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PRINCETON S YMPHONY ORCHESTRA

January 2002

Dear Friends,

We're delighted that you've joined us during our 22nd Anniversary
Season! Whether you are a regular subscriber or attending for the first
time, you've discovered the world-class caliber of Princeton’s own
symphony orchestra.

Breathtaking classical performances, uplifting family concerts, and
our self-supported school music program, BRAVO!, make the PSO a
community musical resource unlike any other in our area.

Our Annual Appeal is underway, and we count on your support. Please
mail your tax-deductible contribution in the envelope found inside
this program, or phone us with your pledge. Your generosity helps
sustain a true community treasure.

My sincere thanks to all who generously support the orchestra.

All the best,
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John J. Hamel, llI
President
Board of Trustees
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PRINCETON SYMPHONY ORCHESTRA
___UPCOMING CONCERTS |

March 17, 2002 at 4 p.m.
Cesti-Stokowski  Tu mancavi a tormentarmi crudelissima speranza

Haydn Symphony No. 49 “The Passion”
Pfitzner Trauermarsch from Die Rose von Liebesgarten
Wagner Lohengrin Prelude to Act 1

Parsifal Good Friday Music

Tannhauser Overture

May 19, 2002 at 4 p.m.
Russian Chamber Chorus of New York

Bernstein Candide Overture

Piston Suite from The Incredible Flutist
Argento Casa Guidi

Gershwin An American in Paris
Tchaikovsky 1812 Overture

[ SPECIAL CONCERTS

Sunday, April 28, 2002, 4 p.m.
SACRED MUSIC CONCERT
American Boychoir

Albert Wang, Violin

Martin Polyptique for Violin Solo and Two String
Orchestras (Six images from the story of
Christ’s Passion)
Albert Wang, violin

Messiaen Trois Petites Liturgies de la Presence Divine
American Boychoir
Thomas Daylight Devine (American Premiere)

American Boychoir

Over the past two years our Sacred Music Series in cooperation with the Princeton
Theological Seminary has taken us through the development of sacred and spiritually
based music, from Bach through hymns of the present day. This season’s program looks
toward the future in a largely French program with unique sonorities of praise. Frank
Martin’s Polyptique is a very personal work depicting scenes from The Passion, while
Messiaen’s Trois Petites Liturgies transport us to another world of sound qualities and
textures. The American Boychoir is featured in the Messiaen and the American
Premiere of Augusta Read Thomas's Daylight Divine, introduced in Paris in June 2001.
Ms. Thomas is the highly acclaimed composer-in-residence with the Chicago Symphony
in addition to her posts at the Eastman School of Music and the Aspen Music Festival.

— www.princetonsymphony.org

Princeton Symphony Orchestra
P.O. Box 250, Princeton, NJ 08542
Email: info@princetonsymphony.org
Phone: (609) 497-0020 Fax: (609) 497-0904
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SUNDAY, JANUARY 20, 2002 4:00 P.M
. PHROGRANM

PRINCETON /YMPHONY ORCHESTRA

Mark Laycock, Conducting

FRANCK

Le Chasseur maudit

INTERMISSION

BRUCKNER

Symphony No. 4 “Romantic”
I. Bewegt, doch nicht zu schnell
(moving, but not too fast)
Il. Andante quasi Allegretto
I1l. Scherzo & Trio
IV. Finale: Bewegt, doch nicht zu schnell

Large print programs available by request.
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PRINCETON SYMPHONY ORCHESTRA
L MARK LAYCOCK. MUSIC DIRECTOR |

Now in his sixteenth season as music director, Mark Laycock has
deftly shaped the Princeton Symphony Orchestra into a mature and
acclaimed ensemble, reflecting his elegance, wit, and precision. He
is well-known for his innovative programming and his ability to
provide the audience with an understanding and accessibility to the
music that remains unique in the concert going experience. Mr.
Laycock was initially trained as a violist under the tutelage of the
Curtis String Quartet. In 1979, he won the Leopold Stowkowski
Memorial Conducting Competition and the opportunity to
conduct the Philadelphia Orchestra. He was then twenty-one and the second
youngest ever to conduct that orchestra. He carries the distinction of being the only
non-Russian invited to appear at the Moscow Autumn Festival, performing at
Tchaikovsky Hall in 1988, and has conducted the Philharmonia Orchestra at the
Royal Festival Hall and the Barbican Centre, London. Mark Laycock was music
director of Orchestra London Canada from 1995 to 1998. In November 2000 he was
appointed Assistant Conductor of the New Jersey Symphony Orchestra, and was
subsequently promoted to Associate Conductor at the beginning of the 2001-2002
season, a post he will hold simultaneously with his Princeton Symphony Music
Directorship. In addition, Maestro Laycock appears frequently as a guest conductor
with some of North America’s most prestigious orchestras, including the Philadelphia
Orchestra and the Montreal Symphony Orchestra.

L [HE PRINCETON SYMPHONY ORCHESIRA |
Whether performing the classical masterworks or introducing music by the most
innovative contemporary composers, the Princeton Symphony Orchestra is widely
regarded as one of the region’s finest musical organizations, renowned for its
excellence in presenting unusual and challenging programs. The Princeton
Symphony Orchestra is greater Princeton’s only resident professional orchestra and
performs its five-concert subscription series in Princeton University’s beautiful and
historic Richardson Auditorium. The Symphony’s other activities have included
the American Salute July 4th concerts, the Holiday Pops concerts, a Waterloo
Festival Concert and the Millennial Celebration of Sacred Music, including the
Festival of Hymns and the All-Bach New Year’s Day program. Princeton
Symphony Orchestra also sponsors the BRAVO! educational outreach in-school
series and children’s concerts in Richardson Auditorium.

Founded in 1980 by the late Portia Sonnenfeld, the Symphony was originally
comprised of amateur music lovers in the Princeton area who presented two or
three informal concerts each year. The Princeton Symphony Orchestra was
restructured as a professional group in 1983 and, under the leadership of Mark
Laycock since 1986, has developed into an incredibly versatile ensemble, with the
ability to shift styles dramatically and perform a wide variety of orchestral works
ranging from the sixteenth century to the present, from classical to jazz. The
artists and soloists who have appeared in concert with the PSO include the
Louisiana Repertory Jazz Ensemble, the American Boychoir, Leon Bates, John
Chancellor, John Cheek, Linda Hohenfeld, Joan LaBarbara, Chantal Juillet, Emily
Mann, Bernard Rands, Sharon Sweet, Tania Leon, Joel Quarrington, Anthony
Hewitt, Arve Tellefsen and Representative Rush Holt.
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There are interesting parallels in the careers of the composers heard on today’s
program, César Franck and Anton Bruckner: The two men were of nearly the
same age (Bruckner was born two years later than Franck); both were in a sense
“outsiders” who came to build their reputations in the capitals of their respective
cultures; both were celebrated organists; as composers, their most important works
were written late in life, stirring great controversy among an entrenched conserva-
tive musical establishment; both were respected teachers with devoted disciples
among a new generation of younger composers; and both men were of profound
religious faith in an increasingly skeptical age.

There are of course significant differences as well. Franck is now generally regard-
ed as a fine composer of the second rank, with a surprisingly small output of
works of great quality, while Bruckner, once deemed a negligible, even provincial
figure, has earned a place as one of the great masters of the late-Romantic
symphonic tradition.

LE CHASSEUR MAUDIT (1882)

César Franck
(1822-1890)

César Franck, a Belgian born in Liege, became a naturalized French citizen while a
teenager. As a child, Franck was exploited by an ambitious father who enrolled
him at the age of eight in the local conservatory. There he won prizes in piano
and solfege, and almost immediately appeared as a child prodigy in public per-
formances. The family moved to Paris in 1835, where César soon took up studies
at the Paris Conservatoire, although his career as a piano virtuoso proved a failure.
Quite early the young man met Meyerbeer, Liszt and Chopin, and in 1843 gained
attention with the publication of Three Piano Trios, Op. 1. Franck soon began to
supplement his income by taking on a position as a church organist, which quickly
earned him great acclaim as a brilliant improviser. This led to his appointment in
1858 as chief organist at the basilica of St. Clothilde, a post he held with great dis-
tinction until his death. During his middle years Franck wrote little of importance,
apart from a Mass for three voices, and his perennially popular setting of Panis
Angelicus. But in the 1870s, the disastrous period following the French defeat in the
war with Prussia, Franck’s career as a composer burst into a brilliant flowering.

In 1871 he became associated with the lively and enlightened circle of French
musicians who had just founded the Societe Nationale de Musique, an organiza-
tion which would be an important showcase for his compositions in the final
twenty years of his life and a great stimulus to his creative activity. Significantly,
1871 also saw the appointment of Franck as professor of organ at the Paris
Conservatoire where his organ class soon took on the status of an unofficial
composition class. There Franck attracted a wide circle of gifted young musicians,
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many of whom would form the generation of leading French composers in the
years leading on into the 20th century, including such figures asVincent D’Indy,
Ernest Chausson, Alberic Magnard, Henri Duparc, Guillaume Lekeu, Alexis
deCastillon, Paul Dukas, Guy Ropartz, and Gabriel Pierne, a sensational array of
compositional talent which marked Franck as a teacher of tremendous influence,
an achievement perhaps only equaled by Nadia Boulanger in the 20th century.

The Chasseur maudit (Accursed Hunter) of 1882 is one of four symphonic poems
composed between 1875 and 1888, during the remarkable late period of Franck’s
career when nearly all of his finest works were written. This surprisingly small
number of masterpieces includes the Violin Sonata, Piano Quintet, String Quartet,
Symphonic Variations for Piano and Orchestra, the D Minor Symphony and the three
great Chorales for organ, composed the year of Franck’s death. Clearly modeled
upon the symphonic poems of Liszt, Le Chasseur maudit was inspired by a ballad,
Der wilde Jager written by Gottfried August Birger (1747-94) who had in turn had
been inspired by Thomas Percy’s famous 1765 collection of British folk ballads,
Reliques of Ancient English Poetry. Percy’s work became enormously popular in
German translation, inspiring such figures as Goethe, Schiller and Schlegel. Franck
himself probably read the poem in Biirger’s original German, although he included
his own French translation in the score, which happened to be the first of his
orchestral compositions to be published. In a curious case of “swings and round-
abouts,” in 1796 Burger’s poem, (which, after all, was originally inspired by British
folk poetry), was translated into English by none other than the young Walter Scott!

The story of the Accursed Hunter is an account of a reckless young nobleman with
such a mania for hunting that he is willing to flout the teachings of the church
and go out riding on a Sunday morning. He is joined by two strangers on horse-
back, one his “evil conscience,” spurring him on in his wicked pursuit, the other
his “good conscience,” appealing without success to his better nature. Church bells
ring out, a warning to the hunter. An aged hermit implores the wild young man
to spare the animals of the woodland, to no avail. Indeed the nobleman spurns all
calls to heed the dictates of his religion:

“Holy or not, or right or wrong,
Thy altar and its rites, I spurn;
Not sainted martyrs’ sacred song,
Not God himself, shall make me turn.”

This blasphemous challenge cannot go without consequences. A terrifying voice
from above calls out to the “Scorner of God,” pronouncing as punishment the
nobleman’s fate to hunt by night for all eternity, accompanied by the “misbegotten
dogs of hell.” Scott’s translation concludes:
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“The wakeful priest oft drops a tear
For human pride, for human woe,
When, at his midnight mass, he hears

The infernal cry of “Holla ho!”

Franck lays out a vivid portrayal of the primary elements of this dramatic tale,
opening with an ominous bell-like fanfare in the horns. It is indeed a Sunday
morning. A devotional melody in the cellos sets the scene, sweeping forward
into the full richness of the strings, with bell-like triplet patterns heard in the
background. Abruptly the mood changes, the horns now blare out the triplets
in a defiant fanfare, with the winds heard in soft reply. There, in a nutshell, are
the most important melodic and rhythmic elements from which this extended
scherzo-like movement is constructed. (It is tempting to hear this as a precur-
sor of Dukas’ celebrated Apprenti Sorcier scherzo.) A secondary element is heard
very softly in the strings, at first sustained, then becoming progressively agitat-
ed in character. Building up to the first fortissimo outburst of the primary
theme in the home key of G minor, Franck unleashes a Lisztian swirl of
orchestral color, complete with brilliant scale flourishes and pleading lyrical
phrases in the upper strings and winds, signifying the fruitless appeals of the
huntsman’s “good conscience.” In a bright harmonic shift the music steps into
B minor, displaying ever wilder, unbridled energy, with echoes of the
Mephistopheles music from Liszt’s Faust Symphony, as well as an underlying
hint of the Nibelheim anvil rhythms from Das Rheingold for good measure. The
“pleading” phrase recurs, now gradually returning to the main key of G minor
for an even faster, more dramatic blaring out of the main theme, triple fortissi-
mo. The strings are pressed to their limit in passages of frenzied repeated notes,
and the music reaches a towering climax that represents the moment of
supreme blasphemy. Abruptly the tempo drops, and over an ominous thread of
tremolo in the violas the rhythm of the main theme is heard in isolation, first
loud, then in a whisper. Suddenly the tempo slows to molto lento (“very
slow™), with more tremolos, rustling repeated notes (64th notes!) in the strings,
the primary rhythm reduced to its first three notes. The huntsman’s servants,
horses and hounds have vanished, and he is alone. A sinister passage in the
trombones warns the nobleman of his terrible fate. Now he begins his noctur-
nal ride, the orchestra painting a ghostly atmosphere, soon returning to the
primary theme in its home key of G minor, but rhythmically compressed, and
faster than ever. This breathtaking display of orchestral virtuosity surges on into
a coda, marked quasi presto, of an almost hysterical pitch of excitement, the
primary theme heard yet again, in an even more compressed rhythmical guise.
Rising to an even greater flood of orchestral color there suddenly is heard the
tolling of bells. No longer a call to prayer, it is rather a heart-stopping
pronouncement of damnation. At the very end the torrent of sound suddenly
subsides, falling downward, to end with a great crack, the sentence of eternal
torture meted out to the Accursed Huntsman.
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Symphony No. 4 in E-flat Major, “Romantic” (1880)

Anton Bruckner
(1824-1896)

Born the eldest son of a village schoolmaster in provincial Upper Austria, Anton
Bruckner began his musical training in humble circumstances, taught to play the
violin and organ by his father, deputized as a church organist at the age of ten, as
well as taking part in village festivities as a fiddler. In his teens he pursued musical
studies at the celebrated monastery church of St. Florian, where he began a life-
long vocation as an organist that would earn him international fame in later life.
(He would eventually be buried at the foot of that instrument.) In his late teens,
Bruckner took a teacher-training course in nearby Linz, and for a number of years
eked out a living as a village schoolteacher, still fiddling at peasant dances. Seeking
mastery in the elements of music, the young man devoted his time to rigorous
study of harmony and counterpoint, as well as his first attempts at composition. In
his early twenties he became a schoolmaster at St. Florian, where he remained for
a decade, winning recognition as an organ virtuoso, and beginning serious activity
as a composer. In 1849 his Requiem in D Minor was performed, perhaps the earliest
of his works to exhibit a distinct musical personality. Yet Bruckner remained driven
by an insatiable desire for greater command of the elements of music, leading him
toVienna in 1855, where the noted theorist Simon Sechter agreed to take
Bruckner on as a pupil in a “correspondence course” of study. (Nearly thirty years
earlier Sechter had been an instructor of Franz Schubert, until the younger com-
poser’s early death.) After fully six years of herculean effort, the composer applied
to the Vienna Conservatory to earn diplomas qualifying him for positions as a pro-
fessor in music theory. Bruckner’s activity as a composer began to make up for lost
time in the 1860s, with the appearance of three remarkable masses, and a period of
apprenticeship as a composer of symphonies, three of which would be preserved
and published. In 1863, the 39 year-old composer heard Tannh&user, his first
encounter with the music of Wagner, which was to have an overwhelming impact
on his career. Soon making Wagner’s acquaintance, Bruckner attended the premiere
of Tristan und Isolde, and in 1868 was even permitted by Wagner to conduct the
first public performance of the final scene of Die Meistersinger in a choral concert.
Bruckner went on to show his gratitude for the older man’s kindnesses in dedicat-
ing his Third Symphony to Wagner, a key factor in stirring up the bitter opposition
of the critic Eduard Hanslick. The premiere of that symphony in 1877 took place
before a large audience which, by the end of the work, dwindled to about 25
devoted followers who were there to comfort the distraught composer, among
them the 17 year-old Gustav Mahler.

An important factor in the spread of Bruckner’s work in the 20th century owes to
the bizarre matter of the versions of the symphonies that were published and
performed. Bruckner toiled endlessly over multiple revisions of most of his nine
symphonies, sometimes resulting in two or three different versions of the same
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work. Depending on how one may count, the actual total of Bruckner symphonies
is actually well over twenty!

As Bruckner scholar Deryck Cooke has stated, the model for Bruckner’s sym-
phonies is the Ninth Symphony of Beethoven, with

“...a far-ranging first movement, the big adagio built from the varied
alternation of two themes, the sonata form scherzo, and the huge cumula-
tive finale — as well as the tendency to begin a symphony with a faint
background sound, emerging almost imperceptibly out of silence. From
Wagner he derived his expanded time scale, based on slow-moving
harmonic processes, his frequent reliance on the full brass for weight of
utterance, and his use of intense and long-drawn string cantabile for
depth of emotional expression.”

While the analogy with the Beethoven Ninth is helpful in grasping the over-all
structure, in expressive terms and manner of musical development Bruckner shows
a deep debt to Schubert’s C Major Symphony. This is certainly the case with the
composer’s “heavenly lengths,” as well as the pervasive lyricism of a distinctly
Austrian cast.

The Fourth Symphony in E-flat Major, subtitled “Romantic” by the composer
himself, opens with an unforgettable evocation of the world of nature, the German
wald, with a hushed forest horncall heard against a rustling tremolando background
in the strings. Expanding with the addition of the winds, and gaining in volume,
the harmony begins to take on subtle points of chromaticism, as well as a rhythmic
pattern which will be much heard in this movement, the so-called “Bruckner
rhythm” in which the first of two beats is divided by two, the second by three, a
triplet figure, a veritable “trademark’ in the works of Bruckner. Quite suddenly the
music swells into a full-throated fortissimo, the “Bruckner rhythm” passed back and
forth between lower and upper voices, pressing forward in a modulation which
comes to rest on a bare F sustained in the horns. This is one of those celebrated
moments of pause when the composer seems to survey the scene before embark-
ing upon the next stage in his process. Or, as is sometimes claimed, when
Bruckner the organist is taking a few seconds, as it were, to allow the echoing
acoustic of a cathedral to clear before moving ahead into new musical ideas. The
new idea is a second subject which steps quietly and firmly into the unexpected
key of D-flat. This subject, as usual in Bruckner, is both sweetly cantabile in mood,
as well as weaving a gentle texture of contrapuntal lines, with a touch of dance-
like rhythmic activity as well. Moving gradually through a chain of remote keys, a
powerful crescendo leads to a majestic contrasting passage, one that could be called a
sort of third subject. Here a grand fortissimo outburst built around the Bruckner
rhythm returns in the brass, surrounded by hectic unison figuration in the strings.
Settling down to a triple pianissimo on G in the strings, there is again a buildup of
sonority and renewed use of the Bruckner rhythm to culminate in a forceful
fanfare in the brass, which breaks away to conclude the exposition with a brief
recall of the dance-like secondary theme. The development returns to fragments of
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the opening horncall. The reappearance of the horncall theme leads into a noble
chorale-like passage in the brass, rounded out by fanfare-like repeated figures. The
development slips away with a hushed sustained passage in the strings, at first
appearing to be altogether new thematic material. In fact, it is a drawn-out,
cantabile version of one of the contrapuntal threads first heard woven into the
second subject. In a transition of great transparency and delicate orchestral color,
the horncall theme ushers in the recapitulation, now decorated by a simple
melodic thread spun overhead in the flute. The main elements then recur much as
before, the secondary material now shifted from D-flat to an equally unexpected
B-major. Quieting momentarily, the horncall figures recur again and again over the
undulating background, reaching a shattering climax in triumphant fanfare figures
in the brass, the horncall theme thundered out by horns in unison, bringing the
movement to a resounding conclusion.

The slow movement, marked andante quasi allegretto, is a veiled and mysterious
funeral march in C minor, opening with a rhythmic figure of Schubertian cast in
the upper strings, forming a background to a songful principal theme in the cellos,
with a “dotted” note rhythm which immediately takes on much significance as the
music slips for only a few seconds into the remote stillness of C-flat major, gliding
back to the home key for a repeat of the cello melody, now in unison winds.

In recapitulation the cellos again carry the theme, leading to a return of the
secondary theme, again in the violas (now in D minor), before a final statement of
the first theme, decorated by flowing figuration in the strings. This now presses on
to a huge climax, with the march-like element ever fiercer in expression, the
dotted rhythm more forceful, the strings in a billowing background of sextuplets
against sharply punctuated interjections in the winds. A soft patter in the timpani
leads to a brief coda of great stillness, with a faint recollection of the Funeral
March from the Eroica Symphony before fading away.

If the opening movement seems suffused with the atmosphere of the forest, the
Scherzo, with its pointed rhythmic figure, seems to take the listener into a fairy-tale
landscape with its unmistakable echoes of the hunt and of hunting horns. Here,
most of all, Bruckner’s symphony seems in every way “romantic.” The opening
fanfare theme in the horns, buoyant and rhythmic, is joined first by the trumpets,
then the lower brass, to suddenly crash into a startling cadence on G-flat, with a
contrasting diatonic reply in the trumpets. The strings step in with a suave and
caressing secondary theme in C major, soon slipping up to D-flat with the horn-
calls returning in the horns and winds, the galloping triplet rhythm now taken up
by the violins to bound onto a joyous cadence on the dominant. The lyrical sec-
ondary theme is heard in an extended form, soon bringing in a recapitulation of
the opening material, now harmonically modified to conclude in the home key of
B-flat. The Trio is a relaxed, landler-like section, evoking memories of similar pages
in Schubert (notably in the great C Major “Cello” Quintet), where the music
shifts both key and tempo to create a haunting spell of easeful lyricism and tender-
ness, moving from the exuberance of the hunt and the pleasure of the forest to the
very essence of the gentle Austrian countryside. Brief, but memorable in its mood
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of peace and reflection, the Trio then steps back to round out the movement with
a return to the main scherzo section.

The finale opens with a long pulsating pedal in the bass instruments, with a
winding ostinato pattern in the violins, unfolding a series of fragmented fanfare
figures in the brass. These gradually are heard in diminution, with rhythmic echoes
of the scherzo in the horns, joined by the other brass instruments, all rising to a
massive orchestral unison, for many listeners a vivid echo of the huge unison
passage early in the first movement of the Beethoven Ninth Symphony. A hectic
sextuplet pattern is then whipped up in the winds and strings, crashing into a great
cadence in E-flat, which only now becomes clearly evident as the home key. This
habit of circling around the principal key without quite settling into the key is
what some German commentators refer to as Bruckner’s “eliptical tonality.” A
secondary theme in a somewhat murky key of C minor, almost hearkening back
to the “funeral” character of the second movement’s main theme, gives way to a
sunny woodwind passage in C major, on the heels of which follows a rather rustic
answering phrase, which begins to take on unexpected importance in the proceed-
ings. A third thematic group follows, a threatening passage in B-flat minor,
complete with stentorian interjections by the trombones, the exposition closing in
pastoral serenity in G-flat. The development commences with the opening materi-
al, with the fanfare figures now inverted, and a reshuffling of the principal ingredi-
ents, the sunny C major second subject now heard in commanding chorale-like
block harmonies in the brass, before drifting off into the march-like material first
heard in C minor. Ever more “eliptical,” Bruckner circles through a wide range of
keys before coming to a moment of repose before entering the grand and solemn
procession which forms the coda. Here the harmony shifts between the home key
of E-flat and its dark twin, the C-flat major that so often surfaced through the
entire symphony. The violin ostinato from the finale’s opening pages now becomes
triplets in tremolo, with the fanfare figure arching upward. A Wagnerian succession
of solemn dark brass chords, almost prophetic of moments yet to come in Parsifal,
then brings the symphony to a grandiose, heartfelt conclusion.
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MARK LAYCOCK, Conductor

Violin | Violin Il Viola
Anna Lim, Concertmaster Rachel Segal Kevin Roy
Margaret Banks Linda Howard Elizabeth Schulze
Diane Bruce Carmina Gagliardi Lisa Hammell
Hanfang Zhang Melanie Clarke Jacqueline Watson
Ruotao Mao Michelle Brazier Clifford Young
Kiri Murakami Oleg Rutkovsky Meng-Chun Chi
Nina Evtuhov Michael Avagliano
Kevin Tsai Laurence Taylor Flute
Suzanne Gilman Jayn Rosenfeld
Fidel Marchena Bass Amy Wolfe

Joanne Bates
Cello Benjamin Tedoff Piccolo
Jodi Beder Daniel Hudson Mary Schmidt
Elizabeth Loughran Stephen Groat
Elizabeth Thompson Stephen Fillo Bassoon
Talia Schiff Roe Goodman
Eirik Ree Clarinet Mark Davies
John Enz David Hattner Ivy Haga
Alistair MacRae Sherry Hartman Apgar Gil Delean
Tish Edens

Horn ContraBassoon
Oboe Douglas Lundeen Gil Delean
Pedro Diaz Sarah Hussey
Nobuo Kitagawa Paul Rosenberg

- Trombone

J{in Lewis Brendan Hartz

Trumpet JillVan Nostrand Lars Wendt

Joseph Reardon

Jonathan Schubert

Gerald Serfass Timpani
Thomas Cook Adrienne Ostrander
Brad Siroky Tuba
Percussion JGar?;Ca:]tley
Cornet Greg Giannascoli Ay Krus
Gerald Serfass William Trigg
Brad Siroky Charles Ross
Basia Danilow and Anna Lim are Co-Concertmasters of
the Princeton Symphony Orchestra
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Gary Cattley, Tuba: Gary Cattley has been principal tuba with
the Princeton Symphony Orchestra since 1992. He earned a
B.A. in performance at The College of N.J. and holds degrees of
M.M. and Ph.D. from the University of North Texas. He has
studied tuba with Donald Little, Alex Cauthen, John Stevens, and
Arnold Jacobs. In addition to the PSO, he is principal tuba with
the Garden State Symphonic Band, and has performed both in
section and as soloist with many ensembles in the Tri-State area.
He also is bassist with the Midiri Brothers Sextet with whom he
has recorded and recently appeared at the Great Connecticut JazzFest.

Clifford Young, Viola: Clifford Young began his professional
career in 1976 as principal violist with the Opera Gezellschap
Forum orchestra in Holland. Clifford started violin at age 6 in
Germany and continued his early training at the Panama
National Conservatory in Central America and the University of
Miami Preparatory Division. He later studied at the North
Carolina School of the Arts, Carnegie-Mellon University,
Indiana University School of Music in Bloomington, Northern
lllinois University, and University of Texas in Austin. His
principal teachers were Erik Friedmann on violin and Jerry Horner on viola.
Clifford also has a degree in composing from Carnegie-Mellon University and has
pursued additional composition studies with Gian-Carlo Menotti, Robert Ward,
and Leonardo Balada.

He has played under such conductors as Alexander Schneider, Sergio
Commissioni, Aaron Copland, Leon Fleischer, Fiora Contina and Robert Shaw.
Mr.Young has performed with the Dallas Chamber Orchestra, Austin Symphony,
East Texas Symphony, San Angelo Symphony, Greensboro (NC) Symphony and
the Eastern Music Festival Orchestra. He has recorded two CDs with the
Philadelphia Virtuosi Chamber Orchestra and has performed with that ensemble at
Carnegie Hall and Lincoln Center. He currently plays with the Princeton
Symphony Orchestra and Princeton Pro Musica.

Lars Wendt, Trombone: Lars Wendt has performed with the
Princeton Symphony Orchestra for seven years. He is a graduate
of the College Of New Jersey and studied under Dr. David
Uber. Lars also plays second trombone with the Riverside
Symphonia and has performed with the Greater Trenton
Symphony and the Delaware Valley Orchestra. He enjoys playing
in chamber ensembles and with a variety of jazz and Dixieland
groups in the tri-state area.

Lars teaches physics at Hunterdon Central Regional High
School and resides in Ewing, NJ with his wife, Karen, and three children, Erik,
Paul and Lauren.
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__________________________________BUSINESS COUNCIL

The Princeton Symphony Orchestra would like to express its gratitude to
advertisers and business supporters who are the members of our Business Council.

Their support is greatly appreciated.

Bloomberg News

Blue Point Grill
Bristol-Myers Squibb
Cardinal Health Partners
Classical New Jersey Society
Domain Associates
Ellsworth’s

Ferry House

Fleet Bank

First Union Securities
Fleet Bank

Goldstein & Herst

Good Time Charley’s
Hamilton Jewelers
Harlingen Veterinary Clinic
J & J Consumer Company
J. E. Caldwell & Company
Sharon Lamont Associates
Jacobs Music

Jaeger

Janssen Pharmaceutica
Kale’s Nursery and Landscape
Lahiere’s

Lasley-Brahaney Design-Build
Samuel Levine, D.D.S.
Lawrence Lexus

Luttman’s Luggage

Main Street

Mayflower Cleaners
McCaffrey’s Supermarket
Meadow Lakes

Mediterra

Merrill Lynch

N.P. Morith, Inc.

Nassau Interiors

Obal Garden Center

Outerbridge/Morgan Partners, LLC
Parmele, McDermott & Thomas
Pennswood Village

Peyton Associates

N.T. Callaway Real Estate

PNC Private Bank

Princeton Corkscrew

Princeton Dental Group
Princeton Nassau-Conover
Family of Dealerships

Princeton Orthopaedic
Princeton Pro Musica
Princeton Shopping Center
Princeton Wine & Liquor
Raynor Woodworking

Sight Center

Simon Pearce

Rush Holt

Smith, Stratton, Wise, Heher & Brennan
Sports & Specialist Cars
Stadtmauer Bailkin Biggins LLC
Steginsky Capital

Gordon Strauss, Esq.

Suzie Hair Design

Thomas Sweet

Towne Wine & Liquor

Trenton Printing

Trenton Times

Tucker Anthony

U.S. Trust Company of NJ
University Orthopaedic Associates
Volvo of Princeton

Windrows

Wegmans

Withum, Smith, & Brown
Woodwinds
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The Princeton Symphony Orchestra’s Board of Trustees and Advisory Board thank
all of our current supporters. To be a contributor to the annual fund, please call
our office at (609) 497-0020 or mail a check made payable to the Princeton
Symphony Orchestra at PO. Box 250, Princeton, NJ 08542. All friends are listed
in the concert programs, unless they request anonymity. Please note that all

contributions are tax deductible.

The PSO gratefully acknowledges the support offered by the following since

June 1, 2001.
Guarantor $5,000+ Sponsor $2,500+ Benefactor $1,000+
Patron $500+ Supporter $125+ Friends $50+

GUARANTOR

The Frank and Lydia Bergen
Foundation

Bloomberg, L.P.

Bristol-Myers Squibb

Deborah C. and Willard W. Brittain, Jr.

Barbara Chancellor

Dr. Marvin Cheiten

The Chocolate Cat

John and Melanie Clarke

Edward T. Cone

Mary Cross

Steve and Trish Fillo

Ward and Patricia Hagan

Betty Wold Johnson and
Douglas F. Bushnell

The Curtis W. McGraw Foundation

New Jersey State Council on the
Arts/Department of State

William H. Scheide

Mr. and Mrs. Arnold Snider

Dale S. Strohl

Frank E.Taplin, Jr.

Mrs. John H.Wallace

SPONSOR

Mr. Nathaniel Burt
Fleet Bank

Mrs. Mary P. Keating
Alan and Juanita Kizor

George Michel and Elizabeth Turek
Gerald Neary and Toby Goodyear
Mr. and Mrs. Robert O’Connor
PNC Advisors

Princeton Youth Fund

John and Anne Rassweiler

Caren Sturges

U.S. Trust Company of New Jersey
Mr. and Mrs. George A.Vaughn

BENEFACTOR

Dr. and Mrs. John Alexander

Mr. and Mrs. Ellis Anderson

John and Kathleen Biggins
Robert and Holland Burt

Dr. and Mrs. Stephen Cook
Catherine G. Curran

Jake and Phyllis Hamel

Samuel M. Hamill, Jr.

Diane Johnson

Mr. and Mrs. Immanuel Kohn
Richard J. and Neil Ann S. Levine
Mr. and Mrs. John McGoldrick
Mr. and Mrs. Martin A. O’Brien
Ruth B. Perkins

Princeton Youth Fund

David and Harriet Robertson
Mark M. Rutzky and Yvonne Marcuse
Fadlou Shahedi

Mr. and Mrs. Fred P. Slivon
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Andrew Steginsky

Mr. Frederick Tetzeli
Judith Ogden Thomson
Reid and Laird White

PATRON

Elizabeth W. Belshaw

Jim and Judy Bergman

Ogden Carter

Dr. N. Anthony and Robyn Coles
Dr. and Mrs. Stephen S. Cook
Bob and Maryellen Darretta
Charles and Erica Daves

Lynne and Van Davis

Dr. and Mrs. Hans Fiuczynski
Mr. and Mrs. Gregory Gravalis
Dr. Marian Griffiths

Dr. and Mrs. Gavin Hildick-Smith
Brandon and Lynette Hull

Mr. and Mrs. Norman R. Klath
Richard J. and Neil Ann Levine
Ed and JoAnn Malinowski

Ed and Andrea Meyercord

Mrs. Ruth Perkins

Mr.William Roth

William and Virginia Selden
Alison and Fadlou Shehadi

Mr. and Mrs. Bruce Simon
Larry Shiller

Melanie Tucker

Robert Turoff

Diana and Louis Worby

SUPPORTER

Joyce and George Albers-Schonberg
Jeanne Altmann

Penny and Bill Bardel

Mr. and Mrs. J. Bolster, Jr.

Mr. and Mrs. William Bonini
Jane Brown

Alan Chan

Julie and Paul Douglas

Robert and Katherine Del Tufo
Mrs. Jane D. Engel

Mr. and Mrs. T.H. Garry
Grunilla Gruenwald

John and Jill Guthrie

Jeanne and Daniel Halpern
Laura and Alexander Hanson
Nat and Val Hartshorne

Karen Hegener

George and Polly Jordan

Jane and Kevin Kenyon

Esther R. Lancefield

Walter H. Lippincott

Mr. and Mrs. William Littleford
Clara Gray Lidz

Steven Mackey

James F. Mahon

Ann D. Merritt

Nancy M. Mason

Mr. and Mrs. Michael Mathews
Ann and John McCullough
Edward and Dorothea Palsho
Mr. and Mrs. Georgio Petronio
Amy Rhett

William Pettit/Elizabeth Stetson
Mr. and Mrs. Richard Poole
Paul and Theresa Price

Mr. and Mrs. Philip Reed, Jr.
John Ricklefs and Nancy Greenspan
Dr. and Mrs. David Rose

Otto H. Seligmann

Dorothy M. Shepard

Mr. Stanley C. Smoyer

Doreen C. Spitzer

Barney and Barbara Straut
Judit and Kurt Stenn

Penny and Ted Thomas

Mr. and Mrs. David A. Tierno
Ann and Ramsey Vehslage
Happy and Jack Wallace

Ivri Patricia Wormser

Stanley B.Yates

FRIEND
JoAnna Agle
Bruce and Lolly Barton
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Judith Bronson and George Lovitt
Mr. and Mrs. Robert Bull
John and Anne Burns

Reba Burrichter

Hope Fay Cobb

Stanley and Marion Cohen
Mr. and Mrs. Stuart Ellerstein
Allison Flemer

Mrs. George Frank

Rick and Julie Frost

George Ford

Mary and Richard Funsch
Barnice and Arnold Gelzer
Mr.Thomas Gorrie

Thomas and Jean Huntington
Charles and Rosanna Jaffin
Mea Kaemmerlen

Esther Lancefield

David Lenihan and JoAnn Heisen
June and John Lewis

Nancy and William Lifland
Jim and Elizabeth Lustenader
Marilyn and Charles Lynch
Paul Lyness

Julia P. Macmillan

David Markowitz

Anne Martindell

James and Kim Millar

James H. McFee

Julian Moynahan

John and Lauri Mulvey

Mary O’Leary

Stephen H. Paneyko

Ludwig Rebenfeld

Naomi and Murray Reich

James E. and Gwendolyn L Roderick
Brooke Roulette

Mr. and Mrs. K. J. Ruocco

Dr. and Mrs. Daniel W. Shapiro
Grace and Frank Sinden

Juliene L. Stafford

Norman and Irina Stander
Austin and Ann Starkey

Dr. Kurt Stenn

Mr. and Mrs. E.D. Thomas

John Thurman and Hilary Winter
Harriet and Jay Vawter

Mary Vuglen

Mr. and Mrs. Robert G.Walker
Happy and Jack Wallace

Sylvie Webb

Theodore and Renee Weiss
Helen S.White

J. Rogers and Lorraine P.Woolston
Patricia Wormser

Carol Yam

Many thanks to Jean Tabor for her wonderful volunteer work in the PSO office.

We gratefully acknowledge the employees and manager of Gloria Nilson/GMAC
Real Estate Agency of Princeton, NJ for their help in bringing Home Front

teenagers to our Family Holiday concert.
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PRINCETON “"YMPHONY ORCHESTRA

Presents

JRD ANNUAL MARDI GRAS GALA

FEBRUARY 23, 2002

6:30 P.M. - MIDNIGHT

AT
JOHNSON & JOHNSON CONSUMER PRODUCTS COMPANY

« DINNER ¢ DANCING e« LIVE AUCTION -

BLACK TIE
For reservations call (609) 497-0020.
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arpeggio
andante
cadence
cadenza
chromatic

coda
codetta
counterpoint
development

diatonic

dominant
episode

exposition
fortissimo
fugue
inversion
measures
meter
motive
octave

orchestrator

pedal point
piano
pizzicato
presto
program music
recapitulation
ritornello
rondo
scherzo
sixteenth note
sonata from

subject
syncopation
theme
tonality

tonic
trio
troppo
tutti
vivace

the presentation of a chord one note at a time, usually from bottom to top
moderately slow, at a walking tempo; a moderately slow movement

ending of a musical phrase

virtuosic passage for an unaccompanied soloist, usually in a concerto

using all 12 notes per octave of the scale (i.e. both black and white keys on the
piano); opposite of diatonic

ending section

a brief coda

simultaneous setting of two or more melodic lines against each other

section where the conflict between keys and themes erupts, possibly with great
excitement, and where fragments of melodies are used rather than full tunes

using primarilly the seven tones of the major or minor scale (e.g. white keys on a
piano), usually without chromatic additions; opposite of chromatic

chord on the fifth step of the scale, which is used to imply motion to the tonic

a subsidiary section of a piece, either derived from the main theme, or based in
newmaterial

first large section, in which the main themes are presented

very loud

highly developed composition in which some of the instruments begin in imitation
melody played upside-down

unit of time, bounded by bar lines

pattern of strong and weak beats that creates measures

short figure with a specific shape that can be recognized in a variety of contexts

an interval comprising 8 diatonic degrees; the simplest acoustic interval, having a
ratio of 2:1 and represents the interval between a note and its first overtone

one who practices the art of arranging music for an orchestra or ensemble with
attention to the proper use of individual instruments, their sounds and combinations
note sustained, usually in the bass, during a passage

soft

playing a string instrument by plucking the strings with a finger

very fast

music that tells a story or paints a picture

restatement of a section heard earlier

refrain

form in which a main theme alternates with a series of subsidiary themes

fast, light-hearted pace

having one-sixteenth the duration of a whole note

form often used in first movements, comprised of exposition, development and
recapitulation

main melody of a fugue

rhythm resulting from playing accented notes on unaccented beats

melody that forms the basis of (part of) a composition

system of musical logic in which each chord has its own inherent degree of stability
and in which one chord - the tonic - has ultimate stability and thus the goal of
motion

stable note or chord in tonal music; key of a piece

piece for three players; middle section of a scherzo or minuet

too much

passage with everyone playing

lively
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