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Hello, and  
welcome to the 
56th season  
of the santa 
Cruz County  
symphony! 

message from the music director

It is with great joy that i look forward 
to leading my wonderful colleagues 
of the orchestra as their next Music 

Director. This dynamic orchestra and 
its passionate supporters is an inspir-
ing combination, and i’m thrilled to 
get to share my love and passion for 
music with this beautiful community. 

This season, we are proudly present-
ing some of the greatest music ever 
written: stories in sound going back 
over 250 years, from Bach to Bern-
stein, and including Beethoven’s fifth 
symphony, selections from Prokofiev’s 
Romeo and Juliet, over two dozen 
varieties of dance, Mozart’s Requiem, 
and much, much more. We will be 
joined by pianist Jeffrey kahane, cel-

list Austin Huntington, vocal soloists 
from the Metropolitan Opera, and our 
beloved Cabrillo symphonic Chorus. 

i’m also happy to share some of my 
plans for the future with you. i’ve 
always been fascinated by the balanc-
ing act that we musicians strive to 
find between music’s past and future, 
and i love how particularly sensitive 
and alert this makes us to the cultural 
landscapes around us. Consequently, 
i’ve always been an avid performer 
and fan of new music, and i’m happy 
to tell you that my plans for the fol-
lowing seasons involve attempting to 
include a work of contemporary music 
on every program. it’s a dream come 
true to look forward to programming 

contemporary music for a community 
with such enthusiasm for it! 

Lastly, on behalf of all of us at the 
sCCs, we want to thank you for sup-
porting us, so we can build on the 
sCCs’ existing achievements, sustain 
and grow our educational program, 
and continue to inspire the community.  

As for us, we look forward to play-
ing our very best, to creating musical 
magic, to providing overwhelming 
experiences, and to inspiring people 
to listen deeply. 

enjoy!

MAeSTRO STewART iS SPONSORed iN MeMORY Of edY & JOe HeNdeRSON
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The Santa Cruz  
Civic Auditorium, at 
307 Church street, was 
established in 1940, and 
maintains a tradition of 
outstanding contribution 
to cultural and civic life in 
santa Cruz, including the 
debut performance of 
the santa Cruz County 
symphony in 1958.  
Operated by the City of 
santa Cruz, the Civic hosts 
approximately 100 events 
annually, attracting 100,000 patrons. The Civic is within easy walking distance 
to many restaurants and shops located in downtown santa Cruz. recent renova-
tions made by the City in collaboration with the symphony and other nonprofit 
users of the Civic have set the foundation for further advancement of the Civic as 
a performing arts venue for years to come.

fRee Pre-Concert Talks take place at 7 PM in the Civic Auditorium, immediately 
before each saturday evening concert.

The Mello Center for  
the Performing Arts is a 
770 seat theater located in 
historic downtown Watson-
ville, two blocks from the 
beautiful town plaza.  
The Mello is a perfect 
place for matinee perfor-
mances of the santa Cruz 
County symphony, with 
comfortable seating, great 
acoustics, and only a short 
drive for most symphony 
audiences, with parking 
available across the street and a number of good restaurants nearby. The Mello is 
managed by the nonprofit Pajaro valley Performing Arts Association and is jointly 
owned by the City of Watsonville and the Pajaro valley Unified school District.

Funding from the santa Cruz County symphony contributed to building the perfor-
mance hall located at east Beach and Lincoln streets, Watsonville.

fRee Pre-Concert Talks take place at 1 PM in the Mello Center, immediately 
before each sunday matinee concert.

venues

about the  
program 
book
For information about  
advertising in this book  
please call 831.462.0553 (11)  
or e-mail marketing@santacruz-
symphony.org

season Brochure, Program Cover & 
Program Book Design & Production:  
LinDA knUDsOn

Copy editor:  
JeAnne LAnCe

Program Book Coordinator:  
BenJAMin sHOrT 

Program notes:  
DOn ADkins 

Advertising & sales:  
JOCeLyn MACneiL 

Ad Design, Layout & Management:  
MArgUeriTe Meyer

Printing:  
PrinTWOrx 

Cover photo:  
r.r. jones

Concert page photos:  
kennAn WArD  
PHOTOgrAPHy 
kennanWard.com
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2013/14 season schedule

 OCTOBeR 5, 2013 CONCeRT 1 CLAssiC evening 

 saturday, 8 pm santa Cruz Civic Auditorium

 OCTOBeR 6, 2013 CONCeRT 1 enCOre MATinee 

 sunday, 2 pm Mello Center, Watsonville

 NOveMBeR 16, 2013 CONCeRT 2 CLAssiC evening 

 saturday, 8 pm santa Cruz Civic Auditorium

 NOveMBeR 17, 2013 CONCeRT 2 enCOre MATinee 

 sunday, 2 pm Mello Center, Watsonville

 JANUARY 25, 2014 CONCeRT 3 CLAssiC evening 

 saturday, 8 pm santa Cruz Civic Auditorium

 JANUARY 26, 2014 CONCeRT 3 enCOre MATinee 

 sunday, 2 pm Mello Center, Watsonville

 feBRUARY 24, 2014 YOUTH CONCeRT (SCHOOlS ONlY) 

 Monday, 9:30 & 11 am santa Cruz Civic Auditorium

 feBRUARY 25, 2014 YOUTH CONCeRT (SCHOOlS ONlY) 

 Tuesday, 9:30 & 11 am Mello Center, Watsonville

 MARCH 2, 2014 fAMilY CONCeRT 

 sunday, 2 pm santa Cruz Civic Auditorium

 MARCH 22, 2014 CONCeRT 4 CLAssiC evening 

 saturday, 8 pm santa Cruz Civic Auditorium

 MARCH 23, 2014 CONCeRT 4 enCOre MATinee 

 sunday, 2 pm Mello Center, Watsonville

 MAY 17, 2014 CONCeRT 5 CLAssiC evening 
 saturday, 8 pm santa Cruz Civic Auditorium

 MAY 18, 2014 CONCeRT 5 enCOre MATinee 

 sunday, 2 pm Mello Center, Watsonville

 JUNe 7, 2014 ¡fieSTA!  

 saturday, 8 pm BeNefiT CONCeRT 

  santa Cruz Civic Auditorium

SeASON TiCkeTS

syMPHOny OFFiCe 
307 Church street 
santa Cruz, CA 95060 
831.462.0553 ext. 10

hours: 
Tuesday–Friday 9 AM–5 PM 
or online at 
www.SantaCruzSymphony.org

SiNGle TiCkeTS 

for the Civic or Mello available 
at the Civic Box Office

CiviC BOx OffiCe

307 Church street  
santa Cruz, CA 95060 
831.420.5260 
www.SantaCruzTickets.com

hours: 
Tuesday–Friday: 11 AM–6 PM 
saturday: 10 AM–1:30 PM  
sunday and Monday: CLOseD 
Box Office opens 1 hour  
before concerts.

MellO CeNTeR fOR  
THe PeRfORMiNG ARTS,  
wATSONville 

Box Office opens 12:30 PM  
before sunday matinee concerts.

Advance sales through the 
Civic Box Office

fRee PRe-CONCeRT TAlkS

take place at 7 PM in the Civic  
Auditorium, immediately before each 
saturday evening concert; and at 1 PM 
in the Mello Center, immediately before 
each sunday matinee concert.

ticket  
information
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i want to thank all of 
you who gave us your 
thoughtful feedback 
last season on the 
five wonderful Music 
Director candidates. 
it was a big help in 
our selecting our new 
Maestro. And now it 
is time to fasten your 
seat belts and hold 
on tight as we launch 
into the next phase of our sym-
phony’s growth under the direction 
of our new Music Director, Maestro 
Daniel stewart. it is going to be a 
thrilling ride, with great concerts, a 
fresh artistic vision and new initia-
tives, all built on the best qualities of 
our symphony that have developed 
over the past years.

We are absolutely thrilled to have 
Daniel join our symphony family. 
His love of music, his leadership, his 
technical abilities and his creativity 
are amazing. With a graduate de-
gree in Conducting from the Curtis 
institute of Music and his recent 
appointment by James Levine as 
Conductor with the Metropolitan 

Opera’s Lindemann 
young Artist Develop-
ment Program, his cre-
dentials are impeccable. 
And he plays a mean 
viola!

i am very grateful to our 
administrative staff, con-
sisting of executive Di-
rector Jan Derecho along 
with Benjamin short, 
Marketing Manager, and 

our newest staff member, Misty Ad-
ams, Office Coordinator, for all their 
hard work. i am also proud to be 
leading our terrific board of direc-
tors who work diligently to make our 
symphony a success.

 Finally, i am very grateful to you, our 
community and audience. in a time 
when orchestras across the land are 
cutting back or closing their doors, 
it is through your ongoing generous 
support that we remain a success-
ful, vibrant organization.

i sincerely hope you enjoy our 56th 
season.

Owen Brown 
Acting President of the Santa Cruz 

 County Symphony Board

message from the board president PAsT PresiDenTs 
OF THe  
syMPHOny BOArD

1958 Matilda Dedrick

1958–59 roy Bergazzi

1959–61 Carolyn Baldwin

1961–62 James Hammond

1962–63 Paul sandas

1963–64 Howard Miguel

1964–66 Jack Peterson

1966–69 Dr. Carl nelson

1969–70 ernest T. kretschmer

1970–71 Dr. Douglas A.  
 Liddicoat

1971–74 Jay van stolk

1974–75 Max Walden

1975–76 ernest T. kretschmer

1976–77 sidney Damon

1977–78 robert Anderson

1978–80 Dr. Bernard  
 Hilberman

1980–81 kenneth r. Clark

1981–82 kenneth r. Clark 
 William Quale

1982–87 rowland k. rebele

1987–89 ernestine Anderson

1989–91 Wanda raffetto

1991–93 nancy Hendee

1993–94 F. McCauley small, Jr. 
 Jan Derecho

1994–95 Jan Derecho

1995–96 Dorothy Wise

1996–97 Linda Burroughs

1997–98 Les kadis M.D.,  
 suzanne Mann,  
 Chris schofield, &  
 F. McCauley small, Jr. 

1998–00 F. McCauley small, Jr.

2000–02 kate Chen

2002–04 Mary James

2004–08 Linda Burroughs

2008– Owen Brown
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it is with particular pleasure that i 
welcome you to our 56th symphony 
season! A special energy surrounds 
all of us in our symphony Family, and 
it centers around Maestro Danny 
stewart—on his zest for life, his belief 
in the transformative power of live 
classical music, and his passion for 
our symphony! As i have gotten to 
know our new maestro, together we 
have begun forging a new artistic 
partnership.

you, too, can play an important part 
in keeping our symphony flourishing. 
Think about those in your friendship 
circle who might love to join you at 

one of our concerts this historic new 
season, and invite them to attend 
a concert with you. Then make an 
evening of it with dinner at one of our 
great partner restaurants— 
el Palomar santa Cruz and  
California grill in the Pajaro valley, 
which offer symphony subscribers 
20 percent off your meal as a sub-
scriber benefit this season! (simply 
tell your waiter and show your ticket 
stub.) 

i look forward to experiencing our or-
chestra’s glorious music with you as 
we witness Maestro stewart’s vision 
for the symphony’s future, and as we 
welcome an expanding santa Cruz 
County community of concertgoers. 
And thank yOU for being such won-
derful classical music enthusiasts!

The future is now! 

Enjoy the music!

Jan Derecho, Executive Director 
Santa Cruz County Symphony

message from the executive director sAnTA CrUZ  
COUnTy syMPHOny 
BOArD OF DireCTOrs 
56TH seAsOn

BOARd Of diReCTORS

Owen Brown 
Acting President

Pegi Ard 
Treasurer 

Linda Burroughs  
Vice-President, Development

Catharine gill 
Vice-President, Youth & Family

Dorothy Wise 
Vice-President, Artistic Advisory

Owen Brown 
Vice-President, Governance 

Cynthia kilian 
South County Audience  
Development

roger knacke 
League President

Myrna Britton 
Barbara Canfield 
Pete Cartwright  
Linda Downing 
Lee Duffus 
John eiskamp 
Mary Anne James 
Mary Ann Orr 
Clyde vaughn 
vicki Wasson 
Patrick Williams 
Directors

Daniel stewart 
Music Director

Jan Derecho 
Executive Director
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media partners

Media partners and friends  
have contributed to the  
santa Cruz County symphony  
to help us promote music  
in our community.  
Thank you!

administration / production

lynn Brisson 
Accountant

Benjamin Short 
Marketing Manager

307 Church street, santa Cruz, CA 95060  
phone 831-462-0553 fax 831-426-1193  
web SantaCruzSymphony.org 
e-mail info@santacruzsymphony.org

Sue laughlin 
Librarian

Norman C. Peck 
Personnel Manager

Misty Adams 
Office Coordinator

Rick larsen 
Production  
Manager &  
Lighting Designer

Patrick  
fitzsimmons 
Production /  
stage Manager

Noah Reson-
Brown

sound engineer

iATSe  
Local #611 
(international  
Alliance of  
Theatrical stage 
employees)

pre-concert lecturers
don Adkins  
Civic Classic Concerts

Anatole leikin 
Mello encore Concerts
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symphony supporters by giving level

diamond ($15,000+)
David & Lucile Packard Foundation
symphony League of santa Cruz 

County 

Dorothy Wise

emerald ($10,000–14.999)
edy & Joe Henderson 
Mary n. kashtan 
Merillyn noren
Plantronics

platinum ($6,000–9,999)
Pegi & Tom Ard 

Arts Council  
santa Cruz County

Owen Brown & Mary Akin 
Barbara Canfield 
The David e. Davis Donor Advised 

Fund at Community Foundation 
santa Cruz County

Macy’s 
Peggy Minier, Mission  

industrial Land 
Monterey Peninsula Foundation  

youth Fund 
Peter & Mary Ann Orr 
Williams Family
Todd & Corinne Wipke

gold ($4,000–5,999)
Burroughs Financial services & Linda 

Burroughs real estate
Peter Cartwright
susan Cony 
Lee & emily Duffus 
John & Judy eiskamp 

Ann & gordon getty Foundation
google Matching gift Program
kelly & Maria nesheim
Joan Osborne
santa Cruz County Office  

of education

silver ($3,000–3,999)
Diane & Don Cooley 
James & Catharine gill 
Harry & Terry Hanson 
Hal & Dorothy Hyde 
Bruce & Phyllis rosenblum
Toyota of santa Cruz

kurt & regina yeager 

bronze ($2,000–2,999)
Harry & Mary Blanchard 
Dwayne & Linda Downing 
Francis garcia 
shirley nason greenwood
russell & Mary Ann Hobbs
karon Properties 
David e. kaun 
redtree Properties, L.P.
Jack & Barbara ritchey
rodger & vicki Wasson 
Westcliff Foundation
Charlotte Williams & Paul rembert 

copper ($1,000–1,999)
robert & Laurel Blaney 
Myrna Britton & roger Anderson
george & elizabeth Bunch
Dr. Frederick & kate Chen
s. Allan & Judith Dorosin 
e. T. easter, inc. 

Dr. noel & Miriam Fishman
Madeline Fjelstad
Margaret gordon
Herb & nancy greenfield
Jan Hadley 
Mary James & george Cook
roger knacke 
Anonymous
robert P. kraft 
Anonymous 
Anonymous 
Locatelli Moving & storage, inc. 
Frank & kate Miller
Lester & Martha Miller & Family 
Ow Family Properties 
David Pilcher & Michael gansauer
rowland & Pat rebele 
santa Cruz County youth symphony
Charles schwab 
ronald & Cynthia sekkel
Dieter siegmund
sigma Alpha of Omega nu
slatter Construction 
Desiree e. stuart-Alexander 
Michael & Lesley Tierra 
The Upjohn California Fund
Wells Fargo Foundation 
Betty Wycoff Memorial Fund for the 

santa Cruz County symphony 

symphony circle ($500–999)
Marjorie Albright 
Colleen Berlin-Timmons 
Bob & Bonnie Bernardi 
Alan & gweneth Brown
gordon & Mary Jane Chambers
Candace Dekkert 

The Santa Cruz County Symphony extends its most sincere appreciation to all those 
individuals, foundations, and corporate contributors who helped keep classical music alive  
through gifts during the past season July 1, 2012 to June 30, 2013.
Those donors whose contributions have increased since the prior year have been noted  
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Millie & Pamela DiBona
Dorothea Ditchfield
sandra & Charles eldridge
rod & Margaret Faurot
Franich Ford Lincoln Mercury 
John Larry granger 
Waldo griffin
Bernard & eleanor Hilberman 
Bob & Laura Jones 
Bob kaswen 
ellen B. kimmel Donor Advised Fund 

at Community Foundation santa 
Cruz County 

Ann kimmey
richard & Diane klein
neal Langholz 
John & Patricia Larse
norman & Mary kate Lezin 

Josephine Little 
Billie & Dr. John Mahaney
Dr. & Mrs. keith Mckenzie 
Bruce Miller 
Craig and Dusty Miller 
ethlyn Miller
george & shirley Mooers
Bruce & Linda nicholson
Dr. yoshio & Miwako nishi
karen O’Connor & Charles Flowers
irene Osterbrock 
Wayne Palmer & earleen Overend
Anonymous 
norman Peck
Prophet elias greek Church
Cathy richards & Jack Bradley
Lynn roberts
rotary Club of santa Cruz 
Thomas & Brenda schmida
Anne & David scott
steven & kristin smith
sue struck 
Carol & Jim Toney
Leland & Marian Zeidler

supporter ($250–499)
Mona Anders 
ronald & Ursula Alves
Bill & Joey Bear 
Janet Bell 
Arthur & Joan Cooley
Jan Derecho 
Harry & norma Domash 
russell & gan neh na Downing 
William & glendawyn Doyle 
Carole ellis 
Jack & iris Farr
renelde Flatté
robert & sim gilbert 
John & sue graulty 
gordon Thomas & suzanne guerrero

Mr. & Mrs. William H. Harmon, Jr.

rich & DeAnne Hart

Dr. Alan Heit 

Donald & Diana Henrichsen

Joanna & Louis Hildebrandt

yves Hoarau 

george & inga Hoffman 

Cynthia kilian 

Margaret knacke 

Marian & glen Langdon 

Howard & virginia Law 

kristen & Dave Mcnutt 

Jacob & Hila Michaelsen

Aaron & stephanie Morse 

John & Aneita radov 

Lloyd & sue robinson

Leslie rosen

Carroll smith 

Dr. David & Mary south

sheila & Clyde vaughn 

William & Joanne Wigginton 

Carol Willetts 
robert & Cathy Zimel  

friend ($100–249)
Lora & John Allanson
John & Betty Ann Altman
Margit Aramburu 
Larry Arnesen, D.C.
Martin & Barbara Bargetto 
ken Barmore 
Murray & sheila Baumgarten 
David Berkey 
Claire Biancalana & William kelsay 
Frank & JoAnn Brau
Frank & Loreen Bridges
erica Brown & Pete Boscacci 
nancy & John Buthenuth
edward & sharon Bystran 
Anne M. Callahan 
Jennifer Choate 
Jon & Carolyn Christian
Hank Christmann 

symphony supporters by giving level

MANY wAYS Of  
SHOwiNG SUPPORT

MeMOriALs AnD TriBUTes 
gifts of tribute and memori-
als to the santa Cruz County 
symphony allow you to make a 
meaningful and lasting tribute to 
friends and loved ones. 

COrPOrATe MATCHing  
giFT PrOgrAM  
Many companies match 
employee contributions to non-
profit organizations. Check with 
your personnel office to see if 
a matching gift program exists. 
it’s a wonderful way to double 
your contribution while gaining 
recognition for your company’s 
support of the local community. 

for more information  
call Jan Derecho,  
Executive Director at  
462-0553 x13 or executivedirec-
tor@santacruzsymphony.org.
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stan & stephanie Crawford
Faye Crosby 
John & Harriet Deck
elaine Doherty 
Bob & Bobbie Dolton 
Margaret & Allan Dow 
edna elkins 
yvonne Fairbairn 
ken & Joyce Fendorf
Mahlon & Joel-Ann Foote
Danene Forman 
David Fried 
Allen & shirley ginzburg 
velma groppi
Jeff & sheila Hall
Joe & Marcella Hall

Continued on page 67

in MeMOriAM giFTs

Margit Aramburu in memory of  
Jane van stolk

William & glendawyn Doyle in  
memory of Jane van stolk

Francis garcia in memory of  
george silva

edy & Joe Henderson in memory of 
rob Fish

Barbara & gordon Leighton in 
memory of John Urbanic

Anne Marie in memory of  
Mina Marsh

Joseph & Lila Jean Marvin in memory 
of John Urbanic

HOnOrAry giFTs

richard & Diane klein in honor of 
rowland & Pat rebele

Laurence rice in honor of  
Larry & Madelyn rice
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music director

dANiel STewART is the newly appointed Music 
Director of the santa Cruz County symphony. 
in the fall of 2012, he was appointed by James 
Levine as Conductor with the Metropolitan Opera’s 
Lindemann young Artist Development Program. The 
2013 season has already seen Mr. stewart make 
debuts with the saint Louis symphony and the 
new World symphony. The recipient of the 2010 
Aspen Music Festival’s James Conlon Conducting 
Prize, Mr. stewart has conducted orchestras 
including the Metropolitan Opera Orchestra, the 
Boston symphony Orchestra, the Los Angeles 
Philharmonic, the Hessischer rundfunk Orchester, 
and the Frankfurt Opern und Museumschaft 
Orchestra. He has additionally served as Cover 
Conductor with the Los Angeles Philharmonic, the 
Philadelphia Orchestra, the Atlanta symphony, the 
st. Louis symphony and the new World symphony, 
while assisting conductors Thomas Adès, Charles 
Dutoit, kurt Masur, David robertson, robert spano 
and Michael Tilson Thomas.

immediately after graduating from the Curtis 
institute of Music, Mr. stewart was engaged to 
direct the Curtis Opera Theater’s 2010–11 season 
opening production of La Tragédie de Carmen. 
He subsequently served as Assistant Conductor 
with the Opera Company of Philadelphia for the 
U.s. premiere production of Hans Werner Henze’s 
Phaedra, and has prepared Wozzeck, The Rake’s 
Progress and Il barbiere di Siviglia for the Curtis 
Opera Theater, and Le nozze di Figaro and Falstaff 
for the Aspen Opera Theater Company.

Mr. stewart has worked closely with contemporary 
composers such as the late karlheinz stockhausen, 
John Adams, and particularly Thomas Adès, 
whom he assisted in preparing the Los Angeles 
Philharmonic’s “Aspects of Adès” festival in 2011. 
An avid composer himself, Daniel stewart’s 
compositions have been performed at venues 
including the Tribeca new Music Festival, the 
Aspen Music Festival, and the verbier Festival. 
A selection of his compositions can be found on 
his youTube channel.

Previously, Mr. stewart has served as principal 
violist of numerous ensembles, including the verbier 
Festival Orchestra, the new World symphony and 
the schleswig-Holstein Festival Orchestra. He has 
also performed as an orchestral musician with such 
prominent orchestras as the san Francisco symphony, 

has recorded for eMi with Maxim vengerov, and has 
performed extensively in over 40 countries.

Mr. stewart holds a Bachelor’s of Music and a 
Performer’s Certificate in viola from the indiana 
University school of Music, and a graduate Degree in 
Conducting from the Curtis institute of Music, where 
he studied with Otto-Werner Mueller, with additional 
instruction from Christoph eschenbach, Alan gilbert, 
Michael Tilson Thomas, and sir simon rattle. 

Bio courtesy of the Metropolitan Opera

P
H

O
TO

: r
. r

. J
O

n
e

s



13SANTA CR UZ COU NTY SYM PHONY 

guest artists

equally at home at the keyboard or on 
the podium, JeffReY kAHANe has 
established an international reputation 
as a truly versatile artist.

Mr. kahane has given recitals in many 
of the nation’s major music centers 
including new york, Chicago, Bos-
ton, san Francisco, Los Angeles and 
Atlanta. He appears as soloist with 
major orchestras such as the new 
york Philharmonic, Cleveland Or-
chestra, Los Angeles Philharmonic, 
Philadelphia Orchestra and the san 
Francisco symphony and is also a 
popular figure at all of the major U.s. 
summer festivals. kahane is equally 
well known for his collaborations with 
artists and chamber ensembles such 
as yo-yo Ma, Dawn Upshaw, Joshua 
Bell, Thomas Quasthoff and the emer-
son and Takacs quartets.

As a guest conductor, kahane has led 
many of the major U.s. orchestras such 
as the new york and Los Angeles phil-
harmonics, Chicago, st. Louis, Balti-
more, Dallas and others. He is currently 
in his 16th season as music director of 
the Los Angeles Chamber Orchestra, 
and was formerly music director for the 
Colorado and santa rosa symphonies. 

Jeffrey kahane has numerous record-
ings with such artists as yo-yo Ma, 
the new World symphony, Cincinnati 
symphony, and the Oregon Bach Fes-
tival Orchestra, and was nominated by 
Gramophone magazine for “record of 
the year.” 

Mr. kahane took first prize at the rubin-
stein Competition and was a finalist at 
the van Cliburn Competition. He was 
also the recipient of an Avery Fisher 
Career grant and the first Andrew Wolf 
Chamber Music Award. 

An avid linguist who reads widely in 
a number of ancient and modern lan-
guages, Mr. kahane is a Professor of 
Music and Humanities in the Conser-
vatory and College at Bard College.

Cellist AUSTiN HUNTiNGTON made 
his solo orchestral debut at age 10 
and has performed as guest soloist 
with the indianapolis symphony Or-
chestra, san Jose Chamber Orches-
tra, Peninsula symphony, Chicago 
youth symphony Orchestra, and new 
World youth symphony Orchestra, 
to name a few. Austin is the first prize 
winner of the 2012 irving M. klein 
international string Competition, the 
2012 MUsiCCAs international string 
Competition, the 2011 stulberg inter-
national string Competition, and the 
2009 MTnA national string Competi-
tion. Formerly, Austin was the Princi-
pal Cellist of both the award-winning 
Chicago youth symphony Orchestra 
(CysO) and encore, CysO’s pre-
miere performing ensemble.

Austin performed in the 2010 kron-
berg Academy Cello Masterclasses 
in germany. Austin was awarded the 
highest honor of Most Distinguished 
Artist from the iBLA international 
Music Competition, based on a series 

of concerts in sicily, italy, and was 
invited to perform on the iBLA Tour, 
ending with his debut at Carnegie 
Hall. He was one of six cellists chosen 
to represent the United states in the 
2009 rostropovich international Cello 
Competition in Paris. 

Austin attends the Aspen Music Fes-
tival and school on a new Horizons 
Fellowship, and has attended the Perl-
man Music Program, the Academie 
international de Musique in France, 
and the indiana University string 
Academy. Austin has been invited to 
perform in masterclasses for numerous 
exceptionally regarded musicians and 
has also collaborated with such highly 
esteemed artists as itzhak Perlman 
and gustavo Dudamel. 

Austin is eighteen years old and a 
student of the Colburn school Con-
servatory of Music. He plays on a fine 
1725 venetian cello made by Carlo 
Tononi. Austin’s performances include 
Music in the vineyards and debuts with 
the Marin symphony Orchestra and the 
Colburn Orchestra.

25-year-old Chinese baritone YUN-
PeNG wANG was last seen making 
his Carnegie Hall debut, collaborating 
with the Musical Olympus Festival. in 
February, Mr. Wang made his Alice 
Tully Hall debut singing with the i sing 
Beijing Program and the new york 
City Opera Orchestra. 

JeffReY kAHANe AUSTiN HUNTiNGTON YUNPeNG wANG
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in 2012, yunpeng Wang won three 
awards at Plácido Domingo’s Operalia 
Competition, including 2nd place prize, 
the coveted Zarzuela Prize, as well as 
the Audience Award. As a winner of 
Operalia, he appeared in the voices of 
2012 concert with the Budapest sym-
phony Orchestra MÁv in Pécs, Hun-
gary. in the spring of 2013, he received 
first prize in the Alan M. and Joan Taub 
Ades vocal Competition.

He recently performed with the Hartford 
symphony as a soloist in Beethoven’s 
ninth symphony and The Yellow River 
Cantata by xian xinghai. His roles 
include Athanaël in Thaïs, guglielmo in 
Cosí fan tutte, Marco in Gianni Schic-
chi, eisenstein in Die Fledermaus and 
the sorcerer in Dido and Aeneas. 
He participated in the Zürich stiftung 
Opera Bel Canto night under the 
tutelage of Francisco Araiza in swit-
zerland. Wang has also sung at the 
national Centre for the Performing Arts 
in Beijing, Hong kong Cultural Centre, 
Tianjin grand Theatre, and Zhongshan 
Concert Hall in Beijing, China. 

yunpeng Wang has a bachelor’s degree 
from the Central Conservatory in Beijing 
and received his master’s degree from 
the Manhattan school of Music, where 
he received a full scholarship. Currently 
he is a first-year young artist with the 
Metropolitan Opera’s Lindemann young 
Artist Development Program.

Chinese soprano lei xU graduated 
from the Juilliard school’s Artist Diploma 
in Opera studies Program in 2012 and 
recently completed the Lindemann 
young Artist Development Program at 
the Metropolitan Opera. Ms. xu has 
worked with such artists as James 
Levine, James Conlon, ken noda and 
Alan gilbert. 

Ms. xu made her Met debut in 2010 
as the First Priestess in the Met HD 
Tv broadcast production of Iphigénie 
en Tauride, where she performed with 
Plácido Domingo and susan graham. 
Ms. xu’s engagements with the Met 
include Dew Fairy in Hansel and Gretel 
and covering the role of Helena in the 
new production of Enchanted Island. 
she later appeared on the Met stage 
in La Rondine, Wagner’s Parsifal, and 

The Marriage of Figaro. Ms. xu also 
performed echo in Ariadne auf Naxos 
with Fabio Luisi conducting.    

Ms. xu performed Pamina in Peter 
Brook’s production of Mozart’s The 
Magic Flute in Paris’ Théâtre des 
Bouffes du nord. in 2011, Ms. xu sang 
Barbarina in The Marriage of Figaro with 
James Conlon conducting the Chicago 
symphony at the ravinia Festival, and 
performed the role Blanche de la Force 
in Les dialogues des Carmélites in Tel 
Aviv ivAi Festival.  

Ms. xu recently made her Avery Fisher 
Hall debut, performing Berlioz’s Les 
Nuits D’été with emmanuel villaume. 
Her Alice Tully Hall debut was in 2010, 
where she performed Handel’s Salve 
Regina with William Christie. Her 
recital works include a performance 
with pianist ken noda and clarinetist 
Alexander Fiterstein at Miami’s Friends 
of Chamber Music. 

Ms. xu began her studies at the age of 
seventeen at the shanghai Conserva-
tory of Music and participated in ravinia 
Festival’s steans institute for young Art-
ists, the Marlboro Music Festival and the 
Chautauqua Music Festival.   

Mezzo-soprano ReNée TATUM made 
her debut at the Metropolitan Opera in 
2010 as inez in Il trovatore, and subse-
quently performed with the company 
as Fenena in Nabucco. she was also 
in joint productions between the Met 
and Juilliard school in the role of La 
Haine in gluck’s Armide and as Háta in 
smetana’s The Bartered Bride, led by 
James Levine.

Ms. Tatum recently completed the 
Metropolitan Opera’s Lindemann young 
Artist Development Program with per-

formances including the roles of emilia 
in Otello under the batons of semyon 
Bychkov and Alain Altinoglu, Adonella in 
Zandonai’s seldom-heard Francesca da 
Rimini conducted by Marco Armiliato, 
and Flosshilde in robert Lepage’s Der 
Ring des Nibelungen with Fabio Luisi.

As a member of the Adler Fellowship 
program, her san Francisco Opera 
performances also included inez in Il 
trovatore, Annina in La traviata, and emilia 
in Otello. Additionally, she has sung Dritte 
Dame in Die Zauberflöte with the santa 
Fe Opera, Medea in Handel’s Teseo with 
Chicago Opera Theater, the secretary 
in Menotti’s The Consul with the Chau-
tauqua Opera and Amando in Ligeti’s Le 
Grand Macabre with the new york Phil-
harmonic conducted by Alan gilbert.

Ms. Tatum is a winner of the 2011 
gerda Lissner Foundation Competition, 
a finalist of the 2011 george London 
Foundation Competition, 2010 grand 
Prize Winner of the Licia Albanese-Puc-
cini Foundation Competition, the Opera 
index Competition, the Jensen Founda-
tion Award from Chautauqua Opera, 
and two-time recipient of the richard F. 
gold Career grant. A regional Final-
ist in the Metropolitan Opera national 
Council Auditions, Ms. Tatum holds 
degrees from the Juilliard school and 
the Manhattan school of Music. 

Tenor MARiO CHANG made his 
Metropolitan Opera debut in the 
2012–13 season as the Fourth esquire 
in Parsifal, and later performed in the 
Met’s 2013 summer recital series in 
new york City. This season he will sing 
the italian Tenor in Der Rosenkavalier 
for the company. 

lei xU ReNée TATUM
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Housing for our soloists is generously provided by

Mr. Chang made his Carnegie Hall debut 
in concert with the Musical Olympus 
Foundation, and debuted with the 
Orchestre symphonique de Bretagne 
in rennes, France. He performed 
Mozart’s Requiem with the national 
symphonic Orchestra of guatemala and  
Beethoven’s ninth symphony in ruben 
Dario Theater in nicaragua with the 
Orchestra Centroamericana. Mr. Chang 
has also performed for the international 
vocal Arts institute in israel and in st. 
Petersburg, russia, for the Musical 
Olympus Festival. He has performed the 
roles of Chevalier de la Force in Dia-
logues des Carmélites, gaston in La 
Traviata, Don Ottavio in Mozart’s Don 
Giovanni, and Fritz kobus in Mascagni’s 
L’Amico Fritz. Chang’s recent career 
highlights include a concert in Puerto 
rico honoring giuseppi verdi with the 
Teatro de La Opera.

in 2011, Mr. Chang was the winner 
of the First Prize at the 48th interna-
tional Francisco viñas Competition at 
el Liceu Theater in Barcelona, spain. 
He was also the winner of the Placido 
Domingo Prize for Best Tenor and the 
Amics de l’Opera de sabadell Prize.  
Mr. Chang has received the Jeunes Tal-
ents grant from the Festival Musique et 
vin au Clos vougeot in France. He was 
a member of the 2013 L’Accademia di 
santa Cecilia di roma Opera studio 
in italy with soprano renata scotto, 
and was recipient of the 2013 Hilde-
gard Behrens Foundation young Artist 
Humanitarian Award.

RYAN SPeedO GReeN is a baritone 
with the Metropolitan Opera’s Lindemann 
young Artist Development Program and 
was the grand Finals Winner of the 2011 
Metropolitan Opera national Council Au-
ditions. Mr. green was also the recipient 
of the 2011 sara Tucker grant from the 
richard Tucker Foundation.

in the 2011–12 concert season, Mr. 
green reprised the role of Colline in La 
Bohème with the Central City Opera 
and Opera Colorado, where he also 
performed the role of Don Magnifico in 
La Cenerentola. in the Juilliard school’s 
production of Don Giovanni, Mr. green 
sang the part of the Commendatore. 
Also in that season, Mr. green was 
the bass soloist in Beethoven’s ninth 
symphony with the norwalk symphony 
Orchestra, verdi’s Requiem with the 
Hartford Chorale and Mozart’s Corona-
tion Mass with the virginia symphony.

in the 2012–13 concert season, ryan 
speedo green made his stage debut 
with the Metropolitan Opera sing-
ing the Mandarin in Turandot and the 
second knight in Parsifal. in the same 
season, Mr. green performed the role 
of Basilio in rossini’s The Barber of 
Seville with the Utah Opera and Don 
Profondo in the Wolf Trap Opera’s 
performance of Il Viaggio.

in the upcoming season, Mr. green 
will perform the roles of the Jailor in 
Tosca and Bonze in Madama Butterfly 
at the Metropolitan Opera. He will also 
perform in Carnegie Hall as the bass 
soloist in Handel’s Messiah with the 
Cecilia Chorus. ryan speedo green’s 
interesting name is a tribute to his fa-
ther’s favorite brand of swimwear!

CHeRYl ANdeRSON is in her 
24th year as Choral Director for 
Cabrillo College. she is Founder/
Director of Cabrillo youth Chorus 
Project, Cabrillo Opera, voice Master 
Class, and renaissance Consort. 
she has received the Board of 
governors’ Meritorious Teaching 
Award and routinely receives the 
Alpha gamma sigma student award 
for outstanding teaching. she has 
taught at Transylvania University, 
Colorado state University, University 
of northern Colorado, and UCsC. 
she is immediate past president of 
the Western Division American Choral 
Directors (ACDA). 

Ms. Anderson sang in the Carnegie Hall 
Concert series for seven seasons. Her 
choirs have sung throughout the world, 
including st. Peter’s Basilica, st. Mark’s 
Cathedral, and the great concert halls of 
europe. The Cabrillo symphonic Chorus 
sang the Berlin premiere of eric Whi-
tacre’s Paradise Lost in 2003. in June 
2007, Cabrillo symphonic and youth 
Choruses performed the east Coast 
premiere of imant raminsh’s The Peace 
of Wild Things at Carnegie Hall. 

Ms. Anderson has conducted numer-
ous All-state Choirs, and is in demand 
as a clinician, adjudicator, and guest 
conductor. she is also the Director 
of Music at the First Congregational 
Church of santa Cruz. The Cabrillo 
symphonic Chorus regularly performs 
with the santa Cruz County symphony. 

MARiO CHANG RYAN SPeedO GReeN CHeRYl ANdeRSON
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2013/14 season sponsors

dorothy wise
Dorothy Wise has been a strong 
supporter of the santa Cruz County 
symphony since 1991 when she 
moved to scotts valley. Dorothy 
rejoined the symphony Board in 2013 
after previously serving on the board 
for five years holding various positions, 
including Board President in 1995–96. 
During the last 20 years, she has been 
a stalwart sponsor and an avid patron 
of the symphony. Most recently, she 
was active on the search committee for 
the symphony’s new conductor, and 
presently serves on the board as chair 
of Artistic Advisory.

Dorothy has been a past board member 
of georgiana Bruce kirby Prep school 
and the Cabrillo College Foundation, 
and is an advisory board member for 
scotts valley Artisans, a nonprofit dedi-
cated to promoting art throughout santa 
Cruz County. 

Dorothy started spinning Owls Pro-
ductions, a film production company 
with her eldest daughter, director and 
producer Jess Zakira Wise. They have 
produced two award-winning short 
films, including To Beauty which was 
screened at the 2012 santa Cruz Film 
Festival, and are currently in post-pro-
duction on their first feature film, Run, a 
coming-of-age action film based around 
the new sport of Parkour. With a couple 
of other feature films in development, 
you will hear more from this up-and-
coming production company.

Thanks to Dorothy for supporting excel-
lence in riding, education, music and 
the arts in santa Cruz County! 

the symphony league  
of santa cruz county
The symphony League of santa Cruz 
County was founded in september 
1966, during the symphony’s ninth sea-
son. As the story goes, the symphony’s 
conductor, norman Masonson, turned 
to secretary Marian Mee during an As-
sociation Board meeting and said, “you 
need to organize a Women’s guild.” 

From that small beginning, the League 
has grown to over 200 members, and 
made a contribution to the symphony 
of $68,900 in 2012–13. its dedicated 
members organize fundraisers and 
social events supporting the symphony 
throughout the year, and support the 
symphony’s education programs. The 
League is proud to be a sponsor of the 
2013–14 season.

rowland & pat rebele
rowland and Pat rebele have been 
supporters of the santa Cruz County 
symphony since they first moved to 
Aptos in 1979. rowland joined the 
symphony Board in the early 80’s 
and served as president from 1982 to 
1987. He has remained active behind 
the scenes ever since. Although not an 
active worker, Pat supports rowland 
in his efforts to sustain a world-class 

orchestra for santa Cruz. 

Closure of so many orchestras in cit-
ies across the nation in recent years 
has spurred the rebeles on to more 
substantial giving, determined not to let 
the santa Cruz orchestra go the way of 
so many others. With gifts and determi-
nation of so many in this community, in-
cluding the hard-working League which 
raises substantial sums to support the 
symphony every year, our symphony is 
on firm ground. But continued annual 
giving is imperative and the rebeles 
have every intention of being a part of 
that ongoing sustainer group.

plantronics
This year marked Plantronics’ 52nd 
Anniversary as a santa Cruz–based 
company, and during that time the 
company has maintained a standard of 
excellence in the field of sound and in-
novation while admiring the santa Cruz 
County symphony’s similar values. The 
santa Cruz County symphony brings 
classical music such as Mozart and 
Beethoven directly to the community, 
while Plantronics brings high-quality 
sound with its award-winning headsets 
and devices that make the conversation 
feel as if the user is face-to-face with 
friends, colleagues or loved ones. 

Plantronics’ associates are great 
supporters of the santa Cruz 
County symphony. We are grateful 
for the symphony and the outstand-
ing talent—and wondrous music!—it 
brings to us year-after-year. We are 

DOrOTHy Wise THe syMPHOny LeAgUe OF sAnTA CrUZ COUnTy PAT & rOWLAnD reBeLe



truly fortunate to have a world-class 
symphony in our backyard.

Plantronics is thrilled to sponsor the 
santa Cruz County symphony for the 
2013–14 year. The santa Cruz Coun-
ty symphony is one of many local 
organizations that continue to benefit 
the citizens throughout all of santa 
Cruz County. We wish the best of 
luck and all the success possible to 
the santa Cruz County symphony 
for the upcoming season. For more 
information about Plantronics, please 
visit www.plantronics.com. 

pegi & tom ard
After many years serving the santa 
Cruz County community as an admin-
istrator at Cabrillo College, Pegi is now 
very active on the symphony board as 
its treasurer and served as the chair 
of the Music Director search Commit-
tee. it brings Pegi great joy to honor 
her father’s love of music. in addition 
to their love of family, friends, and the 
symphony, Tom and Pegi enjoy the 
outdoors, gardening and canning, and 
are learning the game of golf. 

owen brown  
& mary akin
Owen joined the symphony’s board of 
directors in 2006 and has been board 
president for the past five years. Hav-
ing retired as CTO from Plantronics 
in 2011 he spends his time enjoying 
woodworking, lifelong learning, and 
volunteer work. Mary has lived in the 
santa Cruz area for many years and is 
currently an administrator at the gilroy 
Unified school District. Together they 
enjoy live theatre, travel and time with 
their families. And the symphony!

17SANTA CR UZ COU NTY SYM PHONY

2013/14 venue sponsors

PLAnTrOniCs Pegi & TOM ArD OWen BrOWn & MAry Akin

in memory
edy Henderson graciously spoke to all of us in  
the symphony family with passion and excitement 
about our upcoming season’s concerts and our  
new Maestro Daniel stewart. edy’s enthusiasm was  
contagious!  We are very grateful for edy and Joe’s  
contributions of time, talent and financial support for 
our symphony. They will be sorely missed but not  
forgotten. To honor the memory and legacy of  
edy and Joe Henderson in perpetuity the symphony 
has recently established a special endowment,  
The edy and Joe Henderson endowment.  
Please refer to page 35 for details.
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viOLin 1

kristina Anderson 

Concertmaster 
Sponsored by  

Peggy Minier/ 

Mission industrial land

Chinh Le 
Associate Concertmaster 
Sponsored by  

locatelli Moving & Storage, inc.

stephanie Bibbo 
emily Cox 

Monika gruber-gibbons 
Astrid Huala 
Lori Jensen 
Akiko kojima Crawford* 
emily Packard

Terrie Baune 

Concertmaster Emerita

Strings are listed  
alphabetically within  
sections

*Leave of absence

viOLin 2

Loretta Taylor 
Principal 
Sponsored by  

Patty lockett

valerie Bengal 
Priscilla Fisher 
Josephine gray 
nancy kvam 
Toshiya nishi 
Leah shrifter 
Becky smith 
susan Worland

viOLA

Chad kaltinger 
Principal

Lisa Antonino 
kati Dayner 
Jay Hosler 
nina Mantchorova  
rachel Mcguire 

viOLOnCeLLO

ellen sanders 
Principal 
Sponsored by  

Marlene Henderson & family

krisanthy Desby 
Asst. Principal

shain Carrasco 
Lyn Fulkerson 
Paul Hale 
nancy kim 
robin snyder 
eileen sordyl

COnTrABAss

Alden F. Cohen 
Principal

kelly Beecher 
Plamen velikov

FLUTe

Laurie Camphouse 
Principal

Carmen Lemoine 
Sponsored by  

Jan Hadley

Marian Concus

OBOe

Bennie Cottone 
Principal 
Sponsored by  

frank & kate Miller

Michael Adduci 
Diane Machado-Wyant

CLArineT

karen sremac 
Principal 
Sponsored by  

John dickinson & Nancy van Natta

Peter Dayeh

BAssOOn

Jane Orzel 
Principal

Douglas Brown

HOrn

susan vollmer 
Principal 
Sponsored by  

Myrna Britton &  

Roger Anderson

Alex Camphouse 
John Orzel 

TrUMPeT

Warren Bartold 
Principal

glenn smith

TrOMBOne

katie Curran 

Principal

Michael Cushing

BAss TrOMBOne

Douglas Thorley

TUBA

Forrest Byram 
Principal

TiMPAni

John Weeks 
Sponsored by  

Mary James & George Cook

PerCUssiOn

norman Peck 
Principal 
Sponsored by  

Madeline fjelstad

Timothy Dent

the orchestra
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SANTA CRUZ CiviC AUdiTORiUM 
SATURdAY, OCTOBeR 5, AT 8 PM

 
dANiel STewART, CONdUCTiNG 
JeffReY kAHANe, PiANO

JOHANN STRAUSS JR.  OveRTURe TO DIE FLEDERMAUS, OP. 362 (1874)
(1825–1899)
    

wOlfGANG AMAdeUS PiANO CONCeRTO NO. 25 iN C MAJOR, k. 503 (1786) 
MOZART (1756–1791) Allegro maestoso (Cadenza by Jeffrey kahane) 
 Andante 
 Allegretto 

i n t e r m i s s i o n

PeTeR ilYiCH TCHAikOvSkY SYMPHONY NO. 4 iN f MiNOR, OP. 36 (1877) 
(1840–1893) Andante sostenuto—moderato con anima in movimento di valse  
 Andantino in modo di canzona 
 scherzo: Pizzicato ostinato 
 Allegro con fuoco

kUsP 88.9 FM WiLL  
BrOADCAsT THis COnCerT On  
fRidAY, NOveMBeR 8, 2013 AT 8 PM

LATeCOMers WiLL nOT Be seATeD  
DUring THe MUsiC.  
PrOgrAM sUBJeCT TO CHAnge.

THis COnCerT is generOUsLy sPOnsOreD By  
BURROUGHS fiNANCiAl SeRviCeS &  
liNdA BURROUGHS ReAl eSTATe

THe sOLOisT is CO-sPOnsOreD By  
leS & MARTHA MilleR ANd fAMilY wiTH ROdGeR & viCki wASSON

1
S A N TA  C R U Z  C O U N T Y  S Y M P H O N Y 
D A N I E L  S T E W A R T,  M U S I C  D I R E C T O R  •  2 013 /14  s e A s o n

cl
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celebration
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HeNRY J. MellO CeNTeR fOR THe PeRfORMiNG ARTS 
SUNdAY, OCTOBeR 6, AT 2 PM

 
dANiel STewART, CONdUCTOR 
JeffReY kAHANe, PiANO

JOHANN STRAUSS JR.  OveRTURe TO DIE FLEDERMAUS OP. 362 (1874)
(1825–1899)
    

wOlfGANG AMAdeUS PiANO CONCeRTO NO. 25 iN C MAJOR, k. 503 (1786) 
MOZART (1756–1791) Allegro maestoso (Cadenza by Jeffrey kahane) 
 Andante 
 Allegretto 

i n t e r m i s s i o n

PeTeR ilYiCH TCHAikOvSkY SYMPHONY NO. 4 iN f MiNOR, OP. 36 (1877) 
(1840–1893) Andante sostenuto—moderato con anima in movimento di valse  
 Andantino in modo di canzona 
 scherzo: Pizzicato ostinato 
 Allegro con fuoco

kUsP 88.9 FM WiLL  
BrOADCAsT THis COnCerT On  
fRidAY, NOveMBeR 8, 2013 AT 8 PM

LATeCOMers WiLL nOT Be seATeD  
DUring THe MUsiC.  
PrOgrAM sUBJeCT TO CHAnge.

THis COnCerT is generOUsLy CO-sPOnsOreD By  
dON & diANe COOleY wiTH PeTeR & MARY ANN ORR

THe sOLOisT is CO-sPOnsOreD By  
SHiRleY NASON GReeNwOOd wiTH CYNTHiA kiliAN

1
S A N TA  C R U Z  C O U N T Y  S Y M P H O N Y 
D A N I E L  S T E W A R T,  M U S I C  D I R E C T O R  •  2 013 /14  s e A s o n

en
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celebration
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OveRTURe TO DIE FLEDERMAUS, 
OP. 362 (1874) 
JOHAnn sTrAUss Jr. (1825–1899)

The operetta in the 1800s and ear-
ly 1900s served the same basic 
function as our American musical 

does today. entertainment was usually 
the primary goal and story lines often 
involved material to which audiences 
could easily relate. The most com-
mon german language operetta was 
the singspiel which featured spoken 
dialogue between the musical numbers. 
Die Fledermaus is the most popular of 
all singspiels because of both its great 
humor and, more importantly, the music 
of Johann strauss Jr.

Johann strauss sr. was an extremely 
successful composer and performer 
based in vienna but he discouraged 
his three sons from the business of 
music. All three ignored him and Junior 
soon eclipsed his father in every way. 
strauss Jr., the “Waltz king,” was widely 
acclaimed for his dance music which 
included not only his well-known waltzes 
but just as many other dances, such as 
polkas, not involving three beats to the 
measure. He usually wrote the dances 
rapidly with the assistance of orchestra-
tors and copyists who also played in his 
orchestras. These pieces were often 
performed that night. His evening sched-
ule would usually include appearances at 
several different venues in vienna where 
his dance orchestras were playing. 

strauss’s ability to write great melodies 
in such large numbers and with great 
rapidity was envied by the greatest com-
posers of his time. Johannes Brahms, 
richard Wagner and richard strauss 
expressed admiration for his music and, 
especially, his ability to write memorable 
melodies so effortlessly. His dance or-
chestras undertook long tours that were 
met with an adulation that would make 

today’s popular musicians extremely 
jealous. strauss reported that one of 
his performances in Boston was held in 
a specially built concert hall that could 
hold an audience of 100,000 people and 
a choir of 20,000. 100 assistant conduc-
tors helped strauss, who was on a plat-
form 100 feet in the air, lead the concert. 
A cannon shot signaled the beginning of 
the concert. strauss, terrified by the situ-
ation, said that when he gave the signal 
to start the Blue Danube, “there broke 
out an unholy row such as i shall never 
forget.” These tours sometimes lasted 
so long that his players would rebel 
because they missed their families and 
wanted to return home.

strauss also wrote sixteen operettas of 
which Die Fledermaus, The Bat, was 
the third. The libretto for Die Fledermaus 
comes from a French comedy used by 
Jacques Offenbach which is based on a 
german comedy. The loose plot involves 
a Dr. Falke who had, before the operetta 
begins, been made the butt of a practi-
cal joke involving a bat costume by his 
friend eisenstein. Falke gets his revenge 
by persuading eisenstein, his wife and 
maid to attend a party disguised as 
different people. Many hilarious com-
plications occur because of mistaken 
identities and Falke gets his revenge on 
his friends when they are thrown in a jail 
run by an especially funny drunken jailor. 
everyone except eisenstein is eventually 
released and all is forgiven. The overture 
is a pastiche of five different tunes from 
the operetta including one of the great 
waltzes. Due to a bad economy, Die 
Fledermaus initially ran for only sixteen 
performances before it closed. After that 
it immediately became a staple of opera 
houses around the world including in 
vienna where, on new year’s eve, it is 
now presented by several opera houses 
at the same time.

—Don Adkins
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PiANO CONCeRTO NO. 25, iN C MAJOR, 
k. 503 (1786) 

WOLFgAng AMADeUs MOZArT 
(1756–1791)

Even though vienna during the 
1780s was the largest city in ger-
many and Austria, 230,000 people, 

it didn’t come close to the size of London, 
Paris or naples. The nobility, while in resi-
dence, made up about three percent of 
the population and the upper middle class 
was slightly larger at four percent. Over 
ninety percent of the typical concert and 
opera audiences often came from these 
two groups who had a long tradition of 
concert attendance, were quite sophisti-
cated in their musical tastes and were will-
ing to pay extravagantly for quality music. 
Together with the Catholic Church, these 
groups strongly supported the activities 
of musicians in vienna, making this city a 

magnet for many successful composers 
and performers. When Mozart moved in 
1781 from a secure job in salzburg to be 
a freelance composer/performer in vi-
enna, he did so knowing that the possibili-
ties of creative and financial success were 
extremely high in this exciting atmosphere.

Mozart’s output during the years 1784–
86 included twelve piano concertos for 
his own performance. The quality and 
quantity of compositions he produced 
just during 1786 was remarkable even 
for Mozart: The Impresario, The Marriage 
of Figaro, four piano concertos, a piano 
quartet, a horn concerto, three piano 
trios, a piano duet sonata, the Symphony 
No. 38 “Prague” and a concert aria. He 
wrote the symphony in preparation for 
a trip to Prague where a production of 
The Marriage of Figaro, already a smash 
hit, guaranteed Mozart the most jubilant 

reception of his career. He wrote Piano 
Concerto No. 25 at the same time as the 
symphony and put the finishing touches 
on both within two days of each other in 
December. The fact that he wrote both at 
the same time explains many similarities 
between the two. it is also probably the 
reason that the manuscript of the con-
certo, uncommonly for Mozart, contains 
substantial corrections. Mozart was in the 
habit of not committing his compositions 
to paper until they were worked out in his 
head which resulted in manuscripts free 
from changes, as found in final drafts. 
The task of keeping two major works in 
process at the same time appears to have 
been a bit of a struggle, even for Mozart.

Piano Concerto No. 25 is the longest 
of his piano concertos and one of his 
most difficult. it demonstrates a radical 
shift in his concerto style from a more 
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entertaining operatic style to a symphonic 
approach. instead of music that is direct, 
humorous, charming and lyric, Mozart pro-
vides us with a convoluted work that ex-
presses loftier sentiments. The soloist no 
longer completely dominates but is asked 
to play the challenging piano part in the 
service of the orchestral sound. Mozart’s 
audiences would have been puzzled by 
a less-entertaining piano concerto where 
the soloist was not always the center of 
attention. noted music scholar H.C. rob-
bins Landon thought this concerto was 
“one of the grandest, most difficult and 
most symphonic of them all,” and pointed 
out “the complete negation of any deliber-
ate virtuoso elements.” it is because of 
these factors that this is the least-known 
of his great piano concertos. The concer-
to was first played in vienna in 1787 and 
then not played there again until 1934. it 
received few performances anywhere else 
until after World War ii when it was finally 
recognized as one of the greatest piano 
concertos ever written. even now it is not 
performed nearly as often as its more 
engaging siblings.

The opening of the concerto, which fully 
utilizes the large trumpets and drums 
orchestra, is often compared to the open-
ing of Symphony No. 41 “Jupiter.” Mozart 
scholar Cuthbert girdlestone thought this 
concerto revealed Mozart at the same 
height of his symphonic powers as in 
the later Jupiter. eric Blom, on the other 
hand, labeled it “frigid and unoriginal.” The 
composer Oliver Messiaen believed that 
“the first movement is without a doubt the 
most finely wrought, the most perfect of 
all the first movements of Mozart’s concer-
tos.” Many writers point out the similari-
ties between the main theme and that of 
Beethoven’s much later Symphony No. 
5 which is interesting but not significant. 
it is also fun to notice that a secondary 
theme sounds suspiciously like a part of 
the Marseillaise, which would become 
the theme song of the French revolution 

several years later. The main theme of 
the last movement is a gavotte from his 
opera Idomeneo with a few light-hearted 
notes removed. This theme was probably 
on Mozart’s mind because, although he 
had written this opera five years earlier, 
he had considered revising it in January 
of 1786.

—Don Adkins

SYMPHONY NO. 4 iN f MiNOR,   
OP. 36 (1877) 

PeTer iLyiCH TCHAikOvsky 
(1840–1893)

Tchaikovsky revealed his own artis-
tic credo in criticizing the music 
of Brahms: “He never speaks 

out his musical ideas to the end....He 
excites and irritates our musical senses 
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without wishing to satisfy them, and 
seems ashamed to speak the language 
which goes straight to the heart.” 
Tchaikovsky, the prototypical roman-
tic musician, will never be accused of 
being ashamed to speak “the language 
which goes straight to the heart.” Many 
composers managed to keep the dif-
ficulties of their lives out of their music; 
Tchaikovsky was not one of these. His 
struggles with his homosexuality in the 
intolerant atmosphere of Tsarist rus-
sia and gambling problems caused him 
intense emotional anguish. The para-
noia he suffered from these situations 
can be seen in his diaries, where he 
often referred to both his homosexuality 
and depression from gambling with the 
symbol “xxx.” 

Tchaikovsky wrote of the conflict be-
tween life and art in a letter to his 
patroness Mme von Meck, who began 
supporting him just as he began work on 
Symphony No. 4: “An artist lives a dou-
ble life, an everyday human life and an 
artistic life, and the two do not always go 
hand in hand.... it is absolutely necessary 
for a composer to shake off all the cares 
of daily existence, at least for a time, and 
give himself up entirely to his art-life.” 
in the case of Symphony No. 4, Tchai-
kovsky was unable to follow his own 
advice. The symphony speaks directly of 
all of his experiences that took place in 
what could be considered the worst year 
of his life. Tchaikovsky was hard at work 
on his opera Eugene Onegin, based on 
a story by Pushkin. The heroine, Tatiana, 
reveals her love to Onegin, who cru-
elly rebuffs her. This unkind action was 
shocking to Tchaikovsky who clearly 
favored Tatiana throughout the opera. 
in real life, Tchaikovsky received ardent 
love letters from a conservatory student, 
Antonina Miliukov. He could not hurt her 
feelings or, when she threatened suicide, 
endanger her life; so he agreed to marry 

her. Tchaikovsky attempted to explain to 
her his sexual preferences and how this 
would affect their marriage. His inability 
to clearly verbalize the situation and her 
complete innocence in anything sexual 
created more confusion than under-
standing. The marriage was a disaster. 
He fled the house after just a month and 
didn’t return until the end of the summer. 
Things were no better when he returned 
although his wife continued to believe 
that she could make their marriage work. 
He finally had a hysterical breakdown 
that is given different degrees of severity 
depending on whose letters you read. 
After he recovered sufficiently, a meet-
ing occurred between Tchaikovsky, his 
wife and several friends, when it was 
explained to her that they would perma-
nently separate. He never saw his wife 
again, and she eventually died in an 
insane asylum believing that the failure 
of their marriage was due to the interfer-
ence of his friends.

not only did he feel isolated in his 
personal life but he also must have 
felt separated from his fellow russian 
composers. The group of russian com-
posers that included rimsky-korsakov, 
Mussorgsky and Borodin looked upon 
themselves as true russian artists 
attempting to express their national-
ism through music. They looked upon 
Tchaikovsky with suspicion because of 
his polished technique and strong ties to 
the Western musical tradition. Although 
he also used russian folk music as a 
source for many of his compositions, 
he did not invoke the peasantry as did 
Mussorgsky. He sought to give his 
music a distinctly russian character that 
crossed all classes of society. Because 
of the more “classical” nature of his 
work, Tchaikovsky used folk melodies 
that were more rounded and symmetri-
cal than the exotic, more primitive tunes 
favored by the russian nationalists. in a 

program notes
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letter to Tolstoy, he thanked the famous 
novelist for sending some peasant songs 
but pointed out how they were not cor-
rectly notated because they were too 
regular in rhythm and phrase lengths and 
written in standard keys rather than the 
more exotic church modes favored in 
original russian folk music. 

Symphony No. 4 demonstrates both 
Tchaikovsky’s acceptance of current 
Western techniques and his willingness 
to utilize folk materials. The opening Fate 
theme reappears in the last movement, 
unifying the entire symphony in much 
the same way favored by Berlioz and 
Liszt. The last movement also quotes the 
russian folk song “Over in the meadow 
stands an old birch-tree.” The third move-
ment pizzicato was probably directly 
inspired by the balalaika orchestras that 
are so important to russian culture.

Tchaikovsky wrote a long, confidential 
letter to Mme von Meck explaining the 
meaning of his symphony. Although his 
description might have been arrived at 
after the creation of the music, as was 
sometimes the case in many program-
matic works, it reveals much about his 
creative process:

“Our symphony has a program. That is 
to say it is possible to express its content 
in words, and i will tell you—and you 
alone—the meaning of its entire work and 
separate movements. naturally i can only 
do so as regards its general features.

“i. Andante sostenuto. Moderato con 
anima. The introduction is the kernel, 
the quintessence, the chief thought 
of the whole symphony. This is Fate, 
the fatal power which hinders one in 
the pursuit of happiness from gaining 
the goal, which jealously determines 
that peace and comfort do not prevail, 
that the sky is not free from clouds–a 
might that swings, like the sword of 
Damocles, constantly over the head, 

which poisons continually the soul. This 
might is overpowering and invincible. 
There is nothing to do but to submit and 
vainly complain. The feeling of despon-
dency and despair grows ever stronger 
and more passionate. it is better to turn 
from the realities and to lull one’s self 
in dreams. O Joy! What a fine sweet 
dream! A radiant being, promising hap-
piness, floats before me and beckons 
me. The importunate first theme of 
the Allegro is now heard afar off, and 
now the soul is wholly enwrapped with 
dreams. There is no thought of gloom 
and cheerlessness. Happiness! Hap-
piness! Happiness! no, they are only 
dreams, and Fate dispels them. The 
whole of life is only a constant alterna-
tion between dismal reality and flat-
tering dreams of happiness. There 
is no port; you will be tossed hither 
and thither by the waves, until the sea 
swallows you. such is the program, in 
substance, of the first movement.

“ii. Andantino in modo di canzona. 
The second movement shows another 
phase of sadness. Here is that melan-
choly feeling that enwraps one when he 
sits at night alone in the house ex-
hausted by work; the book that he had 
taken to read has slipped from his hand; 
a swarm of reminiscences has arisen. 
How sad it is that so much has already 
been and gone! And yet it is a pleasure 
to think of the early years. One mourns 
the past and has neither the courage 
nor the will to begin a new life. One is 
rather tired of life. One would fain rest 
awhile, recalling happy hours when 
young blood pulsed warm through our 
veins and life brought satisfaction. We 
remember irreparable loss. But these 
things are far away. it is sad, yet sweet, 
to lose one’s self in the past.

“iii. scherzo: Pizzicato ostinato, Alle-
gro. There is no determined feeling, no 

exact expression in the third movement. 
Here are capricious arabesques, vague 
figures that slip into the imagination 
when one has taken wine and is slightly 
intoxicated. The mood is now gay, now 
mournful. One thinks about nothing; one 
gives the fancy loose rein, and there is 
pleasure in drawings of marvelous lines. 
suddenly rush into the imagination the 
picture of a drunken peasant and a gut-
ter song. Military music is heard passing 
by in the distance. These are discon-
nected pictures that come and go in the 
brain of the sleeper. They have nothing 
to do with reality; they are unintelligible, 
bizarre, out-at-the elbows. 

“iv. Finale: Allegro con fuoco. if you 
find no pleasure in yourself, look about 
you. go to the people. see how well 
they know how to be jolly, how they 
surrender themselves to gaiety. The 
picture of a folk holiday. scarcely have 
you forgotten yourself, scarcely have 
you had time to be absorbed in the 
happiness of others, before untiring 
Fate again announces its approach. The 
other children of men are not concerned 
with you. They neither see nor feel that 
you are lonely and sad. How they enjoy 
themselves, how happy they are! And 
will you maintain that everything in the 
world is sad and gloomy? There still is 
happiness, simple, naive happiness.

“This is all that i can tell you, my dear 
friend, about the symphony. rejoice in 
the happiness of others–and you can 
still live. My words naturally are not suf-
ficiently clear and exhaustive. it is the 
characteristic feature of instrumental 
music that it does not allow analysis.”

—Don Adkins
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SANTA CRUZ CiviC AUdiTORiUM 
SATURdAY, NOveMBeR 16, AT 8 PM

 
dANiel STewART, CONdUCTOR 
AUSTiN HUNTiNGTON, CellO

MAURiCe RAvel  MA MÈRE L’oyE (MothER gooSE)  (1908, 1911)
(1875–1937) i. Pavane de la Belle au bois dormant (Pavane of the Sleeping Beauty) 
 ii. Petit Poucet (Little Tom Thumb)
 iii. Laideronnette, impératrice des pagodes (Empress of the Pagodas)
 iv. Les entretiens de la belle et de la bête (Conversation of Beauty and  
  the Beast) 
 v. Le jardin féerique (The Fairy Garden)

dMiTRi SHOSTAkOviCH CellO CONCeRTO NO. 1 iN e-flAT MAJOR, OP. 107 (1959) 
(1906–1975) Allegretto 
 Moderato 
 Cadenza 
 Allegro con moto 

i n t e r m i s s i o n

lUdwiG vAN BeeTHOveN SYMPHONY NO. 5 iN C MiNOR, OP. 67 (1808) 
(1770–1827) Allegro con brio 
 Andante con moto 
 Allegro 
 Allegro

kUsP 88.9 FM WiLL  
BrOADCAsT THis COnCerT On  
fRidAY, JANUARY 17, 2014 AT 8 PM

LATeCOMers WiLL nOT Be seATeD  
DUring THe MUsiC.  
PrOgrAM sUBJeCT TO CHAnge.

THis COnCerT is generOUsLy sPOnsOreD By  
BARBARA CANfield

THe sOLOisT is sPOnsOreD in PArT By  
HARRY & MARY BlANCHARd

2
S A N TA  C R U Z  C O U N T Y  S Y M P H O N Y 
D A N I E L  S T E W A R T,  M U S I C  D I R E C T O R  •  2 013 /14  s e A s o n

fantasy & fate
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HeNRY J. MellO CeNTeR fOR THe PeRfORMiNG ARTS 
SUNdAY, NOveMBeR 17, AT 2 PM

 
dANiel STewART, CONdUCTOR 
AUSTiN HUNTiNGTON, CellO

MAURiCe RAvel  MA MÈRE L’oyE (MothER gooSE)  (1908, 1911)
(1875–1937) i. Pavane de la Belle au bois dormant (Pavane of the Sleeping Beauty) 
 ii. Petit Poucet (Little Tom Thumb)
 iii. Laideronnette, impératrice des pagodes (Empress of the Pagodas)
 iv. Les entretiens de la belle et de la bête (Conversation of Beauty and  
  the Beast) 
 v. Le jardin féerique (The Fairy Garden)

dMiTRi SHOSTAkOviCH CellO CONCeRTO NO. 1 iN e-flAT MAJOR, OP. 107 (1959) 
(1906–1975) Allegretto 
 Moderato 
 Cadenza 
 Allegro con moto 

i n t e r m i s s i o n

lUdwiG vAN BeeTHOveN SYMPHONY NO. 5 iN C MiNOR, OP. 67 (1808) 
(1770–1827) Allegro con brio 
 Andante con moto 
 Allegro 
 Allegro

kUsP 88.9 FM WiLL  
BrOADCAsT THis COnCerT On  
fRidAY, JANUARY 17, 2014 AT 8 PM

LATeCOMers WiLL nOT Be seATeD  
DUring THe MUsiC.  
PrOgrAM sUBJeCT TO CHAnge.

THis COnCerT is generOUsLy sPOnsOreD By  
THe MellO MUSiC MAkeRS

THe sOLOisT is CO-sPOnsOreD By  
SUSAN CONY wiTH kURT & ReGiNA YeAGeR

2
S A N TA  C R U Z  C O U N T Y  S Y M P H O N Y 
D A N I E L  S T E W A R T,  M U S I C  D I R E C T O R  •  2 013 /14  s e A s o n

fantasy & fate
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MA MÈRe l’OYe (MOTHeR GOOSe) 
(1908, 1911) 
MAUriCe rAveL (1875–1937)

It seems impossible that many of 
ravel’s great orchestral works were 
first created for solo piano, then later 

orchestrated. The orchestrated works 
are so detailed and varied that hearing 
them on the piano is like experienc-
ing an entirely new piece. ravel was a 
master of the technique of orchestration 
and reveled in the art of invention rather 
than personal expression. This preci-
sion and craftsmanship (stravinsky de-
scribed him as a “swiss watchmaker of 
music”) resulted in music that conveys 
a sense of beauty and variety more than 
a depth of emotion. 

ravel’s personal life was much like his 
musical life except when he was around 
children. He would often visit his rela-
tives only to find himself on the floor 
playing with the children or demonstrat-
ing some new mechanical wind-up toy 
he had found for them. He loved this in-
nocent world of children and displayed 
a warmth for them that was far beyond 
his normal relationships with adults.

ravel wrote Ma Mère l’Oye for one-pi-
ano four-hands in 1908, the same time 
he was completing the highly complex 
Gaspard de la Nuit. it was dedicated 
to the son and daughter of his friends 
Jean and Mimi godebski. ravel wrote: 
“it was my intention to evoke the poetry 
of childhood, and this naturally led to 
my simplifying my manner and style 
of writing.” The public premiere of the 
piano duo version in Paris 1910 was 
played by two girls, both age 10. By this 
time, ravel was well known for works 
such as Pavane pour une Infante de-
funte, Alborada del gracioso, the string 
quartet, Rapsodie espagnole, and the 
opera L’Heure espagnole. He wrote a 
charming letter after the performance 

to one of the young pianists, Jeanne 
Leleu: “Mademoiselle: When you have 
become a great virtuoso and i am either 
an old fogey covered with honours, 
or else completely forgotten, you will 
perhaps have pleasant memories of 
having given an artist the rare happi-
ness of hearing a work of his, of a rather 
unusual nature, interpreted exactly as it 
should be. Thank you a thousand times 
for your childlike and sensitive perfor-
mance of Ma Mère L’Oye.”

ravel later conceived of a ballet using 
the five main pieces interspersed with 
interludes, which was premiered in 
1912. The orchestral suite consists 
of the ballet’s orchestration of the five 
major sections without the additional 
interludes:   

i. Pavane de la Belle au Bois Dormant 
(Pavane of the sleeping Beauty)

A dreamlike opening of delicate 
fanfares suggesting “the horns of 
elfland faintly blowing.” The episodes 
follow without pause.

ii. Petit Poucet (Hop-o’ My Thumb)

“He thought he would be able to find 
the path easily by means of the bread 
he had strewn wherever he had 
walked. But he was quite surprised 
when he was unable to find a single 
crumb; the birds had come and eaten 
them all.” By Charles Perrault.

iii. Laideronnette, Imperatrice des Pa-
godes (The Ugly Little girl, empress 
of the Pagoda)

A former princess made ugly by a 
wicked witch has hidden in a faraway 
castle. she undertakes a journey, with 
a prince turned into an ugly green ser-
pent, to the land of the Pagodas—tiny 
people with bodies made of jewels, 
crystal, and porcelain. Both prince 
and princess are restored to their 
original form and are married. 

ravel’s music delicately describes the 
following episode in the story.

“she undressed and got into the 
bath. immediately the toy mandarins 
and mandarinesses began to sing 
and to play instruments. some had 
theorbos made from walnut shells; 
some had viols made from almond 
shells; for the instruments had to be 
of a size appropriate to their own.”  
By Mme d’Aulnoy, serpentin vert.  

iv. Les entretiens de la Belle et de la 
Bete (Conversation of Beauty and 
the Beast) 

The following conversation takes place:

“When i think of your good heart, you 
do not seem so ugly.” 

“Oh, i should say so! i have a good 
heart, but i am a monster.” 

“There are many men who are more 
monstrous than you.” 

“if i were witty i would pay you a 
great compliment to thank you, but i 
am only a beast.”

“Beauty, would you like to be my wife?” 

“no, Beast!”

“i die happy because i have the plea-
sure of seeing you once again.” 

“no, my dear Beast, you shall not die. 
you shall live to become my hus-
band.” 

“...The Beast had disappeared, and 
she beheld at her feet a prince more 
handsome than the god of Love, 
who was thanking her for having 
lifted his spell.” By Mme Leprince de 
Beaumont.

v. Le jardin féerique (The Fairy garden)

sleeping Beauty is awakened by 
Prince Charming in a magnificent 
fairyland garden. A joyous fanfare ac-
companies the gathering of the other 

program notes
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characters about the couple as they 
are blessed by the good Fairy.

—Don Adkins

CellO CONCeRTO NO. 1 iN e–flAT 
MAJOR, OP. 107 (1959) 
DMiTri sHOsTAkOviCH (1906–1975)

The great cellist Mstislav rostrop-
ovich first met shostakovich when 
he won first prize at the All-Union 

Competition for Performers in December 
1945. shostakovich was the chairman of 
the jury that awarded the prize and later 
helped rostropovich purchase his first 
concert outfit. They celebrated the event 
by drinking large quantities of the local 
moonshine which they characterized as 
“near lethal.” rostropovich was a faithful 
friend who made several personal sac-
rifices and risked political censure from 
stalin’s regime by supporting shosta-
kovich through several run-ins with the 
government’s committees overseeing 
artistic standards for the soviet Union. 
rostropovich had dreamed for years 
that shostakovich would write a cello 
concerto for him but was counseled by 
shostakovich’s first wife: “The only recipe 
i can give you is this: never ask him or 
talk to him about it.” rostropovich heeded 
her advice with great difficulty and was 
eventually rewarded with the first cello 
concerto fourteen years later followed by 
another cello concerto and a cello sonata.

rostropovich remembered the days after 
he first received the concerto: “shostak-
ovich gave me the manuscript of the First 
Cello Concerto on August 2, 1959. On 
August 6th i played it for him from memo-
ry, three times. After the first time he was 
so excited, and of course we drank a little 
bit of vodka. The second time i played it 
not so perfect, and afterwards we drank 
even more vodka. The third time i think 
i played the saint-saëns Concerto, but 

program notes
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he still accompanied his Concerto. We 
were enormously happy....”

shostakovich expressed his admiration 
for his good friend: “in general, ros-
tropovich is a real russian; he knows 
everything and he can do everything. 
Anything at all. i’m not even talking about 
music here, i mean that rostropovich 
can do almost any manual or physical 
work, and he understands technology.” 
The two were neighbors in the Com-
poser’s House in Moscow for a number 
of years until rostropovich and his wife 
defected to the West in 1974, one year 
before shostakovich’s death. rostrop-
ovich continued to champion the music 
of his friend until his death in 2007.

shostakovich was inspired to write the 
cello concerto by sergei Prokofiev’s 
Symphony-Concerto for Cello and Or-
chestra, which was completed with the 
collaboration of rostropovich. shosta-
kovitch had a recording of the work and 
said that he played it so many times that 
he wore it out. shostakovich hid one of 
two political messages in the cello con-
certo by using the theme of “Procession 
to execution” from his film music to The 
Young Guard (1948) at the beginning 
of the concerto, in the “jocular” march 
that follows and in the last movement. 
This four-note theme is also a musical 
representation of shostakovich’s name,  
which is a telling comment on how 
insecure he must have felt under stalin’s 
regime in 1948. The second message is 
also found in the last movement, which 
includes an ironic version of stalin’s 
favorite folk song, Suliko, which shosta-
kovich earlier used in his musical satire 
Rayok. shostakovich fragmented the 
melody so thoroughly that even rostrop-
ovich did not recognize it at first. stalin, 
dead for the past six years, was still a 
threat in shostakovich’s mind.

program notes program notes
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The concerto was premiered in 1959 
in Leningrad with rostropovich play-
ing under the direction of the great 
soviet conductor and supporter of 
shostakovich, yevgeny Mravinsky. it 
was played again by rostropovich five 
days later in Moscow. Then things took 
what must have seemed like a weird 
turn considering the political realities of 
the time. shostakovich was a member 
of the soviet delegation that toured 
seven American cities from October 
22 to november 21, 1959. This was a 
high-profile cultural exchange program 
under the direction of the U.s. state 
Department. On november 6, ros-
tropovich played the concerto with the 
Philadelphia Orchestra conducted by 
eugene Ormandy. shostakovich was 
in the audience and stayed to super-
vise the first recording made of the 
concerto. As was the case on a similar 
trip ten years earlier, shostakovich was 
never comfortable in the United states. 
in stark contrast to the good humor of 
his soviet colleagues, reporter Walter 
Arlen described shostakovich as “highly 
nervous, a chain smoker with darting 
eyes and fidgeting hands, ill at ease and 
seemingly anxious most of the time.” 
shostakovich refused to say anything 
against the soviet Union’s frequent criti-
cism of his music and used obviously 
well-prepared statements in support of 
the changes he made under the guid-
ance of the Composer’s Union. When 
he returned to the soviet Union he 
wrote an article praising American musi-
cians, thanking the United states for 
its hospitality and interest in the soviet 
Union, and cautioning young composers 
to write music that would express the 
inner world of the human being.

several musical features stand out in 
this concerto. Although it is listed as 
having four movements, the last three 
are played as one. The third movement 

is for unaccompanied cello which can 
be called a long cadenza but actually 
serves an important, dynamic structural 
function by tying the different move-
ments together and propelling the 
whole work into the last movement. The 
orchestration is a bit unusual in that 
only one brass instrument, a horn, is 
used. The horn frequently takes on a 
variety of important roles throughout the 
concerto. The ferocity of the concerto’s 
ending was described by the Sovetska-
ya Kultura as depicting “the will to live, 
victory in the struggle for happiness.” 
Lev ginsburg, an important writer on 
the cello and its literature, observed that 
the ending “bears a vivid, life-asserting 
character, developed out of the intense-
ly dramatic content of the entire work; 
it is an affirmation of life, triumph in the 
struggle for fulfillment.” it is not clear 
whether or not shostakovich would 
have agreed with these assessments.

—Don Adkins

SYMPHONY NO. 5  
iN C MiNOR, OP. 67 (1808) 

LUDWig vAn BeeTHOven  
(1770–1827) 

Beethoven’s Symphony No. 5 is 
the most familiar musical work 
in the world. How can a piece of 

music written by a 19th-century ger-
man speak so convincingly to people of 
different cultures and times? The use 
of a concise four-note theme can be 
found in the music of all cultures. The 
highly-charged rhythmic spirit of this 
symphony summons primal instincts 
in us all. The abstract world it creates 
fosters as many interpretations as there 
are listeners. yet it is obvious to even 
the most diversified audience that the 
opening theme is a powerful and indi-
vidualistic statement with no compro-
mises. Beethoven is supposed to have 

said of this theme: “Thus fate knocks 
at the door.” The Allies in World War ii 
confirmed its universality by using the 
opening theme as a propaganda tool. 
What would this german patriot have 
thought of his music being used as the 
“v for victory” signature by the enemies 
of his country? Considering his loathing 
of kings and despots, Beethoven prob-
ably would have approved.

The beginnings of Beethoven’s work on 
his fifth symphony can be traced back 
as far as 1801, although it is generally 
agreed that 1804 is the year in which 
sketches appeared with any regularity. 
Beethoven always worked on several 
pieces at the same time. Along with 
Symphony No. 5, work progressed on 
the opera Fidelio, two piano sonatas, 
the Piano Concerto in G Major, and the 
Triple Concerto. Beethoven interrupted 
his work on the symphony to compose 
Symphony No. 4 in 1806. it is thought 
that he realized that his newest sym-
phony would not be as well received as 
was his third symphony, so he decided 
to offer a less demanding work to the 
public. Symphony No. 4 provided this 
breathing room between his third and 
fifth symphonies.

The premiere of Symphony No. 5 took 
place in vienna at an “Akademie,” a con-
cert of Beethoven’s music given with 
the expressed purpose of earning him 
a large sum of money. During prepara-
tions for an earlier concert the month 
before, Beethoven had been so car-
ried away while conducting a rehearsal 
that he knocked over a choirboy who 
was holding some lighted candles. The 
orchestra was so angry at Beethoven’s 
rude behavior that it refused to rehearse 
his next concert unless he was out of 
the room. After a particular section had 
been played, the concertmaster would 
go outside to receive suggestions from 
Beethoven, who was listening at the 

program notes
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door. The young soprano brought in 
at the last moment to sing an aria was 
so terrified of Beethoven that she was 
unable to get through the rehearsal. 
none of the works on this unbeliev-
ably long concert received a complete 
run-through in rehearsal. The program 
included, in their entirety, all of the 
following works of Beethoven: the fifth 
and sixth symphonies, Choral Fantasia, 
Piano Concerto No. 3, the aria Ah! 
perfido, three numbers from his Mass in 
C Major and some solo piano improvi-
sations performed by Beethoven. The 
atrocious performances, the antics 
of Beethoven such as shouting at the 
orchestra to stop and start over during 
the Choral Fantasia, the failure of the 
heating system and the sheer length of 
the concert overshadowed any com-

ments on the success of Symphony No. 
5. it was fortunate this event took place 
in vienna, where the public was used to 
Beethoven’s eccentricities.

The symphony did not fare well in its 
first performances outside of vienna 
either. Both audiences and players 
were befuddled and amused. When the 
Philharmonic society of London first 
rehearsed the symphony, the players 
burst into laughter and the conductor 
laid it aside as “rubbish.” Familiarity 
with the music, however, revealed its 
power to all. The same conductor of 
the Philharmonic society, the famous 
salomon who had earlier brought 
Haydn to London, rehearsed the first 
movement two or three years later and 
stated: “gentlemen, some years ago i 

called this symphony rubbish. i wish to 
retract every word i then said, as i now 
consider it one of the greatest composi-
tions i have ever heard.”

The youthful Hector Berlioz reported the 
effect this symphony had on his teacher, 
who was not a Beethoven enthusiast: 
“The next day i hurried around to see him 
[Lesueur]….But it was easy to see that 
my companion was no longer the man 
who had spoken to me the day before 
[the concert]….i dragged from him a 
further acknowledgement of how deeply 
Beethoven’s symphony had moved him, 
at which he suddenly shook his head 
and smiled in a curious way and said, ‘All 
the same, music like that ought not to be 
written.’ ‘Don’t worry, master,’ i replied, 
‘there is not much danger.’”

—Don Adkins
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be part of the MUSiC
consider contributing to one of the santa Cruz County symphony’s eNdOwMeNTS

The Santa Cruz County  
Symphony Endowment

FOUNDING MEMBERS  
($25,000–$100,000)

John & Linda Burroughs 
David E. Davis Donor Advised Fund  

at Community Foundation of  
Santa Cruz County 

Rowland & Pat Rebele

GOlDEN NOtES SOcIEty* 
($5,000–$24,999)

Harry & Mary Blanchard   
Owen Brown  
Susan Cony  

Lee & Emily Duffus  
Jennifer & Gary Edwards  

in honor of Edwin Taylor   
Cynthia Kilian  

Peter & Mary Ann Orr  
Vicki & Rodger Wasson  

Nancy Woolf   

SUppORtING cONtRIBUtORS 
($500–$4,999)

Catharine & James Gill 
Natalie Grant 

Richard & Diane Klein  
Billie & Dr. John Mahaney 

Frank & Kate Miller 
Jerold O’Brien 

Nick & Ruth Royal 
Bernice M. Woolf

*Each note  represents  
a contribution of $5,000

Please send contributions to The santa Cruz County symphony endowment, c/o The santa Cruz County symphony,  
307 Church street, santa Cruz, CA 95060. For more information on gift opportunities please call Jan Derecho,  
executive Director at 831.462.0553, extension 13, or e-mail executivedirector@santacruzsymphony.org.

The edy and Joe Henderson  
endowment
The santa Cruz County symphony 
Association Board, staff, and extended 
family of volunteers and friends wish to 
recognize edy and Joe Henderson for 
their leadership in the community, their 
passion for music education, and espe-
cially for their commitment to the santa 
Cruz County symphony.

Though our hearts are heavy with the 
loss of our dear friends, we choose to 
meet this exciting new season with the 
joy and enthusiasm that edy and Joe 
would have brought to our 56th year. 
edy was our incoming President of the 
Association Board, as well as last year’s 
Board Member of the year. With their 
passing, we have created The edy and 
Joe Henderson endowment as a lasting 
memorial in their honor.

As in the case of most endowments, the 
contributions will be permanently held in 
reserve. each year a portion of the fund 
will be used to sponsor our Maestro in 
perpetuity, in memory of edy and Joe. 

Please send your contributions to  
The santa Cruz County symphony 
endowment referencing The edy and Joe 
Henderson endowment in the memo field. 

The santa Cruz County  
symphony endowment
The santa Cruz County symphony 
endowment was established in 2008 
during the 50th season of the symphony. 
This fund seeks to establish a legacy of 
giving from those who wish to see their 
contributions reach far into the future, 
to ensure that live music will always be 
available to our community. each year, a 
portion of the symphony endowment will 
be used to fund the ongoing needs of the 
santa Cruz County symphony. There are 
many ways to contribute to the endow-
ment: through planned giving in one’s es-
tate, through charitable remainder trusts, 
marketable securities, or other assets. 

A grateful Thank you to 
endowment Contributors
Many Friends of the symphony have 
already contributed to The santa Cruz 
County symphony endowment, or have 
listed the symphony endowment as a 
beneficiary in their wills. Please let the 
symphony office know if you have named 
the endowment in your will or trust, 
so that we can keep you informed on 
Legacy member events. 

eDy & JOe HenDersOn
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2013–14 Symphony League Events

Broomstick Ball
Saturday, October 26, 2013
Scotts Valley Community Center

Join us for a fabulous evening of witches, goblins,  
and mystery. Costumes encouraged. Dinner, Music,  

Live and Silent Auction

Home Tour  
& Boutique

December 7 & 8, 2013
Saturday and Sunday, 12–5 pm

Tour beautiful homes in santa Cruz County  
decorated for the season. visit the boutique  

for great holiday gifts!

Kentucky Derby Day
    Saturday, May 3, 2014
   Mint Juleps, southern food 
 and a chance to cheer the ponies.  
            Location TBA

20/20 Events

Round Robin Bridge
gather with friends to support the symphony League by playing bridge. 

Contact Jan Davis-Hadley, 438–4494

Previews League members and season ticket holders are invited to previews led by the 
music director and soloists, and to meet with the artists afterwards. Previews 
are usually held the Friday before the concerts and require reservations. 

slscc.org
A series of small, informal events including barbecues, 
recitals, live and televised sporting events, theater, etc. 

For information about League activities and 
events, membership, and news, visit
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Like all of you, i’m looking forward 
to another year of great music 
from the santa Cruz County 

symphony. As the new symphony 
League president, i’m just easing into 
the office and into working with the 
many dedicated League members. The 
League focuses on fundraising for the 
symphony, and is a partner in bring-
ing symphonic music to santa Cruz 
County. Of course, the really important 
news is that we have a new Music Di-
rector, Daniel stewart, who will lead our 
superb orchestra. We are truly fortunate 
to have such talent in santa Cruz.

On behalf of the League, i want 
to thank our past president, Clyde 
vaughn, for his leadership the last 
two years, and for the many hours that 
he dedicates to the League and the 
symphony. Thanks also to our more 
than 200 League members, who are 
committed to our symphony and con-
tribute their time, work, and resources.

The League raises money primarily by 
sponsoring activities for the symphony 
family and the general public. We 
began the 2013–14 season in July 
with a very successful car show and 
barbecue. We’ll celebrate Halloween 
a few days early on October 26 with 
the “Broomstick Ball”—costumes en-
couraged! The always popular Home 
Tour of santa Cruz County residences 
will be on December 7 and 8, and 
features a Holiday theme. 

Looking further ahead, on kentucky 
Derby Day we’ll celebrate with lunch 
and informal gaming on the horses. 

Throughout the year, there’ll be 
“20/20” events, in which groups of 
about twenty members and guests 
meet for activities, including recit-
als, games, barbecues, and sporting 
events, in small, informal settings. Our 
programs are designed for socializing 
and fun, while benefiting the symphony.

symphony League Previews are held 
in the Civic Center the Friday before 
the concerts, and are one of the perks 
of symphony League membership. 
At the Previews, the conductor, and 
either the soloist or members of the 
orchestra, discuss the concert music 
and play musical excerpts. Following 
the program, the audience has the 
opportunity to meet the artists at a 
reception. This year the Previews are 
also open to season ticket holders. 

The League is a major symphony 
sponsor, and membership is open to 
everyone (www.slscc.org). Presenting 
symphonic music takes many dedi-
cated people—musicians, conductors, 
composers, audiences, students, 
teachers, stagehands, administrators, 
and, not least, fundraisers. Our events 
use many talents and abilities, and you 
certainly have some of them–maybe 
even ones you don’t know you have. 

Come to the symphony League 
events; check them out at slssc.org, 
or better yet, join the symphony 
League. you’ll be a part of bringing 
great music to santa Cruz County!

roger knacke, President 
The Symphony League 
 of Santa Cruz County

message from the 
symphony league president

BOArD OF THe  
syMPHOny LeAgUe

directors & Officers
roger knacke 
President

Clyde vaughn 
Past President, Parliamentarian 
Vice President, Communications

sheila vaughn 
Vice President, Fundraising

kate sutherland 
Vice President, Educational  
Programs & Previews

Dan rutan 
Vice-President, Membership,  
Recruitment & Directory 
Rehearsal Refreshments

Jeanne shada 
Vice President, Public Relations

Ola Monaghan 
Recording Secretary

kate Miller 
Corresponding Secretary

Connie Adams 
Treasurer, Housing Musicians

Cheryl Hammond 
Mary Ann Hobbs 
Donna Large 
Joan nuttal-stokes 
gene Wright 
Board Members at Large

Standing Committee Members 

Fred Dunn ruiz 
Newsletter 

Danene Forman 
Volunteers

Marie Tomasi 
Historian

Mary Ann Hobbs 
Property Manager

Jan Davis Hadley 
Round Robin Bridge

Bill Mowatt 
20/20 Chair

We would like to thank the symphony League’s Major Donors who gave gifts 
of $1,000 or more to the League: | rowland & Pat rebele | rotary Club of 
Capitola-Aptos | eileen sambrailo
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SANTA CRUZ CiviC AUdiTORiUM 
SATURdAY, JANUARY 25, AT 8 PM

 
dANiel STewART, CONdUCTOR 
YUNPeNG wANG, BARiTONe

GUSTAv MAHleR  LIEDER EInES FAhREnDEn gESELLEn  
 (SongS oF A WAyFARER) (1885)
(1860–1911) i. Wenn mein Schatz Hochzeit macht (When my beloved marries) 
 ii. Ging heut Morgen übers Feld (This morning I went over the field)
 iii. Ich hab’ein glühend Messer (I have a gleaming knife)
 iv. Die zwei blauen Augen von meinem Schatz (The two blue eyes  
  of my beloved)

RiCHARd wAGNeR PRelUde ANd lieBeSTOd fROM tRIStAn UnD ISoLDE (1859) 
(1813–1883)  

i n t e r m i s s i o n

SeRGei PROkOfiev SeleCTiONS fROM RoMEo AnD jULIEt, OP. 64 (1935–40) 
(1891–1953) Montagues and Capulets—Dance of the Knights
 The Young Juliet
 Masks
 Madrigal
 Romeo and Juliet
 Death of Tybalt
 Romeo at the Grave of Juliet

kUsP 88.9 FM WiLL  
BrOADCAsT THis COnCerT On  
fRidAY, feBRUARY 21, 2014 AT 8 PM

LATeCOMers WiLL nOT Be seATeD  
DUring THe MUsiC.  
PrOgrAM sUBJeCT TO CHAnge.

THis COnCerT is sPOnsOreD in PArT By  
dwAYNe & liNdA dOwNiNG

THe sOLOisT is sPOnsOreD By  
BARBARA CANfield

3
S A N TA  C R U Z  C O U N T Y  S Y M P H O N Y 
D A N I E L  S T E W A R T,  M U S I C  D I R E C T O R  •  2 013 /14  s e A s o n

immortal love
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HeNRY J. MellO CeNTeR fOR THe PeRfORMiNG ARTS 
SUNdAY, JANUARY 26, AT 2 PM

 
dANiel STewART, CONdUCTiNG 
YUNPeNG wANG, BARiTONe

GUSTAv MAHleR  LIEDER EInES FAhREnDEn gESELLEn  
 (SongS oF A WAyFARER) (1885)
(1860–1911) i. Wenn mein Schatz Hochzeit macht (When my beloved marries) 
 ii. Ging heut Morgen übers Feld (This morning I went over the field)
 iii. Ich hab’ein glühend Messer (I have a gleaming knife)
 iv. Die zwei blauen Augen von meinem Schatz (The two blue eyes  
  of my beloved)

RiCHARd wAGNeR PRelUde ANd lieBeSTOd fROM tRIStAn UnD ISoLDE (1859) 
(1813–1883)  

i n t e r m i s s i o n

SeRGei PROkOfiev SeleCTiONS fROM RoMEo AnD jULIEt, OP. 64 (1935–40) 
(1891–1953) Montagues and Capulets—Dance of the Knights
 The Young Juliet
 Masks
 Madrigal
 Romeo and Juliet
 Death of Tybalt
 Romeo at the Grave of Juliet

kUsP 88.9 FM WiLL  
BrOADCAsT THis COnCerT On  
fRidAY, feBRUARY 21, 2014 AT 8 PM

LATeCOMers WiLL nOT Be seATeD  
DUring THe MUsiC.  
PrOgrAM sUBJeCT TO CHAnge.

THis COnCerT is sPOnsOreD in PArT By  
JOHN & JUdY eiSkAMP

3
S A N TA  C R U Z  C O U N T Y  S Y M P H O N Y 
D A N I E L  S T E W A R T,  M U S I C  D I R E C T O R  •  2 013 /14  s e A s o n

immortal love
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LIEDER EInES FAhREnDEn 
gESELLEn, (SongS oF A 
WAyFARER) (1885) 

gUsTAv MAHLer (1860–1911)

S  ongs of a Wayfarer, written three 
years before his first symphony, 
was the pinnacle of young Mahl-

er’s compositions up to this point. His 
career began as a 15-year old student at 
the vienna Conservatory where he won 
prizes in both piano and composition. 
His student friends admired his talent 
at song-writing, often referring to him as 
“our schubert.” After graduation he went 
through a series of conducting jobs in 
provincial opera houses in germany and 
Austria that he often viewed as drudge 
work. By age 23 he was assistant con-
ductor of the kassel Opera where he 
became infatuated with Johanna richter, 
an alto in the chorus whose difficult per-
sonality kept the inexperienced Mahler 
painfully off balance. 

He wrote a series of four poems during 
this ill-fated relationship in the style of his 
favorite set of folk-like poems, Des Kna-
ben Wunderhorn. The basic emotional 
arc of his poetry reveals the passion of 
youthful romanticism. A young hero, be-
trayed by his sweetheart, is driven by grief 
to wander the countryside while experi-
encing a wide range of conflicting emo-
tional states. When Johanna made it clear 
that things were over between them, a 
devastated Mahler (he described himself 
as an “exile of love”) set the poems for 
low voice and piano with the accompani-
ment ultimately planned to be played by 
orchestra. He wrote in 1885: “The songs 
are planned as a whole in such a way 
that it is as if a fated traveling journeyman 
now sets out into the world and wanders 
aimlessly.” He completed the orchestra-
tion sometime in the early 1890s but 
didn’t first perform Songs of a Wayfarer 
until 1896 after, typical of Mahler’s work 

habits, numerous revisions.

Songs of a Wayfarer, although writ-
ten early in his career, is an important 
statement of his personality and artistic 
approach that continued throughout the 
rest of his compositions. This is due both 
to the musical content and, perhaps more 
importantly, the fact that he actually wrote 
all of the poems. The examination of his 
later works often reveals references to 
earlier pieces. Symphony No. 1 con-
tains several examples of his tendency 
toward self-quotation. His borrowings 
from Songs of a Wayfarer include song 
number two which is the main theme 
of the symphony’s first movement and 
comes back in the last movement. He 
also uses song number four as the third 
theme in the third movement. if you know 
the texts of the songs, their appearance 
in the symphony elevates the instrumental 
music to another level of meaning. Other 
aspects of Songs of a Wayfarer can be 
heard throughout the symphony such as 
his tendency to frequently use the large 
orchestra as a multi-colored chamber 
group and his willingness to quickly and 
radically change emotional qualities.

Although self-contained, each of the four 
songs undergoes harmonic transitions 
that lead, inevitably, to the next as if the 
piece is one long song. The first song, 
Wenn mein Schatz Hochzeit macht, 
describes how the hero’s former be-
loved’s wedding day will be a sad event 
for him. He will stay in his room and weep 
even though he knows the beauty of the 
outside world, including blooming flowers 
and singing birds, is offering consolation. 
The second song, Ging heut Morgen 
übers Feld, places the hero outside with 
the flowers and birds. He appears to 
convince himself that this happy world 
will allow him to move past his despair, 
but the end of the song brings a return 
to his woeful state. The third song, Ich 
hab’ein glühend Messer, describes how 

the hero has a burning knife of despair 
inside of him. everywhere he looks, he 
sees his beloved and longs for death. 
The fourth song, Die zwei blauen Augen 
von Meinem Schatz, begins as a funeral 
march. He wanders through the night and 
mourns that her eyes ever looked upon 
him. in the end the hero lies under a Lin-
den tree, the germanic tree of lovers, in 
the hope of forgetting his pain. While he 
dreams of a better world, he is covered 
with the Linden’s blossoms.

—Don Adkins

PRelUde ANd lieBeSTOd fROM 
tRIStAn UnD ISoLDE (1859) 
riCHArD WAgner (1813–1883)

The origins of Tristan und Isolde 
come mainly from 12th-century 
French poetry inspired by ear-

lier Celtic legends. There are several 
variations on the basic story and its 
influences can be seen in other legends 
including the relationship of Camelot’s 
Arthur, guinevere and Lancelot. The 
plot, as used by Wagner for his opera, 
comes from a version of the legend by 
the 13th-century poet gottfried von 
strassburg. it involves king Mark, his 
bride for political reasons isolde, and his 
trusted vassal Tristan. A love potion for-
mulated for the king and his new bride 
is mistakenly taken by Tristan and isolde. 
Their passion and the psychological 
complications it creates are thoroughly 
explored. in the end, king Mark has 
Tristan murdered and isolde wills herself 
to death so she can be ultimately united 
with her true love. The Prelude is played 
at the beginning of the opera and the 
Liebestod, which ends the opera, begins 
where isolde discovers Tristan’s body.

Wagner started work on Tristan und 
Isolde in 1856 with the intention of 
creating an opera that would be easy to 
produce. He was working on his mas-

program notes
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sive, four-opera cycle Der Ring of the 
Nibelungen and realized it would require 
resources beyond his present situation to 
stage. Tristan would be a project to put 
his music back on stage. Wagner and 
his wife had no money and were being 
housed by friends in Zurich in a cottage 
they called “the refuge.” Wagner and the 
wife of their benefactor, Mathilde, began 
an intense relationship which eventu-
ally led to Wagner’s separation from his 
wife. Wagner appears to have worked 
through this difficult time by utilizing this 
story which directly related to his own life. 
Wagner was also an avid reader of Arthur 
schopenhauer, a german philosopher 
who believed that instrumental music 
was the ultimate vehicle for expressing 
the human condition. The combination of 
his real-life torments and philosophical 
tendencies led to the creation of an opera 
brimming with a bewildering wealth of 
conflict, passion and revolutionary music. 
What began as a simple project turned 
into one of the monumental works of 
western music history. Wagner himself 
did not fully realize the difficulty of what 
he had created until later as evidenced 
by a letter he wrote to Mathilde in 1860: 
“Upon reading it through again, i couldn’t 
believe my eyes or my ears. . . . i’ve over-
stepped whatever lies within the powers 
of execution.”

Wagner performed the Prelude to 
Tristan und Isolde in concert in 1859 
and then paired it with the Liebestod 
for another concert in 1863. The entire 
opera was performed in 1865 thanks to 
the financial support of Ludwig ii king 
of Bavaria. Ludwig became the main 
financial supporter and most distin-
guished fan of Wagner’s operas for a 
number of years. Das Rheingold from 
Der Ring of the Nibelungen was finally 
performed in 1869 followed by Die 
Walkürie in 1870. The entire Ring was 
eventually produced in 1876.

By performing parts of Tristan und Isolde 
as purely instrumental music, Wagner 
demonstrated the ability of instrumental 
music to convey emotional meaning 
beyond the capability of mere words. This 
music was revolutionary to his audience 
and established a new standard for the 
concept of tonality in western music. 
The opening cello notes lead into an 
unresolved chord so unique that it is still 
known as the Tristan chord. The insta-
bility generated by the Prelude and its 
avoidance of tonal resolution depicts the 
psychological turbulence of the opera 
and its picture of love and longing at the 
most primal level. The Liebestod, even 
when performed without the voice of 
isolde, is an ecstatic depiction of trans-
formation from the physical to the spiritual 
realm of love. As isolde sinks into death 
and her union with Tristan, the unresolved 
chord at the beginning of the opera 
comes to a quiet resolution.

—Don Adkins

SeleCTiONS fROM  
RoMEo AnD jULIEt, OP. 64 (1936) 

sergei PrOkOFiev (1891–1953)

The decisions Prokofiev made 
during the first part of his career 
seem unusual to those of us who 

were brought up on the west side of the 
iron Curtain. Why would he return to the 
soviet Union knowing that his artistic 
freedom would be restricted? The com-
position of Romeo and Juliet took place 
at the point when he made the decision 
to become a soviet citizen. Prokofiev 
received his early musical training from 
the best russian composers and at-
tended the prestigious st. Petersburg 
Conservatory at age 12. He did not 
readily accept the more traditional train-
ing and received average grades from 
the school. However, Prokofiev’s more 
radical approach to composition and his 
obvious talent placed him in the top level 

program notes
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of modern composers before he was 20.

Prokofiev signed a contract with a major 
publisher in 1911 which allowed him to 
tour internationally including a trip to Paris 
in 1913. There he wrote several one-act 
ballets for sergei Diaghilev and his world-
famous Ballets russes. This experience, 
while invaluable to the young composer, 
gave him unrealistic expectations of the 
capabilities of dance companies. Prokofiev 
left russia in 1918 due to both the dif-
ficulties in living conditions created by the 
revolution and the intolerance he found for 
his modern, avant-garde music. The ensu-
ing political climate demanded that soviet 
composers write music that “paid heed to 
the social content” and was representative 
of the common people. soviet compos-
ers were constantly under the scrutiny of 
critics and committees whose task was 
to keep soviet artists in conformity to 
the standards of “social realism.” At the 
beginning of the revolution, the People’s 
Commissar of enlightenment, Anatoly Lu-
nacharsky, recognized Prokofiev’s conflict: 
“you are a revolutionary in music, we are 
revolutionaries in life. We ought to work 
together. But if you want to go to America i 
shall not stand in your way.”

The highlight of Prokofiev’s stay in the 
United states was the commission for his 
opera The Love for Three Oranges. The 
process of having it produced, however, 
took so much time that he was unable to 
do other things to support himself. He 
began to travel back and forth between 
America and europe until he decided to 
move to Paris in 1922 and resume work 
with Diaghilev. He then spent 14 years 
composing and living throughout europe. 
During this time his compositional style 
became less experimental. His tours 
allowed him the opportunity to visit and 
maintain his ties with the soviet Union. The 
kirov Theater in Leningrad commissioned 
Prokofiev to write Romeo and Juliet in 
1934 and Prokofiev decided to return to 



44 SANTA CR UZ COU NTY SYM PHONY

the soviet Union in 1936. Prokofiev nev-
er completely revealed his reasons for 
returning because candid public state-
ments were not always welcome in the 
soviet Union. The reasons did include a 
sense of nostalgia and homesickness, a 
belief that his mature musical style had 
a place in the political system, and the 
rewards that come with being one of the 
top composers in a country that valued 
the efforts, however restricted, of its art-
ists. The rest of Prokofiev’s career was 
typical of a modern soviet composer as 
he balanced his desire to write modern 
music with the fear of condemnation by 
the state. it wasn’t until 1948 that his 
music was first condemned as “marked 
with formalist perversions and alien to 
the soviet People.”

Romeo and Juliet immediately ran into 
problems due to two main issues, the 
perception that the music could not 
be danced to and a major plot change 
made by Prokofiev. The original ending 
was problematic for the ballet direc-
tors. The composer explained his initial 
decision to use a happy ending and his 
ultimate change: “in the last act romeo 
comes a minute too soon and finds Juliet 
alive. The reason for taking such barba-
rous liberty with shakespeare’s play was 
purely choreographic: live people can 
dance, but the dying can hardly be ex-

pected to dance in bed....it is interesting 
to note that, while in London they limited 
themselves to stating simply that sergei 
Prokofiev is writing a ballet Romeo and 
Juliet with a ‘happy ending,’ our shake-
speare scholars turned out to be more 
Catholic than the Pope and stormed in 
defense of the maltreated shakespeare. 
Actually i was affected by something 
else—someone had remarked that at the 
end my music did not sound like ‘true 
happiness,’ and this was true. Therefore, 
after discussing the whole problem with 
choreographers, we found a way of end-
ing according to the original play, and i 
have rewritten the music.”

Prokofiev made these changes several 
years after he completed the ballet. The 
kirov Theater, probably due to govern-
ment pressure to reject avant-garde 
music, backed out of their contract in 
1934. The Bolshoi Ballet then picked up 
the contract in 1935 but then reversed 
that decision declaring the music too 
difficult to dance. Prokofiev then arranged 
the music in 1936 into two different suites 
for orchestra and ten piano works which 
were successfully performed in the soviet 
Union. This is one of the few cases of a 
ballet appearing as concert music before 
it is staged. He then made the changes 
to the ending and the ballet premiered in 
Brno, Czechoslovakia, in 1938 which was 
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an embarrassment to the soviet govern-
ment.

A year later the kirov Theater produced the 
ballet in spite of several internal difficulties. 
The dancers, unable to understand how the 
music worked, at first substituted familiar 
melodies that they could imagine while 
dancing. The choreographer added music 
from one of Prokofiev’s piano sonatas and 
changed orchestrations without Prokofiev’s 
permission. The composer was ultimately 
forced to make numerous changes to the 
score before the production which, in spite 
of the tensions on stage, was an enormous 
success. Prokofiev then spent several years 
revising and polishing the score to create 
the music as performed by the Bolshoi Bal-
let in 1946. At this point he wrote: “i have 
taken special pains to achieve a simplicity 
which will, i hope, reach the hearts of all 
listeners. if people find no melody and no 
emotion in this work, i shall be very sorry—
but i feel sure that sooner or later they will.” 
Romeo and Juliet is now considered not 
only Prokofiev’s greatest work but also one 
of the greatest ballets ever written.

—Don Adkins
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RUMANiAN fOlk dANCeS,  
SZ. 68 (1917) 
BéLA BArTók (1881–1945)

Béla Bartók and Zoltán kodály both 
joined the faculty of the Budapest 
Academy of Music in 1906–07 

and remained there for many years, 
working to revitalize Hungarian musical 
culture. A major element of this task for 
both musicians was the ethnomusicologi-
cal study of the folk music of their native 
Magyar people. They would live in the 
country with the peasants, recording the 
traditional folk music on edison cylinders. 
The music was then carefully notated 
and categorized according to structure. 
The first publication was the 20 Hungar-
ian Folk Songs 1906 for voice and piano. 
each composer contributed 10 songs to 
this collection, which not only included 
the accompanied versions, but also the 
original tunes in their undisturbed form. 
Both composers continued this careful 
separation of ethnomusicological and 
practical publications throughout their 
careers.

intensive research in rumanian peas-
ant music occupied Bartók for several 
years beginning in 1910. He recorded 
both songs and instrumental dance 
music from the Transylvanian districts 
of Hungary occupied by rumanians. 
From this research came the small set 
of Rumanian Folk Dances, written in 
1915. These dances must certainly be 
Bartók’s most frequently performed 
music, not only in the original piano 
version, but in the many transcriptions 
which include this version for small 
orchestra made by Bartók in 1917.

The seven dances in the set are taken 
from fiddle-tunes, following the melo-
dies without change but supplying 
harmonies that are more adventuresome 
than earlier settings of folk songs. The 

dances vary greatly in character from 
the gentle Buciumeana to the brisk Mar-
untels. Most Hungarian peasant music 
is in 2/4 time as is this set except for the 
3/4 Buciumeana and the Poarga which 
alternates between 2/4 and 3/4. The 
tunes are neither major nor minor but 
modal, utilizing distinctive augmented 
seconds in two cases.

Bartók wrote in 1931: “The right type of 
peasant music is most varied and per-
fect in its forms. its expressive power is 
amazing, and at the same time it is void 
of all sentimentality and superfluous or-
naments. it is simple, sometimes primi-
tive but never silly. it is the ideal starting 
point for a musical renaissance, and a 
composer in search of new ways can-
not be led by a better master. What is 
the best way for a composer to reap 
the full benefits of his studies in peas-
ant music? it is to assimilate the idiom 
of peasant music so completely that he 
is able to forget all about it and use it 
as his musical mother-tongue.

“Many people think it is easier to write 
a composition round folk tunes than on 
‘original’ themes. This way of thought 
is completely erroneous. To handle folk 
tunes is one of the most difficult tasks; 
equally difficult if not more so than to 
write a major original composition. if 
we keep in mind that borrowing a tune 
means being bound by its individual pe-
culiarity we shall understand one part 
of the difficulty. Another is created by 
the special character of a folk tune. We 
must penetrate into it, feel it, and bring 
it out in sharp contours by the appropri-
ate setting. The composition round a 
folk tune must be a work of inspiration 
just as much as any composition.”

—Don Adkins

program notes
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ORCHeSTRAl SUiTe NO. 2  
iN B MiNOR, Bwv 1067 (1739) 
J.s. BACH (1685–1750)

A large percentage of instrumental 
music written up to the middle 
1600s was dance music for 

social occasions. The tempos, meters, 
characteristic rhythms and structures of 
these dances were determined by the 
type of steps that had to be executed. 
The instrumental forces used to play 
these dances were usually determined 
by the size of the space, the amount of 
money available to pay the players and 
what instruments were available. Com-
posers, who often led the dance band, 
would usually write generic parts for 
the dances and let the circumstances 
determine what instruments would play 
each part. A wide variety of national and 
regional dances made this a cosmopoli-
tan affair with the French and italians 
dominating the style of dancing. Dances 
were also popular at home and were of-
ten played for entertainment by amateurs 
on a keyboard or guitar-like instrument.

One of the changes that took place dur-
ing the Baroque period was the rise of 
instrumental music to a prominence ear-
lier enjoyed by vocal music. Compos-
ers began to exploit the capabilities of 
specific instruments and write parts that 
called for more virtuosity. The utilitarian 
dance became a vehicle for some of 
these compositions. As times changed, 
certain dances went out of style but 
continued to be the basis for composi-
tions that were now intended for listen-
ing. These dances were often organized 
into suites, a collection of dances in 
the same key. The baroque dance suite 
offered the composer the opportunity to 
write a series of short pieces that could 
demonstrate a specific progression of 
emotions invoked by the different quali-
ties of the dances. The dance suite is 

one of the precursors to the classical 
symphony which often retained one of 
the dances, the minuet.

J.s. Bach’s numerous dance suites 
include four surviving orchestral suites. 
These four are written for a basic string 
group with keyboard continuo and various 
combinations of wind and percussion 
instruments. We do not know when 
these suites were written but can iden-
tify two different situations that would 
have fostered their creation and perfor-
mance. Bach worked for Prince Leopold 
of Anhalt-köthen 1717–23. The Prince 
was an accomplished instrumentalist 
and expected Bach to compose secu-
lar music. Bach produced a significant 
amount of instrumental music during this 
period including several orchestral suites 
that we know are lost. it is possible that 
work could have been done at this time 
on the various parts of the four orchestral 
suites. Bach then returned to a church 
music position in Leipzig for the rest of his 
career where he also directed a series of 
concerts for fourteen years with the Col-
legium Musicum. These weekly concerts 
would have also provided him with the 
opportunity to compose and perform any 
of the four orchestral suites. Bach often 
adapted earlier compositions for new 
situations and probably used some of the 
music written during his time in köthen for 
the Collegium Musicum concerts.

Bach begins each of the suites with a 
French overture, popularized by Jean-
Baptiste Lully, which is a non-dance 
work that changes mood in the middle. 
interior emotional changes are not 
typical of baroque instrumental music 
which is usually one mood per move-
ment. The majestic opening, originally 
announcing the entrance of Louis xiv, is 
followed by a lively polyphonic section. 
The French overture often concludes 
with a return to the majestic mate-
rial. Bach called his orchestral suites 

ouvertures instead of suites because of 
this opening movement and the fact that 
most of the dances are of French origin.

Orchestral Suite No. 2, written for strings, 
continuo and transverse flute, follows the 
overture with a series of short dances. it 
is tempting to consider this suite similar 
to a solo flute concerto but the flute part 
is often integrated into the texture of the 
full string group and allowed to play solo 
just a few times. The dances, in spite of 
all being in B minor, cover a wide range of 
emotional ground. This variety is created 
by different tempos, meters, melodies and 
nationalistic characteristics. The dances 
originated in France, spain (sarabande) 
and Poland (Polonaise). At the same time, 
the formal structures, rhythmic patterns 
and melodic characteristics of the dances 
seem to follow a natural progression and 
hint of relationships that are not quite 
tangible. it is this natural progression that 
turns what could be a loose collection of 
dances into an integrated, multi-move-
ment masterpiece.

 —Don Adkins

thE UnAnSWERED qUEStIon 

(1906) 
CHArLes ives (1874–1954)

In the words of the composer Arnold 
schoenberg: “There is a great Man 
living in this country [the United 

states]—a Composer.

He has solved the problem how to pre-
serve oneself and to learn.

He responds to neglect by contempt.

He is not forced to accept praise or 
blame.

His name is ives.”

ives was the first truly original American 
musician. He attended camp meetings 
with his family, pitched for the yale fresh-
man baseball team, and went through 



formal music training at the college level. 
He was a fiercely independent thinker, a 
northeast yankee, an extremely suc-
cessful insurance man who became 
wealthy through his business efforts and 
wrote music for his own ears, not those 
of the public audience. He experimented 
with modern techniques that would not 
be acceptable until years later, after 
composers such as schoenberg, stra-
vinsky and Bartòk had paved the way 
in the concert hall. His greatest works 
were not performed until just before his 
death and in the years since. 

even as a young organist in new Haven, 
he would startle his congregation by 
improvising unusual harmonies to the 
standard hymn tunes. His pastor sup-
ported him: “never you mind what the la-
dies’ committee says. My opinion is that 
god must get awfully tired of hearing 
the same thing over and over again, and 
in His all-embracing wisdom He could 
certainly embrace a dissonance—might 
even positively enjoy one now and then.”

The Unanswered Question is a piece 
that emily Dickinson would have loved. 
The existentialism expressed by ives’s 
music was a perfect complement to 
the ideas being discussed during these 
times. The yankee firmness of purpose 
and refusal to compromise is as appar-
ent in this relatively small piece as in his 
largest, extremely dissonant creations. 
Because of the small forces and rela-
tively short rehearsal time required, this 
is probably ives’s most performed piece 
in the orchestral literature.

The coordination of the strings, solo 
trumpet and woodwind group (“four 
flutes if possible”) is described by ives in 
a loose manner. it doesn’t matter if they 
play in exactly the right spot, just as long 
as the ending is a held string chord for a 
few measures. ives gave his thoughts on 
the music in a note in the score:

“The strings play ppp throughout with 
no change in tempo. They are to repre-
sent ‘The silences of the Druids—Who 
know, see, and Hear nothing.’ The 
trumpet intones ‘The Perennial Ques-
tion of existence,’ and states it in the 
same tone of voice each time.

“But the hunt for ‘The invisible Answer’ 
undertaken by the flutes and other hu-
man beings, becomes gradually more 
active, faster and louder through an 
animando to a con fuoco. This part need 
not be played in the exact time position 
indicated. it is played in somewhat of an 
impromptu way; if there be no conduc-
tor, one of the flute players may direct 
their playing. ‘The Fighting Answerers,’ 
as the time goes on, and after a ‘secret 
conference,’ seem to realize a futility, and 
begin to mock ‘The Question’—the strife 
is over for the moment. After they disap-
pear, ‘The Question’ is asked for the 
last time, and ‘The silences’ are heard 
beyond in ‘Undisturbed solitude.’” 

—Don Adkins

PULCInELLA SUItE (1922, rev. 1947) 

igOr sTrAvinsky (1882–1971)

The end of World War i witnessed 
the appearance of a new and 
popular musical style for ballets. 

Lesser-known italian music of the 18th 
and 19th centuries was being refash-
ioned into new dance scores. vincenzo 
Tommasini had great success with 
his ballet The Good-Humored Ladies 
based on music by Domenico scarlatti, 
as did Ottorino respighi for his ballet 
score La Boutique fantasque based on 
melodies by rossini. sergei Diaghilev, 
impresario of the famous Ballets russes, 
approached stravinsky with the idea of 
emulating the formula of these success-
es in a ballet based on the music of gio-
vanni Battista Pergolesi (1710–1736). 

program notes
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stravinsky was at first reluctant but soon 
warmed to the task as he examined the 
music credited to Pergolesi that was in 
Diaghilev’s possession. The choice of 
Pablo Picasso as designer and Léonide 
Massine as choreographer probably 
helped make stravinsky’s decision 
easier. The result of this collaboration 
was the ballet Pulcinella (1919–20), a 
work many consider the beginning of 
stravinsky’s “neo-Classical” period.

The musical world was taken completely 
by surprise when stravinsky followed 
the barbaric russian style of his choreo-
graphic scenes, The Wedding, with the 
unemotional Pulcinella. This beginning 
of his neo-Classical period culminated 
in stravinsky’s three ballets: Apollon 
Musagète, The Fairy’s Kiss, and The 
Card Game. The term neo-Classical is 
misleading in that this was not a revival 
of the Classical period of musical com-
position but rather a return to tonality 
with new definitions of tonal relation-
ships, a return to clarity through the use 
of well-defined forms. Thus neo-Tonal 
or neo-Formal might be more appropri-
ate terms. The apparent anarchy loosed 
upon the world in The Rite of Spring was 
being reined back in by its creator.

in the book Dialogues and a Diary, stra-
vinsky recalled: “Pulcinella was my dis-
covery of the past, the epiphany through 
which the whole of my late works be-
came possible. it was a backward look, 
of course—the first of many love affairs 
in that direction—but it was a look in the 
mirror, too. no critic understood this at 
the time and i was therefore attacked for 
being a pasticheur, chided for compos-
ing ‘simple’ music, blamed for deserting 
‘modernism,’ accused of renouncing 
my ‘true russian heritage.’” stravinsky’s 
change in compositional style was not 
as severe as it appeared. His use of 
diatonic materials had been seen in the 

ostinatos of The Rite of Spring. L’Histoire 
du soldat contains many elements that 
can be labeled neo-Classical, especially 
the Grand Chorale which sounds like 
Bach with wrong notes. What stravinsky 
started with Pulcinella was an intense 
development of another aspect of his 
musical personality, a public display of 
what he saw in that mirror.

The program note in the score of Pul-
cinella says the scenario is based on a 
neapolitan manuscript of 1700 contain-
ing several comedies featuring Pulcinel-
la, the hero of the neapolitan theatrical 
style known as commedia dell’arte. The 
basic libretto of the ballet follows: 

“All the local girls are in love with 
Pulcinella; but the young men to whom 
they are betrothed are mad with jealou-
sy and plot to kill him. The minute they 
think they have succeeded, they borrow 
costumes resembling Pulcinella’s to 
present themselves to their sweethearts 
in disguise. But Pulcinella—cunning 
fellow!—had changed places with a 
double, who pretended to be mortally 
wounded. The real Pulcinella, disguised 
as a wizard, now resuscitates his dou-
ble. At the very moment when the four 
young men, thinking they are rid of their 
rival, come to claim their sweethearts, 
Pulcinella appears and arranges all the 
marriages. He himself weds Pimpinella 
and receives the blessing of his double 
who has assumed the wizard’s mantle.”

The original orchestration utilized a small 
orchestra including strings divided into 
the concerto grosso model of a quintet 
of solo strings (concertino) contrasted 
against a larger group of strings (ripieno 
or tutti). The numbers taken from two 
Pergolesi operas were arranged into 
arias, duets, and trios for soprano, tenor, 
and bass. The singers were placed in the 
pit along with the instruments. Twenty 
separate numbers were divided into eight 

tableaux with an instrumental Sinfonia 
opening the ballet. The Pulcinella Suite 
compresses eleven of these numbers into 
eight movements and arranges the vocal 
parts of nos. 2 and 8 for instruments. 
stravinsky arranged these into a suite in 
1922 and made some small changes, 
mainly metronome markings, in 1947. 
Making such a second arrangement was 
a business maneuver also used by stra-
vinsky on many other popular works, in 
order to extend the copyright. The original 
melodies and bass lines of Pergolesi are 
retained, but stravinsky dresses them up 
with his unique sense of harmony, rhyth-
mic displacement and formal structure to 
create music unmistakably his. 

—Don Adkins
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Ave veRUM CORPUS,  
k. 618 (1791) 
WOLFgAng AMADèUs MOZArT 

(1756–1791)

The Mozart family was expecting 
their sixth child (one of only two 
who survived past childhood) 

and Constanze, suffering in the sum-
mer heat of vienna, wanted to spend 
some time at Baden bei Wien, a spa 
near vienna. Mozart contacted their 
friend Anton stoll, organist and choir-
master of the Baden parish church st. 
stephen, who arranged for her stay and 
promised to look after Constanze and 
their son karl. Mozart was busy with the 
production of The Magic Flute in vienna 
and would visit Constanze regularly in 
Baden. On his second visit stoll, who 
frequently performed Mozart’s sacred 
music, asked him to write a communion 
hymn for the Feast of Corpus Christi, 
an extremely important feast in the life 
of Austrian Catholics. Mozart was more 
than happy to comply and quickly wrote 
Ave verum corpus on June 16–17 so it 
could be performed the following week 
on June 23. Mozart would probably 
find it amusing that this quick moment 
of inspiration would result in the most 
performed of all his works. Today you 
can find a bust of Mozart over the door 
to the choir loft to commemorate Ave 
verum corpus.

Discussions of Ave verum corpus often 
include observations about the simplicity 
of the music and the possible relation-
ships to the ideals of the enlightenment. 
Haydn and Mozart scholar H.C. robbins 
Landon wrote: “With this composition…
Mozart was establishing what he consid-
ered to be a new style of church music…
even in his church music, Mozart was an 
inspired product of the enlightenment: 
vox populi = vox Dei, that is, a return to 
the voice of the people in its simplest 

and most basic form, implying a kind 
of truth which in turn was considered 
to have a touch of the divine.” robbins 
Landon’s love of Mozart started in junior 
high school when his choir sang Ave 
verum corpus, “the most amazing piece 
of music i had ever heard.”

Mozart was a devoted and active Catho-
lic. He wrote sacred music throughout 
his career which demonstrates not only 
his musical genius, but a sincerity and 
total belief in their sacred texts. The 
piece he wrote just before Ave verum 
corpus was Adagio and Rondo, a 
chamber work for five instruments featur-
ing the glass harmonica played by the 
blind virtuoso Marianne kirchgässner. 
Alfred einstein, noted Mozart scholar, 
describes this work as a “heavenly” work 
and an instrumental counterpart to the 
Ave verum corpus. When Mozart was 
approached by stoll to write a piece for 
a performance in just a few days, Mozart 
was confronted with not only an artistic 
task but one with several practical con-
straints. These constraints are integral to 
the piece’s simplicity and length.

stoll was not only organist and choir-
master of the Baden parish church but 
also a schoolmaster. This implies that 
the church job was part-time and that 
the musical resources of the church 
were typical of a smaller congregation. 
Mozart would have written a piece that 
would allow the vocalists and instru-
mentalists of the church to be success-
ful with less than a week to rehearse. 
The mood and length of the music was 
intended to support activities in the 
mass specific to a certain point in the 
communion service and the text was 
one that had been used for this purpose 
since the 14th century. in spite of these 
constraints, Mozart, like a great painter 
working on a small canvas with just a 
few colors, transcends the physical 
limitations to create a work that contin-

ues to touch our souls centuries later. 
Aaron Copland wrote about the com-
positions of Mozart’s last year which 
include many masterpieces: “They fill 
us with awe and wonder, not unmixed 
with despair. The wonder we share with 
everyone; the despair comes from the 
realization that only this one man at this 
one moment in musical history could 
have created works that seem so ef-
fortless and close to perfection.” Alfred 
einstein believed that Ave verum corpus 
impresses us “by its humanity, by its 
appeal to all devout and childlike hearts, 
by its directness.” 

—Don Adkins

CHiCHeSTeR PSAlMS (1965) 
LeOnArD BernsTein (1918–1990)

Leonard Bernstein, then music 
director of the new york Philhar-
monic, took a sabbatical in June 

of 1964 to focus on composing. The 
first major project during this sabbati-
cal was to be a new musical setting 
of Thornton Wilder’s The Skin of Our 
Teeth written in collaboration with 
Adolph green and Betty Comden who 
had worked with him on On the Town. 
By early 1965 it became apparent that 
the musical was not going to work and 
Bernstein was left to reorganize his 
schedule which he filled with a variety 
of atonal and other avant-garde com-
positions. Bernstein wrote an article 
for the New York Times on October 
24, 1965, in which he describes how 
he spent this composition sabbatical. 
Much of it was written in rhyme such as 
the following:

“Pieces for nattering, clucking sopranos

With squadrons of vibraphones, fleets of 
pianos

played with the forearms, the fists  
and the palms

program notes
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—And then i came up with 
 the Chichester Psalms.

These psalms are a simple and  
modest affair,

Tonal and tuneful and somewhat square,

Certain to sicken a stout John Cager

With its tonics and triads in B flat major.

But there it stands the result of my  
pondering,

Two long months of avant-garde  
wandering—

My youngest child, old-fashioned  
and sweet.

And he stands on his own two tonal feet.”

Dr. Walter Hussey, Dean of the Chichester 
Cathedral in sussex, england, had com-
missioned Bernstein to write a piece for 
the 1965 Three Choirs music festival, an 
event that would prompt most composers 
to create ecclesiastic music suitable for a 
large, Anglican cathedral and all-male choir. 
Dr. Hussey, aware of Bernstein’s unique 
talent in fusing both classical and popular 
styles wrote: “i think many of us would be 
very delighted if there was a hint of ‘West 
side story’ about the music.” Bernstein 
took Dr. Hussey’s words to heart. Of the 
seven main melodies that occur in Chich-
ester Psalms, six come from The Skin of 
Our Teeth and the aggressive chorus in the 
second movement is a discarded number 
from the opening of West Side Story which 
is now the setting for the text from Psalm 2. 
The musical theme that begins and returns 
throughout Chichester Psalms originally 
was a setting of the text “save the human 
race.” stravinsky’s Symphony of Psalms 
likely served as a starting point for Bern-
stein and the Psalms also provided com-
mon ground for a Jewish composer writing 
for a Christian choir.

Bernstein immediately realized he could 
think of the Psalms only in Hebrew. Dr. 

program notes
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Hussey agreed to the choice of language 
and the Anglican choirs went to work on 
their Hebrew pronunciation with the assis-
tance of the vicar at Chichester Cathedral 
who had studied Hebrew. Bernstein later 
established that the work would be sung 
only in Hebrew by publishing it without 
an english language version. Chichester 
Psalms is still the only choral work in 
the standard repertoire which is in He-
brew. Dr. Hussey is reported to have told 
Bernstein that he was especially excited 
that the Psalms “came into being at all 
as a statement of praise that is ecumeni-
cal.” The Bishop of Chichester is said to 
have remarked that he had envisioned 
David dancing before the Lord during the 
performance.

By choosing several Psalms for his text, 
Bernstein was able to stay true to his 
Jewish heritage while creating music for 
a Christian venue. His choice of specific 
Psalms allowed him to express praise and 
unity while obliquely addressing several is-
sues of the time including Civil rights and 
the vietnam War. The other factor in the 
choice of certain Psalms was their adapt-
ability to the musical tunes he had already 
created for the musicals. each of the three 
movements consists of an entire Psalm 
with one or more lines from other Psalms 
added that provide a contrast or commen-
tary on the full Psalm. The final chorale 
was characterized by Bernstein as “a 
prayer for peace.” When he first finished 
the composition, he wrote to Dr. Hussey: 
“it has an old-fashioned sweetness along 
with its more violent moments.”

Bernstein received permission to premiere 
the work in new york two weeks before 
the performance at the Three Choirs festi-
val. After the premiere he told an interview-
er: “i think the Psalms are like an infantile 
version of Kaddish [his Symphony No. 
3]. They are very simple, very tonal, very 
direct, almost babyish in some ways, and 
therefore it stands perilously on the brink 
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program notes

of being sentimental if wrongly per-
formed.” not everyone was happy with 
the piece. A reviewer for the London 
Sunday Times considered the music 
“shallow and slick” although he thought 
the overall effect was appropriate for 
the circumstances. The reviewer con-
sidered Bernstein a religious composer 
“of the kind Luther must have had in 
mind when he grudged the devil all the 
good tunes.” Bernstein wrote about the 
Chichester premiere: “To Chichester, 
en famille, to hear my Psalms in the 
place for which they were written. smit-
ten... in Chichester i heard angels sing.”

—Don Adkins

ReqUieM MASS iN d MiNOR,  
k. 626 (1791) 
WOLFgAng AMADeUs MOZArT 
(1756–1791) 

Austrians were extremely unhappy 
with the war that was fought 
against Turkey 1787–91. Many 

aristocratic families left vienna to keep 
their sons from being conscripted. Citi-
zens were disillusioned with emperor 
Joseph and his apparent betrayal of the 
promises of enlightened reform. The 
economy went into a severe depres-
sion, food prices almost doubled and, 
for the first time, vienna’s bakeries 
were looted. The musical life of vienna 
almost came to a complete halt with 
the closure of two opera companies 
and the severe decline of instrumental 
performances. Musicians, Mozart in-
cluded, found themselves out of work in 
a totally demoralized social climate. The 
death of the emperor in 1790 gave the 
population hope that the end of the war 
was coming and the economy began 
to slowly turn around in 1791. The end 
of the war in August 1791 provided the 
final boost to the recovery.

countryside financial
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July of 1791 was a happy and busy 
time for Mozart. He was in the middle 
of preparations for the premiere of Die 
Zauberflöte in september. He had just 
received a commission for a new opera 
La Clemenza di Tito to be performed 
in Prague, a city that, even more than 
vienna, loved his music. His financial 
situation was improving as he began 
to receive commissions and pay off his 
debts. His wife Constanze gave birth to 
their son Franz. in the middle of all this 
came the commission for the Requiem 
from Count Franz Walsegg zu stup-
pach in memory of his wife who had 
died several months earlier. stuppach 
kept his identity from the Mozarts as 
one of the conditions of the commis-
sion. Mozart immediately sketched 40 
pages and then set the project aside to 
continue work on his two operas.

The work through August and septem-
ber exhausted Mozart and his health 
began to fail. He wrote his last instru-
mental work, the Concerto for Clarinet 
which was premiered to great acclaim 
by his friend Anton stadler in Prague in 
October. Die Zauberflöte was enjoy-
ing tremendous success and he spent 
almost every evening with friends at the 
performances in spite of his increasing 
bad health. He completed a Masonic 
cantata and then resumed work on the 
Requiem until he became bed-ridden. 
He died two weeks later on December 
5. His death was attributed to “severe 
military fever,” a vague term that has 
led to numerous articles and continu-
ing speculation from poisoning to bad 
pork chops. The most likely cause is 
severe edema brought on by a minor 
epidemic of kidney failure among young 
men in vienna at this time caused by 
a fever coming from the military hospi-
tal. rheumatic fever is often cited as 
another likely culprit. no autopsy was 
conducted and the circumstances of 

his burial, as prescribed by law, made 
the location of his remains for further 
study impossible to determine.

Mozart finished only the Requiem and 
the Kyrie and sketched eight sections 
from the Dies irae through the Hostias. 
These sketches included all of the voice 
parts, the bass line which probably 
included figures for the harmony, and 
hints for the instrumentation. He wrote 
nothing for the last three movements. 
Mozart considered the possibility that 
he would not recover from his illness 
and referred to the Requiem as his 
“swan song.” However, he continued  
to look ahead and begin new works  
as if he expected to recover. After 
Mozart’s death, his widow was afraid 
that not only would she not receive the 
full sum for the work but that stuppach 
would insist that all the up-front money 
be returned. she appealed to several 
musicians to finish the project until 
Franz xaver süssmayr agreed to help. 
süssmayr had worked with Mozart as 
a copyist on La Clemenza di Tito and 
Die Zauberflöte and probably wrote 
the secco recitatives for La Clemenza 
di Tito. He completed the instrumenta-
tion of the sketches as he saw best and 
wrote music for the close of the Lac-
rimosa, the Sanctus, Benedictus and 
Agnus Dei. He repeated the music of 
the Kyrie to the words “Cum sanctis.” 

The completed Requiem was per-
formed in January 1793 by Mozart’s 
friends to benefit Constanze in spite of 
the fact that it was stuppach’s property 
and he wished to claim it as his own 
composition. He performed it as his 
own work on December 14, 1793, in 
memory of his wife at the Cistercian 
monastery of neukloster in the Wiener 
neustadt. Constanze Mozart then went 
through a series of deceptions and 
legal maneuverings concerning publica-
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tion until stuppach wrote a letter on 
February 8, 1800, to the publisher Bri-
etkopf and Härtel explaining the truth 
of the matter. Because of this ten-year 
deception, he has not been forgiven 
by many writers. One recently labeled 
him the “no-account count.” stuppach 
is often talked about in discussions 
of the Requiem as much as the other 
circumstances surrounding its creation 
and relationship to Mozart’s death. 

Mozart, heavily involved in writing mu-
sic closely tied to Masonic concepts, 
chose to write a requiem that does 
not demonstrate a purely ecclesiastic 
attitude. elements of Masonry as well 
as dramatic operatic approaches can 
be found next to sections in the more 
typical conservative church style. For 
example, the opening begins with the 
strings accompanying basset horns 
(larger clarinet-like instruments) and 
bassoons. These woodwind instru-
ments are usually featured in music 
written for the Masonic Lodge by 
Mozart and other Masonic composers. 
A sense of rebellion rather than prayer 
can often be heard which is a typical 
Masonic attitude toward organized 
religion. Many points have been made 
about the inadequacies of süssmayr’s 
contributions to the Requiem but, with-
out his effort, Mozart’s last creation 
would have probably been set aside 
and maybe even lost. 

—Don Adkins
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