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The American Symphony Orchestra
(ASO)was foundedin 1962 by Leopold
Stokowskiwith the mission of providing
great music for everyone. Leon
Botstein expanded that focus when
he joined the ASO as Music Director in
1992 by creating concerts that explore
musicthroughthe lens of thevisual arts,
literature, religion, andhistory, aswell as
by revivingrarely performedworks that
audiences would otherwise never hear
performed live.

The ASQO's signature programming
includes its Vanguard Series, which
features concerts of seldom performed
orchestral repertoire presented at
Carnegie Hall, Bryant Park, and other
historic venues, and its Chamber
Series—curated by ASO’s musicians—
offering concert programs dedicated
to reflecting the diverse perspectives
of American culture. During the

summer, the ASO is the orchestra-in-
residence at Bard's SummerScape and
performs atthe Bard Music Festival. All
ASO presentations comprise a year-
round series of vital and innovative
programming for audiences of all
backgrounds.

As part of its commitment to expanding
the standard orchestral repertoire
and ensuring accessibility to musical
masterpieces, the ASO offers free
streaming of exclusive live recordings
on its digital platform, ASO Online.
Content includes SummerScape
operas, chamber performances, and
short films. In many cases, these are
the only existing recordings of some
of the forgotten works that have been
restored through ASO performances.

For more information, please visit

NEW YORK
RESOUNDS

LEON BOTSTEIN, CONDUCTOR

AARON COPLAND (1900-1990)
Fanfare for the Common Man, 1942

GEORGE WALKER (1922-2018)
Lyric for Strings, 1946

CHARLES IVES (1874-1954)
The Gong on the Hook and Ladder, 1911

JOSEPH HAYDN (1732-1809)
Symphony No. 44 in E minor, “Trauersinfonie” (Mourning Symphony), 1772

|. Allegro con brio
II. Minuet — Trio
IIl. Adagio
|V.Finale (Presto)

GUSTAV MAHLER (1860-1911) — ARR. CLIFF COLNOT (1947-2024)
Adagio from Symphony No. 10,1910

Today’s concert will run approximately 1hour with no intermission.

WIN FREE TICKETS!

Enter to win tickets to Dionne Warwick at Colden Auditorium on Saturday, November 7.
Six-time Grammy Award-winning icon Dionne Warwick brings her Over and Out -
Farewell Tour to Colden Auditorium. Hear timeless hits including “Walk On By,”
Say a Little Prayer,” “Alfie,” and “That's What Friends Are For” as she celebrates her
legendary career. Don't miss this rare opportunity to experience a living legend live
in Queens.

Tap the link to enter: https://form.jotform.com/262456940800154

(KCA will draw two winners, each receiving two orchestra tickets. Winners will be contacted by September 21.)

m Cultural Thisprogramis supported, in part, by public funds from the New York City

Affairs Department of Cultural Affairs in partnership with the City Council.

americansymphony.org
f @ASOrchestra @AmericanSymphony
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DIRECTOR

‘ NEW YORK RESOUNDS By Leon Botstein

Itisanhonorforthe American Symphony Orchestra to play this concert for the 25th commemoration
of the tragedy that took place on September 11, 2001. It is hard to fathom the extent of the death
and destruction that was inflicted on those who worked in the Twin Towers, to those who lived
nearby, and to the heroic presence of firefighters, police, and many others who showed singular
courage in the face of an unimaginable scene in which everything real crumbled before our eyes.
Although lives and hopes were shattered on that day, the city can be proud of the resilience it has
shown. This concert is not only an expression of memory. It is an act of gratitude.

Copland's Fanfare forthe Common Man celebrates the democracy we hope will flourish and which
was attacked on that day. The Walker and the Haydn are expressions of mourning for the death of
loved ones. These works are separated by two hundred years, but they share the same intimacy
and passion. Charles lves celebrates the magic and pride of our firefighters and their equipment.
Thelastpieceinthe program, the Mahler “Adagio,” wasinspiredin partby a funeral procession for
firefighters that moved down Central Park West. Mahler and his wife observed the funeral march
and its music from the balcony of their suite of the Hotel Majestic. The “Adagio,” from the Tenth
Symphony, is about that feeling that is the indispensable link among us all, and that is the feeling

of love.

a

Photo by Ric Kallaher

Leon Botstein has been music director and
principal conductor of the American Symphony
Orchestra since 1992. He is also music director
of The Orchestra Now, an innovative training
orchestra composed of top musicians from
around the world. He is co-artistic director of
BardSummerScape andthe Bard MusicFestival,
which take place atthe Richard B. Fisher Center
for the Performing Arts at Bard College, where
he was president from 1975-2026. Mr. Botstein
is also active as a guest conductor and can be
heard on numerous recordings with the London
Symphony (including a GRAMMY nominated

recording of Popov's First Symphony), the
London Philharmonic, NDR-Hamburg, and the
Jerusalem Symphony Orchestra. Mr. Botstein
has revived numerous neglected operas,
creating once-in-a-lifetime experiences for
concertgoers and global audiences. Including
rare repertoire such as Schoenberg’s massive
Gurre-Lieder and the accompanying short-
film, which documented the monumental
undertaking, Strauss's firstopera, Guntram, and
the U.S. Premiere of Sergei Taneyev's final work,
Atthe Reading of a Psalm. His recording of Paul
Hindemith’s The Long Christmas Dinner with
the ASO was named one of the top recordings
of 2015 by several publications, and his recent
recording of Gershwin piano music with the
Royal Philharmonicwas hailed by The Guardian
and called “something special...in a crowded
field"” by Musicweb International. He is a prolific
author and music historian and the recipient
of numerous honors for his contributions to
the music industry. In 2019, The New York
Times named Leon Botstein a “champion of
overlooked works...who has tirelessly worked
to bring to light worthy scores by neglected
composers.” More info at leonbotstein.com

COPLAND

AARON COPLAND

Fanfare for the Common Man
Born November 14th, 1900, in Brooklyn, NY
Died December 2nd, 1990, in Sleepy Hollow, NY

Composed 1942

Premiered in 1943 in Cincinnati, OH
Conducted by Eugene Goossens
Performance Time: Approximately 3 minutes

Few compositions have entered the
American consciousness as thoroughly
as Aaron Copland’s Fanfare for the
Common Man. Undoubtedly his most
famous work, its unmistakable opening
theme has taken on a life far beyond the
concert hall. It has appeared in television
programs, advertisements, Hollywood
films, and political campaigns; been heard
atcountlessfuneralsand memorial services;
and even accompanied the Space Shuttle
Endeavour as it touched down at LAX
followingitsfinalflight. The Fanfarehasalso
inspired arrangements by musicians across
the musical spectrum, from jazz composer
and bandleader Woody Herman to the
progressive rock group Emerson, Lake &
Palmer, while the Rolling Stones famously
used its opening as entrance music during
one of their tours.

In response to the United States’ entry into
World War Il and with the aim of rallying the
American people atacrucialmomentinthe
country’s history, Eugene Goossens and the
Cincinnati Symphony Orchestrainvited ten
prominent American composers in 1942
to contribute a fanfare for performance
at the opening of each concert during the
orchestra’s 1942-43 season. Among those
commissionedwere Howard Hanson, Henry
Cowell, Virgil Thomson, Walter Piston, and
Aaron Copland. While several composers
chose explicitly patrioticor military subjects,
with titles such as A Fanfare for Paratroopers,
A Fanfare for Freedom, and A Fanfare for
American Heroes, Copland'’s contribution
immediately stood out to Goossens. “lts
title is as original as its music,” he wrote
to the composer. In fact, Copland had
struggled to find an appropriate title, at

one point considering Fanfare for the
Spiritof Democracy. He ultimately settled
on Fanfare for the Common Man, later
explaining: “Itwasthe common man, after
all, who was doing all the dirty work in the
war andthe army. He deserved afanfare.”
The title thus captures the work’s essential
message: a tribute not to military leaders
orgrandvictories, butto the ordinarymen
and women whose courage and sacrifice
sustained the nation.

Marked “Very deliberate,” the Fanfare
opens with a brief, almost ferocious
percussion introduction, punctuated
by emphatic silences, before the
trumpets enter in unison with a bold,
expansive theme. Broad ascending and
descending leaps, built largely from
triadic harmonies, lend the melodic line
its unmistakable character. Copland’s use
of silence between phrases is particularly
striking, giving each statement a sense
of weight and inevitability. As the fanfare
progresses, the texture gradually expands
andthe harmonicsonority becomesricher,
culminating in a full-brass proclamation
of the principal idea. With the entire
ensemble now participating, pungent
modal and chromatic shifts transform the
harmoniclanguage, propellingthe music
towardaremote key andbringingthe work
to a powerful conclusion. Declamatory
without being bombastic, solemn yet
deeply affirmative, the music speaks with
extraordinary simplicity and directness,
conveying a non-militant message of
dignity, unity, and shared purpose.



WALKER

GEORGE WALKER

Lyric for Strings

Born June 27th, 1922, in Washington, D.C.
Died August 23rd, 2018, in Montclair, NJ

Composed 1946

Premiered in 1946 in Philadelphia, PA
Conducted by Seymour Lipkin

Performance Time: Approximately 6 minutes

In the course of his long life, composer and
pianist George Walker had a trailblazing
careerthatwas markedbynumerous “firsts”:
he was the first Black graduate of the Curtis
Institute of Music; the first Black pianist to
give a recital at the Town Hall in New York,
to appear as soloist with the Philadelphia
Orchestra (all in 1945), and to tour Europe
under the aegis of National Concert Artists
(1954), and the first Black recipient of the
Pulitzer Prize in Music (1996).

Born in Washington, D.C., into a middle-
class family that strongly supported and
appreciated music, Walker began studying
piano atthe age offive. Atjust 15, he entered
Oberlin Conservatory, and upon graduating
in 1941, continued hisstudies at Curtis, where
he studied composition with Rosario Scalero
and piano with Rudolf Serkin. Following
doctoral studies at the Eastman School
of Music, he went to Paris in 1957 to study
with Nadia Boulanger under a Fulbright
fellowship. Walker taught at a number of
institutions, including the Dalcroze School
of Music, the New School, Smith College,
the University of Colorado, the Peabody
Institute, and Rutgers University, where
he chaired the music department. He
composed more than 100 works, spanning
chamber music, choral music, solo piano,
and orchestral repertoire. The recipient of
numerous awards and honors, Walker was
awardedthe 1996 Pulitzer Prize in Music for
Lilacs for voice and orchestra, based on a
poem by Walt Whitman and premiered by
the Boston Symphony Orchestra.

Lyric for Strings is arguably Walker's finest
achievement. Theworkbegan asthe second
movement of his String Quartet No. 1,

composedin 1946 after his graduation from
Curtis and dedicated to his grandmother,
MalvinaKing, who hadrecently died. Initially
titled Lament, the work was arranged for
string orchestraand premieredby Seymour
Lipkinand Curtis's student orchestra. Walker
subsequently titledit Adagio, beforefinally
settling on Lyric since, explaining that the
latter “more aptly described the character
of the work.” Often compared to Barber’s
celebrated Adagio for Strings, Walker's
piece draws its inspiration instead from
the slow movement of Beethoven'’s String
Quartetin Fmajor, Op. 135, awork he greatly
admired. Following a brief introduction of
falling gestures and sustained tones that
evoke a mournful mood, the principal
theme emerges in the violins and gradually
permeates the entire ensemble, passing
throughthe otherstringsectionsinimitation.
These exquisite contrapuntal textures
eventuallyyieldto astaticinterlude of softer,
homophonic chords, providing a moment
of quiet contemplation. The principal
idea then returns in increasingly animated
statements, intertwining contrapuntally and
building toward an impassioned climax.
The gentler harmonies reappearto temper
the intensity, as progressively embellished
versions of the theme unfold in moments of
unrestrained lyricism. Inthe coda, the quiet
chords return once more, revealing their
important structural role in the work and
bringing this hauntingly beautiful piece to a
close with a sense of ineffable serenity.

IVES

CHARLES IVES

The Gong on the Hook and Ladder

Born October 20th, 1874, in Danbury, CT
Died May 19th, 1954, in New York, NY

Composed 1911

Premiered in 1934 in New York, NY
Conducted by Albert Stoessel

Performance Time: Approximately 3 minutes

Charles Ives occupies a singular place in
the history of American music. A native
of Danbury, Connecticut, he combined
composition with a successful career in
the insurance business. His works, many of
them unpublished and unperformedduring
his lifetime, anticipated some of the most
radical developments in twentieth-century
music: polyrhythm and polytonality, free
dissonance, and even aleatorictechniques.
Formore than a decade atthe beginning of
the century, he experimented with collages
of sound, rhythm and juxtaposed metric
patterns in brief chamber works which he
called “sets” or “cartoons.”

Onesuchworkis The Gongonthe Hook and
Ladder, subtitled Firemen’s Parade on Main
Street. Conceived around 1911 for piano
and strings, with an optional fire bell, it was
later arranged for small orchestra before
1934. This piece is a playful experiment in
seemingly irrational metric and rhythmic
clusters, humorously depicting the regular
ringing of the fire bell and the fluctuating
speed of the fire wagon as it makes its
way along Main Street in Danbury. As Ives
described it:

.. another nice joke, which most
everybody can see... The Annual
Parade of the neighborhood
Volunteer Fire Company was a slow
marching affair—for the Hook and
Ladder was heavy, the Gong on the
hind wheel ‘must ring steady-like'—
and coming downhill and holding
backwardfast, and going uphill out of
step, fastandslow, the Gong seemed
sometimes out of step with the Band,

and sometimes the Band out of step
withthe Gong—butthe Gong usually
got the best of it. Nobody always
seemedto "keep step,” but they got
there just the same...

Writteninanunusual 7/8 meterthatis almost
imperceptible amidthe ensuing cacophony,
the piece also incorporates quotations from
three popular American songs—Marching
through Georgia, OhMyDarling, Clementine
and Few Days—musical quotation being
another hallmark of lves's musical language.
As the parade progresses, these familiar
tunes emerge in quick succession, each
adding to the mounting excitement until
the music reaches a powerful climax. The
opening music then returns, before the
entire scene gradually recedesintosilence.



HAYDN

JOSEPH HAYDN

Symphony No. 44 in E minor, “Trauersinfonie” (Mourning Symphony)

Born March 31st, 1732, in Rohrau, Austria
Died May 31st, 1809, in Vienna, Austria

Composed 1772
Premiere information unknown
Performance Time: Approximately 22 minutes

Between roughly 1768 and 1772, Joseph
Haydn's music underwent a far-reaching
transformation, as his style turned toward
works that were darker, more intense, more
personal, and more emotionally charged
than anything he had written before. So
profound was this change that many music
historians have associated this period with
Sturm und Drang ("storm and stress”), a
movement theninvogueinGermanliterature
andthe otherarts. Rejecting the rationalism
of the Enlightenment and the elegance of
the style galant, Sturm und Drang instead
embracedtormented, gloomy, and extreme
emotions, while exploring the macabre and
the fantastic and evoking feelings of fear
and terror. Haydn's compositions from this
time are characterized by sharp shifts of
mood and character, heightened harmonic
tension, driving contrapuntal textures,
extreme dynamic contrasts, dramatic
silences and pauses, andturbulent, restless
rhythmic writing. Many are also in minor
keys; in fact, Haydn wrote more minor-key
pieces during these years than at any other
time in his career. Few works exemplify
these characteristics more strikingly than
his Symphony No. 44 in E minor.

Composed around 1771, this symphony
acquired the nickname “Trauer”
(“Mourning”) from a possibly apocryphal
story that Haydn expressed a wish for its
Adagio movement to be played at his
funeral. It was indeed performed at a
memorial service in November 1809, a few
months after his death, an event that may
have contributed to the legend. Marked
Allegro con brio, the first movement opens
with a briefbut powerful unison motive that

rises an octave through a fifth and fourth,
followed by a descending “sighing” figure,
echoed after brief pauses in hushed tones.
The plaintive melody that follows does little
todispelthe sense ofurgency, asthe opening
motive soon returns in a forceful double
statement of the principal theme. Although
the movement unfolds through a variety
of contrasting phrases and accompanying
patterns, the opening motive remains a
vital presence throughout. It also provides
the foundation for the second theme,
appearing first in the bass and then, only
a few measures later, rising dramatically
through three octaves. The development
becomes still more turbulent, subjecting
sequential figures derived from earlier
material to increasingly frenzied treatment
over equally unsettling syncopated
rhythms. A condensed recapitulation leads
to a fermata, after which the main motive
makes one final appearance, nowin hushed,
overlapping contrapuntalimitation, building
to a conclusion of ferocious intensity.

In a highly unconventional move, the
Menuettoisplacedsecondinthissymphony,
Haydn thus shifting the center of gravity
toward the slowmovement. Equally unusual
is the strict counterpoint employed here:
the entire Minuet is a canon at the octave
(Canone in Diapason, as Haydn marked it)
between the outer voices at the interval of
three beats, with the remainingvoices acting
as passive protagonistsin free imitation. The
tonic key remains in E minor, yet the mood
feelssomewhatlighterthaninthe preceding
movement. The central Trio section is even
more lyrical, in the contrasting parallel key
of E major, providing relieffromthe somber,

HAYDN

dark-hued sonorities present in this piece.
Noticeable here is the use of the solo horn
to double the melody of the first violins, an
orchestrational masterstroke.

The Adagio that follows is in the key
of E major, the same key of the Trio in
the preceding movement, as though
anticipating its arrival. It is a movement
of ethereal beauty, providing a striking
contrast to the dark, brooding character of
therestofthe symphony. The mutedviolins
unfold in shimmering lines, their soaring
leaps infused with an extraordinary lyricism,
while the winds enter at crucial moments in
understated tones, adding gentle touches
of warmth and color. The result is a deeply
poignant meditation, at once sorrowful
and consoling, amongst the most moving
passages Haydn ever wrote. It is therefore
notsurprisingthat, if the storyistrue, Haydn
chose this particularmovementto be played
at his funeral in his final years; few works
could have offered a more fitting farewell.

Back in the home key of E minor, the Finale
is propelled by a relentless emotional
drive unlike anything Haydn had brought
to a concluding movement before. As in
the first movement, it opens with a unison
statement punctuated by forceful rhythmic
gestures and sudden silences, creating an
immediate sense of urgency. Written in an
essentially monothematic sonata form,
the opening few notes determine the
melodic content of the entire movement.
As the tension mounts, the texture grows
increasingly contrapuntal, culminatingin a
double-canonic treatment of the principal
theme. The development proceedsthrough

asteadily ascendingsequence derivedfrom
the same idea, repeated insistently until it
builds to atremendous climax. Remarkably,
Haydn avoids a straightforward return of
the principal theme in the recapitulation;
instead, we hear only fragmented versions
of it, combined with a reprise of the double
canon and an intensification of rhythmic
instability. Not until the coda does the
main theme return in recognizable form,
and even then only in the bass, while the
other voices combine breathlessly around
it to bring this stormy movement to a
stunning conclusion. Here Haydn stands
at the height of his compositional maturity,
displaying an extraordinary command of
contrapuntal technique and striking motivic
concentration, with a terseness that drives
the musical rhetoric to compelling effect.



MAHLER

GUSTAV MAHLER

Adagio from Symphony No. 10 (arr. GLIFF GOLNOT)

Born July 7th, 1860, in KaliSté, Czechia
Died May 18th, 1911, in Vienna, Austria

Composed 1910

Premiered in 1924 in Vienna, Austria
Conducted by Franz Schalk

Performance Time: Approximately 25 minutes

If Oscar Wilde's dictum that “life imitates
art” is correct, then the circumstances
surrounding Gustav Mahler's composition of
his unfinished Symphony No. 10 are worthy
of a novel by Flaubert or Henry James.

Alone at his summer retreat in Toblach,
Mahler spent the early summer of 1910
working assiduously on his Tenth Symphony
while simultaneously preparing for the
premiere of his Eighth. Meanwhile, his
much younger and beautiful wife, Alma, was
recuperating at a spa near Graz following a
period of severe emotional distress caused
by Gustav’s difficult personality. There she
metthe youngarchitect Walter Gropius, still
years away from the distinguished career
that would later make him famous, and
the two embarked on an affair. Resentful
of what she perceived as Mahler’s physical
and emotional withdrawal, Alma continued
the relationship with Gropius even after
joining her husband in Toblach. The affair
was exposed when Gropius inadvertently
addressedaletterto “Herr Direktor Mahler”
in which he implored Alma to leave Gustav.
Deeply shaken by the discovery, Mahler
traveled to Leiden, where Sigmund Freud
was vacationing, and sought his counsel.
Following their encounter, and after Alma
decided not to leave her husband—
although she carried on her liaison with
Gropius—Mahler’'s emotional condition
improved sufficiently forhim to resume work
on the symphony.

As he continued working on the Tenth,
Mahler covered the manuscript pages
with anguished annotations reflecting
the turmoil of this period, including such
exclamations as “Madness, seize me, the

accursed!” “Mercy!” and “Tolive foryou! To
die foryou!"” Afterreturning to New York at
the end ofthe summer, however, he appears
to have abandoned the symphony. Alma
remained at his side throughout his final
illness, travelling with him from New York
to Paris and ultimately to Vienna, where he
died of a blood infection in May 1911.

Of the intended five movements for this
symphony, mostwere only notatedinashort
score with the vocal lines and occasional
indications of instrumentation. Only the
first two movements and several measures
of the third exist in orchestral draft. Of
these, however, only the opening Adagio is
sufficiently orchestrated to be performed
in the concert hall without substantial
additions. Numerous attempts have been
made to complete the remaining four
movements, the most prominentbeingthat
of Deryck Cooke, completed in 1964 and
revised in 1976.

Although the movement is called
“Adagio”—which tonight we shall hear
in a chamber orchestra arrangement
from 2008 by the late Cliff Colnot— it
opens with a contemplative Andante: a
harmonically ambiguous viola soliloquy
in a quasi-recitative style. Soon the true
Adagio begins with a warm (“warm” being
Mahler’s own instruction), luxurious melody
in F-sharp major, introduced by the violins,
before extending to increasingly distant
harmonic realms. Throughout the piece,
Mahler develops these two contrasting
ideas, gradually buildingtoward astunning
climax: a terrifyingly dissonant nine-note
chord that seems to give voice to his inner
turmoil. Particularly striking is the fact that

MAHLER

the tension begins to accumulate around a
solitary, sustained A in the first violins, later
taken up by the trumpet, while the nine-
note chord is built up around it and then
obsessively repeated. The prominent A
has often been interpreted as a symbolic
referencetotheinitial letter of Alma’s name.
Asthe sound gradually recedes, fragments
of the opening ideas return, leading to
a gentle conclusion in which the falling
melodic motion imparts a sense of calm,
as the strings and winds seem to dissolve
into an atmosphere of quiet serenity. We
may never know with certainty Mahler’s
true intentions—given his habit of revising
his scores—but the Adagio is nevertheless
a work of extraordinary sophistication,
revealing elements of his austere late style
while also pointing toward the emerging
language of modernism.

Program notes by Sebastian Danila, Bard College
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Gene Haldeman

George A Hirsch

Oliver P. Inteeworn
Stefan Jekel

Marianne Kearney
David Kernahan

Asma Khan

Erica Kiesewetter
Edward Koleoso

Peter Kroll

David Kunstler

Carol Lilienfeld

Nancy Lupton

JohnT. Mascio

Charles McCracken
James McGrath
Christopher McNew
Steven Morvay

Martin and Lucy Murray
Mr. Kenneth Nassau and Ms. Lee Hebner
Claudia Nelson

Maury Newburger
Clarence Olmstead and Kathleen Heenan
Jorge Ortiz Il

Roland Riopelle
Corrine Shea

Richard Sime

Erika Smith

Nicholas Sorenson
Henry Strouss

Timathy Taylor

Michael and Judith Thoyer
Mary R. Wagner

Arie Van Wijngaarden
William C. Zifchak

CONTRIBUTORS
Anonymous

Max, Stephanie, and Alexander Annise, In memory of Len
Zablow

Murray J. Aronson

Marian D. Bach

Manuel Balbontin

Helen Baron

Alison Bell

Thomas Bell

Yvette Bendahan

Mona Yuter Brokaw

Diane Bruce and John Sinclair



American Symphony Orchestra Patrons

Robert Chaves

Roberta Cooper

Maxine Cutler

Thomas J. De Stefano

Dale Djerassi

Alexandra MacDowell-Djerassi
Bonnie-Jean Dorsey

Joan Drelich

Marc Embree

Jitka Frajboska

Jean L. Gilfillan

Lydia Gobena

Diva Goodfriend-Koven

Linda E. Goodman

Jean Harris, Inhanor of Ron Sell
Andrée Hayum

Rafael Santos Hernandez
Linda Herskowitz

Drs. Russell and Barbara Holstein
Hudson Guild

Peter Haring Judd Fund

0. Jakob and B. Buss

Carol Kitzes Baron

David Kunstler

Mary Ann Lang

Eleanor Langevin

David Laurenson

Dore Lebeau

Harris Lehrer

Carol Lilienfeld

Michelle Lowes and Paul Hyde
Evan Marks

Stephen ). Mc Ateer
Keith John McCarthy
Robert Meyer

Ruth Milts

Eugene Moye
Stephen Nissenbaum
Karen Olah

Frances Pandolfi
Mather Pfeienberger
Emanuel Phillips
David Pozorski

Erika Ratini

Anthony Richter
Brigitte Roepke
Rochelle Rubinstein
Henry Saltzman
Margret Sell

Barbara Senzon
Georgi Shimanovsky
Peter Sloane

Erika Smith

Mary Summers
Total Wine & More
Michael Watson
Donna Welensky
Myra and Matthew Zuckerbraun

SUPPORTERS

Anonymous

Murray Aronson

David Aubrey, In honor of Beatrice Aubrey
Peter Brase

Gregory Clark

Marsha Clark
SaraDeYoung
William Frazier

Lis K. Froding
Christopher Gibbs
Laurie Glenn

Margaret Goldberg
Russell Holstein

Eric Holtz

Cyma Horowitz
George and Barbara Kafka
Margaret Kennedy
Steven Kent

Sallie Killian

Bjoern Knittel
Christopher Kong
Philippe Lebard

Sheila Lehman
Aleksandr Livshits
Pam Loree

Karen Madden

Karen Manchester
Cynthia Marion
Loretta Hunt Marion
Rosaleen Mazur
Maximilian McEachern
Karen Mercer

Gladys Oldano

Lois Padawer and Oscar Jaeger
Estelle Pham

Richard Pleak and Jon Weatherman

Morey Ritt

John W. Roane

Robert and Barbara Rothenberg
Marion Schmickler

Charles Schneider

Peter Schneider

Sangram Sisodia

Ellen Stelling

Marlene Walker

Selden Wasson

Peri Widener

Jacqueline M. Williams, PhD

FRIENDS
Kenneth Adamo
Sue Adler

AA Aidala
Anonymous

David Badler
Jeanne Bartlett
Marc Basch

Daniel B. and Gisela Berkson
Robert Blacker
Mike Blehert
Thomas Destefano
Bridget Errante
James Jaffe

Raissa Ravitcher

*Denotes Upper-Tier ASO Members
List current as of September 1, 2026

Since 1962, the American Symphony Orchestra has done something incredible: presented the widest array of orchestral works,
performed at exceptional levels of artistry—and offered at the most accessible prices in New York City.

Become an ASO Member

The American Symphony Orchestra’s Membership program is a fantastic way to stay connected to the music you love while supporting
the arts through the ASO’s programs. With an ASO Membership, receive a year’s worth of benefits including invitations to exclusive
Member-only events, complimentary concert tickets, and more. To learn more about becoming an ASO Member, please visit

americansymphony.org/membership or call (646) 237-5022.

Make a Donation

Consider donating at any level to safeguard the ASO’s distinctive programming now and ensure another season!

Visitamericansymphony.org/support to make your gift online; call 646.237.5022; email development@americansymphony.
org; or make checks payable to: American Symphony Orchestra, and mail to: American Symphony Orchestra, 1330 Avenue of
the Americas, Suite 23A, New York, NY 10019

UPCOMING
PERFORMANCES

Mozart & Friends

The ASQO illuminates sacred scores of Mozart and his contemporaries in this 18th-
century program crowned by Mozart’s glorious Coronation Mass, performed at the
historic Riverside Church.

November 5, 2026 | 8PM at Riverside Church

Beethoven: A Voyage Beyond

Two hundred years following the composer’s death, the ASO presents an all-Beethoven
program showcasing several rarely performed scores from the composer’s oeuvre.
Experience early and late works, such as Calm Sea and Prosperous Voyage, that reveal
the unmistakable qualities of Beethoven's genius.

January 29, 2027 | 8PM at Carnegie Hall

Strauss’s Intermezzo

Richard Strauss’s Intermezzo is a charming, comic opera inspired by episodes from
the composer’s own life. Blending wit, warmth, and lyrical refinement, this comedic
masterpiece offers a rare glimpse into Strauss’s lighter compositional side.

April 1, 2027 | 8PM at Carnegie Hall

For more information and tickets, please visit our website: americansymphony.org

ASO Online

americansymphony.org/online

In addition to our live performances, the ASO provides digital content on our streaming platform,
ASO Online. Contentincludes live video recordings of Bard SummerScape operas, video recordings
from our live chamber performances, and shortfilms, all of which you can enjoyinyourhome forfree.
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