every night, so the musical score for the production was taped in advance.

Norman Fischer, an old friend of the composer's, was drawn into the production

when Arthur Miller expressed a desire to hear the music that Bolcom had sketched.

Of course, music for unaccompanied cello suggests to any music lover the work of

J.S. Bach, whose six suites are the core of the repertory for that instrument, and Miller

wanted something like that effect. But after listening to some of the first material, he

felt that it sounded too much like Bach; he wanted the spirit without the letter. So
Bolcom reworked the score to the form that the playwright required, and the produc-

tion ran in Long Wharf and New York with Norman Fischer's tape of the music, with

no live cellist on stage.

After the production was finished, Fischer asked the composer to turn the music

into a concert piece. So now this music which captures the poignancy of a dramatical-

ly intense play has become an abstract composition, quite dark in character, as befits

the choice of instrument and the impetus for the original musical ideas. The first

movement, a kind of stentorian march with a strong beat and hints of goose-stepping

figures, was the prelude to Act I. The next three movements are derived from music
heard during the course of the play, here reshaped for concert purposes. The final

movement is created from the music Miller had rejected as being too much like Bach;

Bolcom has made it into a kind of sarabande with variations.

Though Norman Fischer played a few movements of the suite at the opening of

the Houston Holocaust Museum soon after Broken Glass was produced in that city, the

present performance is the world premiere of the complete concert work.

Sometime during his college years at Yale (1894-98) Charles Ives began the composi-
tion of a violin sonata which he finished in New York in 1901. Years later he wrote in

his autobiographical "Memos": "The second movement I have kept. . . .The others I

didn't think were much good and didn't keep them." (After throwing out the bulk of
this first sonata for violin and piano, he composed several other works for the same
medium; in order to avoid confusion, this early work, later rejected, is now known as

the "Pre-First Sonata.") Actually he didn't "keep" the second movement so much as

use it as the basis of a new piece for three instruments, piano, violin, and clarinet.

The resulting work, despite its title of Largo, actually moves through several tempos
and combines different musics, in Ives's typical fashion, though generally retaining a

songlike quality throughout. At first the piano presents an "oom-pah" kind of accom-
paniment (with occasional irregularities) under a lyric violin line. When the clarinet

enters, the violin drops out, and the tempo picks up to Andante, as the character

becomes more assertive. All three instruments take part in the faster part of the

movement, Quasi Allegretto. Then the process reverses, and the piece ends as it had
begun.

Aaron Copland's work went through several stages—early flirtations with jazz, hard-
edged dissonant modernism, accessible folksiness, and twelve-tone rigor. Yet each of
these clearly progressed from the same musical mind, works of each period and style

demonstrating the same attention to craft, the same concern for direct expression of
the composer's ideas, however simple or complex they might become. It was during
the late 1930s and early '40s that Copland turned out a growing string of works in a
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consciously simple style, often based on folk tunes, with few harmonic or rhythmic

complexities of the kind that had befuddled critics and some conductors in his works
of the 1920s and early '30s. Some of this was music written for the films—a version of

Thornton Wilder 's Our Town, for example, where folksiness exactly suited the New
England small town setting; and sometimes it was intended to address a mass audi-

ence with a patriotic message, whether in Fanfarefor the Common Man or the Lincoln

Portrait.

In his autobiography, written with Vivian Perlis, Copland commented that he was
in no mood in 1943 to compose "a dissonant or virtuosic work" and did not want to

use folk materials either. But he had become aware that "certain qualities of the

American tune" had become a part of his language over the preceding five years or

so, and that this is echoed throughout the sonata, despite the fact that the musical

material is all original. The composer's own description is usefully compact and
direct:

It is composed in the usual three movements, with the last two to be played with-

out pause. The first movement, based on an eight-note phrase with the interval

of a fourth prominent, alternates in mood between a tender lyricism and a more
rapidly paced section. Changes in timing occur throughout; in fact, the strong feel-

ing of contrasting moods in the composition is achieved mainly through rhythmic

changes. The second movement, in a simple ABA form with two-part counterpoint

between the instruments, is calm and bare in outline. The scherzo-like third move-
ment is characterized by irregular rhythms and a strong penetrating melody. The
Sonata ends with a short coda that refers back to the theme of the opening move-

ment.

Copland dedicated the work to a friend who had just died while on duty in the

South Pacific. He played through it with David Diamond in a private performance for

friends at his New York loft, and also took part as the pianist in the first public per-

formance, at Town Hall on January 17, 1944. The violinist was Ruth Posselt, the wife

of then BSO concertmaster Richard Burgin. Olin Downes, in the Times, found it "poor

and characterless," but Virgil Thomson, in the Herald, declared, "It has a quality at

once of calm elevation and of buoyancy that is characteristic of Copland and irresist-

ibly touching.

—Notes by Steven Ledbetter

ARTISTS

William R. Hudgins joined the Boston Symphony Orchestra in the fall of 1992 as second clar-

inet, was acting assistant principal for the 1993-94 season, and was appointed principal clar-

inet in the summer of 1994. Before joining the Boston Symphony he was principal clarinet

of the Charleston (SC) Symphony Orchestra from 1984 to 1992, and assistant principal and

then principal clarinet of the Sinfonica Municipal de Caracas in Venezuela. The winner of

a C.D.Jackson Master Musician Award in 1979 while a Tanglewood Music Center Fellow,

Mr. Hudgins was a member for six seasons of both the Spoleto Festival Orchestra in Charles-

ton, South Carolina, and the Festival dei Due Mondi in Spoleto, Italy. Mr. Hudgins received

his bachelor of music degree from the Boston University School for the Arts, studying mainly

with the BSO's late principal clarinet Harold Wright, as well as with former BSO clarinetist

Pasquale Cardillo. His teachers also included members of the Indianapolis and Cincinnati

symphony orchestras and Jules Serpentini, formerly of the Philadelphia Orchestra. As princi-

pal clarinet of the Boston Symphony Orchestra, he is also a member of the Boston Symphony
Chamber Players.

Born into a musical family in New York, violinist Joel Smirnoff entered the School of Musical

Education at seven and by fourteen had already played all eighty of Haydn's string quartets.

At sixteen he coached with the Budapest Quartet. Mr. Smirnoff studied history at the Uni-

versity of Chicago, then performed and recorded with Ralph Shapey's Contemporary Cham-
ber Players. After study with Dorothy DeLay and coaching with the Juilliard Quartet at the

Juilliard School he returned to Chicago, where he was a founding member of the Chicago
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Ensemble. In 1980 Mr. Smirnoffjoined the Boston Symphony Orchestra; while in Boston he

was also a member of the contemporary music ensemble Collage. He won second prize in

the International Music Competition at Carnegie Hall, co-sponsored by the Rockefeller Foun-

dation, in 1983 and was subsequently presented in his New York recital debut by Carnegie Hall

on its 1985 "Emerging Artists" series. Mr. Smirnoff left the Boston Symphony to become sec-

ond violinist of the Juilliard Quartet in 1986; he serves on both the violin and chamber music

faculties of the Juilliard School. He also teaches at the Tanglewood Music Center and has

been a featured soloist at Tanglewood on several occasions. In addition to his recordings with

the Juilliard Quartet, Mr. Smirnoff may be heard on the CRI, New World, Northeastern, and

GM labels. His world-premiere recordings include music ofJoan Tower, Louis Gruenberg,

Percy Grainger, and Roger Sessions, among others. Also a jazz musician, Mr. Smirnoff has

been a member of the Jeff Carp Blues Band, Counterparts, and the Really Esoteric String

Quartet.

After completing his studies with former Boston Symphony cellist Richard Kapuscinski,

Norman Fischer helped found the much-honored Concord String Quartet, with which he

concertized and recorded extensively throughout its sixteen-year history. For his New York

solo debut, Mr. Fischer played Bach's six cello suites in one evening. Since 1971 he has col-

laborated with pianistJeanne Kierman as the Fischer Duo, making a specialty of program-

ming standard repertoire along with newly commissioned works and unusual scores from the

past. As a chamber musician Mr. Fischer has appeared with the Juilliard, Cleveland, Audobon,
and Chester string quartets, the American Chamber Players, the Da Camera Society of Hous-

ton, and the Santa Fe Chamber Music Festival. Formerly artist-in-residence at Dartmouth
College and a former artist faculty member of the Oberlin Conservatory of Music, Mr. Fischer

is currently professor of violoncello at the Shepherd School of Music at Rice University in

Houston and has been a member since 1985 of the Tanglewood Music Center faculty, where
he has been named to the Beatrice Sterling Procter Master Teacher Chair, succeeding the

late Louis Krasner. As Artistic Ambassadors for 1996, Norman and Jeanne Fischer will tour

South America in September and October for the United States Information Agency.

Pianist Gilbert Kalish has drawn international acclaim for his presentation of piano literature

spanning the eighteenth century to the present. Mr. Kalish is an eloquent spokesman for the

music of his countrymen; his concert appearances throughout Europe, Asia, Australia, and
the United States have been influential in presenting the emerging American tradition.

Through his work as soloist, chamber player, teacher, and, perhaps most importantly, dedi-

cated proponent of twentieth-century music, his performances and recordings have exerted

considerable influence on the younger generation of musicians. In April 1995 he was chosen
as recipient of the Paul Fromm Award for outstanding contributions to the music of our
time. Born in New York in 1935, Mr. Kalish graduated from Columbia University and pur-

sued piano studies with Leonard Shure, Isabella Vengerova, and Julius Hereford. His most
active collaborations have been as a member of the Contemporary Chamber Ensemble, as

duo-performer with cellist Joel Krosnick, as the lifelong duo-partner of the late mezzo-sopra-

no Jan DeGaetani, and, since 1970, as pianist for the Boston Symphony Chamber Players. His
impressive discography of some eighty recordings documents all of these associations, as well

as solo performances. Notable discs include his five-volume traversal of Haydn sonatas for

Nonesuch, Ives's Concord Sonata also for Nonesuch, and his many award-winning recordings

with Jan DeGaetani on Nonesuch, Arabesque, and Bridge. Mr. Kalish's close association with

the Boston Symphony Orchestra includes his position as Chairman of the Faculty as well as

director of chamber music activities at the Tanglewood Music Center. He has appeared as

soloist with the Boston Symphony in concertos by Berio, Carter, Bach, and Mozart. Mr. Kalish

is also Professor of Piano at the State University of New York at Stony Brook, where he also

heads the performance faculty.

Design Team for Seiji Ozawa Hall:

William Rawn Associates, Architect

Lawrence Kirkegaard & Associates, Acousticians

Theatre Projects Consultants, Inc., Theatrical Consultant
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Tanglewopd1996
BOSTON SYMPHONY ORCHESTRA
Seiji Ozawa, Music Director

Friday, July 12, at 8:30

SEIJI OZAWA conducting

Please note that Leon Fleisher is recovering from a minor shoulder injury, neces-

sitating the omission of William Bolcom's two-piano concerto Gam from tonight's

program. We are fortunate thatJohn Browning is available to perform Samuel
Barber's Piano Concerto at short notice.

BOLCOM

BARBER

MCMXC Tanglewood

Concerto for Piano and Orchestra, Opus 39

Allegro appassionato

Canzone

Allegro molto

JOHN BROWNING

INTERMISSION

STRAUSS An Alpine Symphony, Opus 64

Night—Sunrise—The Ascent—Entry into the

Wood—Wandering by the Brook—At the Waterfall

—

Apparition—On Flowery Meadows—On the Aim

—

Through Thicket and Undergrowth on the Wrong
Path—On the Glacier—Dangerous Moments—On the

Summit—Vision—The Fog Rises—The Sun Gradually

Becomes Obscured—Elegy—Calm Before the Storm

—

Thunderstorm, Descent—Sunset—Dying Away of

Sound—Night

RCA, Deutsche Grammophon, Philips, Telarc, Sony Classical/CBS Masterworks,
Angel/EMI, London/Decca, Erato, Hyperion, and New World records

Baldwin piano

John Browning plays the Steinway piano.

Please do not take pictures during the concert. Flashbulbs, in particular, are distracting
to the musicians and other audience members.

Please be sure the electronic signal on your watch or pager is switched off
during the concert.
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NOTES

William Bolcom
MCMXC Tanglewood

William Bolcom was born in Seattle, Washington, on May 26, 1938, and lives in Ann Arbor,

Michigan. An alumnus of the Tanglewood Music Center, he is composer-in-residence here this

month. He composed MCMXC Tanglewood in the spring of 1 990 on a commission from the

Boston Symphony Orchestra, supported by a grantfrom the AT&TFoundation, to celebrate the

fiftieth anniversary of the Tanglewood Music Center, completing the piece over Memorial Day
weekend that year, and thefinal revisions thatJune 11. The manuscript bears a double dedica-

tion: "For the Boston Symphony Orchestra &f William Schuman (Happy 80th!). "Dennis Russell

Davies led the Boston Symphony Orchestra in the first performance, on August 4, 1990, at

Tanglewood—the BSO's only previous performance of the work until now. The score calls for two

flutes and piccolo, two oboes and English horn, two clarinets and bass clarinet, two bassoons

and contrabassoon, four horns, three trumpets, three trombones and tuba, timpani, three percus-

sionists (playing small sizzle and medium cymbals, tam-tam, crotales, glockenspiel, chimes, trian-

gle, four tom-toms, snare drums, and medium bass drum), piano/celesta, and strings.

Though he won the 1988 Pulitzer Prize in composition for his Twelve New Etudes

for piano, William Bolcom has until recently been best-known to the general public

as a performer. He played a major role in the rediscovery of ragtime a decade or so

ago, and made some of the finest recordings of classic piano rags. He has also com-
posed a splendid body of piano rags himself. He tours regularly as the accompanist to

his wife, mezzo-soprano Joan Morris, giving lively performances of the great songs of

the American musical theater from the height of vaudeville in the "Gay Nineties"

through World War II, and recendy they have included more contemporary cabaret

songs in their repertory as well. With co-author Robert Kimball, Bolcom produced a

valuable memoir of one of the most talented composer-lyricist teams of musical the-

ater, Eubie Blake and Noble Sissle, important figures in the short-lived efflorescence

of black musical theater on Broadway in the '20s, Reminiscing with Sissle and Blake.

Bolcom entered the University of Washington in his native Seattle at the age of

eleven to study composition with John Verrall and George McKay. Later he studied

extensively with Darius Milhaud, both in California and in Paris. In 1964 he received

the first Doctor of Musical Arts degree to be granted by Stanford University. In 1966

he was a Composition Fellow at the Tanglewood Music Center. Among other honors,

Bolcom has received two Guggenheim fellowships, a Koussevitzky Foundation grant,

and an award from the American Academy of Arts and Letters. Such a recital of acad-

In the WGBY/57 concert hall...

Evening at Pops, Mondays at 8pm
Music of Bernstein, Barber & Beethoven, July 3, 9pm
Mostly Mozart Festival Opening, July 10, 8pm
Lincoln Center Festival '96: Beethoven's 9th, July 27, 8pm

r w *$
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emic and professional accomplishments would seem to fit a composer destined to take

his place in the groves of academe, turning out ivory tower works at a genteel pace. He
has, to be sure, found academic positions at the University of Washington, Queens and
Brooklyn Colleges of the City University of New York, the Yale Drama School (where

he was composer-in-residence), and the NYU School of the Arts. Since 1973 he has

been on the composition faculty of the School of Music of the University of Michigan.

The last few years have seen a marked increase in performances of his music, in

new commissions and premieres; these have included, among other things, a violin

concerto, a cello-and-piano sonata for Yo-Yo Ma and Emanuel Ax (which they have

performed at Tanglewood) , the musical theater work Casino Paradise, which opened
the 1990 American Music Theatre Festival in Philadelphia, and the opera McTeague,

commissioned by Lyric Opera of Chicago and premiered in 1992. These only hint at

the wide range of works he has composed, from cabaret songs and exquisite piano
rags in the modern vein to symphonic works. Yet even this summary does not ade-

quately describe the breadth of his style, since within the bounds of, say, the Eighth

String Quartet, the musical language may range from atonal expressionism to the syn-

copation of a ragtime piece. Ragomania, an orchestral work commissioned by the Bos-

ton Pops and first performed in 1982, has all the energy and flair of a festive classic

rag yet also evokes, at times, the melting warmth of a romantic score like Strauss's Der
Rosenkavalier. Bolcom insists that laughter is as much a part of life as anguish, and it

must therefore find a place in his art. He cannot, he has said, scowl and complain all

the time; he wants to chuckle too, or raise a wry eyebrow, or laugh out loud. His largest

work, an evening-length setting of William Blake's Songs ofInnocence and ofExperience,

composed over nearly a quarter of a century, covers a broader gamut of styles than
anything else he has done, comprehending within itself folksong-like simplicity, rock
music, ragtime, jazz, and the most complicated polyphonic and orchestral techniques.

MCMXC Tanglewood represents one of five Boston Symphony Orchestra commis-
sions of a short orchestral work—each roughly five minutes in duration—to celebrate

the fiftieth anniversary of the Tanglewood Music Center in 1990, and performed orig-

inally by the Boston Symphony Orchestra at Tanglewood in 1990 and 1991. Each of
the commissioned composers represents a different decade of the TMC's first fifty

years, the other four being the late Jacob Druckman (whose BSO/TMC commission,
Summer Lightning, was included in the opening TMC Orchestra concert of this sum-
mer), Lukas Foss, David Lang, and Judith Weir.

Bolcom's piece opens with a bright motto figure of eight chords featuring the

brass and woodwinds. Over these chords he has written the title of his piece, which
consists of five letters representing the year 1990 in Roman numerals followed by the
three syllables of the word "Tanglewood." Actually, the original title was supposed to

be Tanglewood MCMXC, but after finishing the score, the composer realized that the
opening trumpet figure offered a perfect musical setting of those words in reverse

order (and assuming that the Roman numeral is spelled out):

Tan- gle- wood

yyyyfliY [MEf 1 '

f' 1^^
& ffr

so he changed the tide to its present form.
That was not the only element of the piece that surprised Bolcom as he progressed.

Though the opening trumpet outlines most of the C major scale (in the first phrase
G-F-E-D-C; in the second, C-G-B), it is harmonized very chromatically. The first two
chords expose eight of the twelve pitches in the twelve-tone set; the remaining four
pitches appear over the next few chords, with the twelfth arriving only on the final

chord of the figure. "That happened without being willed," says the composer. "Every
piece comes differently in life, and in this case a certain serial rigor appeared without
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my inviting it." Once he became aware of what his subconscious invention had pro-

duced, he found the need to add two pages at the end of the nearly-completed score

to carry out the implications of the opening.

When approached to write a piece in celebration of a half-century of the Tangle-

wood Music Center, Bolcom says, he was asked to write a fanfare. In further discus-

sion, he says, the idea grew of making the work more of an overture, but with fanfare

elements; hence the brilliant trumpet figure that opens the piece and functions as a

motto. There follows a misterioso section for busy, whispering, muted strings, against a

sinuous line in the oboes, gradually taken over by the other woodwinds. This turns

into an energetic dance in 3/4 time, with each orchestral family taking enthusiastic

part. Recollections of the opening motto introduce slower material with sustained,

complex chords in the muted strings providing a background for elegant decorated

lines in the celesta, flutes, glockenspiel. A brief but vigorous 2/4 presto brings the

fanfare-overture to a close with another tone-row statement for the full orchestra,

designed to hint at the key of C. The last ten bars consist of reiterations of the note

G; in the context this has, as the composer notes, something of an incomplete effect,

a dominant left unresolved. Coming at the end of an overture-like work, it thus opens

up what follows, roughly asserting "On with the show!

"

—Steven Ledbetter

Samuel Barber

Concerto for Piano and Orchestra, Opus 39

Samuel Osborne Barber II was born in West Chester, Pennsylvania, on March 9, 1910, and

died in New York City onJanuary 23, 1981. He wrote his piano concerto on a commission from

his publishers, G. Schirmer, Inc., in celebration of Schirmer's hundredth anniversary, for per-

formance during the inaugural week of concerts in Philharmonic Hall at New York 's Lincoln

Center. The commission came to Barber in 1959. The second movement was adaptedfrom an

Elegy for Flute and Piano he composed that yearfor Manfred Ibel, a young German art student

and amateurflutist to whom Barber dedicated the Piano Concerto (and who later earned a

degree in architecturefrom Yale University). Barber completed the concerto on September 9, 1962.

Just two weeks later, on September 24, pianistJohn Browning gave the world premiere with Erich

Leinsdorf and the Boston Symphony Orchestra at Philharmonic Hall, followed by subscription

performances in Boston, and by a Tanglewood performance thefollowing August. The BSO's

only performances of the work since then were led by Seiji Ozawa, again withJohn Browning as

soloist, in March 1994. In addition to the soloist, the score calls for two flutes and piccolo, two

oboes and English horn, two clarinets and bass clarinet, two bassoons, four horns, two trumpets,

three trombones, timpani, snare drum, bass drum, cymbals, suspended cymbal, antique cymbals,

low tom-tom, tam-tam, triangle, xylophone, whip, harp, and strings.

Samuel Barber's Pulitzer Prize-winning Piano Concerto was his third "official"

work in the genre, being preceded by the Violin Concerto of 1939-40 and the Cello

Concerto of 1945. On the occasion of the Boston premiere in September 1962—as

part of the second subscription program led by the BSO's then new music director

Erich Leinsdorf—annotatorJohn N. Burk observed that "A piano concerto is about

the only musical form Samuel Barber has not undertaken until now." In fact, Barber

had worked on a piano concerto—never published or performed—while he was a stu-

dent at the Curtis Institute of Music three decades earlier.*

Barber's musical legacy stands as testimony to the awareness he expressed when he

*Prior to the Piano Concerto, the Boston Symphony Orchestra had given the world premieres of

four other works by Barber: the Second Symphony and Knoxville: Summer of 1915, under

Koussevitzky, in 1944 and 1948, respectively; Prayers of Kierkegaard, premiered under Charles

Munch in 1954; and Die Natali {Chorale Preludes for Christmas), commissioned for the BSO's seventy-

fifth anniversary and also premiered under Munch, in 1960.

16



was eight or nine, in a hesitant "Notice to Mother and nobody else," which reads in part:

"To begin with I was not meant to be an athelet [sic] . I was meant to be a composer,

and will be I'm sure. . .Don't ask me to try to forget this unpleasant thing and go play

football.—Please—Sometimes I've been worrying about this so much that it makes

me mad (not very)."

Barber began piano lessons when he was six, started composing when he was

seven, and briefly took cello lessons; he was encouraged in his musical pursuits by his

maternal aunt, the contralto Louise Homer. In 1924, when he was fourteen, Barber

entered the Curtis Institute of Music in Philadelphia as a member of its first class,

studying piano, composition, conducting, and voice. Already during his eight years at

Curtis, where he later taught composition from 1939 until 1942, he produced several

works that marked him as a talented composer, among them his Opus 3 Dover Beach,

a setting for voice and string quartet of Matthew Arnold's text, which Barber himself

recorded in 1935.

By the time of his death in January 1981, the seventy-year-old composer had pro-

duced works in nearly every important genre. Anyone coming to his music for the

first time will want to know at least this small cross-section of his output: Knoxville,

Summer of 1915, a setting for soprano and orchestra of aJames Agee text; the Hermit

Songs and Despite and Still, both for voice and piano; the Cello Sonata; the Piano

Sonata (called by Vladimir Horowitz "the first truly great native work in the form,"

and championed also byJohn Browning, among other pianists); the Adagio for

Strings (originally the slow movement of his String Quartet, and premiered, along

with the composer's First Essay for Orchestra, by Arturo Toscanini and the NBC
Symphony in 1938); and the Overture to The Schoolfor Scandal, the first of his works to

be performed by a major orchestra (it was premiered by the Philadelphia Orchestra

in August 1933). In addition, there are two important operas: the Pulitzer Prize-win-

ning Vanessa, which was premiered at the Metropolitan Opera in 1958 and produced

at the Salzburg Festival the same year; and Antony and Cleopatra, which was entirely

overwhelmed by Franco Zeffirelli's production when it opened the Metropolitan

Opera House at Lincoln Center in September 1966 and which, in its revised version

of 1974 (premiered at the Juilliard School in February 1975), is still being reevaluat-

ed. (A currently available recording was drawn from performances at the 1983 Spo-

leto Festivals in Charleston and Italy; more recently, Antony and Cleopatra was produced

by Lyric Opera of Chicago during the 1991-92 season.)

In his approach to musical form and harmony, Barber never attempted to deny his

affinity for the musical romanticism of the nineteenth century. In 1971 he observed

that, when writing, say, a concerto, "I write what I feel. I'm not a self-conscious com-
poser. .

." His work is always lyrically and dramatically expressive in a way that readily

brings the listener into his music.

Barber wrote his Piano Concerto specifically forJohn Browning, whose playing he
came to admire when the pianist made his New York Philharmonic debut in February

1956 as part of a program that also included the premiere of Barber's Medea's Medita-

tion and Dance of Vengeance. For purpose of the Piano Concerto, Barber invited Brown-
ing to his home so he could hear the pianist play through much of his repertoire,

and to speak with Browning about the pianist's training with the famed piano peda-

gogue Rosina Lhevinne—with particular reference to the "Russian style" of pianism

that Barber specifically admired, and to certain technical effects that the concerto

would ultimately incorporate. On two occasions before the premiere, Browning played

the work for Barber in the presence of Vladimir Horowitz, who seconded Browning's
view that a particularly tricky passage in the third movement needed simplifying if it

was to be played at a proper tempo. Another kind of change was made in 1960 at

Erich Leinsdorf's instigation, after the first two movements were completed, when
Barber replaced the original pianissimo ending of the first movement with a fortissimo

one, to provide greater contrast with the start of the second movement.
Two factors interrupted work on the concerto's third movement: the death of

Barber's sister in July 1961, which plunged him into a depression, and a trip to Russia,
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in March 1962, as the first American composer ever to attend the Congress of Soviet

Composers, where he learned that several of his works—among them the Adagio for

Strings, the Violin Concerto, the-Cello Concerto, the Piano Sonata, and his collected

songs—had already been published in Russian editions. Given the overall time frame,

and limited rehearsal time—there were two in Boston and one in New York—small

changes continued to be made as late as the final rehearsal, such as the addition of a

whip to the percussion required in the last movement. (Material summarized in this

and the preceding paragraph is drawn from, and discussed more fully in, Barbara

Heyman's recent biography of the composer, Samuel Barber: The Composer and his

Music, published by Oxford University Press.)

The composer provided the following description of the music for the premiere:

The Concerto begins with a solo for piano in recitative style in which three themes
or figures are announced, the first declamatory, the second and third rhythmic.

The orchestra interrupts, piii mosso, to sing the impassioned main theme, not

before stated. All this material is now embroidered more quietly and occasionally

whimsically by piano and orchestra until the tempo slackens (doppio meno mosso)

and the oboe introduces a second lyric section. A development along symphonic
lines leads to a cadenza for soloist, and a recapitulation with fortissimo ending.

The second movement ("Canzona") is song-like in character, the flute being

principal soloist. The piano enters with the same material which is subsequently

sung by muted strings, to the accompaniment of piano figurations.

The last movement (allegro molto in 5/8) after several fortissimo repeated

chords by the orchestra, plunges headlong into an ostinato bass figure for piano,

over which several themes are tossed. There are two contrasting sections (one "un

pochettino meno" for clarinet solo, and one for three flutes, muted trombones and
harp, "con grazia") where the fast tempo relents: but the ostinato figure keeps insis-

tently reappearing, mostly by the piano protagonist, and the 5/8 meter is never

changed.

The new work was instantly acclaimed, and was performed repeatedly byJohn
Browning, who by 1969 had played it nearly 150 times. In January 1964 it was record-

ed by Browning with George Szell and the Cleveland Orchestra, who performed it

not just in their home city, but also on tour in Sweden, Poland, France, Czechoslova-

kia, Germany, England, and Russia, where, according to Browning, it was found to be

"very Russian in flavor. . .written in the grand bravura style." The concerto won Barber

his second Pulitzer Prize in the spring of 1963 (the first was for Vanessa) and a Music

Critics' Circle Award the following year.
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In an interview for the Cleveland Orchestra's program book (as quoted by Heyman),

Barber later noted of Browning that "to have anybody who is such a musician. .
.who is

so plastic in his approach for new work, who is able to change interpretations when

we find out something is wrong, when something doesn't go, when something can be

improved—to have an artist who can change the way Browning can with his musician-

ship and with his technical equipment is just wonderful." As for the composer him-

self—when asked in November 1985 by Barbara Heyman why Barber had been cho-

sen for the Schirmer commission, retired Schirmer executive Hans Heinsheimer

responded: "There was no one else, he was our most popular composer—our best."

Clearly composer and pianist made for a winning combination. In contrast to the

debacle, not long after, of Antony and Cleopatra at the new Met, the Piano Concerto

brought Barber, then at the high point of his career, one of his greatest triumphs.

—Marc Mandel

Richard Strauss

An Alpine Symphony, Opus 64

Richard Georg Strauss was born in Munich onJune 11, 1864, and died in Garmisch-Parten-

kirchen, Bavaria, on September 8, 1949. The composer's earliest sketches forAn Alpine Sym-

hony (Eine Alpensinfonie) datefrom 1911. He began the orchestration on November 1,1914,

and completed the score on February 8, 1915, himself leading the first performance with the

orchestra of the Dresden Hofkapelle on October 28, 1915, at the Philharmonie in Berlin. The

score is dedicated to Count Nicolaus Seebach, director of the Royal Opera in Dresden. The first

performance ofAn Alpine Symphony in the United States was given by the Philadelphia Or-

chestra under Leopold Stokowski on April 28, 1916. Serge Koussevitzky led the first Boston

Symphony performances ofAn Alpine symphony in December 1925. Edo de Waart led the only

previous Tanglewood performance, on July 10, 1987. The score ofAn Alpine Symphony calls

for two flutes, two piccolos (doubling third andfourth flute) , two oboes, English horn (doubling

third oboe), and heckelphone (bass oboe at these performances), E-flat clarinet, two clarinets in

B, one in C, and bass clarinet in B, three bassoons and contrabassoon (doublingfourth bas-

soon), four horns, four tenor tubas (doublingfifth through eighth horns), four trumpets, four

trombones, two basslubas, two harps ("doubled ifpossible") , organ, wind machine, thunder

machine, glockenspiel, cymbals, bass drum, side drum, triangle, cowbells, tam-tam (three play-

ers), celesta, timpani (two players) , and strings. Strauss asks for at least twelve first and sixteen

second violins, twelve violas, ten cellos, and eight double basses. Also required, offstage, are

twelve horns, two trumpets, and two trombones which, "if necessary,
" may be taken from the

main orchestra. Strauss asks that the flute, oboe, E-flat clarinet, and C clarinet parts be doubled

from rehearsal number 94 (just before "The Fog Rises") to the end of the score. He also recom-

mends use of "Samuel's Aerophon " to assist the wind players with their long sustained notes. *

The organist at these performances isJohn Finney.

Upon his return to Boston in September 1911 from summering in Europe, where
he had spent time visiting with Richard Strauss at the composer's home in Garmisch,

Boston Symphony music director Max Fiedler told an interviewer:

I only wish that I were going to be able to perform this winter the new symphony
on which Strauss is at work. Unfortunately there is no possible chance of it. The
work will be one of large dimensions, in two movements. The first is sketched in

pencil and not yet scored, while the second is still in the mind of the composer and

^Writing for the Boston Symphony program in 1925, Philip Hale noted that "the aerophor [sic], or

Tonbinde Appar[a]t, an invention of one Samuels, a court musician of Schwerin, is a sort of

pump, a bellows worked by the foot of the player, and connected with the wind instrument by a

length of rubber tube, so that the sound of a tone can be protracted." Norman Del Mar, in his

biography of Strauss, writes that "this alas long-extinct device seems to have supplied oxygen to

the distressed player by means of a foot-pump with a tube stretching up to the mouth."
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there is no possibility of its being finished in the next six or eight months. Besides

working on this, Strauss is writing a motet for 20 voices, he is composing stage

music for one of Reinhardt's stage plays and is at work on a one-act opera.

He has played for me so far as he could the first movement of his symphony
and I have heard enough of it to make me anxious for the day when I will see it

on the rack before me in an orchestra rehearsal. He will probably call it the "Alps

Symphony." In the first movement he goes up a lofty peak and comes down again.

He passes Alpine farms and pastures, huntsmen, peasants singing in the fields and
finally he reaches the lofty snow-capped peak.

Then, like the true Strauss that he is, he uses the same music to descend with

but with everything diminished to make the descent faster than the ascent. Alto-

gether I think it is going to be a most notable work.

Strauss was at this time concerned with the curious hybrid project that would cou-

ple a staging of Moliere's Le Bourgeois gentilhomme with his own one-act opera Ariadne

aufNaxos to a text by Hugo von Hofmannsthal, and which would have its none too

successful premiere on October 25, 1912, at the Kleines Haus of the Hoftheater, Stutt-

gart, in a production by Max Reinhardt—only the first stage in a rather long and
complicated history of composition and performance.* It was at Reinhardt's Kleines

Deutsches Theater in Berlin that Oscar Wilde's Salome and, shortly after, the stage

version of Hofmannsthal's Elektra had been produced; both, of course, provided the

source material for Strauss's operas. Also by this time, the first performance of Der

Rosenkavalier, again to a libretto by Hofmannsthal, on January 26, 1911, at the Court

Opera in Dresden had won the heart of the public, and the second great phase of

Strauss's composing career—as a composer for the operatic stage—was well estab-

lished. Behind him was the series of tone poems with which he had secured his repu-

tation as the leading German composer

—

Macbeth (1886; revised 1890 and 1891), Don
Juan (1889), Death and Transfiguration (1889), Till EulenspiegeVs Merry Pranks (1895),

Thus Spake Zarathustra (1896), Don Quixote (1897), Ein Heldenleben (1898), and, adding

insult to injury, as far as his critics were concerned, after the effrontery of portraying

himself as Heldenleben's composer-hero, the Symphonia domestica (1903), in which the

resources of Strauss's huge orchestra were employed to depict a typical day in the life

of the composer's family.

It would be another dozen years before the last of Strauss's tone poems appeared:

An Alpine Symphony would ultimately be composed while Strauss was awaiting from

Hofmannsthal material for what after Ariadne would be their next major undertak-

ing

—

DieFrau ohne Schatten—although the germ for his final large-scale symphonic

work can be traced to a much earlier time, specifically to a boyhood mountain-climb-

ing expedition during which his group lost the way heading up and was drenched in

a storm coming down. In 1900, following the completion of Heldenleben, Strauss wrote

his parents that he had an idea for a symphonic poem "which would begin with a sun-

rise in Switzerland." But only after he had used the royalties from Salome to build his

villa at Garmisch with its spectacular Alpine views in 1908, and where he and his wife

Pauline^ lived for the rest of their lives, did he finally begin sketching the work. On
May 15, 1911, he wrote to Hofmannsthal from Garmisch, inquiring howi^raw was

doing, wondering what was happening with the Moliere, and complaining that, while

*The motet to which Fiedler refers is likely the Deutsche Motette, Opus 62, for sixteen-part unaccom-

panied double chorus plus four solo voices, to a text by Friedrich Riickert and completed in 1913.

tStrauss fell in love with soprano Pauline de Ahna during his summer holiday in 1887. She sang

Isolde when Strauss conducted Tristan with the opera company at Weimar in January 1892, and

she sang the heroine of his first opera, Guntram, at its first performance under his baton and also

in Weimar, in May 1894. They married on September 10 that year; the four songs of Opus 27

(Morgen, Cdcilie, Ruhe, meine Seele, and Heimliche Aufforderung) were his gift to her. Pauline plays an

important part in both Ein Heldenleben and the Symphonia domestica. Im Abendrot, the last of Strauss's

posthumously published Four Last Songs, is a reflection upon their life together. She died in May
1950, less than a year after her husband.
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waiting, he was in the meantime "torturing [himself] with a symphony—ajob that,

when all's said and done, amuses me even less than chasing cockroaches." The other

project with which Strauss was likewise busying himself as a stopgap was the ballet

Josephslegende, to a scenario by Hofmannsthal, on which he worked from 1912 to 1914,

and which was given its premiere at the Paris Opera by Diaghilev's Russian Ballet on

May 14, 1914 (one year after Diaghilev's troupe had danced the first performance of

Stravinsky's he Sacre du printemps)

.

Strauss completed the score of his Alpine Symphony on February 8, 1915, dedicating

it "in profound gratitude" to Count Nicolaus Seebach, director of the Royal Opera in

Dresden, where had been given the premieres of his second opera, Feuersnot (1901),

then Salome (1905), Elektra (1909), and Der Rosenkavalier, the first performance was

given by the Dresden Hofkapelle, but in Berlin, where Strauss was conductor of the

Berlin Opera from 1898 to 1908, and where he also conducted concerts with the

Berlin Tonkiinstler Orchestra and the Berlin Philharmonic (it should be remembered

that, like Mahler, Strauss was regarded equally as both composer and conductor)

.

Among the guests invited to the final rehearsal were Humperdinck, Schnabel,

Dohnanyi, Lhevinne, Lilli Lehmann, and Max Fiedler—no longer music director of

the Boston Symphony Orchestra—and it was during rehearsals for the Alpine Symphony

that the composer commented that he had at last learned how to orchestrate (!)

.

The premiere went largely unnoticed, but with World War I then in its second

year, there were larger issues on people's minds. Strauss was not dissatisfied; on

November 10, 1915, he wrote to Hofmannsthal of his plans to visit Vienna with Paul-

ine the following month, adding that "You must hear my Alpine Symphony on Decem-
ber 5: it is really good!" And years later, when he was invited to London for a festival

of his music in October 1947, he wrote that, of all his orchestral works, he would most

have preferred to conduct the Alpine Symphony, though in the event—owing to diffi-

culties with the size of the orchestra—he settled for the Symphonia domestica.

General opinion has for a long time held that An Alpine Symphony represents, with

respect to the quality of the tone poems, an even greater decline in Strauss's creative

powers than the Symphonia domestica before it, just as Ein Heldenleben had already sug-

gested to certain minds something of a falling off before that. This notion, coupled

with the requirement of a gargantuan orchestra, has resulted in its being only rarely

performed.* But An Alpine Symphony brings to a close the entire series of purely

orchestral pieces begun even earlier than Macbeth with the travelogue-in-music, Aus
Italien, of 1886—thus ending with a return to the same sort of geographical nature-

painting he had attempted some thirty years earlier; and it benefits from and is a

measure of Strauss's experience with the large-scale operatic orchestras of Salome,

Elektra, and Der Rosenkavalier, while serving at the same time as rather grand prepara-

tion for Die Frau ohne Schatten. It is a spectacular piece of musical pictorialism with

numerous clearly and aptly characterized themes and ideas from a composer for

whom producing this kind of music was virtually second nature. + And it has an added
spiritual dimension, which the composer himself recognized: the death of his friend

and contemporary Gustav Mahler (whose music Strauss championed, and in whose
music nature-painting plays an extremely significant role) on May 18, 1911, affected

Strauss very deeply, and in his notebook Strauss wrote that his Alpine Symphony repre-

sented "the ritual of purification through one's own strength, emancipation through
work, and the adoration of eternal, glorious nature." Following the specific and

*Del Mar suggests that Strauss's instrumentation reflects the composer's taking for granted the

resources of the Wagnerian opera orchestra, citing the twelve offstage horns of Tristan and
Tannhauser, as well as the twelve offstage trumpets and various wind and percussion ensembles
of Lohengrin.

TStrauss remarked that he went about composing the Alpine Symphony just as a cow gives milk."

According to Del Mar, the composer also "made the extravagant claim in conversation at about
this time that he could, if necessary, describe a knife and fork in music."
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extremely subjective pictorialism of the Alpine Symphony's mountain-climbing course

from sunrise to sunset, the final two sections of the piece

—

"Ausklang" (not readily

translatable; "the dying away of sound" gives some idea) and the return of "Night"—
suggest that the composer has stepped back, is viewing the mountain, and nature,

from outside himself, as it were, from some spiritual distance or remove, and the

music closes with an aura of spiritual acceptance and then, finally, awe-inspired

objectivity.

But to begin at the beginning—Strauss's Alpine Symphony is in a single large move-
ment some fifty minutes in length and divided by headings in the score into twenty-

two sections. The first two of these set the scene for the Alpine climbing expedition

depicted in the course of the work; the summit of the mountain is reached midway
through the journey, and, following the descent through a drenching downpour, the

final sections serve as a coda to the whole. Here is a sort of "trail guide":

Strauss begins by depicting deep, mysterious Nacht ("Night") with a dark, descend-

ing B-flat minor scale through which each added note is sustained so that all sound
simultaneously. Trombones and bass tuba solemnly declaim the theme of the moun-
tain, noble, imposing, majestic:

4 Pot.,Tuba

A softly undulating figure in low strings and bassoons leads to a tremendous buildup

through the full orchestra (the opening of Wagner's Rheingold cannot have been far

from the composer's mind) and night gives way to Sonnenaufgang ("Sunrise"). The
theme of the sun, as heard here, is a glorious melodic outburst built, like the earlier

depiction of night, on a descending scale, but now in the major mode, for full orches-

tra, and punctuated by cymbal crashes:

Sir., w.w.

g »£"fe te

The texture is enriched by a broad countertheme energized by motion in triplets and

taken up by each section of the orchestra. Another buildup, an accelerando, and a

brief, dramatic pause now set us on our actual journey up the mountain with a quick

marching theme (marked "very lively and energetic"):

Scbx lebhaft and cnergudt

Vc. Cb

This begins the section of the score headed Der Anstieg ("The Ascent") and serves as

a sort of "main theme" for the symphonic movement to follow. This theme is devel-
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oped, leading to a full E-flat major cadence and the entry of another important idea,

a pointed fanfare-like motive which Strauss will use to characterize other aspects of

the ascent to the peak, particularly during the more rugged moments of the climb:

Hrm. Po». >. >. Tr

ff marcatissimo

Now, however, it serves to introduce the sound of a distant hunting party: twelve

horns, two trumpets, and two trombones are heard from afar.

A sudden change of texture and mood brings our Eintritt in den Wald ("Entry into

the Wood") , in which this broad additional theme for the brass:

(Schr gctragcn)

etc

Urns. Pos.J apt,

and then a more relaxed version of the marching theme are heard against a back-

ground of string arpeggios. The music here is broad and expansive, serving as a sort

of relaxed second-theme unit in contrast to the faster, march-like theme introduced

earlier. Birdcalls are heard, the leisurely pace continues, the marching theme is given

a soft, gentle rendering by the strings, and solo string quartet initiates the passage
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that will lead us to the next section of the score.

Now we have a large development-like section which encompasses several phases
of the climb: Wanderung neben dem Bache ("Wandering by the Brook") is marked by
an increase in fluid passagework. The energy level increases still further, and cascad-

ing figures in the winds and strings tell us that we are Am Wasserfall ( "At the Water-
fall"), one of the most vividly specific moments of Strauss's nature-painting in this

score. A segment marked Erscheinung ("Apparition")—depicting, according to Del
Mar, "the Fairy of the Alps appearing beneath the rainbow formed by the spray of the

cascading water"—brings yet another broad theme, richly romantic, destined for a

later important reappearance, and here given to horns and violas:

Hrn.inF(&Vlaj.)
mollo espr.

lip p
& i

ip

This brings us to the next section, Auf blumige Wiesen ("On Flowery Meadows"): the

march theme is heard softly in the cellos, the higher strings provide a soft backdrop,

and isolated points of color (winds, harps, and pizzicato violas) dot the landscape.

The pace quickens, and we have reached the expansive landscape Auf der Aim ("On
the Aim") , the Alpine pastureland, where cowbells, bird song, sheep, and shepherds
piping distract us from the climb that still remains, lulling us to relaxation.

A shrill cry from the woodwinds and yet another broad, airy theme begun by the

horns

Hin. inEb

jujrW* JiftLU iTr gggp^a
propel us on our way. But now the going gets rough, and the shifting character of the

music brings us Durch Dickicht und Gestrupp auf Irrwegen ("Through Thicket and
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Undergrowth on the Wrong Path"). A sudden sounding of the mountain theme on
trumpets and trombones, and the climbers are Auf dem Gletscher ("On the Glacier"),

where the course of their progress through the Gefahrvolle Augenblicke ("Dangerous

Moments") that follow is charted by appearances of the original marching theme and
the pointed fanfare-like climbing theme introduced at the outset of the ascent.

Suddenly we are Auf dem Gipfel ("On the Summit"), the centerpiece of the score:

the atmosphere is one of wonder and tense anticipation, as trombones proclaim the

Zarathustra-hke peak motive and then the solo oboe stammers a hesitant tune. There

is a large buildup based on a succession of themes—the peak motifjust introduced,

the theme of the mountain from the beginning, and the broad horn tune from the

"Apparition" section of the score—and a great climax for full orchestra, punctuated by

the fanfare-like climbing theme, brings the recapitulation of the sun theme, glorious-

ly proclaimed in C major. This initiates another development-like section labelled

Vision, based largely on the peak theme and the "Apparition" theme and character-

ized by shifting tonalities, with appearances of the sun theme and mountain theme
preparing the way for the next, transitional part of the score.

There is a misty thinning of the orchestral texture as "The Fog Rises" (Nebel

steigen auf) , and we hear soft fragments of the sun theme as "The Sun Gradually

Becomes Obscured" (Die Sonne verdiistert sich allmahlich) . This atmosphere of

mounting tension continues through a brief section marked Elegie ("Elegy"), and
suddenly the "Calm Before the Storm" (Stille vor dem Sturm) sets in: a rumble of

timpani and bass drum, and the stammered woodwind tune heard earlier, perfectly

capture the rarified pre-storm atmosphere. There are isolated raindrops, ever-increas-

ing gusts of wind, flashes of lightning, thunder, and suggestions of darkness (by allu-

sion to the night theme). Then the full fury of the storm is unleashed.

This part of the score, Gewitter und Sturm, Abstieg ("Thunderstorm, Descent"),

marks the last phase of the mountain-climbing expedition, and in it Strauss couples

the climbers' descent through the tempest with the recurrence of many of the ideas

heard earlier—in reverse order, and at a very quick pace, as the mountaineers hur-

riedly retrace their steps. Easily recognizable are reappearances of the marching
theme (now heard, appropriately enough for the descent, with its contours inverted),

the pointed fanfare-like motif, the waterfall music, the "Apparition" theme, and the

woodland theme. The storm subsides—there is a final gust of wind followed by some
isolated raindrops—the noble theme of the mountain is proclaimed once more by
the brass, and the organ, which has been assuming increasing prominence, enters

to introduce a ceremonial phrase proclaimed by brass and harps. It is "Sunset"

(Sonnenuntergang) , and spacious treatment is given to developments of the sun
theme, heard in strings and winds in long-held note values with soaring embellish-

ments in the violins.

Chorale-like phrases on solo organ, again taking the sun theme as point of depar-
ture, usher in the next-to-last section of the score, labeled Ausklang ("Dying Away of
Sound"). In a passage parallel to the earlier "Vision" section, but in tones much softer

and more relaxed, and marked to be played "in gentle ecstasy," winds and brass devel-

op the yearning "Apparition" theme. The strings return to bring yet another develop-
ment of the marching theme, heard both in its original form and in inversion. The
final pages of this section are marked by a sudden reappearance of the shrill wood-
wind theme and further soft appearances of the marching theme, the violins rising

higher and higher until the E-flat tonality of this section suddenly gives way to B-flat

minor and the return of Nacht ("Night"). The descending scale that opened the sym-
phony is heard once more, the brass proclaim the mountain theme one last time, and
a haunting, very slow variant of the marching theme is given out by the violins, end-
ing with a final, dying glissando to the last note. We leave the mountain as we encoun-
tered it, shrouded in mystery and darkness.

—Marc Mandel
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NOTES

Arnold Schoenberg

Verklarte Nacht, Opus 4

Arnold Schonberg was born in Vienna on September 13, 1874, and, having changed the spell-

ing of his name to Schoenberg after coming to the United States in 1933, died in Brentwood Park,

Los Angeles, California, onJuly 13, 1951. He composed his string sextet Verklarte Nacht
(Transfigured Night) in the last half of 1899; the completed score is dated December 1. In

1917 he arranged the work for string orchestra without changing any actual notes; he multiplied

the number ofplayers and calledfor double basses to reinforce the cello line at certain points. A
further revision in 1 943 involved mostly thinning out the texture and reducing the plethora of

expression marks. The original version received its first performance at the Vienna Tonkunstler-

verein on March 18, 1902, by the Rose Quartet with an extra violist and cellist. The American

premiere was given in Boston in a concert by the Kneisel Quartet on March 16, 1915. Pierre

Monteux introduced the orchestral version to the Boston Symphony Orchestra repertory on

November 25, 1921. Seiji Ozawa led the BSO's only previous Tanglewood performance on

August 24, 1974. The score calls for string orchestra divided into first and second violins, first

and second violas, and first and second cellos, with double bass parts occasionally reinforcing

the bass line.

Arnold Schoenberg, a giant among twentieth-century composers, wrote Verklarte

Nacht, his most popular and most frequently performed score, at the very end of the

nineteenth century. Its popularity certainly has something to do with its very palpable

links to the era that was coming to an end, but it is at the same time a remarkably for-

ward-looking work, anticipating the composer that Schoenberg became.

Throughout the 1890s Schoenberg had composed string quartets, the medium
that he knew best as a performer (he played the cello) . Most of these he destroyed,

but one score, an enormously assured and competent string quartet in D, dating from

1897, shows how much he had learned in his self-directed study and his few formal

lessons with his friend Alexander von Zemlinsky. Yet even this could scarcely prepare

us for the artistic maturity of the string sextet he was to create two years later.

Like so many Schoenberg scores, Verklarte Nacht ( Transfigured Night) was composed
at a furious pace. The bulk of the work was completed in three weeks in September

1899, though the manuscript shows signs of revision, and the composer was not ready

to sign and date his score until December 1 . He began the work while on vacation in
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Payerheim with Zemlinsky, whose sister Mathilde was also there; she and Schoenberg

were, in fact, in the process of falling in love. (They married two years later.)

The overt inspiration was a poem by the German writer Richard Dehmel (1863-

1920), whose Weib und Welt {Woman and World) had made something of a stir at its

publication in 1896—including attention from governmental censors, who found

some of the poems offensive. Schoenberg obviously came to know Dehmel's book as

soon as it was published; some of his earliest songs (in his Opus 2 and Opus 3) were

settings of texts from Weib und Welt, and his earliest undisputed masterpiece was

inspired by a poem, Verkldrte Nacht, that appears in the first edition of that book (it

was later put into another Dehmel book, the verse novel Zwei Menschen [1903], the

title of which reflects the opening words of the poem). Quite aside from its evocative

depiction of two lovers walking together through the night (which might be pre-

sumed to have attracted the composer's attention under the circumstances), Verkldrte

Nacht was a natural choice as an inspiration for musical setting, since Dehmel's poem
is laid out almost in a musical way. The last line, for example, is a tranformed echo of

the opening line, a device that Schoenberg brilliantly mirrors in the music.

The poem is laid out in five short sections, of which the first, third, and fifth are

impersonal narration describing the unnamed woman and man who are walking

along on a moonlit night. At first the natural surroundings seem cold and bare. The
second is a speech by the woman, who confesses that she is pregnant with another

man's child. She explains that, before she met her companion, she had felt that

motherhood would provide her with purpose. Now she has fallen in love with him
and must confess her fault. The man's response makes up the fourth section of the

poem. He is understanding and magnanimous. The radiance of the natural world

convinces him that the love they feel will draw them together and make the child

theirs as well. The poem closes with another description of the moonlit night—now
bright with hope.

Perhaps the biggest surprise in the score is Schoenberg's decision to write a piece

of program music on this scale for a chamber ensemble. It would not be the first such
work, certainly; Smetana's string quartet "From My Life" had programmatic elements,

but this is far more closely organized according to a literary model. At the same time,

the particular medium chosen by Schoenberg was a new one for him: the string sex-

tet, pairs of violins, violas, and cellos. It is a medium that had twice been employed by
Brahms, a composer of whom Schoenberg was a great admirer. Yet the musical style

reflects Schoenberg's new absorption of Wagnerian chromatic harmony, which is evi-

dent throughout Verkldrte Nacht. (Indeed, one of the most notorious comments ever

made about the score came from one of the program reviewers of the Vienna Ton-
kiinstlerverein who was charged with deciding whether to recommend the work for

performance: it looked, he said, as if the score of Tristan had been smeared while the

ink was still wet.)

For all its reflection of the original poem, though, Verkldrte Nacht thoroughly tran-

scends the usual point-to-point descriptiveness of run-of-the-mill romantic program
compositions and provides a thoroughly satisfying musical shape in its own terms. It is

the first of several works

—

Pelleas und Melisande, the First String Quartet, and the First

Chamber Symphony were to follow—laid out as large single-movement sonata compo-
sitions. This one is, in fact, a double sonata. Its organization reflects Dehmel's poem,
with five sections—three representing the narrative lines, and two (the second and
fourth) representing the words spoken by the woman and the man. The narrative

portions are relatively brief. But the two sections representing the human emotions
and interaction are full-scale sonata forms. The first of these sonatas is in D minor,
the second in D major (though it must be remembered that these keys are already
stretched to the limits of tonal function) . Moreover, the second is built out of musical
ideas that are affirmations of expressive ideas presented more tentatively in the first.

This can be seen, from the literary point of view, as a reflection of the anguish and
the tentativeness of the woman on the one hand and the magnanimous confidence
of the man on the other. But it functions equally well from a purely abstract musical
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point of view, with the second sonata section truly completing and "transfiguring" the

first. Schoenberg is so prodigal in inventing gradual transformations of his themes
that the listener will be able to discover new relationships even after many hearings of

the score. The examples given here barely begin to indicate the wealth of his imagi-

nation.

The nocturnal scene with its two figures walking along in the moonlight is repre-

sented by a soft marchlike descending line, heard in rather bare, cold fashion at the

outset, but transformed at the very end of the score into something shimmering with

light. The first sonata-form section, in the minor mode, includes a two-level theme
divided between cello and upper parts; later this very Tristanesque material is heard

as a "second theme." The second sonata-form section opens with a characteristic fig-

ure in the first cellos but immediately develops thematic ideas heard earlier as well,

now predominantly in the major. The developing changes of sonority reinforce the

melodic procedures to provide a rich, satisfying conclusion in which the "transfigura-

tion" of the night is musically suggested by Schoenberg's eloquent and shimmering
transformation of the opening music.

It is something of a commonplace for audiences to express regret that Schoenberg
did not go on composing in the style of Verklarte Nacht. Schoenberg was well aware of

this desire on the part of listeners, and he explained, shortly before his death, "It was

not given to me to continue writing in the style of Verklarte Nacht. . .Fate led me along

a harder path." Yet he also recognized more fundamentally, "I have not discontinued

composing in the same style and in the same way as at the very beginning. The differ-

ence is only that I do it better now than before; it is more concentrated, more
mature." In this comment he reveals how much of a piece his early sextet is with his

entire output, how much of the essential Schoenberg is already revealed.

—Steven Ledbetter

Maurice Ravel

Sheherazade, Three poems for voice and orchestra

Pavanefor a dead Infanta

Joseph Maurice Ravel was born in Ciboure near Saint-Jean-de-Luz, Basses-Pyrenees, in the Basque

region ofFrance just a short distancefrom the Spanish border, on March 7, 1875, and died in

Paris on December 28, 1937. Ravel composed Sheherazade to poems by Tristan Klingsor in

versions for voice with orchestra and voice with piano in 1903. The orchestral version was first

performed with Alfred Cortot conducting and sopranoJane Hatto as soloist at a Societe Nationale

concert on May 17, 1904. Pierre Monteux led the first Boston Symphony performances of

Sheherazade in February and March 1924 with soloist VeraJanacopulos. Mezzo-sopranoJennie

Tourel was soloistfor the BSO's first Tanglewood performance of Sheherazade on August 8,

1953, Leonard Bernstein conducting. Marilyn Home sang the most recent performance here on

June 27, 1986, Charles Dutoit conducting. The scoring is for two flutes and piccolo, two oboes

and English horn, two clarinets, two bassoons, four horns, two trumpets, three trombones and

tuba, timpani, snare drum, bass drum, tambourine, triangle, glockenspiel, cymbals, gong, two

harps, and strings.

Ravel inherited from his mother, whose early years were spent in Madrid, a strong

feeling for the people, folklore, and music of Spain. His father, a Swiss civil engineer

who played an important role in the development of the automobile, instilled in both

sons—the elder Maurice and the three-years-younger Edouard, who would go on like

his father to become an engineer—a love for things mechanical, frequently accompa-

nying them on visits to factories of all sorts. That the boy Maurice would undertake a

musical career seemed clear from the start; the only question was whether he would

become a concert pianist or a composer. Following lessons in piano, harmony, coun-

terpoint, and composition, he was enrolled in the preparatory piano division of the

Paris Conservatoire in November 1889, but his early years there were marked by a

30



succession of academic failures; he was finally expelled in July 1900, though he con-

tinued to audit the classes of his "dear teacher" Gabriel Faure, to whom he would

later dedicate his Jeux d'eau for piano and the String Quartet.

On five occasions, Ravel competed for the Grand Prix de Rome, a state-subsidized

prize designed to further the winning composer's artistic development with a four-

year stipend, the first two years to be spent at Rome's Villa Medici. In May 1905 he

tried for the last time (he had recently turned thirty, the age limit for the competi-

tion)—and was not even admitted to the finals! There was an uproar: debate among
the music critics was heated, the news made the front pages, and the integrity of the

jury was suspect, especially considering that all six finalists were pupils of one of the

judges, Charles Lenepveu, who was a professor of composition at the Conservatoire.

Without question, a variety of musical/political factors were involved. Ravel was by

now a prominent figure in Parisian musical life, recognized as the leading composer
of his generation and presumable successor to Debussy. But at the same time, his pre-

liminary submission for the 1905 Grand Prix contained enough errors and infractions

to suggest that he was being flippant, scornful, or both, and his teachers had fre-

quently and consistently found him lacking in discipline despite his natural talents.

Ravel's first published work was the Menuet antique of 1895, published in 1898. His

formal debut as a composer came at the Societe Nationale concert of March 5, 1898.

By the time of the 1905 Prix de Rome affair his list of works included, among other

things, the Pavane for a dead Infanta (1899) , Jeux d'eau (1901), the String Quartet

(1902-03), and the Sheherazade song cycle. The decade preceding the outbreak of

World War I was one of astounding and virtually uninterrupted productivity, witness-

ing the creation of such compositions as the Sonatine and Miroirs (1905), the Histoires

naturelles (1906), Mother Goose (1908-10), the Valses nobles et sentimentales (1911),

Daphnis et Chloe (1909-12), and the Trio for piano, violin, and cello (1914). During
this time, too, Ravel established his lifelong relationship with the publishing company
of August and Jacques Durand, founded his own Societe Musicale Independante for

the performance of new music, and began to be known outside his native country.

Sidonie-Gabrielle Colette, who was to be Ravel's librettist for the opera UEnfant et

les sortileges (1920-25), has left a description of the composer from the early years of

the century: "He wore side-whiskers! Yes, side-whiskers! And a thick crop of hair

accentuated the contrast between his large head and tiny body. He had a taste for

conspicuous ties and shirt-frills. While anxious to attract attention, he was afraid of

criticism. . .Secretly, he was probably shy; his manner was aloof and his way of speak-

ing somewhat curt." We also learn a great deal about Ravel from the journal of his

friend and Conservatoire classmate, the pianist Ricardo Vines, who introduced much
of Debussy's and Ravel's piano music in the course of his own career, With Vines,

Ravel was a member of the Apaches ("hooligans"), a group of young intellectuals who
saw themselves as artistic outcasts and who met regularly from around the turn of the

century until the beginning of World War I to discuss painting, poetry, and music.

Another member of the Apaches was the poet, painter, art critic, and composer Tristan

Klingsor, whose real name was Arthur Justin Leon Leclere and from whose collection

of one hundred poems entitled Sheherazade Ravel drew the texts for his own Sheherazade

composed in 1903.*

When Klingsor's collection appeared earlier that year, Ravel was instantly taken
with the Oriental lure of his fellow-Apaches poetry and immediately chose three of
the poems for musical setting. Klingsor was surprised at Ravel's choice of Asie (Asia),

feeling that that poem's length and narrative form would pose considerable difficulty,

but Ravel was at that time particularly concerned with the relationship between music
and speech and with the transformation of speech accent into melody; he even

*Ravel's first orchestral composition was a Sheherazade overture composed for a projected opera in

1898. The overture was premiered to prevailingly negative reaction in May 1899, one critic sug-

gesting that Ravel "think more often of Beethoven."
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requested that the poet read the words to him out loud. (Ravel's treatment of text in

the Histoires naturelles three years later would cause something of a furor.)

The key to the first song, Asie, and to the composer's setting may be found in the

words "Je voudrais voir..." ("I'd like to see..."). The subtly evocative music brings to life

the imaginings of the text, but always in the background, always distant, until the

music bursts forth to travel on its own, freed from the bonds of both words and
thought in a brief interlude near the end. The singer reenters to imagine herself

recounting her journey, Scheherazade-like, "to those curious about dreams."

Le Flute enchantee (The enchanted flute) depicts a slave tending her sleeping master,

hearing from outside her beloved's flute "pouring out first sadness, then joy, an air by
turns languorous and carefree." Finally, there is L'Indifferent (The indifferent one),

which Ravel once suggested held the key to his own emotional character. Here, a

young man passing the door of the poet ignores the latter's attentions; the music is at

once distant, suggestive, and questioning.

—Marc Mandel

Please withhold applause until the end of the entire song cycle.

Sheherazade
Three poems by Tristan Klingsor

Asie

Asie, Asie, Asie,

Vieux pays merveilleux des contes de
nourrice

Ou dort la fantaisie comme une
imperatrice

En sa foret tout-emplie de mystere.

Asie,

Je voudrais m'en aller avec la goelette

Qui se berce ce soir dans le port

Mysterieuse et solitaire

Et qui deploie enfin ses voiles violettes

Comme un immense oiseau de nuit

dans le ciel d'or.

Je voudrais m'en aller vers les iles de
fleurs

En ecoutant chanter la mer perverse

Sur un vieux rythme ensorceleur.

Je voudrais voir Damas
et les villes de Perse

avec les minarets legers dans l'air;

Je voudrais voir de beaux turbans de
soie

Sur des visages noirs aux dents claires;

Je voudrais voir des yeux sombres
d'amour

Et des prunelles brillantes de joie

En des peaux jaunes comme des

oranges;

Je voudrais voir des vetements de
velours

Asia

Asia, Asia, Asia,

wonderful old land of nursery tales

where fantasy sleeps like an empress

in her enchanted forest.

Asia,

I'd like to leave with the vessel

that rides this evening in port

mysterious and solitary

which will unfurl its violet sails at last

like a great night bird

in the golden sky.

I'd like to travel to the isles of flowers

listening to the perverse sea sing

in an old, incantatory rhythm.

I'd like to see Damascus
and the cities of Persia

with their slender minarets in the air;

I'd like to see beautiful silk turbans

on black faces with bright teeth;

I'd like to see the dark amorous eyes

and pupils sparkling with joy

in skins yellow as oranges;

I'd like to see velvet cloaks
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Et des habits a longues franges.

Je voudrais voir des calumets entre

des bouches

Tout entourees de barbe blanche;

Je voudrais voir d'apres merchands
aux regards louches,

Et des cadis, et des vizirs

Qui du seul mouvement de leur doigt

qui se penche
Accorde vie ou mort au gre de leur

desir.

Je voudrais voir la Perse,

et l'lnde et puis la Chine,

Les mandarins ventrus sous les

ombrelles,

Et les princesses aux mains fines,

Et les lettres qui se querellent

Sur la poesie et sur la beaute;

Je voudrais m'attarder au palais

enchante

Et comme un voyageur etranger

Contempler a loisir des paysages

peints

Sur des etoffes en des cadres de sapin

Avec un personnage au milieu d'un

verger;

Je voudrais voir des assassins souriant

Du bourreau qui coupe un cou
d'innocent

Avec son grand sabre courbe d' Orient.

Je voudrais voir des pauvres et des

reines;

Je voudrais voir des roses et du sang;

Je voudrais voir mourir d'amour
ou bien de haine.

Et puis m'en revenir plus tard

Narrer mon aventure

aux curieux de reves

En elevant comme Sindbad

ma vieille tasse arabe

De temps en temps jusqu'a mes levres

Pour interrompre le conte avec art .

.

and the garments with long fringes.

I'd like to see long pipes between lips

surrounded by white beards;

I'd like to see sharp merchants
with suspicious glances

and cadis and vizirs

who with one movement of the finger

that they bend,

grant life or death just as they wish.

I'd like to see Persia

and India and then China,

and mandarins paunchy beneath their

umbrellas,

and the princesses with slender hands,

and the learned quarreling

about poetry and beauty;

I'd like to linger in the enchanted palace

and like a foreign traveler

contemplate at leisure landscapes painted

on cloth in fir-wood frames

with a figure in the midst of an orchard;

I'd like to see murderers smiling

while the headsman cuts an innocent neck

with his great, curved oriental sword.

I'd like to see beggars and queens;

I'd like to see roses and blood;

I'd like to see them who die for love

and them who die for hatred.

And then I would return

to tell my adventure

to those curious about dreams,

raising, like Sinbad,

my old Arabian cup
to my lips from time to time

to interrupt my tale artfully. .

.

La Flute enchantee

L'ombre est douce et mon maitre

dort,

Coiffe d'un bonnet conique de soie

Et son long nez jaune en sa barbe

blanche.

Mais moi, je suis eveillee encor

Etj'ecoute au dehors

Une chanson de flute ou s'epanche

Tour a tour la tristesse ou la joie,

Un air tour a tour langoureux ou
frivole

The enchanted flute

The shadows are cool and my master

sleeps,

wearing a cap of silk,

his long, yellow nose in his white

beard.

But I am still awake

and I hear from outside

a flute song pouring out

first sadness, then joy,

an air by turns languorous and
carefree,
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Que mon amoureux cheri joue,

Et quand je m'approche de la croisee,

II me semble que chaque notes

s'envole

De la flute vers ma joue

Comme un mysterieux baiser.

played by my beloved;

and when I approach the lattice

each note seems to fly

from the flute to my cheek
like a disembodied kiss.

L'Indifferent

Tes yeux sont doux comme ceux d'une

fille,

Jeune etranger,

Et la courbe fine

De ton beau visage de duvel ombrage

Est plus seduisante encor de ligne.

Ta levre chante sur le pas de ma porte

Une langue inconnue et charmante

Comme une musique fausse...

Entre!

Et que mon vin te reconforte...

Mais non, tu passes

Et de mon seuil je te vois t'eloigner,

Me faisant und ernier geste avec grace

Et la hanche legerement ployee

Par ta demarche feminine et lasse...

The indifferent one

Your eyes are soft as a girl's,

young stranger,

and the fine curve

of your pretty face, shadowed with

down,
is even more seductive in profile.

Your lips sing at my doorstep

a language unknown and charming

as music out of tune..

.

Come in!

Let my wine cheer you..

.

But no, you pass on
and I see you recede from my doorway,

with a final, graceful wave of your hand,

your hips gently swayed

by your feminine and indolent walk..

.

English translations by David Johnson, used courtesy of CBS Masterworks ©1978

Ravel composed his Pavane pour une Infante defunte originally for piano in 1899, and it

was first performed in public by Ricardo Vines at a Societe Nationale concert on April 5, 1902.

The orchestral transcription dates from 1910 and had its first performance at the Concerts

Hasselmans, Alfredo Casella conducting, on December 25, 1911. Serge Koussevitzky conducted

the first Boston Symphony performances of the Pavane in October 1937 and led the orchestra's

first Tanglewood performance in August 1 94 7. Seiji Ozawa led the most recent Tanglewood per-

formance onJuly 14, 1989. The orchestral score calls for two flutes, oboe, two clarinets, two bas-

soons, two horns, harp, and strings.

The Pavanefor a dead Infanta, in its original piano version of 1899, was premiered
together with Jeux d'eau. The latter was the historically more significant and con-

tained, in the composer's words, "whatever pianistic innovations my works may be
thought to contain," but it was the charmingly elegant Pavane that was immediately

popular and which drew the attention of both the listening public and amateur
pianists. The orchestral transcription of 1910 served further to broaden its audience.

The pavane was a ceremonial dance of the sixteenth and seventeenth centuries, its

name most likely deriving from "Pava," a dialect form of Padua in Italy. The infanta

or Spanish princess of the title is nobody in particular: the piece was commissioned
by the Princess Edmond de Polignac, whose salon Ravel frequented in Paris, and the

composer, by his own admission, simply concocted a title that pleased him by its

sound.

—M.M.
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Hector Berlioz

Les Nuits d 'ete, Opus 7

Louis-Hector Berlioz was born at La Cote St. -Andre, here, France, on December 11, 1803, and
died in Paris on March 8, 1869. Les Nuits d'ete, a cycle of six songs to texts by Theophile

Gautier, was composed in 1840 or 1841 and published (in its originalform for mezzo-soprano

or tenor and piano) inJune 1841. Berlioz orchestrated "Absence"for his mistress Marie Redo in

1843; the remainder was orchestrated by 1856 at the suggestion of a Swiss publisher. Berlioz

himself never programmed the entire cycle in his concerts, and the date of the first performance is

not known. Though Wilhelm Gericke programmed Boston Symphony performances of "Le Spectre

de la Rose" with Gertrude Edmands in 1889 and Pierre Monteux programmed "Absence" and
"Villanelle" with Madeleine d'Espinoy-Colonne in 1922, the BSO's first complete performance of

Les Nuits d'ete did not take place until August 7, 1954, when Eleanor Steber was soloist

under Charles Munch 's direction at Tanglewood. Frederica von Stade sang the most recent

Tanglewood performance, on August 14, 1992, underJohn Nelson's direction. The orchestral

part calls for two flutes, one oboe, two clarinets, one bassoon, two horns (third horn being added

for the last song), and strings.

Berlioz grew up in the country; the first music he heard and the music he knew
best was primarily melodic: folk songs, popular ballads, and airs from operas-comiques.

He was not a pianist, so unlike many of his contemporaries, he never conceived his

music at or for the keyboard, which tends to stress the harmonic underpinnings and
to develop small motivic ideas into larger melodies. No, Berlioz conceived his melodies

pure and whole, as an attempt to capture a particular mood, the expressive quality of

a particular text. They are often unusual in their shape and proportion (especially

when compared to the German songs or symphonies that we have come to think of as

normative) . This is a reflection of an utterly different musical vision, not a shadow (as

some critics have had it) on the composer's competence. He considered his melodies

a kind of flexible musical prose, rather than the "musical verse" that might be repre-

sented by more stereotyped patterns. Listening to Berlioz's melodies over and over

until through familiarity they reveal their inner logic is the best way of entering into

the secret places of his musical thought. And nowhere is the melodic element so over-

whelmingly predominant as in the songs.

We know very little about the composition of these six songs, all settings of texts by

the composer's friend Theophile Gautier, other than that Berlioz himself chose the

particular poems and added his own titles with the poet's approval. Though the songs

were published together as a set, there is not the slightest thread of plot connecting

them; rather they seem to be grouped with one another because all of them deal in

some way with the theme of longing—occasionally in an ironic way, more frequently

in deadly earnest.

In the original piano version, Berlioz intended the songs to be performed by tenor

or mezzo-soprano; when he orchestrated them, he changed the keys of two of them
and suggested different voice parts for some of the songs (implying a performance of

the set by more than one singer) . It has always been most common for a single singer

to undertake the entire cycle, but the composer's suggestions are indicated in paren-

theses here. "Villanelle" (mezzo-soprano or tenor) is a fresh spring song of simple con-

tentment. "Le Spectre de la rose" (contralto) is a conventional homage to the loved one:

the very rose that lies on her breast is the envy of kings. The sentimental image is pre-

sented with considerable passion. "Sur les Lagunes: Lamento" (baritone or contralto or

mezzo-soprano) , a threnody for a loved one who has passed away, rocks gently in its

6/8 rhythm, which might well be an emblem for Charon's boat, ferrying the lost one

"on the sea" that comes at the end of life, leaving one behind to mourn. "Absence"

(mezzo-soprano or tenor) is the finest song of the set, its simplicity evoking an over-

powering loneliness. "Au Cimetiere: Clair de lune" (tenor) begins with an accompani-

ment of the utmost simplicity that becomes more elaborate and shivery as the singer

feels a "shade" brushing past (harmonics in the upper strings). "Llle inconnue" (con-
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tralto or tenor) is an energetic song of the sea, an offer to take the "young beauty"

wherever she wishes to go. But there is an ironic twist when she says that she desires

to go to the land "where love lasts forever." The reply: "That shore is little known."
The poems themselves are thoroughly conventional in both manner and sub-

stance, but Berlioz's music imparts a degree of feeling that covers a wide range. His

orchestra is small—-just a handful of woodwinds (counting the horns as part of the

woodwind group) with a modest string ensemble. They practically never indulge in

the kind of word-painting that a Schubert might provide—no galloping horses or

waves gently lapping the side of the boat. The instruments provide rhythmic activity,

delicately varied colors, and harmonic underpinning, but for the most part they

remain secondary to the voice. The entire cycle remains a vibrant monument to the

expressive power of melody.

—S.L.

The audience is politely requested to withhold applause
until after the final Berlioz song.

"Les Nuits d'ete"

Poemes de Theophile Gautier

Four songs from
"Summer Nights"

Poems by Theophile Gautier

Villanelle

Quand viendra la saison nouvelle,

Quand auront disparu les froids,

Tous les deux nous irons, ma belle,

Pour cueillir le muguet aux bois.

Sous nos pieds egrenant les perles

Que Ton voit au matin trembler,

Nous irons ecouter les merles

Siffler.

Le printemps est venu, ma belle,

C'est le mois des amants beni;

Et l'oiseau, satinant son aile,

Dit des vers au rebord du nid.

Oh, viens done, sur ce banc de mousse
Pour parler de nos beaux amours,
Et dis-moi de ta voix si douce:

Toujours!

Loin, bien loin, egarant nos courses,

Faisons fuir le lapin cache,

Et le daim au miroir des sources

Admirant son grand bois penche,
Puis chez nous tout heureux, tout

aises,

En paniers enlacant nos doigts,

Revenons, rapportant des fraises

Des bois.

Villanelle

When the season changes
And the cold weather has gone,

My love, we will go together

To pick lily-of-the-valley in the woods.
Our feet scattering

The glittering pearls of morning dew,

We will go and hear

The blackbirds sing.

The spring has come, my love,

It is the blessed season for lovers;

And the bird, preening its wings,

Sings songs from the edge of its nest.

Oh come and sit on the mossy bank
And talk of our happy love,

And say to me in your soft voice:

For ever!

Far, far away, our footsteps wandering,
We'll startle the rabbit from its hiding,

And the deer watching its great antlers

Mirrored in the stream;

Then back home in complete happiness
and contentment,

Our fingers entwined, return

Carrying baskets

Of wild strawberries.

Please turn the page quietly,

and only after the music has stopped.
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Le Spectre de la rose

Souleve ta paupiere close

Qu'effleure en songe virginal.

Je suis le spectre d'une rose

Que tu portais hier au bal.

Tu me pris encor emperlee

Des pleurs d'argent de l'arrosoir,

Et parmi la fete etoilee

Tu me promenas tout le soir.

O toi, qui de ma mort fut cause,

Sans que tu puisses le chasser,

Toutes les nuits mon spectre rose

A ton chevet viendra danser.

Mais ne crains rien, je ne reclame

Ni messe ni De Profundis.

Ce leger parfum est mon ame
Et j'arrive du paradis.

Mon destin fut digne d'envie,

Et pour avoir un sort si beau
Plus d'un aurait donne sa vie.

Car sur ton sein j'ai mon tombeau,

Et sur l'albatre ou je repose

Un poete avec un baiser

Ecrivit: "Ci-git une rose

Que tous les rois vont jalouser"

The Spectre of the Rose

Lift up your eyelids

That glow with a maiden dream.

I am the ghost of a rose

Which you wore last night at the ball.

You took me still moist

And glistening from the gardener's spray,

And through the sparkling scene

You walked me with you all evening.

Oh you who was cause of my death:

Without your being able to escape it,

Night after night my fragrant ghost

Will come to dance at your pillow.

But do not be afraid.

I exact no mass or De Profundis.

This faint perfume is my soul

And it is from paradise that I come.

My destiny was one to be coveted;

Many would give their lives

To have a fate as beautiful as mine.

For my tomb is on your breast,

And on the marbled whiteness where I rest

A poet wrote with his kiss:

"Here lies a rose

That kings will envy."

Sur les Lagunes

Ma belle amie est morte.

Je pleurerai toujours;

Sous la tombe elle emporte
Mon ame et mes amours.

Dans le ciel sans m'attendre

Elle s'en retourna;

L'ange qui l'emmena
Ne voulut pas me prendre.

Que mon sort est amer!

Ah, sans amour s'en aller sur la mer!

La blanche creature

Est couchee au cercueil.

Comme dans la nature

Tout me parait en deuil!

La colombe oubliee.

Pleure et songe a l'absent;

Mon ame pleure et sent

Qu'elle est depareillee.

Que mon sort est amer!

Ah, sans amour s'en aller sur la mer!

On the Lagoons

My fair one is dead.

I will weep always.

She has taken with her into the tomb
My whole being and all my love.

She did not wait

But returned to heaven.

The angel that drew her back

Would not take me with her.

How bitter is my fate.

Ah, without love to depart on the sea!

Her white body
Sleeps in the grave;

And now all nature

Seems to me in mourning.

The foresaken dove mourns
And broods on the departed;

My soul mourns and feels

As if cut in two.

How bitter is my fate.

Ah, without love to depart on the sea!
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Sur moi la nuit immense
S'etend comme un linceul.

Je chante ma romance
Que le ciel entend seul.

Ah, comme elle etait belle,

Et comme je l'aimais!

Je n'aimerai jamais

Une femme autant qu'elle.

Que mon sort est amer!

Ah, sans amour s'en aller sur la mer!

The vast night spreads

Over me like a shroud.

I sing my song,

And only the sky hears it.

Ah, how beautiful she was

And how I loved her;

Never will I love

A woman as I have loved her.

How bitter is my fate.

Ah, without love to depart on the sea!

L'lle inconnue

Dites, lajeune belle,

Ou voulez-vous aller?

La voile enfle son aile,

La brise va souffler.

L'aviron est d'ivoire,

Le pavilion de moire,

Le gouvernail d'or fin.

J'ai pour lest une orange,

Pour voile une aile d'ange,

Pour mousse un seraphin.

Dites, la jeune belle,

Ou voulez-vous aller?

La voile enfle son aile,

La brise va souffler.

Est-ce dans la Baltique?

Dans la mer Pacifique?

Dans Tile de Java?

Ou bien est-ce en Norvege
Cueillir la fleur de neige,

Ou la fleur d'Angsoka?

Dites, la jeune belle,

Ou voulez-vous aller?

Menez-moi, dit la belle,

A la rive fidele

Ou Ton aime toujours!

Cette rive, ma chere,

On ne la connait guere

Au pays des amours.

Ou voulez-vous aller?

La brise va souffler.

The Unknown Isle

Tell me, young beauty,

Where do you want to go?

The sails are set,

The breeze is getting up.

The oar is ivory,

The flag of silk,

The helm of fine gold.

For ballast I have an orange,

For sail, an angel's wing,

For ship's boy a seraph.

Tell me, young beauty,

Where do you want to go?

The sails are set,

The breeze is getting up.

Is it to the Baltic?

To the Pacific Ocean?
To the Island ofJava?

Or is it to Norway,

To pick the snowflowers,

Or the flowers of Angsoka?

Tell me, young beauty,

Where do you want to go?

Take me, the fair one replies,

To the faithful shore

Where love lasts for ever.

That shore, my dear,

Is little known
In the country of love.

Where do you want to go?

The breeze is getting up.
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Sunday, July 14, at 2:30

To benefit the Tanglewood Music Center

The Leonard Bernstein Memorial Concert

SPONSORED BY NYNEX

TANGLEWOOD MUSIC CENTER ORCHESTRA
ROBERT SPANO conducting

TanglewGDd
Music
Center

BRAHMS Piano Concerto No. 2 in B-flat, Opus 83

Allegro non troppo

Allegro appassionato

Andante

Allegro grazioso

PETER SERKIN

INTERMISSION

STRAVINSKY

COPLAND Short Symphony (Symphony No. 2)

Tempo: J = 144 (preciso)

Tempo: J = c.44

Tempo: J= 144 (preciso e ritmico)

Suite from The Firebird

Introduction. Kashchei's Enchanted Garden
Supplications of the Firebird

The Princesses' Game with the Golden
Apples (Scherzo)

The Princesses' Khorovod (Round Dance)

Infernal Dance of all Kashchei's Subjects

Berceuse (Lullaby)

Kashchei's Awakening and Death

Disappearance of Kashchei's Palace and

Magical Creatures—Return to Life of the

Petrified Knights—General Thanksgiving

Baldwin piano

Peter Serkin plays the Steinway piano.

Please do not take pictures during the concert. Flashbulbs, in particular, are distracting

to the musicians and other audience members.

Please be sure the electronic signal on your watch or pager is switched off
during the concert.
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NOTES

Johannes Brahms
Piano Concerto No. 2 in B-flat, Opus 83

Johannes Brahms was born in Hamburg, Germany, on May 7, 1833, and died in Vienna on

April 3, 1897. He made the first sketches for this work in the late spring of 1878 and completted

the score at Pressbaum, near Vienna, on July 7, 1881. After a private tryout of the concerto with

Hans von Billow and the Meiningen Orchestra, Brahms was soloist in the first performance on

November 9, 1881, in Budapest, Alexander Erkel conducting the orchestra of the National

Theater. The orchestra consists of two each offlutes, oboes, clarinets, and bassoons (with first

flute briefly doubling piccolo in the outer movements), four horns, two trumpets, timpani, and
strings.

"...and a second one will sound very different," wrote Brahms to Joseph Joachim,
rendering a report on the disastrous reception in Leipzig of his First Piano Concerto.

More than twenty years would pass before there was "a second one." They were full

years. Brahms had settled in Vienna and given up conducting and playing the piano

as regular activities and sources of livelihood. Belly and beard date from those years

("clean-shaven they take you for an actor or a priest," he said). The compositions of

the two decades include the variations on themes by Handel, Paganini, and Haydn;
the string quartets and piano quartets (three of each), as well as both string sextets,

the piano quintet, and the horn trio; a cello sonata and one for violin; the first two

symphonies and the Violin Concerto; and, along with over a hundred songs and
shorter choral pieces, a series of large-scale vocal works including the German Requiem,

the Alto Rhapsody, the Song ofDestiny, and Ndnie. He was resigned to bachelorhood and
to never composing an opera. He had even come to terms with the fact that at the

beginning of the century there had been a giant called Beethoven whose thunderous

footsteps made life terribly difficult for later composers. To the young Brahms, Bee-

thoven had been inspiration and model, but also a source of daunting inhibition.

Fully aware of what he was doing and what it meant, Brahms waited until his forties

before he sent into the world any string quartets or a first symphony, both being

genres peculiarly associated with Beethoven. In sum, the Brahms of the Second
Piano Concerto was a master, confident and altogether mature. For the University

of Breslau to call him "artis musicae severioris in Germania nunc princeps''' in its honorary

degree citation of 1879 was to take a firm anti-Bayreuth political stand, but at least

in that central and northern European musical world where opera was thought of

as either transalpine triviality or as the province of that dangerous vulgarian,

Dr. Richard Wagner, the stature ofJohannes Brahms was clearly perceived.

In April 1878, Brahms made what was to be the first of nine journeys to Italy and
Sicily. His companion was another bearded and overweight North German who had
settled in Vienna, Theodor Billroth, an accomplished and knowledgeable amateur

musician, and by profession a surgeon, a field in which he was even more unambigu-

ously "princeps" than Brahms in his. Brahms returned elated and full of energy. His

chief task for that summer was to complete his Violin Concerto for Joseph Joachim.

He planned to include a scherzo, but dropped the idea atJoachim's suggestion. He
had, however, made sketches for such a movement after his return from the South,

and he retrieved them three years later when they became the basis of the new piano

concerto's second movement.
The year 1881 began with the first performances of the Academic Festival and Tragic

overtures, and there were professional trips to Holland and Hungary as well as anoth-

er Italian vacation. In memory of his friend, the painter Anselm Feuerbach, he made
a setting of Schiller's Ndnie, and then set to work on the sketches that had been accu-

mulating for the piano concerto. (By this time, Brahms had established a regular pat-

tern for his year: concentrated compositional work was done during the summers in

various Austrian or Swiss villages and small towns, each visited for two or three years
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in a row and then dropped, while winters were the season of sketches, proofreading,

and concerts). On July 7 he reported to his friend Elisabet von Herzogenberg, per-

haps his closest musical confidante of those years, that he had finished a "tiny, tiny

piano concerto with a tiny, tiny wisp of a scherzo." Writing on the same day to the

pianist Emma Engelmann, he is not quite so coy, though Billroth was sent his copy
with a remark about "a bunch of little piano pieces." The measure of Brahms's sure-

ness about the work is to be found in his singling it out for dedication "to his dear

friend and teacher Eduard Marxsen." Marxsen, to whom Brahms had been sent by his

first teacher, Otto Cossel, as a boy of seven, was born in 1806 and had studied with

Carl Maria von Bocklet, the pianist who had played in the first performance of

Schubert's E-flat trio, and his orchestral version of Beethoven's Kreutzer Sonata was
widely performed in the nineteenth century. Brahms's devotion lasted until the end
of Marxsen's life in 1887. The choice of the B-flat concerto as occasion for the long-

delayed formal tribute to his master is surely significant: not only was the piano
Marxsen's instrument as well as his own, but Brahms must have felt that he had at last

achieved what had eluded him in the wonderful D minor concerto, namely the per-

fect fusion of inspirational fire with that encompassing technique whose foundations
were laid in those long-ago lessons in Hamburg.

It was the last work Brahms added to his repertory as a pianist, and for someone
who had long given up regular practicing to get through it at all is amazing. After the

premiere, Brahms took the work on an extensive tour of Germany with Hans von
Biilow and the superb Meiningen Orchestra: Leipzig resisted once again, but else-

where the reception was triumphant. People tended to find the first movement hard-
er to grasp than the rest, and almost universally a new relationship between piano
and orchestra was noted, phrases like "symphony with piano obbligato" being much
bandied about. With respect to the latter question, it is mainly that Brahms knew the

concertos of Mozart and Beethoven better than his critics and was prepared to draw
more imaginative and far-reaching conclusions from the subtle solo-tutti relationship

propounded in those masterpieces of the classical style.

Brahms begins by establishing the whole range of the solo's capabilities. The
piano enters with rhythmically cunning comment on the theme sung by the horn.
This is poetic and reticent, though there is also something quietly assertive in the way
the piano at once takes possession of five-and-a-half octaves from the lowest B-flat on
the keyboard to the F above the treble staff. When, however, the woodwinds and then
the strings continue in this lyric vein, the piano responds with a cadenza that silences

the orchestra altogether. But this cadenza, massive and almost violent though it is, set-

tles on a long dominant pedal and demonstrates that its "real" function is to intro-

duce, as dramatically as possible, an expansive and absolutely formal orchestral expo-
sition. Perhaps the greatest moment, certainly the most mysterious and original, of
this magisterial movement is the soft dawning of the recapitulation, the horn call and
its extensions in the piano being now gently embedded in a continuous and flowing
texture, an effect that suggests that the opening of the movement should be played
not as an introduction in a slower tempo, but as the real and organic beginning.
When all this occurs, you remember the piano's earlier eruption into the cadenza,
and the contrast now of the entirely lyrical continuation is the more poignant for that
memory. One tends to think of this concerto as essentially declamatory and as the
quintessential blockbuster, but the expression mark that occurs more often than any
other is "dolce" (followed in frequency by "leggiercTl).

Beethoven had to answer tiresome questions about why there were only two move-
ments in his last piano sonata, and now Brahms was constantly asked to explain the
presence of his "extra" ScherzerL He told Billroth that the first movement appeared to
him "too simple [and that] he required something strongly passionate before the
equally simple Andante." The answer half convinces: simplicity is not the issue as
much as urgency and speed. Long-range harmonic strategy, particularly with respect
to the Andante to come, must have had a lot to do with Brahms's decision. The con-
trast, in any event, is welcome, and the movement, in which one can still sense the bit-
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ing double-stops ofJoachim's violin, goes brilliantly.

The first and second movements end in ways meant to produce the ovations they

got at their early performances (and how priggish and anti-musical the present cus-

tom that indiscriminately forbids such demonstrations between movements) . From
here on, Brahms reduces the scale of his utterance, trumpets and drums falling silent

for the remainder of the concerto. The Andante begins with a long and famous cello

solo,* which, like its oboe counterpart in the Adagio of the Violin Concerto, becomes
increasingly and ever more subtly enmeshed in its surroundings (and thus less obvi-

ously soloistic) . The piano does not undertake to compete with the cello as a singer

of that kind of song. Its own melodies stand on either side of that style, being more
embellished or more skeletal. The key is B-flat, the home key of the concerto and
thus an uncommon choice for a slow movement, the most famous precedent being

Brahms's own earlier piano concerto, but the excursions within the piece are bold

and remarkable in their effect. For an example, it is its placement in the distant key

of F-sharp that gives the return of the cello solo its wonderfully soft radiance.

The finale moves gently in that not-quite-fast gait that is so characteristic of

Brahms. A touch of gypsy music passes now and again, and just before the end, which

occurs without much ado, Brahms spikes the texture with triplets.

—Michael Steinberg

Now Program Annotator of the San Francisco Symphony and the New York Philharmonic,

Michael Steinberg was the Boston Symphony Orchestra's Director of Publications from 1976

to 1979. Oxford University Press has recently published a compilation of his program notes

(including many written for the Boston Symphony) entitled The Symphony-A Listener's Guide.

*Five years later Brahms found another beautiful continuation from the same melodic germ in

Aaron Copland

Short Symphony (Symphony No. 2)

Aaron Copland was born in Brooklyn, New York, on November 14, 1900, and died in Peekskill,

New York, on December 2, 1990. He wrote his Short Symphony in 1932-33. Carlos Chavez, to

whom it is dedicated, conducted the first performance on November 23, 1934, with the Orquesta

Sinfonica de Mexico in Mexico City; there was, however, no performance in the United States

until Leopold Stokowski conducted one with the NBC Symphony in 1 944. (Five years earlier, on

February 26, 1939, the Short Symphony had been played in New York in the arrangementfor

string quartet with piano and clarinet that Copland had made in 1937). The score callsfor two

flutes (one doubling alto flute) and piccolo, two oboes and heckelphone (doubling English horn),

two clarinets and bass clarinet, two bassoons and contrabassoon, four horns, two trumpets,

piano, and strings. Copland indicates that English horn may be substituted for the heckelphone

throughout. *

At seventeen, Copland, who had begun by trying to learn harmony from a corre-

spondence course, became a pupil of Rubin Goldmark, nephew to the Viennese com-

poser Karl Goldmark. But while producing sonatas, rondos, and counterpoint exercis-

es for Goldmark, he was also writing Copland to please himself. When he showed his

teacher "a scherzo humoristique" called The Cat and the Mouse, Goldmark said, "I can't

The heckelphone is a baritone oboe pitched an octave below the regular oboe. It is named for

Wilhelm Heckel, who designed the instrument in 1904, twenty-five years after a conversation with

Wagner in which the composer complained of the lack of a powerful double-reed instrument in

the baritone range.
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tell you anything about this. I don't understand how you go about it or what the har-

monies are all about." It occurred to Copland that he needed to move on.

"In those days," Copland recalled in a 1967 conversation with Edward T. Cone,

it was clear that you had to be "finished" in Europe. Remember that I was an ado-

lescent during the First World War, when Germany and German music were very

unpopular. The new thing in music was Debussy and Ravel—also Scriabin...It

seemed obvious that if you went to Europe you would want to study in France. .

.

All the new things seemed to be coming from Paris—even before I knew the name
of Stravinsky.

So to Paris he went, where he kept hearing about a woman in her thirties by the

name of Nadia Boulanger, who was active at the Conservatory, the Ecole Normale,

and the newly founded American College at Fontainebleau. Boulanger did more for

Copland than help him to develop the technique that freed him to be himself. Serge

Koussevitzky, who had come to Paris from Russia in 1920, had invited her to appear as

organ soloist in his first season (1924-25) as conductor of the Boston Symphony, and
she was also engaged to perform with Walter Damrosch in New York; she asked

Copland for a concerto for these concerts. He was nervous, but Boulanger insisted,

and the Organ Symphony was the outcome.

Koussevitzky was a good friend to acquire. He believed passionately in the cause of

new music and in his obligation as head of one of America's most important musical

institutions to support American musicians. He presented the Organ Symphony soon

after Damrosch and went on to give the first performances of Copland's Musicfor the

Theatre in 1925, the Piano Concerto in 1927, and the Symphonic Ode (composed for

the BSO's fiftieth anniversary) in 1932. Although, with the exception of the Third

Symphony, Copland's premieres after that went elsewhere, Koussevitzky continued to

play his music, which meant significant exposure on the radio and eventually on
recordings as well.

Much of Copland's music in the 1920s was touched by the rhythms and gestures of

jazz. The music historian Alfred Einstein spoke for many when he called jazz "the

most abominable treason against all the music of Western civilization," and these peo-

ple deeply resented its invasion of Boston's Symphony Hall or New York's Carnegie.

Others were delighted by the emergence of a distinctively American style.

In 1932 Copland retreated to Mexico, a country for which he had an abiding love,

in order to think his way through a stylistic crisis. He felt he needed to move away
from what he called "a—shall we say—Hebraic idea of the grandiose, of the dramatic

and the tragic, which was expressed to a certain extent in the Organ Symphony [1924]

and very much in the Symphonic Ode [1929] . . .The Ode was a major effort, on which I

worked for several years. It really seemed like a culminating work, so that I had to do
something different after that." A more severe style emerged in the spare and tough
Piano Variations of 1930, though Copland came to think in retrospect that the

Variations represented "another version of the grandiose, except that it had changed
to a very dry and bare grandiosity, instead of the fat grandiosity of a big orchestral

work." Out of the Mexican retreat came the Short Symphony. It and the Variations are

the twin summits of Copland's achievement in his young years.

The jazz-influenced dislocation of meter that are so characteristic of Copland's
music in the 1920s are more prevalent than ever in the Short Symphony, but the "fat"

orchestral sound of the Symphonic Ode, completed in 1929, has given way to one that is

hard and lean, and the compositional procedures are fiercely concentrated.

Carlos Chavez, himself a distinguished composer, braved the score with his orches-

tra in Mexico City; his North American colleagues with their virtuoso ensembles did

not. Copland was bitterly disappointed, as reflected in his liner note for his 1967
Columbia recording:

Although the performance time is only fifteen minutes, it took me, on and off,

almost two years to complete it. On other occasions I've written fifteen minutes of
music in two weeks: if I expended so much time and effort on the Short Symphony
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it was because I wanted to write as perfect a piece as I could. So you can imagine

my feelings when, shortly after its first performance, the American premiere [by

Leopold Stokowski in Philadelphia] was canceled. Serge Koussevitzky [in Boston]

followed suit. Both conductors told me that they had not had enough time to pre-

pare the piece.

Copland's practical response, which he termed an "an act of desperation," was to

transcribe the Short Symphony as a sextet for string quartet with clarinet and piano,

in which form it is often played. Stokowski did finally give the U.S. premiere of the

Short Symphony, but only in 1944; there was no other performance in the United

States until 1954. It is a rarity still. (In 1989 the New York-based chamber orchestra

Orpheus performed and recorded the Short Symphony without conductor.)

Copland gave this description of the work (in that same liner note):

The work is in three movements (fast, slow, fast) played without pause. The first

movement is scherzo-like in character. Once, I toyed with the idea of naming the

piece The Bounding Line because of the nature of the first section. The second

movement is in three brief sections—the first rises to a dissonant climax, is sharply
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contrasted with a song-like middle part, and returns to the beginning. The finale is

once again bright in color and rhythmically intricate.

In 1954, Arthur Berger, Copland's first biographer, composed a set of brilliant and

witty One-Part Inventions for piano; surely he found the model in the kind of writing

that dominates the first movement of the Short Symphony. The instruments of Copland's

orchestra—and note the absence of heavy brass and the use of the piano as the sole

percussion instrument—dart in and out of the texture; the look of the page is busy.

For the most part, though, we hear only one pitch at a time, and rarely more than

two. When there are two notes, they are often a semitone apart, and the second, disso-

nant note comes across less as an independent harmonic or melodic entity than as a

dynamic accent. Most of the movement is indeed a single "bounding line." The time

signature changes continually—6/8, 7/8, 5/8, 6/8, 7/8 on a single page is typical

—

but even within any one measure the groupings are hardly ever "normal." In a 4/4

bar, for example, the principal accents might well fall on the second half of "one" and

on "four."

The slow movement provides strong contrast to what Berger called the both "play-

ful and frantic" athletic exuberance of the first. It also displays contrast within itself,

when the intense opening music gives way to the touching and simply harmonized

song of the middle section. The finale synthesizes what has gone before, bringing

back the "bounding line" and the delightful rhythmic shocks of the first movement,
but having also learned something from the slow movement about harmony and the

possibilities of denser textures.

It is a critical cliche that there are two Coplands, one being the composer of popu-

lar essays in Americana—both urban like Musicfor the Theatre and El salon Mexico, and
pastoral like Billy the Kid and Appalachian Spring—and the other the composer of more
severe, certainly more abstract, less referential works such as the Piano Variations, the

Piano Quartet, the Piano Fantasy, and his late orchestral works, Connotations and In-

scape. The two Coplands are of course one, and the two styles are connected, each

drawing strength and substance from the other. The Short Symphony is a remarkable

synthesis of the learned and the vernacular, and thus, in all its brevity, a singularly

"complete" representation of its composer.

—from notes by

Michael Steinberg

This program note on Copland's Short Symphony appeared originally in somewhat different

form in the program book of the San Francisco Symphony and is used by permission.

Igor Stravinsky

Suite from The Firebird

Igor Stravinsky was born at Oranienbaum, Russia, onJune 17, 1882, and died in New York

on April 6, 1971. He began composition ofThe Firebird in early November 1909 at a "dacha"

of the Rimsky-Korsakov family near St. Petersburg. He completed the score in the city, finishing

the actual composition in March and thefull score a month later; following somefurther retouch-

ing, thefinal score bears the date May 18, 1910. Commissioned by Diaghilev as a ballet in two

scenes, the work was first performed by the Ballets Russes at the Paris Opera onJune 25, 1910,

with a cast including Tamara Karsavina (the Firebird), Michel Fokine (Prince Ivan), Vera

Fokina (the Tsarevna), and Alexis Bulgakov (Kashchei); Gabriel Pierne conducted. The scenario

was by Fokine in collaboration with Diaghilev and his staff; Fokine also created the choreogra-

phy. Alexandre Golovine designed the settings, Golovine and Leon Bakst the costumes. The score

is dedicated to Andrei Rimsky-Korsakov, the son of the composer Nikolay, who had been Stravin-

sky 5 teacher. The American premiere of the ballet was given by the Ballets Russes at the Century

Theatre in New York onJanuary 17, 1916. Stravinsky made suitesfrom the ballet on three sepa-

rate occasions, the first in 1911 (employing virtually the original orchestration), the second in
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1919 (for a much smaller orchestra), and the third in 1 945 (using the same orchestra as the

second but containing more music). The version to be performed here is the 1911 suite with the

addition of the Berceuse, followed by the closing sections of the complete ballet, all in the original

1911 instrumentation. The suite in its original 1911 version calls for three flutes and piccolo

(third flute doubling second piccolo), three oboes and English horn, three soprano clarinets in A
(third clarinet doubling piccolo clarinet inD), bass clarinet, three bassoons (third doubling sec-

ond contrabassoon) , contrabassoon, four horns, three trumpets in A, three trombones, tuba, tim-

pani, triangle, cymbals, tambour de Basque, bass drum, campanelli, xylophone, celesta, piano,

three harps, and strings. Added to this in the added sectionsfrom the complete ballet (and to be

heard here at the start of the Berceuse and in the score's final moments) are three offstage trumpets.

The notorious inability of Anatol Liadov to finish his scores in time gave Stravinsky

his first big break. In 1909, Sergei Diaghilev needed to find a fast-working composer
for a new ballet based on the old Russian legend of the Firebird. Having been impressed

by Stravinsky's Fireworks, which he had heard a few months earlier, Diaghilev went to

Stravinsky to discuss a possible commission for The Firebird. Though deeply engrossed

in his opera The Nightingale, Stravinsky naturally recognized that a ballet commission

from Diaghilev with a production in Paris was an opportunity he could not turn down.

In fact, he was so enthusiastic that he began sketching the music before the formal

commission finally reached him. He composed the large score between November
1909 and March 1910; the final details of the full score were finished by May 18.

The premiere of the lavishly colorful score marked a signal triumph for the Ballets

Russes and put the name of Stravinsky on the map. Diaghilev quickly signed him up
for more ballets, and in short order he turned out Petrushka and The Rite of Spring,

with which he brought on a musical revolution. The scenario of The Firebird involves

the interaction of human characters with two supernatural figures, the magic Firebird

(a sort of good fairy) and the evil sorcerer Kashchei, a green-taloned ogre who can-

not be killed except by destroying his soul, which is preserved in a casket in the form
of an egg.
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Kashchei has an enchanted garden in which he keeps thirteen captured princesses

who are allowed out only at night. The young prince Ivan Tsarevich accidentally dis-

covers the garden while in pursuit of the fabulous Firebird. He captures the bird near

a tree of magical golden apples. The Firebird begs, in dance, to be set free, and the

prince finally agrees, but takes one magic feather from the bird as a token. The
enchanted princesses appear tentatively and shake the apple tree, then use the fallen

apples for a game of catch. Ivan Tsarevich interrupts their game, for he has fallen in

love with one of them. They dance a stately slow round dance called a khorovod to a

melody first introduced by the oboe, an actual folk song. In pursuit of the princesses,

Ivan Tsarevitch enters the palace, where he is captured by the monsters that serve as

Kashchei 's guards. Kashchei arrives and threatens to turn the prince into stone, but

Ivan Tsarevich waves the feather, summoning the Firebird to his aid. The magic bird

sets Kashchei's followers to treading an "infernal dance" of energetic syncopation.

In the final section of the ballet, following the destruction of the monster's soul,

all the knights that had previously been turned to stone come back to life (in a sweet-

ly descending phrase of folklike character) and all take part in a dance of general

happiness (a more energetic version of the same phrase). The Firebird has disap-

peared, but her music, now rendered more "human" in triadic harmony, sounds in

the orchestra as the curtain falls. Stravinsky distinguished musically between the

human and the supernatural elements of the story by using diatonic, often folk-like

melodies for the human characters and chromatic ideas for the supernatural figures

(slithery melodies for Kashchei and his realm, shimmering arabesques for the Firebird)

.

The suite begins with the ballet's Introduction, with its mood of magical awe. The
double basses present a melodic figure (two semitones and a major third) that lies

behind all the music of the Firebird. Following a culminating shower of brilliant har-

monics on the violins (played with a new technique discovered by Stravinsky for this

passage), a muted horn call signals the rise of the curtain on a nocturnal scene in

Kashchei's Enchanted Garden, which continues the mysterious music of the opening

(a chromatic bassoon phrase foreshadows the sorcerer). When Ivan Tsarevich cap-

tures the Firebird, the magical creature appeals to be freed in an extended solo dance

(Supplications of the Firebird) ; Ivan takes one of its feathers—a magic feather—before

allowing it to depart.

The Princesses' Game with the Golden Apples (Scherzo). Kashchei's captives, the

thirteen enchanted princesses, shake golden apples from the tree in the garden and
use these for a ball game. Ivan Tsarevich falls in love with one of them and suddenly

reveals himself to the group. They circle around him in a Khorovod (a stately slow

round dance) to one of the favorite passages of the score, a melody first introduced

by the solo oboe (an actual folk song, as mentioned above)

.

The suite then jumps to the moment in which Kashchei begins to turn Ivan into

stone, making a series of magic gestures: one—two— . . . But before he can make the

third and final gesture, Ivan Tsarevich remembers the Firebird's feather; he waves it,

summoning the Firebird to his aid. Kashchei's followers are enchanted by the magic
bird, who sets them dancing to an "infernal dance" of wild syncopation and striking

energy (Infernal Dance of all Kashchei's Subjects). With this the original 1911 suite

ended, but in 1912 Stravinsky published the Lullaby separately. This became a pop-

ular part of all later suites from the ballet and is included here in its original 1911

orchestration, followed by the final sections of the complete ballet, closing with one
of the most magical passages Stravinsky ever produced.

There are things in The Firebird that already foreshadow the revolutionary compos-
er to come: the inventive ear for new and striking sounds, the love of rhythmic irregu-

larities (though there is much less of it here than in Le Sacrel), and the predilection

for using ostinatos to build up passages of great excitement. In listening to this famil-

iar score, we may be able to sense afresh the excitement of being on the verge of a

revolution.

—Steven Ledbetter
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Dionne Marie Hansen
Selma Pearl and Susan and Richard

Grausman Fellowship

Hilary Lynch
Mrs. Peter LB. Lavan Fellowship

Elizabeth Rowe
Theodore and Cora Ginsberg Fellowship

Todd Skitch

Donald Bellamy Sinclair Memorial Fellowship

Oboe
Erin Gustafson

Fernand Gillet Memorial Fellowship

Lisa McCullough
Edward andJoyce Linde Fellowship

Lora Schaefer

Arthur Fiedler/Leo Wasserman Fellowship

Rebecca Schweigert

Augustus Thorndike Fellowship

Sandy Stimson

Edwin and Elaine London Family Fellowship

Bassoon/Contrabassoon
Vance Lee

Sherman Walt Memorial Fellowship

Jose Lozano
Susan Morse Hilles Fellowship

Kenneth Moses
Red Lion Inn Fellowship

Douglas Quint
Rita Meyer Fellowship

Laurel Sharp

Robert G. McGlellan, Jr., and LBM Matching

Grant Fellowship

Horn
Dana Christensen

Dale and Anne Fowler Fellowship

Joshua Garrett

William F. andJuliana W. Thompson

Fellowship

Haley Hoops
Dr. John H. Knowles Memorial Fellowship

Neil Kimel

Edward G. Shufro Fellowship

Michael Mayhew
CD. Jackson Fellowship

Jennifer Montone

Ruth and Alan Sagner Fellowship

Trumpet
Kevin Finamore

Armando A. Ghitalla Fellowship

Mark Flegg

Andre Come Memorial Fellowship

David Prentice

English-Speaking Union Fellowship

Christopher Still

Rosamond Sturgis Brooks Memorial

Fellowship

Ben Wright

Wynton Marsalis Fellowship

Clarinet

Carey Bell

Mr. and Mrs. Belvin Friedson Fellowship

Michael Bepko
Berkshire Life Insurance Company Fellowship

Sarah Elbaz

Bristol-Myers Squibb Foundation Fellowship

Benjamin Fingland

Mr. and Mrs. Robert E. Remis Fellowship

Jean-Philippe Vivier

Florence Gould Foundation Fellowship

Bass Clarinet

Amanda Mcintosh
Mr. and Mrs. Allen Z. Kluchman Memorial

Fellowship

Tenor Trombone
Marcos Max Vails Martin

Omar Del Carlo Tanglewood Fellowship

James Nova
Ruth S. Morse Fellowship

Jarod Vermette

Judy Gardiner Fellowship

Bass Trombone
Scott Thornton

Albert L. and Elizabeth P. Nickerson

Fellowship

Tuba
Randall Montgomery

Caroline Grosvenor Congdon Memorial

Fellowship
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Timpani/Percussion
Edward Atkatz

Barbara Lee/Raymond E. Lee Foundation

Fellowship

Lorenzo Ferrandiz Carrillo

Jerry and Nancy Straus Fellowship

Eric Millstein

Frederic andJuliette Brandi Fellowship

Joseph Pereira

William Randolph Hearst Foundation

Fellowship

Michael Sharkey

Geraldine R. Dodge Foundation Fellowship

Matthew Strauss

Anonymous Fellowship

Harp
Valerie Muzzolini

John and Susanne Grandin Fellowship

Tomoko Sato

Kathleen Hall Banks Fellowship

Piano/Keyboard
Marta Aznavoorian

Friends ofArmenian Culture Society

Fellowship

Xak Bjerken

PaulJacobs Memorial Fellowship

Alon Goldstein

Felicia Montealegre Bernstein Fellowship

Stewart Goodyear
Baldwin Piano and Organ Company

Fellowship

Albert Kim
Billy Joel Keyboard Fellowship

Naomi Niskala

Eunice Cohen Fellowship

Jean Schneider

Daphne Brooks Prout Fellowship

Jeff Tomlinson
Marilyn Brachman Hoffman Fellowship

Miri Yampolsky

Wilhelmina Sandwen Fellowship

Composition
Kevin Beavers

Aaron Copland Fund for Music Fellowship

Shih-Hui Chen
Otto Eckstein Family Fellowship

Alexander Kalogeras

Bessie Pappas Fellowship

Kevin Putz

DeWitt Wallace-Reader's Digest Fund
Fellowship

Lisa Reim
Benjamin Britten Memorial Fellowship

Thoma Simaku
Leonard Bernstein Fellowship

Karen Tanaka
Margaret Lee Crofts Fellowship

Conducting
Gabriel Feltz

Leonard Bernstein Fellowship

Daisuke Soga
Seiji Ozawa Fellowship

Chamber Ensemble Residency
Zurich Piano Trio

Christiane Frucht

Frelinghuysen Foundation Fellowship

Joel Marosi

Stephen and Persis Morris Fellowship

Patrick McDermott
Kandell Family Fellowship

Sausalito String Quartet
Matthew Lavin

Luke B. Hancock Foundation Fellowship

Nicholas Lozovsky

William R. Housholder Fellowship

Paul Nahhas
Boston Symphony Orchestra Fellowship

Luigi Peracchia

David R. and Muriel K. Pokross Fellowship

Voice

Anna-Maria Bogner
Edward G. Shufro Fellowship

Jennifer Cobb
Francis and Caryn Powers Fellowship

Thomas Doherty

Lia and William Poorvu Fellowship

Anthony Griffey

Housatonic Curtain Company Fellowship

Carolyn Gronlund
Ann and Gordon Getty Foundation Fellowship

Alexandra Sari Gruber
Nancy Lurie Marks Fellowship

Michaela Gurevich

Harold and Thelma Fisher Fellowship

Paul Guttry

Tappan Dixey Brooks Fellowship

Scott Hogsed
Gloria Narramore Moody Foundation

Fellowship

Bradley Howard
Abby andJoe Nathan Fellowship

Ingajonsdottir

J.P. and Mary Barger Fellowship

Andrew Martens

Bernice and Lizbeth Krupp Fellowship

David Ossenfort

Mr. and Mrs. Victor P. Levy Fellowship

Sarah Pelletier

Geraldine R. Dodge Foundation Fellowship

Stephen Salters

Nat Cole Memorial Fellowship

Mark Schowalter

Darling Family Fellowship
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Stafford Turner

Ann V. Dulye and Linda M. DulyeFellowship

Amy Wagar
Dr. Marshall N. Fulton Memorial Fellowship

Amy Zorn
Pearl and Alvin Schottenfeld Fund Fellowship

Vocal Coaching/Accompanying
Edward Bak

Stephanie Morris Marryott and Franklin J.

Marryott Fellowship

Dana Brown
R. Amory Thorndike Fellowship

Gary Gress

Harry Stedman Fellowship

Marie-France Lefebvre

Ruth andJerome Sherman Memorial

Fellowship

Pamela Reimer
Marie Gillet Fellowship

Cameron Stowe

Peggy Rockefeller Memorial Fellowship

Grant Wenaus
Mr. and Mrs. David B. Arnold, Jr.,

Fellowship

David Zobel

Florence Gould Foundation Fellowship

Phyllis Curtin Seminar for Singers

Emily Benson
Boston Symphony Orchestra Scholarship

Kathryn Brown
Tisch Foundation Scholarship

Kathleen Flynn

Eugene Cook Scholarship

Robert Gildon

Mary H. Smith Scholarship

Raymond Granlund
Richard F. Gold Memorial Scholarship

Kimberly Gratland

Claire and Millard Pryor Scholarship

Daniel Gurvich

Stuart Haupt Scholarship

Theodore Huffman
June Ugelow Scholarship

TiffanyJackson

Dorothy and Montgomery Crane Scholarship

Taras Kulish

Ethel Barber Eno Scholarship

Michael Maniaci

Tanglewood Programmers and Ushers

Scholarship

Steven Maricle

Andrall andJoanne Pearson Scholarship

Brian McMillan

Cindy L. Spark Scholarship

Esther Moses
Steve and Nan Kay Scholarship

Daniel Norman
Miriam Ann Kenner Memorial Scholarship

Brenda Patterson

William E. Crofut Family Scholarship

Kira Slovacek

LeahJansizian Memorial Scholarship

Seminar for Conductors
Ronen Borshevsky

Koussevitzky Music Foundation Fellowship

Filip Bral

Maurice Abravanel Scholarship

Christopher Franklin

William and Mary Greve Foundation

Scholarship

Stephane Fromageot
Evelyn and Phil Spitalny Conductor

Scholarship

James Kelleher

Patricia Plum Wylde Scholarship

Simon Lipskar

William and Mary Greve Foundation

Scholarship

Yasuo Shinozaki

Charles L. Read Foundation Scholarship

David Tang
Mr. and Mrs. VincentJ. Lesunaitis

Fellowship

Gordian Teupke
Hon. and Mrs. Peter H.B. Frelinghuysen

Scholarship

Tanglewood Music Center Orchestra

Personnel Manager
Harry Shapiro

Librarians

John Grande
John Perkel

Stage Managers

Jacob Moerschel

Dennis Conroy
Richard Frost

Monette Searles

Erin Turner
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TOP 10

REASONS

TO GO TO

CANYON

RANCH

10. There's a tired, overwrought stranger living in

your mirror.

9. Chocolate is your favorite food group.

8. Everyone tells you to take a hike.

7. You're getting tan by the light in the fridge.

6. You get winded jogging your memory.

5. When you get the urge to exercise you lie down
until it goes away.

4. Your mind-body connection has shorted out.

3. Your family has been

begging for a vacation -

for you.

2. You deserve it.

1. Canyon Ranch is the

five-time winner of

the Best Spa Award,

Conde Nast Traveler

Readers' Choice

Survey.

^ggtet8(ft£.

. V

ffiPS

Need more reasons to

come to Canyon Ranch? "^"orRS*

• Healthy adventures in stunning surroundings.

• Everything you need to relax, renew, and re-energize.

• Fine dining with a healthy twist.

• More than 40 fitness activities each day, plus

exhilarating outdoor sports.

• Health and wellness professionals to help you feel

your best - for the rest of your life.

Whatever your reason, enjoy the vacation that lasts a lifetime.

Canyon Ranch in the Berkshiress

Lenox, Massachusetts

800-726-9900
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ARTISTS

Making their Tanglewood debut this week, Chanticleer, the

only full-time classical vocal ensemble in the United States,

has developed a remarkable reputation over its eighteen-

year history for its interpretation of vocal literature from

Renaissance to jazz, and from gospel to venturesome new
music. With its seamless blend of male voices ranging from

countertenor to bass, Chanticleer has been recording

exclusively for Teldec Classics International. Based in San

Francisco, Chanticleer performs more than 100 concerts a

year across the United States as well as in Europe and Asia.

The 1995-96 season has taken Chanticleer to twenty-six states, including six concerts at New
York's Metropolitan Museum and a debut concert at Chicago's Orchestra Hall. The ensemble

also appeared for the first time with the Saint Paul Chamber Orchestra led by Hugh Wolff,

performing music from the group's recent release "Mexican Baroque," which was nominated

for a Gramophone Award. The season also saw the release of Chanticleer's sixth recording on

Teldec, "Sing We Christmas," featuring selections from the Renaissance through the twenti-

eth century in Latin, German, Spanish, French, and English. Next follows an album of sym-

phonic jazz and pop songs in new arrangements written especially for the group and con-

ducted by Ettore Stratta, a recording based in part on Chanticleer's debut concert with the

San Francisco Symphony Pops. Taking its name from the "clear-singing" rooster in Geoffrey

Chaucer's Canterbury Tales, Chanticleer was founded in 1978 by tenor and current artistic

director Louis Botto and made its debut in San Francisco's Mission Dolores. Singer/conduc-

tor/arranger Joseph Jennings joined Chanticleer in 1983 and became the group's music

director the following year. Baritone Frank Albinder, who has been a member of Chanticleer

for eight years, was named associate conductor in 1995. Prior to its association with Teldec

Classics, the group produced recordings on its own Chanticleer Records label. Recent mile-

stones have included Chanticleer's first fully-staged performances, Benjamin Britten's operat-

ic parable Curlew River; a collaboration with the American Boychoir in a program of tradition-

Great new recordings of

the BSO
;
heard

BSO 441122

BS0H3

as never

before!
also available

A production ofthe
Boston Symphony
Orchestra, Inc.

Exclusive DistrtbiituHt Bv,

ALLEGRO
Both titles now available

at The Glass House BSO 171002
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Chester Williams, Fox Hill Village resident and Dean Emeritus, New England Conservatory or Music.

'Teacningf music to my rrienas here

Drinks harmony to my lire.
7

You couldn't rind a riner music teacher than Mr. Williams. Just

ask trie Fox Hill Village residents who take his class on music

appreciation. To learn how Fox Hill Village can hring harmony

to your life, call us at 617-329-4433. Fox Hill Village, New

England's premiere retirement community. Developed by The

Massachusetts General Hospital ana the Hi/lhaven Corporation.

Fox HillVillage
atWESTWOOD

10 Longwood Drive, Westwood, MA 02090 (6 17) 329-4433

(Exit 16B off Route 128)
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al English cathedral music; and a special concert on Public Radio International's "Saint Paul

Sunday Morning" broadcast to more than 180 cities nationwide.

In collaboration with the Women's Philharmonic and Aptos Creative Arts, Chanticleer

named Chen Yi as composer-in-residence for a three-year period that began in 1993, funded

by Meet the Composer as part of its "New Residencies" program. Other composers Chanti-

cleer has commissioned include David Conte, Anthony Davis, Jan Gilbert, William Hawley,

David Jaffe, Bernard Rands, Steven Sametz, Peter Schickele, and Augusta Read Thomas. The
group's numerous citations include the Margaret Hillis Achievement Award for Choral Excel-

lence from Chorus America (1995), the ASCAP-Chorus America Award for adventurous pro-

gramming of contemporary music (1994), and the National Citation from the Phi Mu Alpha

Sinfonia (1993). Chanticleer receives major foundation support and government grants,

including awards from the California Arts Council and the City of San Francisco. For the past

several years the National Endowment for the Arts has awarded its largest choral grants to the

ensemble. Chanticleer brings the gift of singing to children by conducting artist-in-the-

schools residencies both on tour and in the San Francisco Bay Area.

Pianist John Browning has made more than twenty European concert tours

and has performed repeatedly with such orchestras as the Concertgebouw
of Amsterdam, the Brussels Philharmonic, the London Philharmonic, the

London Symphony, and the Scottish National Symphony. He has toured

the Soviet Union on four occasions and has concertized also in Japan,

South America, and Africa. In the United States he appears regularly with

the Boston Symphony, Chicago Symphony, Cleveland Orchestra, Philadel-

phia Orchestra, New York Philharmonic, Saint Louis Symphony, Pittsburgh

Symphony, and Los Angeles Philharmonic. In the 1996-97 season Mr. Brown-

ing continues to appear in recital, and with leading orchestras across the United States and
Europe; highlights include a concert with the Chamber Music Society of Lincoln Center, and
appearances with the Los Angeles Philharmonic at the Hollywood Bowl, the Houston Sympho-
ny, the National Symphony, and the Colorado Symphony, among others. In 1962 Mr. Browning

was soloist at the inaugural celebration at New York's Lincoln Center with Erich Leinsdorf

and the Boston Symphony in the world premiere of Samuel Barber's Pulitzer Prize-winning

Concerto for Piano and Orchestra, which was written for Mr. Browning, and which he record-

ed in 1964 with George Szell and the Cleveland Orchestra. A new recording of the concerto

with the St. Louis Symphony under Leonard Slatkin recently earned Mr. Browning his first

Grammy Award for Best Instrumental Soloist with Orchestra and also received a Grammy
nomination for Best Classical Album. In 1992 Mr. Browning began recording for MusicMasters;

his disc of Barber's complete solo piano music for that company earned him a second
Grammy, for Best Classical Instrumental Soloist Without Orchestra. Other recent recordings

include two Mozart concertos with Julius Rudel and the Orchestra of St. Luke's, a Scarlatti

disc, and, on Deutsche Grammophon, the complete Barber songs with Thomas Hampson
and Cheryl Studer. For Delos he has recorded discs devoted to Mussorgsky, Liszt, and Rachman-
inoff. He has recorded also for CBS Masterworks, RCA, Capitol, and Phoenix. Mr. Browning
recently celebrated his sixtieth birthday with a three-concert series at Lincoln Center, perform-

ing with Leonard Slatkin and the Juilliard Orchestra, in recital, and with Thomas Hampson
and the Ridge Ensemble. Each of those concerts included a world premiere and at least one
work by Samuel Barber, with whom Mr. Browning has been closely identified over the years.

Mr. Browning's career was launched in the mid-1950s: in three consecutive years he won
the Steinway Centennial Award, the Leventritt Competition, and second prize in the Queen
Elisabeth of Belgium International Competition. His first appearances with the Boston Sym-
phony were in September 1962, when he premiered the Barber Piano Concerto. He record-

ed the Prokofiev piano concertos with Erich Leinsdorf and the Boston Symphony for RCA in

the 1960s and appeared with the orchestra most recently at Tanglewood last summer.
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THURSDAY, AUGUST 29

7:30PM, SEIJI OZAWA HALL

ARTURO SANDOVAL SEXTET

FRIDAY, AUGUST 30
7:30PM, SEIJI OZAWA HALL

BETTY CARTER and her Quartet

SATURDAY, AUGUST 31
1:30PM, SEIJI OZAWA HALL

JOHN PIZZARELLI TRIO with special guest

BUCKY PIZZARELLI

7:30PM, SEIJI OZAWA HALL*

DAVE BRUBECK QUARTET

SUNDAY, SEPTEMBER 1

1:30PM, SEUI OZAWA HALL

IS. MONK, JR., QUARTET

7:30PM, SEIJI OZAWA HALL *

GEORGE SHEARING AND JOE WILLIAMS

MONDAY, SEPTEMBER 2
1:30PM, SEIJI OZAWA HALL

JOE LOVANO QUARTET with special guests

THE CHRISTIAN McBRIDE QUINTET

y^m; >m

SPECIAL PRICES APPLY TO THESE CONCERTS

PROGRAMS AND ARTISTS SUBJECT TO CHANGE.

AFTERNOON CONCERTS: $22, $16 LAWN: $1

1

EVENING COCERTS: $42, $30, $21 LAWN: $13

SPECIAL PRICES: $45, $32, $25 LAWN: $1 6.50

m

7&m

ir
c;

f/ytM

FOR TICKETS CALL SYMPHONYCHARGE IN

THE BOSTON AREA AT 617-266-1200; FOR
Tanglewffid ALL OTHER AREAS CALL 1 -(800J-274-8499
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Whether portraying operatic heroines, interpreting Lieder, or appearing

with the world's great orchestras and conductors, Jessye Norman captivates

audiences across the globe. Ms. Norman's performances last summer
included a new production of Schoenberg's Erwartung at the Salzburg

Festival directed by Robert Wilson. In September she opened the 1995-96

seasons of the New York Philharmonic with Kurt Masur and the Boston

Symphony Orchestra with Seiji Ozawa. In January 1996 she sang the lead-

ing role in the first Metropolitan Opera production ofJanacek's The

Makropulos Case; in March she appeared in concert at Carnegie Hall with

James Levine and the Metropolitan Opera Orchestra. Ms. Norman's 1995-96 season also

included concert tours in Europe and North America with a recital at Lincoln Center's Avery

Fisher Hall in May. In July she sings for the Opening Ceremonies of the Centennial Olympic

Games in Atlanta, and in concert performances with the orchestras of Atlanta and Savannah

for their respective Olympic Arts festivals. Jessye Norman has sung a widely varied operatic

repertoire at La Scala, Florence's Teatro Comunale, the Royal Opera House, the Stuttgart

Opera, the Vienna and Hamburg State Operas, the Opera Company of Philadelphia, Lyric

Opera of Chicago, the Aix-en-Provence Festival, and the Salzburg Festival. Her Metropolitan

Opera debut in Berlioz's Les Troyens opened the Met's hundredth-anniversary season in 1983.

Her many televised appearances have included several "Live From the Met" and "Live From
Lincoln Center" telecasts; the Christmas specials 'Jessye Norman at Notre Dame" and
"Christmastide"; the Saito Kinen Festival production of Stravinsky's Oedipus Rex led by Seiji

Ozawa; the documentary "Jessye Norman Sings Carmen," chronicling her recording of Bizet's

opera; and the role of Sieglinde in Wagner's Die Walkiire, filmed as part of the Metropolitan

Opera's complete Ring cycle. Millions of television-viewers worldwide also saw her sing the

Marseillaise as part of the Bastille Day festivities celebrating the 200th anniversary of the French

Revolution in July 1989. Ms. Norman has been presented with many prestigious awards and

distinctions, including honorary doctorates at some twenty-six colleges, universities, and con-

servatories around the world. In 1984 the French Government invested her with the title

BOSTON SYMPHONY CHAMBER PLAYERS

with GILBERT KALISH, PIANIST

THREE SUNDAY AFTERNOONS AT 3PM

$59, $43, $35.50

NOVEMBERS, 1996

BEETHOVEN Trio in B-flat for clarinet, cello, and piano, Op. 1

1

STRAVINSKY 'Ragtime' for eleven instruments

FALLA Concerto for piano, flute, oboe, clarinet, violin, and cello

FRANCK Quintet in F minor for piano and strings

FEBRUARY 9, 1997

MOZART Quintet in E-flat for horn and strings, K.407

VARESE 'Octandre' for double bass, flute, oboe, clarinet,

bassoon, horn, trumpet, and trombone

KIRCHNER Piano Trio No. 2

DVORAK Trio in F minor for piano, violin, and cello, Opus 65

MARCH 16, 1997

HAYDN Piano Trio in E-flat, Hob. XV29
FINE Partita for Winds

SCHUMANN Quintet in E-flat for piano and strings, Op. 44

Explore the full spectrum of chamber music repertoire

with the Boston Symphony Chamber Players, the

acclaimed ensemble founded in 1 964 and made up

of BSO principal players. Joining the Chamber Players

for their annual three-concert series at Jordan Hall

is esteemed pianist Gilbert Kalish.

JORDAN HALL AT THE NEW ENGLAND CONSE RVATORY

TO SUBSCRIBE NOW CALL THE SUBSCRIPTION OFFICE AT (617) 266-7575.
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"Commandeur de l'Ordre des Arts et des Lettres" and the National Museum of Natural His-

tory in Paris named an orchid for her. In October 1989 she was awarded the Legion d'Honneur
by French President Mitterand, and in June 1990 she was named Honorary Ambassador to

the United Nations by U.N. Secretary Xavier Perez de Cuellar. She was winner of an Ace
Award from the National Academy of Cable Programming for 'Jessye Norman at Notre Dame,"
and of the Grand Prix atJapan's Symphony Hall 1992 International Music Awards. One of

today's most distinguished recording artists, Ms. Norman has made numerous award-winning

recordings, including most recently Strauss's Salome with Seiji Ozawa and the Dresden State

Orchestra on Philips, and a Berg collection on Sony Classical including early songs with

piano accompaniment, and the Altenberg Lieder and Seven Early Songs with Pierre Boulez and
the London Symphony Orchestra. In addition to her busy performance schedule, Ms. Norman
is actively involved in assisting such diverse non-profit arts organizations as Phoenix House,

the Fresh Air Fund, the Harlem School of the Arts, and the Alvin Ailey Dance Theater. She
serves on the National Advisory Board of the Dance Theatre of Harlem, and on the Board of

Directors for the Ms. Foundation, the National Music Foundation, Citymeals-on-Wheels in

New York City, and the New York Botanical Garden. She is national spokesperson for The
Partnership for the Homeless and The Lupus Foundation. She is also a member of the Board
of Trustees of Paine College in her home town of Augusta, Georgia, where she lived until she

was seventeen. She now resides in New York State. A relentless Girl Scout cookie-seller, she is

a lifetime member of the Girl Scouts of America. Ms. Norman made her Boston Symphony
debut at Tanglewood in August 1972 and has appeared frequently with the BSO since then,

most recently as guest soloist for the opening night concert of the BSO's 1995-96 subscrip-

tion season. In February 1994 she performed and recorded music of Haydn, Berlioz, and
Britten with Mr. Ozawa and the orchestra for future release on Philips. Prior Boston Symphony
recordings under Mr. Ozawa's direction have included Schoenberg's Gurrelieder, Mahler's

Kindertotenlieder, and Mahler's Third Symphony.

Robert Spano will become music director of the Brooklyn Philharmonic,

the resident orchestra of the Brooklyn Academy of Music, beginning with

the 1996-97 season. At age thirty-four, the former Boston Symphony assis-

tant conductor has led nearly every major North American orchestra, in-

cluding the Atlanta Symphony, the Boston Symphony, the Chicago Sym-

phony, the Cleveland Orchestra, the Los Angeles Philharmonic, the

*gjk jW^^^ Orchestre Symphonique de Montreal, the National Symphony, the Phila-

delphia Orchestra, the St. Louis Symphony, and the Toronto Symphony.

B liP^i I Mr. Spano was appointed an assistant conductor of the Boston Symphony
Orchestra by Seiji Ozawa in 1990, making his critically acclaimed debut with the orchestra

in February 1991. This was soon followed by numerous other debut appearances, notably

in Philadelphia, Chicago, and at the Opera Theatre of St. Louis. Subsequent to his Boston

appointment he has maintained a busy schedule as a guest conductor with orchestras and
opera companies throughout North America, Europe, Asia, and Australia, including the New
Japan Philharmonic, the Orchestre National du Capitole de Toulouse, the Tonhalle Orches-

tra of Zurich, the Frankfurt Radio Symphony, the Sydney Symphony, and the Royal Opera
at Covent Garden. In 1994 he received the prestigious Seaver/National Endowment for the

Arts Conductors Award. In the 1995-96 season Mr. Spano made debut appearances with the

Brooklyn Philharmonic, the Houston Symphony, the Residentie Orkest of the Hague, and
the Staatstheater Stuttgart. Next season he returns to the Chicago Symphony and makes

debut appearances with the Pittsburgh Symphony and Welsh National Opera. Born in Con-

neaut, Ohio, and raised in Elkhart, Indiana, Mr. Spano grew up in a musical family playing

flute, violin, and piano, and composing. A graduate of the Oberlin Conservatory, where he

studied conducting with Robert Baustian, he continued his studies at the Curtis Institute of

Music with the late Max Rudolf. A faculty member at the Tanglewood Music Center and the

Oberlin Conservatory, where he has been music director of the Opera Theater since 1989,

Mr. Spano also appears regularly at the Aspen Music Festival. An accomplished pianist, he

performs chamber music concerts with many of his Oberlin and Boston Symphony colleagues.

Mr. Spano appeared with the Boston Symphony Orchestra most recently leading subscription

concerts at Symphony Hall this past November and December and will reutrn to the BSO
podium here at Tanglewood next month.
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American pianist Peter Serkin is acclaimed for his performances with

orchestra, as recitalist, as chamber music collaborator, and as recording

artist. His grandfather was the violinist and composer Adolf Busch. In 1958

he entered the Curtis Institute of Music, where he studied with Lee Luvisi,

Mieczyslaw Horszowski, and Rudolf Serkin, his father. He also studied with

Ernst Oster, Marcel Moyse, and Karl Ulrich Schnabel. In 1959, at twelve,

he made his debut at the Marlboro Festival, followed by his New York

debut that fall. He has since performed with the world's major symphony
orchestras and played chamber music with, among others, Alexander Schneider, Pablo Casals,

the Budapest String Quartet, the Guarneri String Quartet, and Tashi, of which he was a

founding member. Mr. Serkin combines a long-standing and absorbing interest in contempo-

rary music with an ongoing exploration of the standard classical repertoire, "...in real time,"

a disc of solo piano works written for him by Lieberson, Knussen, Henze, Berio, Goehr, Take-

mitsu, and Kirchner, has recently been released on RCA Victor Red Seal. A second contem-

porary album, with music of Webern, Wolpe, Messiaen, Takemitsu, Wuorinen, and Lieberson,

is due out in the spring of 1997. Also forthcoming are an album of solo piano works by Take-

mitsu (a project undertaken by Mr. Serkin following the composer's recent death); Bach's

Two- and Three-part Inventions and the four Duets; three Beethoven sonatas; and the Brahms-

Handel and Reger-Bach variations. Mr. Serkin will begin his 1996-97 season in Germany at

the Berlin Festival, performing the Brahms B-flat concerto with Claudio Abbado and the

Berlin Philharmonic. In November he returns to Germany for solo recitals of repertoire by

Bach, Reger, Stravinsky, Takemitsu, and Beethoven. In addition to solo recitals in North
America, he also tours this season in recital with violinist Pamela Frank, with whom he will

record the three violin sonatas of Brahms for London/Decca. Orchestral engagements in-

clude appearances with the Cleveland Orchestra and Oliver Knussen, the Columbus Symphony,
the Nashville Symphony, the Baltimore Symphony, and a tour of both coasts with the Minne-
sota Orchestra and Eiji Oue. Mr. Serkin is acclaimed for his renditions of Mozart sonatas and
concertos. With Alexander Schneider and the English Chamber Orchestra he has recorded

a prizewinning set of the six concertos composed by Mozart in 1784; this was named "Best

Recording of the Year" and one of the best recordings of the past two decades by Stereo Review.

The first pianist to be awarded the Premio Internazionale Musicale Chigiana in recognition

of his outstanding artistic achievement, Mr. Serkin is on the faculties of the Juilliard School,

the Curtis Institute of Music, and, since 1985, the Tanglewood Music Center. He has per-

formed frequently with the Boston Symphony Orchestra since his first Tanglewood appear-

ance in 1970.

LEE BANK
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Main Office: 75 Park Street, Lee, MA (413) 243-0117

Branch Office: Elm Street, Stockbridge, MA (413) 298-3611

Loan Office: Great Barrington, MA (413) 528-5531

Loan Office: Pittsfield, MA (413) 445-7270 FDIC/DIF
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THE KOUSSEVITZKY SOCIETY

The Koussevitzky Society recognizes annual gifts to the Tanglewood Annual Fund, the Tanglewood

Business Fund, and the Tanglewood Music Center. The Boston Symphony Orchestra is grateful to the

following individuals, foundations, and corporations for their generous annual support of $1,800 or

more during the 1995-96 season. Capital and endowment contributions of $1,800 or more given during

this season are listed as well. This roster acknowledges gifts received from September 1, 1995, through

June 30, 1996.

Baldwin Piano & Organ Company

Mr. and Mrs.
J.

P. Barger

Ms. Helen Ladd Brackett

Mr. and Mrs. Richard S. Burdick

Ms. Renee Burrows

The Aaron Copland Fund for Music,

Inc.

Country Curtains

Geraldine R. Dodge Foundation

Mr. Sanford H. Fisher

Hon. and Mrs. John H. Fitzpatrick

Fromm Music Foundation

BENEFACTORS
GE Plastics

The Ann and Gordon Getty

Foundation

The William and Mary Greve

Foundation

Mr. Charles H.Jenkins, Jr.

William M. Joel

Mr. and Mrs. H. Eugene Jones

Natalie and Murray S. Katz

The Koussevitzky Music Foundation

Mr. and Mrs. William D. Larkin, Jr.

Mr. Robert G.McClellan, Jr.

Gloria Moody Press

The Red Lion Inn

Mr. and Mrs. Joseph H. Reich

Mr. and Mrs. David Rockefeller, Jr.

Edward G. Shufro

Dr. and Mrs. Richard F. Spark

Mr. John Studzinski

Mr. and Mrs. Denis F. G. Tottenham

Mr. and Mrs. Loet A. Velmans

Anonymous (1)

The Britten-Pears Foundation

Eunice Cohen

The Frelinghuysen Foundation

Susan Morse Hilles

Housatonic Curtain Company

The James A. Macdonald

Foundation

Mr. and Mrs. Harry L. Marks

FELLOWS
Wynton Marsalis

Henrietta N. Meyer

The Netherland-America

Foundation

Mr. and Mrs. William C. Rousseau

The Bessie Pappas Charitable

Foundation

Charlotte Palmer Phillips

Foundation

Mr. and Mrs. William C. Rousseau

Mrs. Donald B. Sinclair

Mrs. Anson P. Stokes

Mr. and Mrs. Sam Zemsky

Berkshire County Savings Bank

Berkshire Life Insurance Company

Ann and Alan Bernstein

Elayne P. Bernstein

Mr. and Mrs. Wynton M. Blount

The Bristol-Myers Squibb

Foundation

Mr. and Mrs. Lewis S. Dabney

Mr. and Mrs. Channing Dichter

Ann V. Dulye/Walden Printing

Company

Mr. and Mrs. George M. Elvin

Mrs. Harris Fahnestock

Mr. and Mrs. Dale E. Fowler

Mr. and Mrs. Richard Fraser

SPONSORS
Daniel and Shirlee Cohen Freed

Hon. Peter H. B. Frelinghuysen

Mr. and Mrs. Belvin Friedson

Mr. and Mrs. Theodore Ginsberg

Mr. and Mrs. Arnold Golber

Carol R.and AvramJ. Goldberg

Mr. and Mrs. Richard Grausman

Mr. and Mrs. John C. Haas

Ms. Marilyn Brachman Hoffman

Mr. and Mrs. William R. Housholder

Kay-Bee Toy & Hobby Shops, Inc.

Mr. and Mrs. Philip Kruvant

Barbara Lee/Raymond E. Lee

Foundation

Mr. and Mrs. Victor P. Levy

Mr. and Mrs. Edward H. Linde

Mr. and Mrs. Otto Morningstar

Mrs. Carl D. Pearl

Drs. Eduardo and Lina Plantilla

Mr. and Mrs. Francis M. Powers, Jr.

Mr. and Mrs. Millard H. Pryor, Jr.

Mr. and Mrs. Robert E. Remis

Mr. Alan Sagner

Dr. Raymond and Hannah H.

Schneider

Jerry and Nancy Straus

Mr. and Mrs. Aso Tavitian

Dr. and Mrs. Albert Wermuth, Jr.

Mr. Giles C. Windor

Mr. and Mrs. Eric K. Zeise
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Mr. and Mrs. William F. Allen, Jr.

The Apple Tree Inn

Mr. and Mrs. William
J.
Ash

Mr. and Mrs. Adolph
J.

Berger

Mr. and Mrs. Allen
J.

Bernstein

Mr. and Mrs. Jay R. Braus

Ann Fitzpatrick Brown

Peter L. Buttenweiser

Canyon Ranch in the Berkshires

Catharon Productions

Dr. and Mrs. James C. Collias

Mr. and Mrs. Neil Colvin

Mr. and Mrs. Albert C. Cornelio

Mr. and Mrs. Clive S. Cummis

Malka and Eitan Evan

Mr. and Mrs. Harold M. Falik

Mr. and Mrs. Henry N. Flynt, Jr.

Priscilla H. Garlock, M.D.

Dr. and Mrs. Paul H. Gendler

Mr. and Mrs. Richard
J.

Gilbert

Mrs. Haskell R. Gordon

Mr. and Mrs. Steven S. Gordon

Mr. and Mrs. Lawrence H. Hahn

Mr. and Mrs. Klaus Hallig

Mr. and Mrs. Ray Harwick

Mr. and Mrs. Herbert B. Abelow

Janet Adams and James Oberschmidt

Mrs. Sidney Albert

Mr. and Mrs. Harlan E. Anderson

Dr. and Mrs. Norman Atkin

Rose Barell

Mr. Robert E. Baum

Barrington Foundation

Berkshire Physicians & Surgeons,

PC.

Mrs. Harriet Bernstein

Mr. and Mrs. George W. Berry

Mr. and Mrs. Neal F. Blackmarr

Dr. and Mrs. Charles A. Bleich

Mr. and Mrs. Edward C. Bloom

Dr. and Mrs. Nicholas Boraski

Mr. and Mrs. John P. Boyce

Dr. and Mrs. Stuart H. Brager

Mr. Richard Scott Burow

Classical Tents

Mr. and Mrs. Walter C. Cliff

Cliffwood Inn

Mr. and Mrs. Stewart M. Colton

Mrs. A. Werk Cook

PATRONS
Mr. Ira Haupt II

Helen G. and Arnold
J.
Hoffman

Mr. and Mrs. Edwin A. Jaffe

Linda Vogel Kaplan

Susan B. Kaplan and Ami A.

Trauber

Mr. and Mrs. Stephen B. Kay

Mr. and Mrs. Edward A. Kimmel

Mr. and Mrs. Robert I. Kleinberg

Mr.
J.

Kenneth Kruvant

Mr. Steven Kruvant

Mrs. Peter I. B. Lavan

Frederick H. Leonhardt

Foundation

Mr. Stuart A. Lesser

Mr. and Mrs. Vincent
J.

Lesunaitis

Ms. Marilyn Linden

Mr. and Mrs. Edwin N. London

Mr. and Mrs. Stanley T Miller

Mr. and Mrs. Joseph L. Nathan

Mr. and Mrs. Stuart K. Nelson

Mr. and Mrs. K. Fred Netter

Mr. and Mrs. Gerald Rauch

The Charles L. Read Foundation

MEMBERS
Mr. and Mrs. Herbert.

J.
Coyne

Mr. and Mrs. James S. Deely

Dr. and Mrs. Harold L. Deutsch

Mr. and Mrs. Jeff Diamond

Mr. and Mrs. Hugh Downs

Dresser-Hull Company

Mr. Frank A. Duston

Hal and Jacqueline Dynan

Mr. and Mrs. Leonard Edelson

K. H. Fairbend

Nancy
J.

Fitzpatrick and Lincoln

Russell

Mr. and Mrs. Ralph Friedner

Mr. and Mrs. Arthur
J.

Gaines

Mr. and Mrs. Laurence W. Gay

Dr. and Mrs. Donald B. Giddon

Mrs. Herbert Gilman

Mr. and Mrs. William M. Ginsburg

David H. Glaser and Debra F. Stone

Mr. and Mrs. Robert A. Goodman

Mr. and Mrs. Gerson G. Gordon

Mr. and Mrs. Kermit Gordon

Roz and Cal Gould

Great Barrington Savings Bank

The Frederick W. Richmond

Foundation

Mr. and Mrs. William H. Risley

Mr. and Mrs. Fred Robins

Mr. Daniel L. Romanow

Mrs. Merle L. Rouse

Mr. and Mrs. Milton B. Rubin

Sue and David Rudd

Michael K. Schaefer

Mr. and Mrs. Alvin C. Schottenfeld

Mr. and Mrs. Mark Selkowitz

Mr. and Mrs. Ronald Shapiro

Mr. and Mrs. Frank S. Shewer

The Stephen and Sybil Stone

Foundation

Mr. and Mrs. Arthur Strickman

Ms. June Ugelow

Rabbi Pamela Wax

Mr. and Mrs. Stephen R. Weber

Mr. and Mrs. Robert A. Wells

Mr. R. Lyman Wood

Patricia Plum Wylde

Yankee Candle Company

Anonymous (1)

Mr. and Mrs. Gerald Greene

Dr. and Mrs. William Grossman

Mr. William R. Harris

Mr. and Mrs. Richard Harte

Joe and Jan Brett Hearne

Ms. Antoinette Herber

Mr. and Mrs. Peter Herbst

Drs. Joan and Jerome Hoffman

Hofstra University Center of

Organizational Excellence

Ruth Houghton

ICM Artists, Ltd.

Mr. and Mrs. Arnold Jaffe

Mr. and Mrs. Werner Janssen, Jr.

Leslie and Stephen
J. Jerome

Mr. and Mrs. Arnold Y. Kapiloff

Leonard and Marcia Simon Kaplan

Mr. and Mrs. Howard Kaufman

KD Office Works

Mr. Bruce Kelly

Mr. George H. Kidder

Mr. and Mrs. Carleton F. Kilmer

Koppers Chocolates

Mr. and Mrs. Earl Kramer
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Norma and Irving Kronenberg

Mr. Joseph Kruger

Mr. and Mrs. Sol Kugler

Mrs. Mildred Luria Langsam

Robert and Linda Leffert

Dr. and Mrs. Eugene Leibowitz

Mr. and Mrs. Herbert Leifman

Mr. Gregor
J.

Leinsdorf

Roger L. Levey and Julie S. Tan

Ms. Susan Levin

Drs. Sanford H. and Carol R. Lewis

Mr. and Mrs. Lester Lieberman

Mr. and Mrs. T. Herbert Lieberman

Mr. and Mrs. Murray Liebowitz

Mrs. Jerome J.
Lipson

Mr. and Mrs. Roger S. Loeb

Mr. and Mrs. David F. Lombard

Mr. and Mrs. Leonard Luria

Mr. and Mrs. Roderick Mackenzie

Mr. and Mrs. Jay Marks

Mr. and Mrs. Morton E. Marvin

J.
H. Maxymillian, Inc.

Mr. and Mrs. Thomas T McCain

Mr. and Mrs. Thomas McCann

Mr. and Mrs. David McKearnan

Mr. and Mrs. Irving Mendelson

Dr. Fred E. Mensch

The Messinger Family

Mrs. Evelyn Neff

Nivloc Enterprises, Ltd.

Mr. and Mrs. Richard Novik

Mr. and Mrs. Edward G. Novotny

Dr. and Mrs. Martin S. Oppenheim

Mr. and Mrs. James Panton

Dr. and Mrs. Simon Parisier

Mr. and Mrs. Bruno Quinson

Mr. and Mrs. Milton Rattner

Ms. Susan P. Read

Carolee and Nathan Reiber

John H. Rice

Mr. and Mrs. Elie Rivollier, Jr.

Mary F. Rosasco

Mr. and Mrs. Howard M.

Rosenkrantz

Mr. and Mrs. Jerome Rosow

Mr. and Mrs. Harvey Rothenberg

Mr. and Mrs. Jean J.
Rousseau

Carolyn Rowland

Mr. and Mrs. Burton R. Rubin

Bruce Sagan and Bette Hill

Robert M. Sanders

Roger A. Saunders

Mr. and Mrs. Aaron Schecter

Mr. and Mrs. Bernard Schiro

Mr. and Mrs. Aaron Schroeder

Bonnie and Bill Sexton

Mrs. Pollard Simons

Mr. and Mrs. Robert L. Singleton, Jr.

Mr. and Mrs. William F.

Sondericker

Mr. and Mrs. Harvey Sperry

Mrs. Irma Mann Stearns and

Dr. Norman Stearns

Mr. and Mrs. Lewis Steinberg

Mr. and Mrs. Daniel S. Sterling

Mr. and Mrs. Murray
J.

Stichman

Mr. and Mrs. Charles A. Stakely

Dr. and Mrs. Bernard B. Stone

Mr. and Mrs. Henry S. Stone

The Studley Press, Inc.

Janet and Michael Suisman

Sullivan Paper Company

Dr. and Mrs. Daniel M. Sullivan

Mr. and Mrs. Donald R. Sweeney

Talbots

Mr. and Mrs. John L. Thorndike

Roger Tilles

Dr. Robert E. Trattner

Mr. Laughran S. Vaber

Mr. and Mrs. Gregory van Kipnis

Mr. and Mrs. Max Verebay

Mr. and Mrs. Charles H. Watts II

Craig
J.
Weakly and M. Terri Poli

Mr. and Mrs. Edwin A. Weiller III

Mr. and Mrs. Frederic P. Werner

Wheatleigh Hotel and Restaurant

Ms. Carol Andrea Whitcomb

Mr. Ralph Willard

Robert G. Wilmers

Robert I. Wishnick Foundation

Mrs. Christopher Young

Simon H. and Esther Zimmerman

Richard M. Ziter, M.D.

Anonymous (5)
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The internationally famous Bridge of Flowers

Shelburne Falls is included in the hook

"The 100 Best Small Art Towns in America'

by John Villani

BALD MOUNTAIN POTTERY
STUDIO and GALLERY wm

yA/e'd love to show you around

MASSACHUSETTS
THE tf®HAWK THAIlS
& FRANKLIN COUNTY

VERMONT
___

Wllllarostown SCENIC
MOHAWK

For more information please call:

The Village Information Center
413»625*2544
http://www.shaysnet.com /-sfaba

SALMON FALLS
ARTISANS SHO"m ^'

MOLE
HOLLOW .

CANDLES I
LTD.

A Symphony of highland Color



m





wmm *
le

«ft«*

W

*afc

«\ftW
\?erto

^afttes

*«*• rr>'*,n»'

t\A»*«
4te\^

Boston
S\|W^

0\t\\es«a

atWe
;

;\N000

#w
WW

Wsto tt«».

iil»»-
j»\ll-W

Hftft

wv\s\ca

n^.fiE***1-

uvk

ftMteft
j.VwU^



A Day for Yourself...

...at Kripalu Center

forYoga and Health

A full day of:

yoga classes • experiential workshops •

relaxing sauna and whirlpool • vegetarian

lunch • use of lake for swimming and

sunning • massage (additional charge)

Any Day $40

Call 413-448-3162
Route 1 83, Lenox, neighboringTanglewood

Full Service Catering

p
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D

M
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E

Moore Fine Food, Inc.
56A Church Street

Lenox, Massachusetts
413-637-0336/Fax 413-637-0338

Serving the Berkshires, CT and N Y

Traditionally handcraftedfurniture

in the Shaker andtyw England
fosigngenrefor those who expect more.

Michael Charles Cabinetmakers
fine ^Handcraftedfurniture

53 Church Street

Lenox Village, MA 01240
(413) 637-3483

Open Daily

Sculpture

J0y Andrew

W DeVries

\ WZ

'

OT his

X < celebrated

'- #. '• it' -

The| mox Gallery

Opens
Open of

geArt
y$ a week summer
or by appointment

69ChiJBX,MA 01240
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wSBEm

W&mm.
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EDUCATIONAL DIRECTORY

This summer come visit

North Adams
The public liberal arts college of

Massachusetts

You'll find us conveniently located

at the top of the Berkshires

or on the World Wide Web at

http://www.nasc.mass.edu.

North Adams, Massachusetts 01247

Admissions: 1-800-292-6632

THE
Putney
School

Where academics,

the arts, and the individual

are equally valued.

Elm Lea Farm

PutneyVermont 05346

802-387-6219
http://www.putney.com/

Do you

know any

idealistic,

imaginative,

intellectual

16-year-olds?

Maybe they're ready for one of

America's most selective liberal arts

colleges - the only one to offer bright,

highly motivated students the chance

to begin college after tenth grade.

Simon's Rock College of Bard has

been leading the way in the academic

acceleration of gifted young people

for nearly thirty years.

We invite you (and your idealistic,

imaginative, intellectual 16-year-old

friends) to visit our beautiful 275-acre

campus in the heart of the Berkshires.

Call us.

^UHOn S JlvOCK* The college for younger scholars*

84 Alford Road, Great Harrington, MA 01230 (800) 235-7180



EDUCATIONAL DIRECTORY

University of Hartford

GRADUATE
PROGRAMS
More than 50 full- and

part-time degree options:

• Business and Public Administration

• Organizational Behavior • Nursing

• Education • Insurance • Music
• Communication • Fine Arts

• Professional Accounting

• Counseling • Engineering

• Taxation • School Psychology

• Clinical Psychology

• Educational Leadership

Convenient evening classes.

"Try before you" apply option.

For information: (860) 768-4371
gettoknow@uhavax.hartford.edu

http://www. hartford.edu

University of Hartford, 200 Bloomfield Avenue,

West Hartford, CT 06117

Enrollment at the University of Hartford is open to qualified students regardless of race,

color, creed, gender, age. ethnic or national origin, sexual orientation or disability status.

Berkshire
Community College

Pittsfield & Great Barrington

413-499-4660, ext. 259

• 28 associate degree and
certificate programs

• noncredit workshops

• Elderhostel courses

• Institute for Lifetime Learning

• Workplace training

• Berkshire Circus Camp

• Kids on Campus

Where the community
comes for lifelong learning

EUROPEAN
VACATION RENTALS

from
Cottages & Farmhouses

to

Castles & Villas

for information, contact

Vacances en Campagne
800-533-5405/413-528-6610

Fax 413-528-6222

BACH, BEETHOVEN,
BRAHMS

at

TWO GLORIOUS WEEKENDS AT
MIAMI'S LANDMARK RESORT

Jan 24 -26 The Four B's

April 11-13 French Festival

Chamber Music, Renowned Soloists,

Themed Concerts, Lectures, Symposiums,

Golf, Swimming, Themed Banquets, Wine-
tasting, Spa, and much more.

FOR RESERVATIONS AND INFORMATION CALL THE BILTM0RE

1-800 727-1926 or (305) 445-1926

closUMnjers

W|Tpl#
Yehuda Hanani, Artistic Director
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An Investment
in Tanglewood Makes
Good Business Sense

I anglewood brings music to the Berkshires, attracting an audience that spends more

than $50 million locally each year. Ticket revenues cover only two-thirds of the cost of

the BSO's expenses at Tanglewood each summer, so Tanglewood depends on you!

Become a Business Friend of Tanglewood!

CONCERT MEMBER $250

Receive the Tanglewood Advance

Ticket Order Form in the early

spring, before tickets go on sale

to the general public (for gifts

received before 12/31/96).

PARKING/TENT CLUB

MEMBER $350

In addition, receive a permit for

conveniently located parking areas.

Enjoy the hospitality of the Tent

Club—which provides bar service

and picnic space on concert days.

Receive an invitation for two to a

private reception exclusively for

contributors to the Tanglewood

Business Annual Fund.

BUSINESS DIRECTORY

MEMBER $450

In addition, receive a summer-long

lisitng in in the weekly Tanglewood

Program Book. Receive 10 one-day

lawn tickets.

HIGHWOOD CLUB

MEMBER $150

In addition, enjoy buffet dining and

bar service prior to weekend con-

certs, including Sunday Brunch and

post-concert refreshments. Receive

silver permit parking privileges.

Receive 16 one-day lawn tickets.

THE KOUSSEVITZKY SOCIETY/

MEMBER $1,800

In addition, enjoy pre-concert

dining at the gracious Seranak

Supper Club. Enjoy goldpermit

parking privileges. Attend a closed

rehearsal, preceded by a private

reception and lecture. Receive 20

one-day lawn tickets. Receive priori-

ty ticket assistance through the

Tanglewood Friends Office. Receive

two tickets to each BSO Saturday-

morning Open Rehearsal. Receive

prominent recognition in the

Tanglewood program book.

THE KOUSSEVITZKY SOCIETY/

PATRON $2,500

In addition, receive a pair of tickets

to a Wednesday or Thursday recital.

Receive a recent BSO recording, and

a Tanglewood poster autographed

by the orchestra member of your

choice. Attend an elegant dinner

party at Seranak.

YES! I want to become a Business Friend of Tanglewood for the 1996 season!

Enclosed is my check for $ to the Tanglewood Business Annual Fund.

Company Name Contact Person

Address.

City State

.

Zip Code. Telephone

Please make checks payable to "Tanglewood Business Annual Fund" c/o Boston Symphony Orchestra,

Symphony Hall, Boston, MA 02115, or bring your gift to the Friends Office.



1996 Boston Symphony Association of Volunteers

at Tanglewood
Administrative Committee

Co-Chairmen Glass House Senior Volunteer Club

Patricia Henneberry Jeanne Massimiano Robert & Dorothy Dandridge

William C. Sexton Highwood Seranak

Secretary Carole G. Siegel Elizabeth Gordon
Carol S. Greenberg Ileen Smith Cohen Ursula Dichter

Executive Committee Historical Preservation Seranak Gardens

Channing Dichter Bonnie L. Sexton Marianne S. Lipsky

Ginger Elvin Randy Johnson Student Parties

Joseph K. Handler Koussevitzky Society Events Lawrence Phillips

Muriel Lazzarini Channing & Ursula Dichter Symphony Hall Trips

Augusta Leibowitz Membership Meetings/Recognition Ann Dulye
Hannah H. Schneider Rowena Scarrow Talks and Walks

Anne Sheridan
Music Education Al Ayari

Mary Anne WiegandNancy Woitkowski Maddy Baer
Baila Zheutlin Tanglewood Committee Liaison

Administrative Committee New Friends Reception Hannah H. Schneider

Administrative Committee Events Carole G. Siegel Tent Club Hospitality

Maureen Hickey Newsletter Alexandra Warshaw

Befriend a Pair ofFellows Harriet Vines Tickets

Carol McCann Nominating Committee Members Mel Blieberg

Judith M. Cook Sue Paley Colker TMC Cultural Exchange Program

Berkshire Event Muriel Lazzarini Leslie Reiche

Genne Levasseur Carole G. Siegel TMC Fellowship Picnic

Business Friends Alexandra Warshaw Elaine London
Elizabeth T. Selkowitz Opening Ceremonies Tour Guides

Robert Wells Harriet Vines Marjorie Lieberman
Database/Handbook Rita Blieberg Muriel Lazzarini

Phyllis Phillips Opening Night Gala Tanglewood on Parade Picnic

Family Event George & Ginger Elvin Phyllis Jaffe

Michael Considine Anne & Barry Sheridan Rose Foster

First Aid Orchestra Welcome Back Luncheon Ushers

Thomas Andrew Louise Kleinberg Bruce Callahan

Friends Office
Catherine Haddad

Visitor Center

Marilyn Larkin
MaryJane Handler Harry & Karen Methven

Marie Feder Past Co-Chair
Youth Activities

Functions Office
Joseph K. Handler

Clara Londoner
Jack & Elizabeth Shreenan Ready Team

Al Ayari
Madeline Hawboldt

THE CHAMELEON COUECTION

THE STORE

IMAGINATIVE

oofecis ofart

THE GAUERY

EVER-CHANGING

for eoeruoaa use

ORIGINAL GIFTS AND FURNISHINGS
70 Railroad Street • Great Barrington, MA 01230 • 413-528-5225
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Iorchestra/ dSU Corporate Sponsorships
\SEIJI OZAWAv/

The Boston Symphony wishes to acknowledge this distinguished group
of corporations for their outstanding and
during the 1995 fiscal year.

exemplary support of the Orchestra

THE GILLETTE COMPANY LEXUS
FIDELITY INVESTMENTS Exclusive Automobile of

'"''Evening at Pops'''' Opening Night at Pops

Public Television Broadcasts

CIRCUIT CITY FOUNDATION

NEC Esplanade Concert Series

Boston Symphony Orchestra

Far East Tour
SONY CORPORATION OF

AMERICA
and

Three Birthdays Celebration

Opening Night at Tanglewood

at Tanglewood TDK ELECTRONICS
CORPORATION

MCI TELECOMMUNICATIONS Tanglewood Tickets for Children

CORPORATION
Boston Pops Esplanade Orchestra

Summer Tour

FILENE'S
Tanglewood on Parade

NYNEX
WCVB-TV, CHANNEL 5

AT&T
Roland Hayes Tribute

WCRB 102.5 FM
Salute to Symphony

BANK OF BOSTON
BAYBANKS, INC.

NORTHWEST AIRLINES
HOUGHTON MIFFLIN

COMPANY
Holiday Pops Series JOHN HANCOCK

FINANCIAL SERVICES
THE BOSTON COMPANY NORTEL
Opening Night at Symphony NYNEX

PAINEWEBBER, INC.

JOHN HANCOCK FUNDS SHAWMUT BANK
Opening Night at Pops Single Concert Sponsors

For information on the BSO Corporate Sponsorship Program, contact

Madelyne Cuddeback, Director of Corporate Sponsorships, at (617) 638-9254.

&m



BUSINESS FRIENDS OF TANGLEWOOD

The Boston Symphony Orchestra gratefully acknowledges the following

Business Friends for their generous contributions of $500 or more during the

1996 fiscal year. An eighth-note symbol denotes support of $750-$ 1,799. Names
that are capitalized recognize gifts of $1,800 or more.

Accounting/Tax Preparation

Adelson & Co.

Pittsfield

^H&R Block

Lee and Great Barrington

Kushi, Myers & Demers, P.C.

Pittsfield, North Adams
Alan S. Levine, PC, C.P.A.

Plainview

Kenneth J. Loveman, C.PA.
Pittsfield

Advertising

J> Ed Bride Associates

Lenox
REGION NET INC., a division

of Catharon Productions

Ghent, NY
Stuart H. Trott, Consultant
Manhasset Hills, NY

Arts and Antiques

^The Country Dining Room
Antiques
Great Barrington

Hoadley Gallery

Lenox
J^ Henry B. Holt Gallery

Lee
J1 RiCA-River Contemporary

Art

Housatonic
.h Stone's Throw Antiques

Lenox

Automotive

Biener Nissan Audi Inc.

Great Neck, NY
Norman Baker Auto Sales

Worcester

Central Berkshire New Car
Dealers

Pittsfield

Haddad-Pontiac-Buick-Jeep-
Eagle-Toyota-Hyundai
Lenox

Nissan Cambridge Basic

Research
Cambridge

Banking

J1 Bank of Boston-First Aggie
Pittsfield

BERKSHIRE COUNTY
SAVINGS BANK
Pittsfield, Great Barrington,
North Adams

^ City Savings Bank of Pittsfield

Pittsfield

First National Bank of the

Berkshires

Lee
GREAT BARRINGTON
SAVINGS BANK
Great Barrington

Greylock Credit Union
Pittsfield

Lenox National Bank
Lenox

•h Lenox Savings Bank
Lenox

J1 Pittsfield Cooperative Bank
Pittsfield

Beverage/Food Sales/

Consumer Goods/Distribution

J1 Blossom Farm Products Co.
Fairlawn, NJ

J> Butler Wholesale Products,

Inc.

Adams
J> Crescent Creamery, Inc.

Pittsfield

Domaney's Fine Wines
Great Barrington

J>Sy Goldstein Brokerage Inc.

Floral Park, NY
J> Goshen Wine & Spirits, Inc.

Goshen, CT
CROPPERS CHOCOLATES

New York, NY
J> Swiss Wine Information

Council
New York, NY

Contracting/

Building/Supplies

J> Cardan Construction, Inc.

Pittsfield

Dettinger Lunber Co., Inc.

Pittsfield

DRESSER-HULL COMPANY
Lee

J.H. MAXYMILLIAN, INC.
Pittsfield

J^Petricca Industries

Pittsfield

S & A Supply of Pittsfield, Inc.

Pittsfield

W.E. Williams Paving, Inc.

West Stockbridge

Education

Berkshire Community College
Pittsfield

Berkshire Country Day School
Lenox

J> Berkshire Learning Center
Pittsfield

J> The John Dewey Academy
Great Barrington

North Adams State College

North Adams

Energy/Fuel/Utilities

Berkshire Gas Company
Pittsfield

Lipton Energy, Inc.

Pittsfield

O'Connell Oil Associates

Pittsfield

^ Santa Fuel, Inc.

Bridgeport, CT
Sweatland Oil

Pittsfield

Engineering

Apex Engineering, Inc.

Pittsfield

J) EDM Services

Dalton

General Systems Company,
Inc.

Pittsfield

Financial Services

Colonial Consulting Corp.,

Inc.

New York, NY
Monroe G. Faust

Bronxville, NY
J> Merrill Lynch-The Berkshires

Pittsfield

Paine Webber
. Pittsfield

WS Securities Incorporated
Lenox

Health Care

BERKSHIRE PHYSICIANS
AND SURGEONS
Pittsfield

J> Berkshire Eye Center
Pittsfield

J1 Blue Cross and Blue Shield

of Massachusetts

Worcester
^ Lewis R. Dan, M.D.

Fort Lauderdale, FL
J> Health New England

Pittsfield

DR. EUGENE LEIBOWITZ
Pittsfield

J^ Lenox Health Care, Inc.

Lenox
J>Dr. Robert K. Rosenthal

Newton



J1 Royal Health Care Services

Manhattan, Queens, and
Long Island, NY

Joseph Weinstein, DDS
White Plains, NY

J1 The Willowood Healthcare

Centers

Williamstown, North Adams,
Pittsfield, Great Barrington

High Technology/Electronics

^Berkshire Computer
Processing Center, Inc.

Pittsfield

J>New Yorker Electronics Co.,

Inc.

Mamaroneck, NY
NIVLOC ENTERPRISES, LTD.
North Easton

Plastics Technology
Laboratories, Inc.

Pittsfield

Insurance

J^Bader Insurance Agency, Inc.

West Springfield

BERKSHIRE LIFE
INSURANCE CO.
Pittsfield

Berkshire Mutual Insurance

Company
Pittsfield

Colt Insurance Agency
Pittsfield

J1 The DeValle Agency
Springfield

Rosen & Company, Inc.

Port Chester, NY
Ernest S. Sagalyn, CLU
Pittsfield

Wheeler and Taylor

Great Barrington

Legal

J1Antonucci & Associates

Lenox
J^Cain, Hibbard, Myers & Cook

Pittsfield, Great Barrington

J^Certilman, Balin, Adler, &
Hyman
New York, NY

Cianflone & Cianflone, PC.
Pittsfield

J> Robert J. Cotton, Esq.

Newton Centre

Joel S. Greenberg, Esq., PC.
Pittsfield

J> Mr. and Mrs. Fred Grill

New York, NY
Ellen Marshal, Esq.

West Orange, NJ
} Shulklapper and Vacek, PC.

Albany, NY
Bernard Turiel, PA.

Iselin, NJ

Lodging/Where to Stay

Amadeus House
Lenox

APPLE TREE INN
Lenox

A Bed & Breakfast in the

Berkshires

Richmond
Berkshire Hilton Inn
Pittsfield

i'Birchwood Inn
Lenox

Black Swan Inn
Lee

J'Blantyre

Lenox
Brook Farm Inn
Lenox

CLIFFWOOD INN
Lenox

J> Cranwell Resort and Golf Club
Lenox

J1 The Gables Inn
Lenox

Quality Inn
Lenox

THE RED LION INN
Stockbridge

i^Rookwood Inn
Lenox

Seven Hills Inn
Lenox

Village Inn

Lenox
^Walker House

Lenox
WHEATLEIGH HOTEL &
RESTAURANT
Lenox

Whistler's Inn
Lenox

The Williams Inn
Williamstown

^Windflower Inn, Inc.

Great Barrington

Management/Consulting

HOFSTRA UNIVERSITY
CENTER FOR ORGANIZA
TIONAL EXCELLENCE
Hempstead, NY

Manufacturing/Industrial

} Davison Trading Company
Holyoke

J1 Disbrow Manufacturing
East Orange, NJ

French Textiles

Clifton, NJ
G.E. PLASTICS
Pittsfield

HOUSATONIC CURTAIN
COMPANY
Housatonic

HUSKY INJECTION
MOLDING SYSTEMS, INC.

Pittsfield

Lee Lime Corporation

Lee
Pittsfield Generating
Company, L.P.

Pittsfield

J>Ray Murray, Inc.

Lee
^Revlon Group Inc.

New York, NY
J

1 Schweitzer-Mauduit

Lee

Media/Entertainment

J1 Cablevision Systems

Corporation

Woodbury, NY
Century Communications
Lee

ICM ARTISTS, LTD.
New York, NY

Paper Machinery/
Products/Printing/Publishing

Beloit Corporation
Dalton

J>C.T. Brigham Company, Inc.

Pittsfield

CRANE & COMPANY, INC.
Dalton

Excelsior Printing Co.

North Adams
Im-Press

Pittsfield

KD OFFICE WORKS, INC.
Pittsfield

Laurin Publishing Co., Inc.

Pittsfield

LOMBARD ASSOCIATES, INC.

Dalton

J1 Pindar Press

New York, NY
THE STUDLEY PRESS INC.

Dalton

SULLIVAN PAPER CO., INC.

West Springfield

WALDEN PRINTING
COMPANY
New York, NY

Real Estate

Dayspring Realtors, Inc.

Pittsfield

Evergreen Buyer Brokers of

the Berkshires, Inc.

Lenox

Restaurants/Where to Eat

J'Blantyre

Lenox
Cafe Lucia

Lenox
Church Street Cafe

Lenox
Dakota
Pittsfield

THE RED LION INN
Stockbridge

Seven Hills Inn

Lenox
The Village Inn

Lenox
WHEATLEIGH HOTEL &
RESTAURANT
Lenox

Retail/Where to Shop

Berkshire Mall

Lanesborough
Carr Brothers Hardware
Great Barrington

J> Carr Hardware and Supply

Co., Inc.

Pittsfield



COUNTRY CURTAINS
Stockbridge

Domaney's Wines & Deli

Great Barrington

Guido's Fresh Marketplace

Pittsfield

HOUSATONIC CURTAIN
COMPANY
Housatonic

KAY BEE TOY& HOBBY
SHOPS, INC.

Pittsfield

J> Loehmann's, Inc.

New York, NY
Pasko Frame and Gift Center

Pittsfield

J>Paul Rich and Son
Home Furnishings

Pittsfield

.h Stern & Company, Inc.

Windsor, CT
Mary Stuart Collections

Lenox
Suchele Bakers

Lenox
Taft Farms
Great Barrington

TALBOTS
Lenox

YANKEE CANDLE COMPANY,
INC.

South Deerfield

Services

J1 Abbott's Limousine and
Livery Services

Lee
Alarms of Berkshire County

Pittsfield

Culligan Water Conditioning,

Inc.

Lenox
Devanny-Condron Funeral

Home
Pittsfield

Foresight Land Services

Pittsfield

Haupt Tree Company, Inc.

Sheffield

J> Hickey-Birches Funeral Home
Great Barrington

Richmond Telephone Co.

Richmond
Security Self Storage

Pittsfield

Taconic Telephone Co.

Chatham, NY
TAILORED EVENTS
Pittsfield

Tourism/Resorts/Camps

CANYON RANCH
Lenox

Other

Comstock, Ferre & Company
Kensington, CT

DeWolfson Down
Great Barrington

Harris R , Ontario

The Havers

Upper Montclair, NJ
.hThe Marlebar Group

North Miami Beach, FL
RL Associates

Princeton, NJ

Contributions as ofJune 21, 1996
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Exquisite

Dining

Elegant

Accommodations

OLD CHATHAM
,„* SHEEPHERDING

& COMPANY INN
r

Skaker Museum Road, Old Ckatkam, NY 12136

(518) 794-9774

Open ror dinner ana Sunday brunch

There is no substitute for good design...

LORENTZEN DESIGN
.
:̂
-i^^^=gzLn=^tfii^i7=5s

Furnituremaker
Traditionally styled

Custom Furniture and Cabintery

for your home or office

in Cherry, Maple, Oak and Pine

Call or write for a color brochure:

P. O. Box 212 South Egremont, Ma. 01258
Tel: 413-528-8272

Studio hours by appointment

Joyous Spring
Pottery

YAKI-SHIME: Woodfired Unglazed Ware

Michael Marcus

Art School Rd., Monterey, MA 01 245
Summer hours 1 0-5, 7 days

(413)528-4115

304 Main Street

Great Barrington, MA
(413) 528-6500

^^/Zzrt^CSZp^

IP. SA£)DU»LAJ«rr * CO

Routes 11 & 30
Manchester Centef, VT

(802) 362-9888



DAYS IN T H E

An Unparalleled

Summer

Opportunity for

Youth

The Boston Symphony

Orchestra gratefully ac-

knowledges the following

contributors to Days in the

Arts 1996:

Schrafft Charitable Trust,

Clipper Ship Foundation,

Frances Steinhart Galligan

Foundation, and many

individuals who generously

support the program. In

addition, the following

have contributed under the

auspices of the Associated

Grantmakers of Massa-

chusetts: Anonymous,

Jessie B. Cox Charitable

Trust, Abbot and Dorothy

Stevens Foundation, Charles

Irwin Travelli Fund.

Days in the Arts, a summer program of the Boston

Symphony Orchestra at Tanglewood in cooperation

with 23 school departments throughout Massa-

chusetts, offers middle school students from

diverse backgrounds an unparalleled opportunity

to discover the world of the arts.

Utilizing the natural and cultural richness of the

Berkshires, students participate in daily arts work-

shops, attend performances, visit museums, and

enjoy informal activities such as swimming and

sports. Participating area cultural institutions in-

clude the Berkshire Theatre Festival, Chesterwood,

Clark Art Institute, Jacob's Pillow Dance Festival,

Shakespeare & Co., Williams College Museum of

Art, and the Norman Rockwell

T&iglewflDd



Favorite Restaurants of the Berkshires

Chef owned
and operated

OM^m
Full menu Northern and Southern Cucina

15 Franklin St Lenox 637-9894-1050

ORieKJT express
CATeRlKIQ
Featuring

Picnic &errto Boxes
3 Harris St., West Stockbridge, MA 01 266

Phone (413) 232-7066

SLMST.mCKBWGt- 298-3530
SOMETHING FOR EVERYONEI

LUNCH * DINNER * 7 DAYS * LATE
NIGHT MENU * CONTINENTAL

CUISINE * HOME MADE SOUPS *

DESSERTS * SPORTS BAR * GAME
ROOM*

KINTARO
at Great Barrington Train Station

Reservations (413) 528-5678

Voted Best Overall Restaurant
'96, '95, '94 & '93

The Dakota Sunday Brunch
is 'The Best in the Berkshires'

413-499-7900
Pittsfield/Lenox Line, Pittsfield

Authentic Mexican Cuisine

OPEN 7 Days

243-4300

54 Main Street, Lee, MA

Serving award winning

continental

and American cuisine

daily from 11:30. .

.

Famify ovmtd since 1930

Route 7. New Ashford, MA (413) 458-3465

~BO0*eSS=—• M*^-^ Restaurant &Restaurant & Pub
Country Casual Dinning

Daily Black Board Specials
Gourmet Brick Oven Pizza

Homebaked Desserts - Espresso Bar
Latenight Menu

Inviting Pub, Pool side Dinning
Most Major Credit Cards Accepted

935 South Main St. Ct Barrington, MA <413> 328-5059

. IJACK'S
tILL & RESTAURANT
Main Street Housatonic

Reservations 413- 274-1000

Japanese Restaurant and Sushi Bar

%
Open Lunch flr Dinner 7 Days/Nights

Friday - Saturday Dinner flr. Sushi til Midnight

17 Railroad Street, Great Barrington, MA
413-528-4343



Shaker Mill
Restaurant & Cafe

place to go BEFORE & AFTER
Sunday Brunch - Picnics - Open Late

West Stockbridge 413-232-0100

PANDA HOUSE
CHINESE RESTAURANT

FULL MENU 499-0660
TAKEOUT SERVICE RT 7 & 20. LENOX

Lunch and Dinner
Regular and Vegetarian Menu

AMERICAN

EXPRESS

£ili§EN
VISA

MASTERCARD
vietnamese restaur/"

Harris Street, West Stockbridge • (413) 232-4204

Lunch - Dinner - Sunday Brunch

rtvfrfc. Cafe Menu - Lite Fare

flifllll
X J(21

M
LENOX
RESTAURANT

218 MAIN STREET

Open 7 Days

637-4218

Northern Italian and American Cuisine

4
MARK
TWAIN
DAYS
AUGUST
16-18
HAETFORD
CT*1996

Of all the beautiful towns it has been myfortune to see this is the chief. .

.

You do not know what beaut) 1 is ifyou have not been here.

- Mark Twain, on Hartford (1868)

Celebrating Mark Twain s remarkable legacy and

Hartford's rich Victorian heritage

* folk and gospel concerts

* frog-jumping contests

* raft races

* celebrity spelling "tight"

* theater performances

* music and entertainment

* Markathon reading of Twain's works

* food, fun, and lots more!

For information call (86o) 247-0998, FAX (860) 278-8148, or write

Mark Twain Days, c/o The Mark Twain House, 351 Farmington Avenue,

Hartford, Connecticut 06105.

Founding Sponsors: The Mark Twain House, The Hartford Courant, WFSB/TY3.
Partially funded through a grant by the Connecticut Tourism Council and

the Department of Economic and Community Development, Tourism Division.

The Mark Twain

( ««»! Department .,1

fVon.mm «c Community
Divilopmint, Tourism Divisi,,,

Loctito Corporation, AKRO Center. Bank of Boston. Smith Barncv, anil Connecticut Humanities C« mncil



Be a Friend of Tanglewood
and enjoy special privileges all season long!

Your support of the Annual Fund

helps keep great music alive at

Tanglewood, summer after

summer.

FRIEND'S MEMBERSHIP $50

Receive a 10% discount on pur-

chases at the Glass House. Register for

the popular Talks & Walks lecture

series. Receive the BSO's Newsletter.

MUSIC MEMBERSHIP $75

FAMILY MEMBERSHIP $150
i includes two adults and children under 21

J

Enjoy concerts performed by student

Fellows of the Tanglewood Music

Center. Receive a 10% discount on

purchases at the Glass House. Register

for the popular Talks & Walks lecture

series. Receive the BSO's Newsletter.

TICKET MEMBERSHIP $250

In addition, receive the 1997 Tangle-

wood Advance Ticket Order Form

next February, before tickets go on

sale to the general public (for gifts

received before 12/31/96). Receive

acknowledgment in the Tanglewood

program book.

PARKING/

TENT CLUB MEMBERSHIP $350

In addition, receive a permit for

conveniently located parking areas.

Enjoy the hospitality of the Tent

Club—which provides bar service

and picnic space on concert days.

THE HIGHWOOD CLUB $750

In addition, enjoy buffet dining at the

Highwood Manor prior to weekend

concerts as well as Sunday brunch

and post-concert refreshments.

Receive silver card parking privileges

in Tanglewood's parking areas,

reserved exclusively for your use.

THE BERNSTEIN CIRCLE $1,000

In addition, receive two tickets to each

BSO Saturday-morning Open Rehearsal.

THE KOUSSEYTTZKY SOCIETY

MEMBER $1,800

In addition, enjoy pre-concert suppers

at the gracious Seranak Supper Club.

Attend a closed rehearsal, preceded by

a lecture and reception. Receive

prominent recognition in the Tangle-

wood program book. Enjoy gold card

parking privileges. Receive priority

ticket assistance at the Tanglewood

Friends Office. Attend an elegant

dinner at Seranak.

THE KOUSSEVHZKY SOCIETY/

PATRON $2,500 and above

In addition, receive a pair of tickets

to a Wednesday or Thursday Recital.

Receive a recent BSO recording, and

a Tanglewood poster autographed

by the Orchestra member of your

choice. Attend an exclusive tour

of Tanglewood.

For further information, contact

Julie Diaz. Director ofTanglewood

Development, at (413) 637-5275

or (617) 638-9275.

Tanglew®d
ANNUAL FUND

YES! I want to become a Friend of Tanglewood for the 1996 season!

Enclosed is my check for 5 to the Tanglewood Annual Fund.

TelephoneName_

Address

City _ State Zip Code

Please make your check payable to "Tanglewood Annual Fund" c/o Boston Symphony Orchestra,

Symphony Hall, Boston, MA 02115, or bring your gift to the Tanglewood Friends Office.



JULY AT TANGLEWOOD

Wednesday, July 3, at 8:30

AN EVENING WITHJOAN MORRIS AND
WILLIAM BOLCOM

Thursday, July 4, at 7:30

PETER, PAUL AND MARY

Friday, July 5, at 6 (Prelude)

MEMBERS OF THE BOSTON SYMPHONY
ORCHESTRA

Music of Brahms

Friday, July 5, at 8:30

BOSTON SYMPHONY ORCHESTRA
SEIJI OZAWA, conductor

YO-YO MA, cello

TANGLEWOOD FESTIVAL CHORUS,
JOHN OLIVER, conductor

WILLIAM SCOT MURRAY, boy soprano

BERNSTEIN Chichester Psalms; Three Medi-

tations for cello and orchestra, from Mass

DVORAK Cello Concerto

Saturday, July 6, at 8:30

BOSTON SYMPHONY ORCHESTRA
ANDRE PREVIN, conductor/pianist

FREDERICA VON STADE, mezzo-soprano

MOZART Symphony No. 29; Concert aria,

"Ch'io mi scordi di te"

MAHLER Symphony No. 4

Sunday, July 7, at 2:30

BOSTON SYMPHONY ORCHESTRA
NEEMEJARVI, conductor

GARRICK OHLSSON, piano

NIELSEN Suite from Aladdin

GRIEG Piano Concerto

SIBELIUS Symphony No. 2

Tuesday, July 9, at 8:30

BOSTON POPS ORCHESTRA
KEITH LOCKHART, conductor

Wednesday, July 10, at 8:30

CHANTICLEER

A program ranging from music by
Renaissance composers to new works com-
posed especially for this American all-male

vocal ensemble

Friday, July 12, at 6 (Prelude)

MEMBERS OF THE BOSTON SYMPHONY
ORCHESTRA
GILBERT KALISH, piano

Music of Bolcom, Ives, and Copland

Friday, July 12, at 8:30

BOSTON SYMPHONY ORCHESTRA
SEIJI OZAWA, conductor

LEON FLEISHER and
GARYGRAFFMAN, pianos

COPLAND Fanfarefor the Common Man
BOLCOM Gaea, Concerto for two pianos

(left-hand) and orchestra

STRAUSS An Alpine Symphony

Saturday, July 13, at 8:30

BOSTON SYMPHONY ORCHESTRA
SEIJI OZAWA, conductor

JESSYE NORMAN, soprano

SCHOENBERG Verkldrte Nacht

RAVEL Sheherazade, for voice and orchestra

RAVEL Pavanefor a Dead Princess

BERLIOZ Four songs from Les Nuits d'ete

Sunday, July 14, at 2:30

The Leonard Bernstein Memorial Concert

(To benefit the Tanglewood Music Center)

TANGLEWOOD MUSIC CENTER
ORCHESTRA
ROBERT SPANO, conductor

PETER SERKIN, piano

BRAHMS Piano Concerto No. 2

COPLAND Short Symphony

STRAVINSKY Firebird Suite

Thursday, July 18, at 8:30

MITSUKO SHIRAI, mezzo-soprano

HARTMUT HOLL, piano

Songs by Schumann, Wolf, and Schumann

Friday, July 19, at 6 (Prelude)

MEMBERS OF THE BOSTON SYMPHONY
ORCHESTRA
LEIF OVE ANDSNES, piano

Music of Prokofiev and Beethoven



TakeA Drive
In The Country

To really see the Berkshires, we recom

travel by cart. Throw your clubs in the back,

and enjoy CranwelTs scenic and beautiiiil

18-hole championship course.

Enjoy dinner at the elegarij $yn|J Itautaiit

before the show or dbsiit aiifl lyfter.

X

iORT & GOLF CLUB

ad • Lenox, Massachusetts 01240

(413)637-1364

The Music Doesn't Have to End...

If You Worked Here You'd Be Home By Now:

Lee, Massachusetts

Lee Business Park Lee Corporate Center
• Warehouse/Light Industrial. Assembly
and Office Facility (81,000 sq. ft. ware-

• 11 Lot Park Zoned Office Park
Light Industrial

house/light industry/assembly sp
and 35,000 sq. ft. office spaceJ

• Business Incubator

ace
• Located in State Economic Target Area

with Tax Incentives Available

• Environmentally "Green"
Well Planned Facility

Approximately 2 1/2 Hours from Boston or New York City, 45 Minutes to Albany,
NY, the State University of New York at Albany, Rensselaer Polytechnic Institute,

or Springfield, MA, the Pioneer Valley, and University of Massachusetts at

Amherst, and the Five College Consortium.

Great Quality of Life, Cultural and Recreational Attractions • Great Local Schools
Talented and Capable Workforce

For more information:

Lee Community Development Corp.
Richard Vinefte

413-243-5528/Fax 413-243-5529

GROW YOUR BUSINESS HERE WITH US IN THE BERKSHIRES!



Friday, July 19, at 8:30

BOSTON SYMPHONY ORCHESTRA
JAMES CONLON, conductor

ZOLTAN KOCSIS, piano

LISZT (arr. ADAMS) The Black Gondola

LISZT Piano Concerto No. 2

MAHLER Symphony No. 1

Saturday, July 20, at 8:30

BOSTON SYMPHONY ORCHESTRA
SEIJI OZAWA, conductor

ROBERTA ALEXANDER, soprano

MITSUKO SHIRAI, mezzo-soprano

VINSON COLE, tenor

PROKOFIEV Suite from Romeo andJuliet

TCHAIKOVSKY (arr. TANEYEV) Romeo and

Juliet, Duo for soprano, tenor, and orchestra

MENDELSSOHN Incidental music to

A Midsummer Night's Dream

Sunday, July 21, at 2:30

BOSTON SYMPHONY ORCHESTRA
JAMES CONLON, conductor

LEIF OVE ANDSNES, piano

MARTINU Sinfonietta Lajolla

BEETHOVEN Piano Concerto No. 2

MOZART Symphony No. 38, Prague

Tuesday, July 23, at 8:30

REIGAKUSHA
SUKEYASU SHIBA, artistic director

Classic and Contemporary Gagaku Music

TAKEMITSU In an Autumn Garden

Friday, July 26, at 6 (Prelude)

TANGLEWOOD FESTIVAL CHORUS,
JOHN OLIVER, conductor

Music of Britten and Brahms

Friday, July 26, at 8:30

BOSTON SYMPHONY ORCHESTRA
SEIJI OZAWA, conductor

MARCUS ROBERTS, piano

ELLINGTON Harlem

GERSHWIN Rhapsody in Blue

DVORAK Symphony No. 9, From the New
World

Saturday, July 27, at 8:30

KIROV ORCHESTRA AND CHORUS
VALERYGERGIEV, conductor

MARINA SHAGUCH, soprano

YURI ALEXEEV, tenor

NIKOLAI PUTILIN, baritone

RACHMANINOFF The Bells, Choral

symphony after Edgar Allan Poe

TCHAIKOVSKY Symphony No. 6, Pathetique

Sunday, July 28, at 2:30

BOSTON SYMPHONY ORCHESTRA
HUGH WOLFF, conductor

ITZHAK PERLMAN, violin

RANDS he Tambourin, Suite No. 2

SIBELIUS Violin Concerto

BRAHMS Serenade No. 1

Sunday, July 28, at 8 and
Tuesday, July 30, at 8

(Dress Rehearsals: Thursday, July 25, at 8;

Saturday, July 27, at 4:30)

TANGLEWOOD MUSIC CENTER
ORCHESTRA AND VOCAL FELLOWS

SEIJI OZAWA, conductor

DAVID KNEUSS, director

JOHN MICHAEL DEEGAN and
SARAH G. CONLY, design

TANGLEWOOD FESTIVAL CHORUS,
JOHN OLIVER, conductor

BRITTEN Peter Grimes

(Fully-staged production celebrating the 50th

anniversary of the American premiere)

Wednesday, July 31, at 8:30

RICHARD GOODE, piano

Music ofJ.S. Bach, Chopin, Brahms, and

Beethoven

Programs subject to change.
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TANGLEWOOD MUSIC CENTER
Leon Fleisher, Artistic Director

1996 Concert Schedule

Sunday, June 30, at 5:30 p.m.

Tanglewood Music Center

Opening Exercises

(free admission; open to the public)

Monday, July 1, at 8:30 p.m.

The Phyllis and Lee Coffey Memorial Concert

Tanglewood Music Center Orchestra

Seiji Ozawa and Conducting Fellows

conducting—To include Druckman
Summer Lightning, and Four Sea

Interludes from Britten's Peter Grimes

Tuesday, July 2, at 8:30

Sonata Recital—TMC Fellows

Saturday, July 6, at 2 p.m.

Vocal Recital—TMC Fellows

Sunday, July 7, at 10 a.m.

Chamber Music—TMC Fellows

Sunday, July 7, at 8:30 p.m.

Sonata Recital—TMC Fellows

Monday, July 8, at 8:30 p.m.

Tanglewood Music Center Orchestra

Gustav Meier and Conducting Fellows

conducting; Singers from the

TMC Vocal Programs
To include excerpts from Mozart's

Abduction from the Seraglio

Tuesday, July 9, at 4 p.m.

Sonata Recital—TMC Fellows

Wednesday, July 10, at 4 p.m.

Sonata Recital—TMC Fellows

Thursday, July 11, at 5 p.m.

Special Event—"The Poetry of Donald Hall"

William Bolcom, Donald Hall, Joan Morris,

TMC Fellows—Poetry of Donald Hall

and music of William Bolcom
(free admission; open to the public)

Thursday, July 11, at 8:30 p.m.

Vocal Recital—TMC Fellows

Saturday, July 13, at 2 p.m.

Chamber Music—TMC Fellows

Sunday, July 14, at 10 a.m.

Chamber Music—TMC Fellows

Sunday, July 14, at 2:30 p.m. (Shed)*

Leonard Bernstein Memorial Concert

To benefit the Tanglewood Music Center

Tanglewood Music Center Orchestra

Robert Spano conducting
Peter Serkin, piano

Music of Brahms, Copland, and Stravinsky

Sunday, July 14, at 8:30 p.m.

Vocal Recital—TMC Fellows

Monday, July 15, at 8:30 p.m.

Chamber Music—BUTI Young Artists

Wednesday, July 17, at 8:30 p.m.

Chamber Music—TMC Fellows

Saturday, July 20, at 2 p.m.

BUTI Young Artists Orchestra

William Eddins conducting
Atlantic Brass Quintet

Music of Strauss, Torke, and Beethoven

Sunday, July 21, at 9:30 a.m.

Family Concert sponsored by KayBee Toy
Stores, Inc. and Berkshire County Savings

Bank
Tanglewood Music Center Orchestra

Gustav Meier and Conducting Fellows

conducting; Leon Fleisher, piano

To include Britten Diversions for piano
(left hand) and orchestra and Young
Person 's Guide to the Orchestra

Sunday, July 21, at 11:30 a.m.

Chamber Music—TMC Fellows

Sunday, July 21, at 8:30 p.m.

Tanglewood Music Center Orchestra

Leon Fleisher, conductor/pianist, and
Conducting Fellows conducting

To include Britten Diversions

and Beethoven Symphony No. 2

Monday, July 22, at 8:30 p.m.

Chamber Music—BUTI Young Artists

Tuesday, July 23, at 4 p.m.

Special Event

Gagaku workshop/demonstration
(free admission; open to the public)

Wednesday, July 24, at 8:30 p.m.

BUTI Young Artists Chorus

Saturday, July 27, at 2 p.m.

Tanglewood Music Center Orchestra

Joel Smirnoff and Conducting Fellows

conducting

To include Mozart Symphony No. 39

and Stravinsky Pulcinella

Sunday, July 28, at 10 a.m.

Chamber Music—TMC Fellows

Sunday, July 28, at 8 p.m. and
Tuesday, July 30, at 8 p.m. (Theatre)*

(Dress Rehearsals*:

Thursday, July 25, at 8 p.m.

Saturday, July 27, at 4:30 p.m.)

TMC Orchestra and Vocal Fellows

Seiji Ozawa conducting

David Kneuss, director; John Michael

Deegan and Sarah G. Conly, design

Tanglewood Festival Chorus,

John Oliver, conductor

Britten Peter Grimes (fully-staged production

celebrating the 50th anniversary of the

American premiere)



FESTIVAL OF CONTEMPORARY MUSIC
Thursday, August 8, at 8:30 p.m.

The Fromm Concert at Tanglewood
Gilbert Kalish, piano; Joel Krosnick, cello;

William Purvis, horn; Joel Smirnoff,

violin; John Tighe,percussion—Music

of Wernick, Babbitt, Shapey, Carter,

and Ligeti

Saturday, August 10, at 2 p.m.

TMC Fellows—Music of Anderson,

Hesketh, Mason, Reich, Varese, and
Takemitsu

Saturday, August 10, at 11 p.m.

Ellen Corver and Sepp Grotenhuis,

pianos—Stockhausen Mantra

Sunday, August 11, at 10 a.m.

The Natalie and Murray Katz Concert

TMC Fellows—Music of Mackey,

Loevendie, Szymanowski, Golijov,

Berio, andjanacek

Sunday, August 11, at 8:30 p.m.

TMC Fellows; Ellen Corver, piano

—

Music of Benjamin, Kagel, Vivier, and
Ligeti

Monday, August 12, at 8:30 p.m.

TMC Fellows—Music of Ustvolskaya,

Takemitsu, Kurtag, Rands, and Berio

Tuesday, August 13, at 8:30 p.m.

Tanglewood Music Center Orchestra

Reinbert de Leeuw conducting

Music of Sanchez-Gutierrez, Rands,

Ligeti, and Messiaen

Wednesday, August 14, at 8:30 p.m.*

Netherlands Wind Ensemble—To in-

clude music of Xenakis and Kancheli

Thursday, August 1, at 8:30 p.m.

Vocal Recital—TMC Fellows

Saturday, August 3, at 2 p.m.

BUTI Young Artists Orchestra

Gisele Ben-Dor conducting
Mahler Symphony No. 5

Sunday, August 4, at 10 a.m.

Chamber Music—TMC Fellows

Sunday, August 4, at 8:30 p.m.

Chamber Music—BUTI Young Artists

Monday, August 5, at 8:30 p.m.
Zurich Piano Trio

(TMC Ensemble-in-Residence)

Programs designated "TMC Fellows" are performed by members of the Tanglewood Music Center
Fellowship Program for advanced young performers 18 years of age and older.

Programs designated "BUTI Young Artists" are performed by members of the Boston University

Tanglewood Institute Young Artists Instrumental and Vocal Programs for high-school age musicians.

"Tanglewood on Parade" on Tuesday, August 6, is a day-long series of concert performances and other
events spotlighting the entire spectrum of Tanglewood's performance activities, including the Tanglewood
Music Center Fellowship Program, the Boston University Tanglewood Institute Young Artists Program, and
the Boston Symphony Orchestra. "Tanglewood on Parade," the Leonard Bernstein Memorial Concert on
Sunday, July 14, and the commemorative performances of Peter Grimes on Sunday, July 28, and Tuesday,

July 30, are presented as benefits for the Tanglewood Music Center. Tickets are required and are available

at the Tanglewood box office.

Tuesday, August 6*

TANGLEWOOD ON PARADE
To benefit the Tanglewood Music Center

Afternoon events begin at 2:30 p.m.

Gala concert at 8:30 p.m. (Shed)

Tanglewood Music Center Orchestra

Boston Symphony Orchestra

Seiji Ozawa, Leon Fleisher, Keith Lockhart,

andJohn Williams conducting

To include Tchaikovsky 1812 Overture

Saturday, August 17, at 2 p.m.

BUTI Young Artists Orchestra

Kirk Muspratt conducting

Yuri Mazurkevich, violin

Music of Maxwell Davies, Bruch, and
Berlioz

Sunday, August 18, at 10 a.m.

Chamber Music—TMC Fellows

Sunday, August 18, at 8:30 p.m.

Chamber Music—TMC Fellows

Monday, August 19, at 8:30 p.m.

Vocal Recital—TMC Fellows

Tuesday, August 20, at 8:30 p.m.

Sausalito String Quartet

(TMC Ensemble-in-Residence)

Wednesday, August 21, at 8:30 p.m.

In memory of Louis Krasner

Tanglewood Music Center Orchestra

Bernard Haitink and Conducting Fellows

conducting

Joel Smirnoff, violin

Brahms Haydn Variations, Haydn
Symphony No. 95, Schumann Manfred
Overture, and Berg Violin Concerto

Schedule subject to change.

Additional TMC events may take place
at 4 p.m. on selected weekday after-

noons; up-to-date weekly schedules
are available at the Main Gate.

Except as noted, seats are unreserved
and available one hour before con-
cert time for a contribution of $6
($10 for orchestra concerts).

Tanglewood Friends are admitted
without charge.
Unless otherwise stated, all concerts
are held in Seiji Ozawa Hall.

Tanglewood Festival ticket required;

available at the Tanglewood box office



TANGLEWOOD MUSIC CENTER ENDOWMENT FUNDS

Tanglewood Music Center Fellows pay no tuition; many are offered free room and board. Their residen-

cy at Tanglewood is underwritten largely through annual and endowed Fellowships. The TMC faculty

includes many of the world's finest musical artists, some of them teaching through the generosity of

donors who have endowed Faculty Chairs. The Tanglewood Music Center gratefully acknowledges the

endowment support of the contributors represented below.

Endowed Faculty Positions

Berkshire Chair

Dr. and Mrs. Edward L. Bowles Master Teacher Chair

Richard Burgin Chair

Charles E. Culpeper Foundation Chair, Chairman of

the Faculty

Barbara LaMont Master Teacher Chair

Renee Longy Chair, a gift ofJane and John Goodwin

Marian Douglas Martin Chair, endowed by Marilyn

Brachman Hoffman for Keyboard Faculty

Beatrice Sterline Procter Master Teacher Chair

Sana H. Sabbagh and HasibJ. Sabbagh Master

Teacher Chair

Surdna Foundations Master Teacher Chair

Endowed Guarantor Fellowships

Jane W. Bancroft Fellowship

BayBanks Fellowship

Leonard Bernstien Fellowships

Edward S. Brackett, Jr., Fellowship

Frederic and Juliette Brandi Fellowship

Rosamond Sturgis Brooks Memorial Fellowship

Stanley Chappie Fellowship

Alfred E. Chase Fellowship Fund

Clowes Fund Scholarship

Nat Cole Memorial Fellowship

Harold G. Colt, Jr., Memorial Fellowship

Andre Come Memorial Fellowship

Caroline Grosvenor Congdon Memorial Fellowship

Aaron Copland Fund for Music Fellowship

Margaret Lee Crofts Fellowship

Charles E. Culpeper Foundation Fellowship

Darling Family Fellowship

Omar Del Carlo Tanglewood Fellowships

Otto Eckstein Family Fellowship

Friends of Armenian Culture Society

Judy Gardiner Fellowship

Athena and James Garivaltis Fellowship

Juliet Esselborn Geier Memorial Fellowship

Armando A. Ghitalla Fellowship

Fernand Gillet Memorial Fellowship

Marie Gillet Fellowship

Florence Gould Foundation Fellowships

The Luke B. Hancock Foundation Fellowship

William Randolph Hearst Foundation Fellowship

CD. Jackson Fellowship

Paul Jacobs Memorial Fellowship

BillyJoel Keyboard Fellowship

H. Eugene and Ruth B. Jones Fellowship

Susan Kaplan/Ami Trauber Fellowship

Mr. and Mrs. Allen Z. Kluchman Memorial Fellowship

Dr. John H. Knowles Memorial Fellowship

Stephanie Morris Marryott and Franklin
J.

Marryott

Fellowship

Merrill Lynch Fellowship

Ruth S. Morse Fellowship

Albert L. and Elizabeth P. Nickerson Fellowship

Northern California Fund Fellowship

Seiji Ozawa Fellowship

The Theodore Edson Parker Foundation Fellowship

Daphne Brooks Prout Fellowship

The Rapaporte Foundation Fellowship

Harry and Mildred Remis Fellowship

Peggy Rockefeller Memorial Fellowship

Carolyn and George Rowland Fellowship in Honor of

Eleanor Panasevich

Wilhelmina Sandwen Memorial Fellowship

Morris A. Schapiro Fellowship

Edward G. Shufro Fellowships

The Starr Foundation Fellowship

Miriam and Sidney Stoneman Fellowship

Surdna Foundation Fellowship

William F. and Juliana W. Thompson Fellowship

DeWitt Wallace-Reader's Digest Fund Fellowship

Endowed Sustaining Fellowships

Mr. and Mrs. David B. Arnold, Jr. Fellowship

Kathleen Hall Banks Fellowship

Leo L. Beranek Fellowship

Felicia Montealegre Bernstein Fellowship

Helene R. and Norman L. Cahners Fellowship

Marion Callanan Memorial Fellowship

Harry and Marion Dubbs/Brookline Youth Concerts

Awards Committee Fellowship



Arthur Fiedler/Leo Wasserman Fellowship

Dr. Marshall N. Fulton Memorial Fellowship

Gerald Gelbloom Memorial Fellowship

Haskell Gordon Memorial Fellowship

John and Susanne Grandin Fellowship

Lola and Edwin Jaffe Fellowship

Dr. and Mrs. Arthur R. Kravitz Fellowship

Bernice and Lizbeth Krupp Fellowship

Philip and Bernice Krupp Fellowship

Edwin and Elaine London Family Fellowship

Lucy Lowell Fellowship

Robert G. McClellan, Jr., and IBM Matching Grant

Fellowship

Stephen and Persis Morris Fellowship

Andrall and Joanne Pearson Fellowship

David R. and Muriel K. Pokross Fellowship

Lia and William Poorvu Fellowship

Hannah and Raymond Schneider Fellowship

Albert Spaulding Fellowship

Tappan Dixey Brooks Fellowship

Augustus Thorndike Fellowship

R. Amory Thorndike Fellowship

Sherman Walt Memorial Fellowship

Max Winder Violin Fellowship

Endowed Seminar Scholarships

Maurice Abravanel Scholarship

Ethel Barber Eno Scholarship

Eugene Cook Scholarship

Dorothy and Montgomery Crane Scholarship

William E. Crofut Family Scholarship

Richard F. Gold Memorial Scholarship

Heifetz Scholarship

Leah Jansizian Memorial Scholarship

Claire and Millard Pryor Scholarship

Mary H. Smith Scholarship

Cinthia L. Spark Scholarship

Evelyn and Phil Spitalny Scholarship

Tanglewood Programmers and Ushers Scholarship

Tisch Foundation Scholarship

Endowed Funds Supporting the

Teaching and Performance Programs
Bernard and Harriet Bernstein Fund

Donald C. Bowersock Tanglewood Fund

Gino B. Cioffi Memorial Prize Fund

Margaret Lee Crofts Fund

Eleanor Naylor Dana Visiting Artist Fund

Carlotta M. Dreyfus Fellowship

Elise V. and Monroe G. England TMC Fund

Virginia Howard and Richard A. Erlich Fund

Daniel and Shirlee Cohen Freed Fund

Alice Willard Dorr Foundation Fellowship

Honorable and Mrs. John H. Fitzpartick Fund

Selly A. Eisemann Memorial Fellowship

Grace Cornell Graff Fellowship Fund for Composers

Greve Foundations -John J.
Tommaney Fund

Mickey L. Hooten Prize Fund

Grace B. Jackson Prize Fund

Paul Jacobs Memorial Commissioning Fund

Miriam Ann Kenner Memorial Scholarship

The Louis Krasner Fund

William Kroll Memorial Fund

Dorothy Lewis Scholarship

Samuel Mayes Memorial Prize Fund

Northern California Audition Fund

Carrie L. Peace Memorial Fund

Herbert Prashker Fellowship

Jane and Peter van S. Rice Fund

Pearl and Alvin Schottenfeld Fund

Asher
J.

Shuffer Fellowship

Jason Starr Scholarship

John Williams Fund

Karl Zeise Memorial Prize Fund

Contributions as of June 21, 1996

TanglewoDd
Music
Center
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"Come tarry...

and celebrate!...

Play Parcheesi. Savor our

comfort cookery, confections, and

bracing spirits. Delight in a

dose of nostalgia in our

reclaimed historic barn. Sojourn

at "Brookside" or "Pondside."

"You '11 never want to leave!. . .

"

<^> • MOBIL GUIDE

Catered Feasts • Weddings • Picnics

Periodic Entertainment

Route 7, Williamstown, Mass.

(413) 458-1896 or 458-8125

White Seaform Set with Black Lip Wraps, 1 994

DALE CHIHULY: "Seaforms"

Works by America's

pre-eminent artist in glass

May 30-August 25

Williams College Museum of Art
Main Street, Williamstown, MA
Tues.-Sat 10-5, Sun. 1-5. Free.

Phone:(413)597-2429

A Passion for

Sterling and Francine

Clark Collect, 1 9 1 6-
1 95 1

August 3, 1996-

January 5, 1997

Sterling and Francine

Clark Art Institute

225 South Street

Williamstown, MA

Admission tree

Reminiscent of an English country inn,

spacious, elegant accommodations,
fireplaces and bay windows, inner
courtyard, pond, fountain, gourmet
restaurant. Exercise facility, sauna,

whirlpool, outdoor swimmmg pool.

tbeOrCMgiW
222 Adams Road

Williamstown, MA 01267
800-225-1517 • 413-458-9611

Mobil it if if* • AAA++4+
Member ofPreferred Hotels & Resorts Worldwide
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Best Browse Around
When people describe

our shop, they usually

say that it's a "great

place to browse like a

museum, only different."

And we couldn't agree

more because we're

fascinated with all

sorts of objects old.

new. domestic

.

international, rare,

curious, useful, iun. All

interesting, beautiful,

treasured. Come to

browse and shop, but

leave enough time to

be entertained!

\tilliin« in urn \liof> is "ordinary

furniture, lighting, antique

prints, quilts. jenelry.folk art.

rare hooks. Qiiimprr. /Ion blue.

and lon/uav pottery

The Library

Antiques
. . . and more

70 Spring Street • Williamstown, Mass.

(413) 458-3436

l "isit our outside cafe for lunch

$jnm$m bounty

k

3£ Stoneleigh-Burnham
is an independent

boarding school

with a strong college

preparatory program

for girls in grades 9

through 12 and PG.

Award winning

Riding, Dance and

Fine Arts programs

enhance a well

balanced

educational

experience.

Contact Admissions
BoxTW

Greenfield, MA 01301

413 774-2711

^ed ,ove to show you around.

MASSACHUSETTS

6€MC

«y7ationally acclaimed country store

with great picnics, cafe, fudge,

candy, bakery and the area's largest

selection of wines, gourmet foods,

gift baskets, maple syrup and unusual

gifts from around the world.

the Store
,at five
lOrners

Gourmet Foods, fine wines,

unusual gifts and catering

Routes 7 & 43, Williamstown, MA 01267

(413) 458-3176 • 7 a.m. to 8 p.m. daily

GLASS BLOWING • SILVERSMtTHING • GIFTS

"My Kids Loved

Watching the Silver

i

TT

f

Being Made. I Loved

Buying it."

LUNT
DESIGN center

BEGINNING SUMMER '96

Exit 27 off 1-91. 2W Fi-Jtril St.. Greenfield. MA
(4H) 7720767

\

I

I

I

U

i
u

• POTTERY • FINE CUTLERY • FLATWARE •

Write or call:

Franklin Counly Chamber of Commerce
P.O. Box 898. Greenfield. MA 01302.

413-773-5463 or Fax: 413-773-7008.
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A Great
Place for a
Business

MOVING YOUR BUSINESS TO THE BERKSHIRES

COULD BE THE Ml OST BRILLIANT MOVE OF YOUR cAReER.
CALL THE CENTRAL BERKSHIRE CHAMBER OF COMMERCE

66 WEST STREET PITTSFIELD MA D 1 2D 1 1 -BD D"B E R K-CTY
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Annual reports, product brochures, publications,

catalogs & data sheets — a symphony of multi-color

printing using our image editing and electronic page

assembly capabilities to enhance the performance.

Bravo! MacDonald & Evans Printers.

One Rex Drive • Braintree, Massachusetts 02184

Tel: (617) 848-9090 • Fax: (617) 843-5540

Email: macevanl@aol



The Music Has

Never Been Sweeter

Edgar and Dori Curtis share a

passion for music; their lives

have been devoted to com-

posing, teaching and perform-

ing. As a conductor, Edgar has

taken American compositions

to major orchestras in Europe

and encouraged cross-cultural

exchanges. At Kimball Farms,

he and Dori enrich the lives of

their fellow residents through

musical performances and

seminars. It's all part of what

makes this community so vital;

you meet the most interesting

people at Kimball Farms.

Retirement As It Was
Meant To Be

Kimball Farms

235 Walker Street, Lenox, MA 01240 (800) 283-0061 (413) 637-4684


