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Thursday Evening, March 17, 2016, at 8:00
Isaac Stern Auditorium/Ronald O. Perelman Stage
Conductor’s Notes Q& A with Leon Botstein at 7:00

AMERICAN
SYMPHONY
-\A.J ORCHESTRA

presents

Giant in the Shadows

LEON BOTSTEIN, Conductor

ADOLF BUSCH  Three Etudes for Orchestra, Op. 55
For Intonation: Lento ed espressivo
For Precision: Vivace (ma non troppo presto)
For Change of Tempo and Meter: Comodo e
scherzando

MAX REGER  Piano Concerto in F minor, Op. 114
Allegro moderato
Largo con gran espressione
Allegretto con spirito

PETER SERKIN, Piano

Intermission

MAX REGER  Variations and Fugue on a Theme of

J.A. Hiller, Op. 100
Theme: Andante grazioso
Variation 1: Piu andante
Variation 2: Allegretto con grazia
Variation 3: Vivace
Variation 4: Poco vivace
Variation 5: Andante sostenuto
Variation 6: Tempo di Minuetto
Variation 7: Presto
Variation 8: Andante con moto
Variation 9: Allegro con spirito
Variation 10: Allegro appassionato
Variation 11: Andante con moto
Fugue: Allegro moderato

PLEASE SWITCH OFF YOUR CELL PHONES AND OTHER ELECTRONIC DEVICES.
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This evening’s concert will run approximately two hours and 30 minutes including one 20-minute intermission.

American Symphony Orchestra welcomes the many organizations who participate in our Community
Access Program, which provides free and low-cost tickets to underserved groups in New York’s five
boroughs. For information on how you can support this program, please call (212) 868-9276.

rov e MIUS1C Director

The Crucial Missing Link: Max Reger
by Leon Botstein

The untimely death of Max Reger a
century ago in 1916, during World War
I when he was only 43, explains in part
his unique place in music history. His is
a name always cited respectfully in
accounts of music history that begin
with Brahms and end with Schoenberg.
Indeed, in the span of two decades,
from the mid-1890s until his death,
Reger produced an astonishingly large
number of compositions. With these
widely performed and discussed works,
Reger rose to striking prominence in
German musical life. He was regarded
by many as the best hope for the future
of music in Germany, the next in line
after his famous and somewhat older
contemporaries, Richard Strauss and
Gustav Mahler.

Reger’s music was also controversial.
There were those who found it too
advanced and demanding on listeners.
He was hard to categorize and label.
On the one hand, Reger’s ambition was
in orchestral, chamber, vocal, and
choral music. His lack of interest in
music for the theater suggested that he
was a worthy successor to Brahms,
worthy of bringing new life into a clas-
sical-romantic tradition. At the same
time, however, Reger’s music was
marked consistently by an advanced

novel harmonic language, a brilliant
use of chromaticism that could easily be
heard as an extension of Wagnerian
practice. Although he shied away from
the narrative drama audible in Mahler’s
symphonies or more explicitly in Strauss’
orchestral music, Reger’s sound world
was comparably lush and luxuriant.
Reger applied sonority densely to his
musical canvas in an unmistakably dis-
tinct manner, one that bears a family
resemblance not only to the fin-de-siecle
music of Mahler and Strauss, but also
to his contemporaries Franz Schreker
and Alexander Zemlinsky.

Reger’s favorite keyboard instrument
(he was primarily a pianist) was the
organ, an instrument also dear to the
heart of his protégé, Adolf Busch. But
unlike Bruckner, who transferred the
monumental scale of the sound of the
late 19th-century organ to his orches-
trations and underscored the organ’s
unique and wide range of distinct con-
trasting choirs, Reger was inspired by
how the organ can blend contrasting
sounds, registers, and pitches and can
generate long meandering lines and
diverse streams of sound, which is why
it has persistently been an ideal vehicle
for improvisation.

Reger quickly found his voice and fash-
ioned a musical aesthetic in which fan-
tasy and narrative spontaneity—a musical
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legacy of the early romanticism of
Schumann and Liszt—are integrated
synthetically with the imaginative
extension of the classical, formal logic
we associate with Viennese classicism—
Mozart and Beethoven, for example—
and later, Mendelssohn and Brahms.
This idiosyncratic achievement marks
Reger’s music, defines its originality, and
renders it immediately recognizable.

Reger’s special modernism, born out of a
synthesis of disparate influences and cast
in traditional genres, also earned him a
good deal of criticism. Like the music of
Strauss from the 1890s and most of
Mahler’s works, Reger’s music was often
pilloried. This led the composer—who
was intense, witty, hard-drinking, and
also deeply empathetic— famously to
write to one critic that he was reading
the critic’s review while seated “in the
smallest room” in his house, and he
wanted to assure the critic that the
review would soon be “behind him.”

The number of Reger’s works and the
consistency of their quality are aston-
ishing. However, the intersection of his
death and the political and social trans-
formation wreaked by World War I
profoundly influenced Reger’s posthu-
mous reputation. There were those who
never lost faith in the power of his
music and fought against its gradual
slide into obscurity. Many modernists
in the 1920s, including Alban Berg and
Arnold Schoenberg, expressed admira-
tion for Reger’s work. His music vindi-
cated their notion that the over-cited
so-called “Brahms-Wagner” conflict
between apparent conservatives (Brahm-
sians) and futurists (Wagnerians), which
dated from the mid-19th century, was a
thing of the past. Reger demonstrated
how Brahms could be an inspiration for
progressive contemporary COMpOSers
and how classical procedures of the-
matic development and variation, the

non-theatrical approach to instrumen-
tal composition that foregrounded
music’s autonomous formal power,
were vital sources of an authentic and
rigorous contemporary music. Berg’s
use of formal structures in Wozzeck
(1914-22), for example, owes a debt to
Reger’s conviction that classical prac-
tices such as variation and imitative
counterpoint were not obsolete.

Another composer who emerged in the
1920s and sustained a lifelong admira-
tion of Reger was Paul Hindemith. Like
Schoenberg, Hindemith construed his
mission—particularly in his later years—
as extending a line of musical composi-
tion that was directly connected to the
great tradition of musical history (par-
ticularly the German musical heritage)
but in neither a reactionary nor a nos-
talgic manner. It was by explicit design
that Hindemith’s 1958 “Pittsburgh”
Symphony was premiered on a program
that included Reger’s Hiller Variations.

Indeed, Reger was a staunch German
political nationalist (and like Schoenberg,
a cultural chauvinist). This in part
explains his choice of a theme by
Johann Adam Hiller (1728-1804), one
of the first conductors of the Leipzig
Gewandhaus and a well-known and
highly regarded composer who is per-
haps most often cited for his advocacy
of a specifically German form of musi-
cal theater: the Singspiel, a combination
of music and spoken theater, of which
Mozart’s The Magic Flute is probably the
best known example in today’s repertory.

Among the most ardent Reger champi-
ons since 1916 have been the several
generations of fabulous musicians con-
nected to the family of Adolf Busch.
Busch, one of the greatest violinists and
finest musicians of his generation, was
devoted to Reger and his memory. He
was Arturo Toscanini’s favorite violin
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soloist. He also founded what became a
legendary quartet and helped establish
refined and superb chamber music as a
centerpiece of modern concert life. All
of today’s many fine chamber music
groups, concert series, and festivals in
the United States owe a debt to Busch,
who was instrumental in founding Marl-
boro. Rudolf Serkin, Busch’s son-in-law,
continued to perform Reger’s music
after World War II in solo recitals and
occasionally with George Szell (a Reger
pupil). And now the mantle of advo-
cacy for Max Reger has passed to
Rudolf Serkin’s son, Peter, my esteemed
colleague at Bard College.

Adolf Busch, like many of the great per-
formers of his generation, not only rel-
ished playing new music but also was
himself a composer. The work on this
program comes from Busch’s later
years, after he had fled to the United
States. Busch’s emigration (and that of
his brother, the great conductor Fritz)
was a rare act of conscience. The Busch
family was not Jewish. His opposition
to the Nazis and Hitler was in no sense
involuntary. In fact, he sacrificed fame
and material comfort and resisted the
persistent overtures of the Third Reich
from the very start of the regime in
1933. Our admiration for Busch’s char-
acter deepens over time as we come to
realize how extraordinary such refusal
to collaborate with evil is among
artists. Busch showed a decency and
moral clarity that we would like to call
“common” when it is, in fact, rare.

The work on this concert program not
only illuminates Busch’s craft, but his
good nature. The three études are defined
by a commonplace but also affectionate
sense of superiority on the part of cham-
ber musicians and soloists towards the
pitfalls inherent in basic orchestral
practice. They are written to highlight
the challenges of orchestral intonation
created by the scale and variety of
instruments involved, the difficulties in
achieving precision in ensemble, and
getting orchestras to alter tempo and
negotiate shifting meters.

The ASO has had a long tradition of pro-
gramming Reger. The list of works it has
performed includes his Variation and
Fugue on a Theme by Mozart, Op. 132
(1914); Variations and Fugue on a
Theme by Beethoven, Op. 86 (1904);
Four Tone Poems after Arnold Biocklin,
Op. 128 (1913); and Psalm 100, Op. 106
(1909); as well as orchestral songs and
shorter works. We believe Reger to be
a great original voice from the turn of
the last century, a composer whose
works deserve to be returned to our
concert stages, both in orchestral and
chamber concerts. With a ravishing
harmonic language, stunning orches-
tral color, and an entirely non-pedantic
appropriation of musical logic, Reger
communicates the beauty, drama, and
emotional power of music with inten-
sity quite in contrast with the confes-
sional theatricality of Mahler and the
ironic distance and bittersweet nostal-
gia of Strauss.
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by Byron Adams

Adolf Busch
Born August 8, 1891, in Siegen, Germany
Died June 9, 1952, in Guilford, Vermont

Three Etudes for Orchestra, Op. 55
Composed in 1940
Premiered November 16, 1940, in New York City by the NBC Symphony
Orchestra conducted by William Steinberg
Performance Time: Approximately 23 minutes

Instruments for this performance: 3 flutes, 1 piccolo, 2 oboes, 1 English Horn,
2 clarinets, 1 bass clarinet, 3 bassoons, 5 French horns, 3 trumpets, 3 trombones,
1 tuba, timpani, percussion (triangle, snare drum, cymbals), 22 violins, 8 violas,
8 cellos, and 6 double basses

In 1933 Thomas Mann characterized
Adolf Busch as “an extraordinarily
appealing person, strongly opposed to the
Hitler nonsense, in exile from Germany,
and yet ‘the German violinist,” very com-
forting, a kindred spirit.” Indeed, Busch
despised the Nazis so profoundly that he
issued a resolute public statement in April
of 1933 that declared, “Because of the
impression made on me by the actions of
my Christian compatriots against German
Jews...I find it necessary to break off my
concert tour in Germany.” In 1937, when
the Nazi government tried to induce
Busch to return, he said, “If you hang
Hitler in the middle, with Goering on the
left and Goebbels on the right, ll return
to Germany.” Busch was unquestionably
the leading German violinist at the time,
but when he immigrated to America he
never recaptured the fame that he enjoyed
in the 1920s and ’30s. Busch left a lasting
legacy in the New World: he co-founded
Vermont’s Marlboro Music School and
Festival with his son-in-law Rudolf Serkin.

Busch was born into a musical family:
his father was a noted luthier and his
brother was a distinguished conductor.
Busch began his studies at the Cologne
Conservatory in 1902 and he met Max
Reger seven years later. He liked Reger
both personally and professionally: he
characterized the composer as a “humor-
ous, generous, impulsive man who can-
not bear restraint or hear of anyone
being oppressed.” Reger also praised
Busch highly, telling the violinist’s wife,
Frieda, that her husband was “taking
the place of Joachim.” Since Reger was
a superb pianist, he and Busch concer-
tized together often.

During his heyday, Busch played some
200 concerts a year—an incredibly
demanding schedule—and yet also found
the time to become a prolific composer
who created a large body of chamber
music. Unsurprisingly, Reger’s music
deeply influenced Busch’s own rich and
polyphonic style. Written decades after
the older composer’s death, Busch’s

¢
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Three FEtudes for Orchestra, Op. 55,
still show traces of Reger’s influence;
this score was premiered during an

NBC radio broadcast on November 16,
1940, with William Steinberg conduct-
ing the orchestra.

Max Reger
Born March 19, 1873, in Brand, Germany
Died May 11, 1916, in Leipzig

Piano Concerto in F minor, Op. 114
Composed in 1910
Premiered December 15, 1910, in Leipzig at the Leipzig Gewandhaus conducted
by Arthur Nikisch with pianist Frieda Kwast-Hodapp
Performance Time: Approximately 44 minutes

Instruments for this performance: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons,
5 French horns, 2 trumpets, timpani, 22 violins, 8 violas, 8 cellos, 6 double
basses, and piano soloist

Few major composers have been quite
as misunderstood or neglected in the
repertoire as Max Reger. This may par-
tially be due to Reger’s bumptious and
mildly scatological sense of humor:
anecdotes—true and apocryphal—about
his witty ripostes to vituperative critics
and feckless performers are still retold
to this day. While these stories about
Reger’s sense of humor do contain a
grain of truth, all too often these traits
are used to dismiss the composer as a
jester whose music was heavy and unre-
lievedly contrapuntal.

Reger was prone to extremes of mood
and at times his hectic high spirits and
the deep depression combined, as in the
composition and reception of his mas-
sive, tragic Piano Concerto in F minor,
Op. 114. The concerto was composed
for the fearless pianist Frieda Kwast-
Hodapp (1880-1949), who had
delighted Reger with her brilliant per-
formance of his finger-twisting Varia-
tions and Fugue on a Theme of ].S.
Bach, Op. 81 at a three-day festival
devoted to his music in May of 1910.
Exhilarated by her performance as a

signal tribute to his work, Reger returned
home and immediately began work on a
piano concerto. He completed the heroic
first movement by the end of June. Reger
played the slow movement to his friend
Karl Straube in mid-July; the finale was
completed and scored in just seven days.
The autograph score, which was
destroyed when the offices of Reger’s
publisher were bombed in 1943, is said
to have included a characteristically
heavy-handed dedication: “This beastly
stuff belongs to Frau Kwast. The Chief
Pig, Max Reger.”

Sadly, The Chief Pig was deeply hurt by
the vicious critical reception of his new
concerto after its premiere in Leipzig on
December 15, 1910, with Kwast-
Hodapp at the piano with the Gewand-
haus Orchestra conducted by Arthur
Nikisch. One critic called it the “latest
miscarriage of the Reger muse.” In
1912 a despondent and defensive Reger
wrote to a patron: “My Piano Concerto
is going to be misunderstood for
years.... The musical language is too
austere.... The public will need some
time to get used to it.”
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Variations and Fugue on a Theme of J.A. Hiller, Op. 100
Composed in 1907
Premiered on October 15, 1907, in Cologne, Germany, conducted by Reger
Performance Time: Approximately 41 minutes

Instruments for this performance: 2 flutes, 2 oboes, 2 clarinets, 3 bassoons,
5 French horns, 2 trumpets, 3 trombones, 1 tuba, timpani, 1 harp, 22 violins,
8 violas, 8 cellos, and 6 double basses

Like the fin-de-siecle itself, Max Reger
was Janus-like; his music looked back-
ward to Bach and Brahms as well as
forward to successors such as Berg and
Schoenberg. In the early 1920s Reger’s
scores were those that were most often
programmed on Schoenberg’s Verein fiir
Privatauffihrungen in Wein und Prag.
Schoenberg admired him for obvious
reasons. Reger proudly espoused both
innovation and tradition; like Schoen-
berg, he was convinced that Brahms
was a “progressive.” Reger also rejected
the reactionary aesthetics of his erst-
while teacher, the strict music theorist
Hugo Reimann. Berg, too, defended
Reger’s achievements: “Reger favors a
rather free construction, which, as he
says, is reminiscent of prose.... This is
the reason for his music’s relative lack
of popularity...neither of the other
attributes of his thematic writing (motivic
development of multi-voiced phrases),
nor his harmony, nor his contrapuntal
writing, are likely to keep his musical lan-
guage from being understood.”

However, one could argue that his early
studies with Riemann were crucially
important to his later technique. Reger’s
contrapuntal mastery and exquisite voice
leading, learned from Riemann, keep

the iridescent harmonic vocabulary and
rapid modulations flowing forward. The
structural poise evinced by Reger’s
orchestral works in variation form, such
as the Variations and Fugue on a Theme
of J.A. Hiller, Op. 100 refute the charges
of “formlessness” that have been leveled
against his music as well as Berg’s off-
hand remark concerning its “free con-
struction.” In fact, the Hiller Variations
are cunningly paced and contrasted with
unerring skill, with the design of each
variation contributing to the overall
form. The ravishing second variation is
an example of Reger’s lyricism at its most
affecting, while the energetic variations
look forward to Hindemith’s dynamism.

Reger’s skill as an orchestrator has
never been sufficiently appreciated. In
the Hiller Variations, the orchestral
timbres move effortlessly from delicacy
to grandiloquence. This score, along
with Reger’s other sets of variations,
constitutes a bridge between the devel-
opmental techniques found in Brahms’
Variations on a Theme of Haydn, Op.
56 (1873) and Schoenberg’s Variations
for Orchestra, Op. 31(1928).

Byron Adams is a professor of musicology
at the University of California, Riverside.
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LEON BOTSTEIN, Conductor

Leon Botstein has been music director
and principal conductor of the Ameri-
can Symphony Orchestra since 1992.
He is also music director of The Orches-
tra Now, an innovative training orches-
tra composed of top musicians from
around the world. He is artistic direc-
tor of Bard SummerScape and the Bard
Music Festival, which take place at the
Richard B. Fisher Center for the Per-
forming Arts at Bard College, where he
has been president since 1975. He is
also conductor laureate of the Jerusalem
Symphony Orchestra, where he served
as music director from 2003-11.

M. Botstein’s recent engagements include
the Royal Philharmonic, Wiesbaden,
UNAM Mexico, and the Simon Bolivar
Orchestra in Caracas. He has appeared
with the Los Angeles Philharmonic,
Russian National Orchestra, Taipei
Symphony, and the Sinfénica Juvenil de
Caracas in Venezuela and Japan, the
first non-Venezuelan conductor invited
by El Sistema to conduct on a tour
Upcoming engagements include the

Aspen Festival and the Magna Grecia
Festival in Italy. He can be heard on
numerous recordings with the Lon-
don Symphony (including a Grammy-
nominated recording of Popov’s First
Symphony), the London Philharmonic,
NDR-Hamburg, and the Jerusalem
Symphony Orchestra. Many of his live
performances with the American Sym-
phony Orchestra are available online.
His recording with the ASO of Paul
Hindemith’s The Long Christmas Din-
ner was named one of the top recordings
of 2015 by numerous trade publications.

M. Botstein’s most recent book is Von
Beethoven zu Berg: Das Gedichtnis der
Moderne (2013). He is the editor of The
Musical Quarterly and the author of
numerous articles and books. He is cur-
rently working on a sequel to Jefferson’s
Children, about the American education
system. Collections of his writings and
other resources may be found online at
LeonBotsteinMusicRoom.com. For his
contributions to music he has received
the award of the American Academy of
Arts and Letters and Harvard Univer-
sity’s prestigious Centennial Award, as
well as the Cross of Honor, First Class
from the government of Austria. Other
recent awards include the Caroline P.
and Charles W. Ireland Prize, the high-
est award given by the University of
Alabama; the Bruckner Society’s Julio
Kilenyi Medal of Honor for his inter-
pretations of that composer’s music;
the Leonard Bernstein Award for the
Elevation of Music in Society; and
Carnegie Foundation’s Academic Lead-
ership Award. In 2011 he was inducted
into the American Philosophical Society.
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PETER SERKIN, Piano

The American pianist Peter Serkin’s musi-
cal heritage extends back several genera-
tions: his grandfather was violinist and
composer Adolf Busch and his father
pianist Rudolf Serkin. He has performed
with the world’s major symphony orches-
tras and is a dedicated chamber musician.
He has collaborated with Alexander
Schneider; Pamela Frank; Yo-Yo Ma; the
Budapest, Guarneri, Orion, and Shanghai
String quartets; and TASHI, of which he
was a founding member.

Mt Serkin’s orchestral appearances for
the 201415 season included concertos
by Mozart, Bartok, and Beethoven with
the San Francisco, Chicago, Dallas, and
Sydney symphonies and the Florida
Orchestra. In April he gave the world pre-
miere of Pulitzer Prize- and MacArthur
Fellowship—winning composer Charles
Wuorinen’s new piano concerto with
the Saint Paul Chamber Orchestra. He
gave solo recitals in New York, Sydney,
Brisbane, and New Haven at Yale Uni-
versity, and joined the Orion String
Quartet at the Ravinia and Toronto

Summer Music Festivals and Philadel-
phia Chamber Music Society.

Mr. Serkin currently teaches at Bard
College Conservatory of Music and the
Longy School of Music. He is a Stein-
way Artist and has recorded for Arcana,
Boston Records, Bridge, Decca, ECM,
Koch Classics, New World Records,
RCA/BMG, Telarc, and Vanguard Clas-
sics. He is exclusively represented by
Kirshbaum Associates, Inc.

THE AMERICAN SYMPHONY ORCHESTRA

Now in its 54th season, the American
Symphony Orchestra was founded in
1962 by Leopold Stokowski, with a
mission of making orchestral music acces-
sible and affordable for everyone. Music
Director Leon Botstein expanded that
mission when he joined the ASO in 1992,
creating thematic concerts that explore
music from the perspective of the visual
arts, literature, religion, and history, and
reviving rarely-performed works that
audiences would otherwise never have a
chance to hear performed live.

The orchestra’s Vanguard Series con-
sists of multiple concerts annually at

Carnegie Hall. ASO also performs at
the Richard B. Fisher Center for the
Performing Arts at Bard College in Bard’s
SummerScape Festival and the Bard
Music Festival. The orchestra has made
several tours of Asia and Europe, and
has performed in countless benefits for
organizations including the Jerusalem
Foundation and PBS.

Many of the world’s most accomplished
soloists have performed with the ASO,
including Yo-Yo Ma, Deborah Voigt,
and Sarah Chang. The orchestra has
released several recordings on the
Telarc, New World, Bridge, Koch, and

NVINAVHO AHLVY
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only existing recordings of some of the
rare works that have been rediscovered
in ASO performances.

Vanguard labels, and many live perfor-
mances are also available for digital
download. In many cases these are the

AMERICAN SYMPHONY ORCHESTRA

Leon Botstein, Conductor

VIOLIN I Shelley Holland- OBOE TROMBONE
Erica Kiesewetter, Moritz Alexandra Knoll, Richard Clark,
Concertmaster Crystal Garner Principal Principal

Yukie Handa Rachel Riggs Erin Gustafson Kenneth Finn
Diane Bruce Adria Benjamin Keisuke Ikuma, Jeffrey Caswell
Robert Zubrycki English Horn
Ragga Petursdottir CELLO TUBA
Ashley Horne Eugene Moye, CLARINET Kyle Turner,
Yana Goichman Principal Laura Flax, Principal Principal
Ann Labin Roberta Cooper Shari Hoffman
James Tsao Sarah Carter Lino Gomez, Bass TIMPANI
Brian Krinke Maureen Hynes Clarinet Benjamin Herman,
Mara Milkis Diane Barere Principal
Nazig Tchakarian Eliana Mendoza BASSOON

Robert Burkhart Charles McCracken, PERCUSSION
VIOLIN II Anik Oulianine Principal Jonathan Haas,
Suzanne Gilman, Marc Goldberg Principal

Principal BASS Gilbert Dejean,
Wende Namkung Jordan Frazier, Contrabassoon HARP
Heidi Stubner Principal Victoria Drake,
Katherine Livolsi- Jack Wenger HORN Principal
Landau Louis Bruno Eric Reed, Principal

Lucy Morganstern Peter Donovan Kyle Hoyt PERSONNEL
Elizabeth Kleinman Richard Ostrovsky Theodore Primis MANAGER
Dorothy Strahl William Sloat Sara Cyrus Patty Schmitt

Alexander Vselensky

Eric Davis, Assistant

Sarah Zun FLUTE ASSISTANT
Philip Payton Laura Conwesser, TRUMPET CONDUCTOR
Principal Raymond Riccomini,  Zachary Schwartzman
VIOLA Rie Schmidt Principal
Mark Holloway, Diva Goodfriend- Thomas Hoyt ORCHESTRA
Principal Koven, Piccolo Dominic Derasse LIBRARIAN
Debra Shufelt-Dine Marc Cerri

Sally Shumway
John Dexter
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ASO BOARD OF TRUSTEES

Dimitri B. Papadimitriou, Chair Debra R. Pemstein
Thurmond Smithgall, Vice Chair Eileen Rhulen

Felicitas S. Thorne
Miriam R. Berger

Michael Dorf HONORARY MEMBERS
Rachel Kalnicki Joel I. Berson, Esq.
Jack Kliger L. Stan Stokowski

Shirley A. Mueller, Esq.

ASO ADMINISTRATION

Lynne Meloccaro, Executive Director James Bagwell, Principal Guest Conductor
Oliver Inteeworn, General Manager Zachary Schwartzman, Assistant Conductor
Brian J. Heck, Director of Marketing Richard Wilson, Composer-In-Residence

Nicole M. de Jesus, Director of Development  James Bagwell, Artistic Consultant
Sebastian Danila, Library Manager

Carley Gooley, Marketing Assistant

Carissa Shockley, Operations Assistant

AMERICAN SYMPHONY ORCHESTRA PATRONS

Ticket sales cover less than a quarter of the expenses for our full-size orchestral concerts.

The American Symphony Orchestra Board of Trustees, staff, and artists gratefully
acknowledge the following individuals, foundations, corporations, and government agen-
cies who help us to fulfill Leopold Stokowski’s avowed intention of making orchestral
music accessible and affordable for everyone. While space permits us only to list gifts made
at the Friends level and above, we value the generosity and vital support of all donors.

MAESTRO’S CIRCLE Dimitri B. and Rania Dr. Pamela E. Mazur and Dr.
1848 Foundation Papadimitriou Michael J. Miller
Delius Trust Thomas P. Sculco, M.D. and Lisa Mueller and Gara
Jeanne Donovan Fisher Cynthia D. Sculco LaMarche
The Frank & Lydia Bergen Mr. and Mrs. Richard E. James and Andrea Nelkin

Foundation Wilson Mark Ptashne and Lucy
New York City Department Gordon

of Cultural Affairs (DCA) BENEFACTORS Patricia E. Saigo
New York State Council on Anonymous Susan Stempleski

the Arts (NYSCA) Tides Foundation, on the
Open Society Foundations PATRONS recommendation of
Thurmond Smithgall Anonymous (3) Kathryn McAuliffe and Jay
Felicitas S. Thorne The Amphion Foundation Kriegel
The Winston Foundation The Atlantic Philanthropies

Director/Employee SUSTAINERS

STOKOWSKI CIRCLE Designated Gift Program Anonymous (3)
Anonymous Lillian Barbash The Bialkin Family
The Ann & Gordon Getty Joel I and Ann Berson Foundation

Foundation The David & Sylvia Ellen Chesler and Matthew ]J.
The Faith Golding Teitelbaum Fund, Inc. Mallow

Foundation, Inc. Karen Finkbeiner Veronica and John
Rachel and Shalom Kalnicki Gary M. Giardina Frankenstein
Michael and Anne Marie Arthur S. Leonard Stephen M. Graham

Kishbauch Mary F. and Sam Miller Irwin and Maya B. Hoffman

IBM Corporation
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Janet Zimmerman Segal

Peter and Eve Sourian

Joseph and Jean Sullivan

Siri von Reis

CONTRIBUTORS

Anonymous (3)

Gary Arthur

Jeffrey Caswell

Isabelle A. Cazeaux

Roger Chatfield

B. Collom and A. Menninger

Elliott Forrest

Max and Eliane Hahn

Ashley Horne

Peter Kroll

Adnah G. and Grace W.
Kostenbauder

Dr. Coco Lazaroff

Nancy Leonard and
Lawrence Kramer

Steve Leventis

Peter A. Q. Locker

Stephen J. Mc Ateer

Christine Munson

Kurt Rausch and Lorenzo
Martone

Roland Riopelle and Leslie
Kanter

Harriet Schon

Martha and David Schwartz

Alan Stenzler

Michael and Judith Thoyer

Mr. and Mrs. Jon P. Tilley

Robert and Patricia Ross Weiss

SUPPORTERS

Anonymous (11)

American Express Gift
Matching Program

Bernard Aptekar

John and Joanne Baer

Marian D. Bach

The Bank of America
Charitable Foundation

Reina Barcan

Carol Kitzes Baron

Ruth Baron

Mary Ellin Barrett

Dr. Robert Basner
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David C. Beek and Gayle
Christian

Simone Belda

Yvette and Maurice Bendahan

Adria Benjamin

Daniel and Gisela Berkson

Stephen M. Brown

Marjorie Burns

Moshe Burstein

CA Technologies

Richard C. Celler

Barbara and Peter Clapman

Theodore and Alice Ginott
Cohn Philanthropic Fund

Laura Conwesser

Michael and Frances Curran

Herbert and Mary Donovan

Paul Ehrlich

Richard Farris

Lynda Ferguson

Martha Ferry

Laura Flax

Jeffrey F. Friedman

Christopher H. Gibbs

Ann and Lawrence Gilman

June O. Goldberg

Gordon Gould

Greenwich House, Inc.

Nathan Gross

John L. Haggerty

Laura Harris

Eric S. Holtz

Penelope Hort

Hudson Guild, Inc.

Sara Hunsicker

George H. Hutzler

Jewish Communal Fund

José Jiménez

Ronald S. Kahn

Robert and Susan Kalish

Dr. Roses E. Katz

Robert and Charlotte Kelly

David Kernahan

Irving and Rhoda Kleiman

Caral G. and Robert A. Klein

Dr. Carol Lachman

Shirley Leong

Linda Lopez

William Lubliner

Joyce E Luchtenberg

Alan Mallach

Elizabeth Mateo

Carolyn McColley

Alan B. McDougall

Sally and Bruce McMillen

Clifford S. Miller

Phyllis and Stanley Mishkin

Martin L. and Lucy Miller
Murray

Kenneth Nassau

Michael Nasser

e

Karen Olah

Clarence W. Olmstead, Jr.
and Kathleen F. Heenan

Roger and Lorelle Phillips

David R. Pozorski and Anna
M. Romanski

Wayne H. Reagan

John Roane

Bonita Roche

Leonard Rosen and Phyllis
Rosen

Rochelle Rubinstein

Michael T. Ryan

Henry Saltzman

Peter Lars Sandberg

Albert Sargenti

Sari Scheer and Samuel Kopel

Nina C. and Emil Scheller

Joe Ruddick and Mary Lou
Schemp

Sharon Schweidel

Gerald and Gloria Scorse

Margret Sell

Georgi Shimanovsky

Bruce Smith and Paul
Castellano

Gertrude Steinberg

Suzanne Steinberg

Hazel C. and Bernard Strauss

Helen Studley

Robert Sweeney

Margot K. Talenti

Tart-Wald Foundation

Catherine Traykovski

Susan and Charles Tribbitt

Mr. and Mrs. Jack Ullman

Janet Whalen

Victor Wheeler

Donald W. Whipple

Larry A. Wehr

Leonard and Ellen Zablow

Alfred Zoller

Myra and Matthew
Zuckerbraun

FRIENDS

Anonymous (4)
Madelyn P. Ashman
Stephen Blum

Mona Yuter Brokaw
Mrs. A. Peter Brown
Joan Brunskill

Connie Chen

Stephen J. and Elena Chopek
Nancy L. Clipper
Robert Cohen

Concerts MacMusicson
Patricia Contino

Lois Conway

Judy Davis

Thomas J. De Stefano



Susanne Diamond

Ruth Dodziuk-]Justitz and
Jozef Dodziuk

Barton Dominus

Jonathan E Dzik

Lee Evans

Anne Stewart Fitzroy

ExxonMobil Foundation

Donald W. Fowle

Helen Garcia

Goldman, Sachs & Co.

Robert Gottlieb

Michael and Ilene Gotts

M. and Mrs. Sidney Greenberg

John Hall

Donald Hargreaves

John Helzer

Robert Herbert

Gerald and Linda Herskowitz

Diana F. Hobson

Christopher Hollinger

Cyma Horowitz

Drs. Russell and Barbara
Holstein

Theresa Johnson
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Ginger Karren

Peter Keil

Kaori Kitao

Pete Klosterman

Frederick R. Koch

Seymour and Harriet Koenig

Mr. and Mrs. Robert LaPorte

David Laurenson

Patricia Luca

Walter Levi

Judd Levy

José A. Lopez

Sarah Luhby

Nancy Lupton

Dr. Karen Manchester

Richard and Maryanne
Mendelsohn

John Metcalfe

Mark G. Miksic

Myra Miller

Alex Mitchell

David Morton

Michael Nassar

Leonie Newman

Sandra Novick

Mather Pfeiffenberger

Jane and Charles Prussack

Bruce Raynor

Martin Richman

Catherine Roach

John W. Roane

Dr. and Mrs. Arnold Rosen

Leslie Salzman

Dr. and Mrs. Herbert C.
Schulberg

The Honorable Michael D.
Stallman

Paul Stumpf

Madeline V. Taylor

Renata and Burt Weinstein

Jon Wetterau

David A. Wilkinson

Ann and Doug William

Kurt Wissbrun

Dagmar and Wayne Yaddow

Lawrence Yagoda

Mark and Gail Zarick

List current as of March 2, 2016

Music plays a special part in the lives of many New York residents. The American Symphony
Orchestra gratefully acknowledges the support of the following government agencies that
have made a difference in the culture of New York:

New York State Council on the Arts
with the support of Governor Andrew Cuomo
and the New York State Legislature

State of the Arts

The City of New York
The Honorable Bill De Blasio, Mayor
NYC Department of Cultural Affairs in

partnership with the New York City

Council
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EXPAND OUR REPERTOIRE: SUPPORT THE ASO!

Since 1962 the American Symphony Orchestra has done something incredible: Present the
widest array of orchestral works, performed at exceptional levels of artistry—and offered at
the most accessible prices in New York City. Be they rare works or beloved masterpieces, no
other orchestra dares to present the same depth of repertoire every single season.

But the ASO has urgent need of your support. Production costs for full-scale, orchestral con-
certs are ever increasing, while public philanthropy for the arts has decreased at an alarm-
ing rate. As always, we keep to our mission to maintain reasonable ticket prices, which
means ASO depends even more than most other orchestras on philanthropic contributions.

That’s why we must call on you—our audiences, artists, and community partners, who can-
not imagine a world without opportunities to hear live Strauss, Muhly, Delius, or Reger.

Every dollar counts. Please donate at any level to safeguard the ASO’s distinctive program-
ming now and ensure another season!

ANNUAL FUND

Annual gifts support the Orchestra’s creative concert series and educational programs. In
appreciation, you will receive exclusive benefits that enhance your concert-going experience
and bring you closer to the Orchestra.

SUSTAINING GIFTS
Make your annual gift last longer with monthly or quarterly installments. Sustaining gifts
provide the ASO with a dependable base of support and enable you to budget your giving.

MATCHING GIFTS

More than 15,000 companies match employees’ contributions to non-profit organizations.
Contact your human resources department to see if your gift can be matched. Matching gifts
can double or triple the impact of your contribution while you enjoy additional benefits.

CORPORATE SUPPORT

Have your corporation underwrite an American Symphony Orchestra concert and enjoy the
many benefits of the collaboration, including corporate visibility and brand recognition,
employee discounts, and opportunities for client entertainment. We will be able to provide
you with individually tailored packages that will help you enhance your marketing efforts.
For more information, please call 646.237.5022.

HOW TO DONATE
Make your gift online: www.americansymphony.org/support

Please make checks payable to: American Symphony Orchestra

Mail to:

American Symphony Orchestra
263 West 38th Street, 10th Floor
New York, NY 10018

For questions or additional information: Nicole M. de Jesiis, Director of Development,
646.237.5022 or ndejesus@americansymphony.org.
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ASO’S 2016 SEASON AT CARNEGIE HALL

Tuesday, April 5, 2016
A Mass of Life
with the Bard Festival Chorale

Frederick Delius — A Mass of Life

Delius was a fervid follower of Nietzsche, and here he set pas-
sages from the philosopher’s book Also sprach Zarathustra to
music, creating a grand and compelling work celebrating
life at its highest.

Tickets at carnegichall.org, CarnegieCharge at 212.247.7800,
or the box office at 57th St. & 7th Ave.



