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  Fortuna imperatrix mundi 
    O Fortuna
    Fortune plango vulnera 
  I. Primo vere
    Veris leta facies 
    Omnia sol temperat 
    Ecce gratum
    Uf dem anger
    Tanz
    Floret silva nobilis 
    Chramer, gip die varwe mir
    Reie—Swaz hie gat umbe 
    Were diu werlt alle min
  II. In taberna
    Estuans interius
    Cignus ustus cantat: Olim lacus colueram 
    Ego sum abbas
    In taberna quando sumus
  III. Cour d’amours 
    Amor volat undique 
    Dies, nox et omnia 
    Stetit puella
    Circa mea pectora
    Si puer cum puellula 
    Veni, veni, venias
    In trutina
    Tempus est iocundum 
    Dulcissime
    Blanziflor et Helena 
     Ave formosissima
       Fortuna imperatrix mundi 
     O Fortuna
    
    Lynn Eustis, soprano
    Christopher MacRae, tenor
    James Demler, baritone
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PROGRAM NOTES
by David Hoose

Hyperprism
Edgard Varèse

When I was a freshman at music school, I got drafted into the orchestra to play ninth 
horn in a performance of Edgard Varèse’s Arcana. Varèse was to come to the school 
as part of a residency and celebration of his music, but he died only a couple of weeks 
before the festival. Although I never met this man of whom I had only recently heard, 
the experience of playing and hearing the fifteen-minute Arcana rattled my musical 
horizons. It didn’t breathe like any music I knew. It convulsed and exploded into shards 
of crystals, “different shapes or groups of sounds constantly changing in shape, 
direction, and speed, attracted and repulsed by various forces.”1 As a young composer, I 
had just begun to listen to Stravinsky and Schoenberg, and this was an entirely different 
thing, closer to Stravinsky than Schoenberg, but really close to neither. And it wasn’t 
even new music: at that time, Arcana was more than forty years old. This wild music 
struck me as an utterly fresh way of thinking about music. Although I now know a great 
deal more music than I did when I was eighteen, Varèse’s voice still sounds as fresh as 
anything I’ve ever heard. He wrote, “Music, which should pulsate with life, needs new 
means of expression.”2 Its means were certainly unexpected, and—wow—did it pulsate 
with life. 

Later that same school year, the Oberlin Wind Ensemble took Varèse’s even more far-
reaching Déserts, for winds, percussion, and electronic tape, on a concert tour of small 
towns in eastern Ohio and western Pennsylvania. After the first couple of evenings of 
unsure boos and tepid applause, the conductor began introducing the piece by inviting 
the listeners not to worry too much about what they were hearing, not to try to figure it 
out, and not to judge it. He counseled in his cheery voice, “Just let the music wash over 
you.” Kenneth Moore’s permission helped, and those audiences responded with much 
more enthusiasm. And his counsel may still be apt. One person’s fresh is another’s 
alien, better observed than befriended.

After that introduction to Varèse’s world, I assumed I’d hear much more of his music, 
but I didn’t. It turns out that he wasn’t prolific, and only fourteen works were ever 
published. And almost all of these were for non-standard combinations of instruments 
that continue to make them difficult and expensive to program. Arcana, like his other 
astounding orchestral work, Amériques, is for gargantuan orchestra; one composition, 
Ecuatorial, is scored for choir of low bass voices, brass, piano, organ, two Ondes 
Martinots, and a bevy of percussion; most of his music includes no strings (he hated 
vibrato); and one of his most important works, Ionisation, is for thirteen percussionists 
alone. Only the solo flute piece, Density 21.5, and Octandre (which the Boston University 
Wind Ensemble will perform later this season) are really practical. 

Consequently, Varèse’s music has been heard less by audiences than by composers, 
many of whose own voices can be traced directly back to his ground-breaking work. 
These composers, including Luciano Berio, Milton Babbitt, Pierre Boulez, Mario 
Davidovsky, Olivier Messiaen, Iannis Xenakis, Krzystof Penderecki, and Frank Zappa 
(one of the most enthusiastic advocates), heard in Varèse’s music a new path, a 
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“liberation of sound,” and many of today’s composers continue to be influenced by this 
music.

Very few of Varèse’s compositions are long, and one of the shortest is Hyperprism. 
Violence dominates its brief span, especially in the percussion outbursts and the 
extreme registers of the wind instruments. Piccolo and little clarinet screeches pit 
against the trombone growls and percussion convulsions. The tenor trombone leads 
with oratorical hysteria, and the two woodwinds respond, first separately and shackled 
together. Suddenly everything quiets, and ominous percussion thumps suggest that 
what has come before was simply introductory, and that the piece is just about to 
really begin. Affirming that impression, the three horns cry out heroically, but the 
other instruments cut them off with a terrifying sustained chord, the percussion 
build thunderously, and the piece abruptly stops. The large shape of Varèse’s music 
frequently surprises, but Hyperprism is one of the most startling, its ritual halted before 
it has completely established itself. I am certain Varèse would not have thought of it 
this way, but this music may sound like an introduction to something else. What that 
something else is could be most anything, as long as it’s fresh.

Hyperprism is scored for flute (doubling piccolo), E-flat clarinet, two trumpets, three 
horns, two trombones, and ten percussionists who preside over a large collection of 
instruments—sleigh bells, Indian drum, lion’s roar, anvil, tambourine, slap stick, bass 
drum, snare drum, suspended cymbal, crash cymbals, ratchets, triangle, Chinese 
blocks, tam-tam, and a favorite of the composer’s, the siren. Varèse composed 
Hyperprism between 1923 and 1924, nearly ninety years ago.
 
The Warriors—Music to an Imaginary Ballet
Percy Grainger

As succinct as Edgard Varèse’s catalogue is, Percy Grainger’s is voluminous. John Bird’s 
biography of Grainger3 takes twenty-one pages to list his more than 1,200 original 
compositions. Grainger, like Bartók and Vaughan Williams, was devoted to collecting, 
transcribing, and cataloguing the creativity of indigenous music, so many of these 
compositions are his highly creative takes on folk-songs, some for voices and some 
for instrumental ensemble. But there are also many original works for chorus, for wind 
ensemble (Grainger, a spectacular and very well-known pianist, also spent two years 
during the First World War playing saxophone and oboe in a military band), and for 
piano. He composed only twelve original works for orchestra, the largest of which—in 
every sense—is The Warriors.

Like much in Grainger’s life, The Warriors is surrounded by some mystery. Why 
does this music, often upbeat and dizzying, have such a violent title? The conductor 
Thomas Beecham had approached Grainger to discuss a possible ballet score for 
the Diaghilev Company, but Beecham seems never to have followed through with a 
scenario. Nonetheless, Grainger proceeded to compose his twenty-minute score. He 
disliked later attempts to retrofit it as a ballet. Some people contended that the music 
was in response to the First World War, but Grainger insisted that it could not have 
been, claiming to have begun it in 1912. But Grainger, like Ives (with whom he shared 
quirkiness), not only extensively revised his music but also frequently revised the 
composition dates, perhaps to give the impression of even greater originality. Grainger 
wrote a program note about The Warriors, but this, too, went though substantive 
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changes, including important reinterpretations of what the music meant. The note that 
he finally settled on and is printed in the score reads:

The Warriors, which is dedicated to Frederick Delius, was begun in London in 
December of 1913 [Grainger is inconsistent on this date, too.] and ended in 
San Francisco in December 1916, the bulk of it being composed in London and 
New York.

No definite program or plot underlines the music, though certain mind pictures 
set it going. Often the scenes of a ballet have flitted before the eyes of my 
imagination in which the ghosts of male and female warrior types of all times 
and places are spirited together for an orgy of war-like dances, processions, and 
merry-makings broken, or accompanied, by amorous interludes; their frolics tinged 
with just that faint suspicion of wistfulness all holiday gladness wears. I see the 
action of the ballet shot through, again and again, with the surging onslaughts of 
good-humoredly mischievous revelers who carry all before them in the pursuit of 
voluptuous pleasures. At times the lovemakers close at hand hear from afar the 
proud passages of harnessed fighting-men, and for the final picture I like to think 
of them all lining up together in brotherly fellowship and wholesale animal glee; 
all bitter and vengeful memories vanished, all hardships forgot, a sort of Valhalla 
gathering of childishly overbearing and arrogant savage men and women of all 
the ages;—the old Greek heroes with fluttering horse-haired helms, shining black 
Zulus, their perfect limbs lit with fire-red blossoms, flaxenhaired Vikings clad in 
scarlet and sky-blue, lithe bright Amazons in wind swept garments side by side 
with squat Greenland women in ornately patterned furs; Red Indians resplendent in 
bead-heavy dresses and negrito Fijians terrible with sharks’ teeth ornaments, their 
wooly hair dyed pale ochre with lime, graceful cannibal Polynesians of both sexes, 
their golden skins wreathed with flowers and winding tendrils;—these and all the 
rest arm in arm in a united show of gay and innocent pride and animal spirits, fierce 
and exultant.

His note is certainly vivid enough to be applicable to this eccentric, engaging music. 
But it may also reflect Grainger himself as much as his composition. He led a colorful 
personal life, to say the least. His father was largely absent and quite promiscuous, 
giving his wife syphilis that ultimately contributed to her debilitating mental 
instability. Grainger’s mother was alternatively harshly disciplining and doting, and 
she did everything possible to control his life, including choosing his sexual mates 
and then driving them away with her attachment to her son. Their extremely close 
relationship—they lived together until her death—eventually led to public and private 
rumors (apparently unfounded) of an incestuous relationship and, in their wake (and 
her mental decline), she jumped from the eighteenth floor of a New York skyscraper. 
Strong racism, too, ran in Grainger’s family, and it only deepened with his obsession 
with Nordic culture. More unusual, however, was his passion for self-flagellation, an 
obsession of which his mother was fully aware and which undoubtedly did not help 
his relationships with possible life partners. Rereading Grainger’s note in this light may 
suggest that more than a charming picture lies beneath his description.

The Warriors is thrilling, unpredictable music, jumping freely from the goofy to the 
touching, (occasionally) violent, and (often) giddily chaotic. Were its harmonic 
language much more chromatic, the music would invoke the controlled pandemonium 
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of Charles Ives. The Warriors does include some Ivesian trademarks, including multiple 
layers of music traveling in different tempi (requiring two conductors) and the call of a 
distant brass band (requiring yet another conductor). 

The score’s daunting instrumentation requires piccolo, two flutes, two oboes, English 
horn, bass oboe (an entirely different beast than the English horn), two clarinets, bass 
clarinet, two bassoons, contrabassoon, six horns, four trumpets, three trombones, tuba, 
the off-stage band that includes two each of trumpets, horns, and trombones, and a 
full string section. To that already large ensemble is added two harps, celesta, and a 
huge group of percussion instruments, mostly pitched percussion, including timpani, 
xylophone, glockenspiel, steel marimba, wooden marimba, bells, chimes, snare drum, 
tambourine, cymbals, bass drum, gong, castanets, and woodblock. To top it off, 
The Warriors calls for three pianos. The composer suggests six or nine pianos, or even 
more if three aren’t loud enough, and there is even a photograph4 showing a 1930 
performance by the Chicago Musical College at the Chicago Civic Opera House, with a 
full orchestra that includes thirty pianists playing nineteen pianos! (This performance 
will include only a modest three). It is therefore no surprise that this spectacular music 
is infrequently performed. There is no record of its having been heard in Boston since 
January of 1925, when Grainger conducted the People’s Symphony Orchestra of Boston 
in the second public performance. Where that performance took place is unclear. 

Percy Grainger appended the score with an informal analysis that is directed toward 
the musicians, but may also guide the listener:

Fifteen distinct themes and motives (none of them of a traditional or popular origin, 
and none of them used as “leit-motivs” or with any “program-music” significance 
of any kind) occur during the eighteen minute duration of the work, in which, 
though cast in one continuous movement, the following divisions of mood and 
tempo are clearly…traced:

1. Fast. Martial or dance-like in character.
2. Slow and langorous.
3. Fast. Begins in the dance spirit but gradually becomes broader and more   
 “flowing” in style. In this section most of the thematic material of the entire  
 work is subjected to various kinds of treatment and development.
4. Slow pastoral melody on the bass oboe, accompanied by tremolo of muted 
 strings and by a staccato organ-point consisting of harp harmonics and 
 piano strings struck by marimba mallets.
5. Slow langorous music (similar to section 2) on the platform. At the same 
 time snatches of quick martial music are faintly heard from behind the 
 platform.
6. Dance orgy, beginning very gently but working up to a high pitch of   
 commotion and excitement. During this section…different instrumental 
 groups…are harmonically independent of each other. 
7. Climax. The chief theme of the composition is given forth slowly and 
 majestically by the full orchestra.
8. The dance orgy is resumed with vigor, but is broken off suddenly while at 
 its height, whereupon the work ends with an abrupt anticlimax.
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Carmina Burana
Carl Orff

Do the personalities, beliefs, and proclivities of creative artists have bearing on the 
quality of their work? We sometimes think so, and we think of J.S. Bach, Heinrich 
Schütz, and Franz Joseph Haydn, all devout men, as exemplars of a good life married 
to the greatest in art. But what of those more scurrilous or troubled artists? Should 
our judgments about their creations be swayed by what we know of them as people? 
Perhaps. Perhaps not. Should we—and can we—evaluate their art divorced from 
what we know of their personal lives, lives that were filled both with knowing and 
with unknowing choices? Or may we hold them (and their work) accountable to a 
hindsight that only we may have? Edgard Varèse was an anti-Semite. Percy Grainger 
was one, too, and he was riddled with sexual habits that might scare anyone. Dmitri 
Shostakovich and Sergei Prokofiev each responded to political pressures in varying 
degrees of strength. And there are Salvador Dalí, Frank Sinatra, Ernest Hemmingway 
and, most dramatic of all, Richard Wagner, and Ludwig van Beethoven. Perhaps we are 
fortunate not to have met any of these artists, since we may not have liked them at all, 
even as we may have been pulled into their spells.

Carl Orff, too, is a troubling mystery, partly of circumstance and partly of his own 
doing. He was, most lastingly, a brilliant innovator in music education whose 
understanding of the natural physical capabilities of school children as an entrance to 
music making still influences the teaching of music today. He was a largely self-made 
composer who was uninterested in anything but music, music theater music and music 
education. And he was a man who thrived in Germany during the Second World War. 
Today, Carl Orff is seen either as an indirect target of the Nazis who heard in his music 
the kind of art they endorsed or, at the other extreme, as a German National Socialist 
who cultivated every opportunity afforded him, regardless of its implications. His 
post-War reluctance to discuss anything but his music did not help the view of him as 
a person and artist. Even when he did speak about his life in Germany during the Nazi 
regime, he tended to indulge in history rewrites that cast himself in more favorable 
light than perhaps warranted. 

There is no evidence that Orff actively subscribed to the tenets or actions of Nazism, 
or to any racial aversions (one of the artists who had the greatest influence on him, 
and whose work he set with great commitment, was the poet Franz Werfel), but three 
things have, for his critics, cast a shadow on his political, personal, and professional 
life. First, eager for his education design, Schulwerk, to be adopted by the government 
for use in the schools, Orff overtly courted party officials who were in a position to 
help him. Second, he accepted an offer from the Nazis to compose incidental music for 
A Midsummer Night’s Dream that could replace that of the Jewish Felix Mendelssohn. 
Though he later said that this music had been conceived years earlier, and that it had 
been born of a desire to bring a fresh aesthetic to the theater, his apparent awareness 
of the purpose of the commission made his decision at best distasteful, especially 
since many other composers had already declined the invitation. Regardless of his own 
motivation—consciously political, opportunistic, or a legitimate rethinking of German 
theater—his taking advantage of an offer fraught with such a clearly stated despicable 
purpose did his reputation no good.

Third, some of the most pointed questions arose around Carmina Burana itself, the 
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composition that made him famous and that has become one of the most well-known 
and popular choral compositions in the literature. To some, the hypnotic seductions of 
the music’s primal energy are disturbing, as they seem to embody the very qualities 
the Nazis sought—strength through uniformity, unshakeable simplicity, music devoid 
of corrupt atonality, and expression that could provoke an immediate and uninhibited 
response. Richard Taruskin, ever the uninhibited musicologist, said that, “aesthetics or 
not, Carmina Burana to me is fascist music.”

Immediately after its premiere in 1937, however, Carmina Burana came under criticism 
from Nazi officials themselves. This was not distinctly German music (though neither 
was it distinctly non-German), and its musical language, while tonal, smacked of exotic 
Asian cultures and the radical music of Igor Stravinsky. Further, only a few of the texts 
were in German, and most of them were in a polyglot of Latin, middle-high German 
and mediaeval French. Worst of all, the words were unabashedly hedonistic, filled with 
eroticism that was simply pornographic to the regressive and rigid party officials. Even 
as Orff’s work began to be accepted and embraced in Germany, questions persisted. 
In 1944, Reich Propaganda Minister Goebbels wrote, “Carmina Burana exhibits beauty, 
and if we could get him to do something about his lyrics, his music would certainly be 
very promising.” Of course, the texts for Orff’s Catulli carmina, that he composed six 
years later, were even more sexual than those in Carmina Burana.

Carl Orff found inspiration for his cantata in an 1884 translation of forty-six of the 
more than 320 13th-century poems that had been discovered in a southern Bavarian 
monastery in 1803. With the help of Michel Hoffmann, a poet and law student fluent 
in Greek and Latin, he chose twenty-four that would become the basis of his music-
theater composition, Carmina Burana: Cantiones profanae contoribus et choris cantandae 
comitantibus instrumentis atque imaginibus magicis (Songs of Beuern; secular songs 
for singers and chorus to be sung together with instruments and magic images). 
The collection of mostly brief poems was the product of what are now referred to 
as “Wandering Scholars,” who travelled from university town to university town, 
commenting in song and verse, with considerable freedom, upon the foibles of life. The 
320 poems fall into four categories: satricial and moralizing verses (carmina moralia), 
verses of love and springtime (carmina veris et amoris), gambling and drinking songs 
(carmina lusorum et potatorum), and religious songs (carmina divina). From these 
groups, Orff chose only from the first three, and any religious references in the chosen 
poems satirize the authority of the church.

Carmina Burana is in twenty-four movements that group into five grand scenes. Two 
large sections frame three central sections that, in turn, focus on Spring, the Tavern, 
and Love. The introductory section, O Fortuna, evokes the ever-fickle nature of 
fate—shifts from joy to anger, or from optimism to despair—that blithely twists the 
meditations on nature, drinking and lust; the final section comes full circle, caught in 
the ever rotating clock of life. 

Orff’s response to the often torrid lyrics was one of emotional remove, and he 
composed music both formal and static, even though the music’s physical thrust is 
inescapable. Out of a desire to develop a world of “total theater,” one unifying words, 
music, and movement, he created something at once ancient and quite bold. Carmina is 
ritualistic theater, both Asian and Greek, with scenes like frozen poses. It is also almost 
without detail, either subtle shifts in the musical fabric that could underscore motion 
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(or emotion), or even counterpoint, chromaticism, or traditional musical development. 
The rhythmic tension and fluidity that drive Stravinsky’s Oedipus Rex and Les noces, 
two works that greatly affected Orff’s musical thinking, are absent. In its place is pure 
architecture, a radical simplicity. That music so lacking adornment can pack such a 
wallop is startling.

Orff created two versions of Carmina Burana. The smaller one, likely the more familiar 
to concertgoers, includes soprano, tenor and baritone soloists, a large chorus, a small 
chorus, a children’s chorus (Ragazzi), two pianos, and a full array of percussion that 
consists of timpani, three glockenspiels, xylophone, castanets, ratchet, sleigh bells, 
triangle, antique cymbals, crash and suspended cymbals, tam-tam, bells, chimes, snare 
drum, tamburo basco, and bass drum. The original, full orchestra version opens a very 
different world. In addition to the soloists, choruses, pianos, and percussion of the 
smaller version, this extravaganza includes three flutes (one doubling on piccolo), three 
oboes (one on English horn), three clarinets (one also playing E-flat clarinet, and one 
playing bass clarinet), two bassoons, contrabassoon, four horns, three trumpets, three 
trombones, tuba, and celesta, and a full complement of strings. 

Both versions are extremely, if differently, effective. The piano-percussion version 
inherits some of the knife-like edge of Les noces. The full orchestra version is 
overwhelming in its physicality. Orff’s preference for the larger version may have been 
aesthetic, but it may also have been tied to the larger royalties he could anticipate from 
those performances. It is also possible that he feared that the piano-percussion version 
would invite too close a comparison with Les noces. The comparisons, however, are only 
skin deep, for the two works have very little in common beyond a surface sonority and 
their stylized rituals. In either version, Carmina Burana is one of a kind.

In 1954, on November 19, in Symphony Hall, and then on November 21, in Carnegie 
Hall, Leopold Stokowski led the first east coast performances of Carmina Burana. The 
orchestra was the Boston University Orchestra, and the chorus, the Boston University 
Chorus. A photograph of Mr. Stokowski, impeccably dressed, working with the 
timpanist (also impeccably dressed) hangs in the lobby of CFA Concert Hall at 855 
Commonwealth Avenue.

1. Lecture at Princeton University, 1959, as cited in “Varèse: A Sketch of the Man and   
 His Music,” Chou Wen-Chung, The Musical Quarterly, Vol. 52, No. 2, April 1966.
2.  391, No. 5, June 1917, New York, as cited in “Varèse: A Sketch of the Man and His    
 Music,” Chou Wen-Chung, The Musical Quarterly, Vol. 52, No. 2, April 1966.
3.  John Bird, Percy Grainger. Oxford University Press, 1999.
4.  The Grainger Museum.
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Texts and Translations

Carmina Burana– Cantiones profanae
Carl Orff

Fortuna imperatrix mundi 

O Fortuna

O Fortuna,
velut Luna
statu variabilis, 
semper crescis
aut decrescis;
vita detestabilis,
nunc obdurat,
et tunc curat
ludo mentis aciem, 
egestatem, 
potestatem 
dissolvit ut glaciem.

Sors immanis
et inanis,
rota tu volubilis, 
status malus,
vana salus
semper dissolubilis, 
obumbrata
et velata
michi quoque niteris; 
nunc per ludum 
dorsum nudum
fero tui sceleris.

Sors salutis
et virtutis
michi nunc contraria,
est affectus
et defectus,
semper in angaria.
Hac in hora
sine mora
corde pulsum tangite; 
quod per sortem
sternit fortem,
mecum omnes plangite!

Fortune Empress of the World

O Fortune, 
Like the moon 
You are changeable, 
ever waxing 
and waning; 
hateful life, 
first oppresses, 
and then soothes 
as fancy takes it, 
poverty,
and power 
it melts them like ice. 

Fate, monstrous 
and empty, 
you whirling wheel, 
you are malevolent, 
well-being is in vain 
and always fades to nothing, 
shadowed 
and veiled 
you plague me too; 
now through the game 
I bring my bare back 
to your villainy. 

Fate is against me
in health 
and virtue, 
driven on 
and weighted down, 
always enslaved.
So at this hour 
without delay 
pluck the vibrating strings; 
since Fate
strikes down the strong man, 
everyone weep with me!
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Fortune plango vulnera 

Fortune plango vulnera 
stillantibus ocellis, 
quod sua michi munera 
subtrahit rebellis. 
Verum est, quod legitur 
fronte capillata,
sed plerumque sequitur

Occasio calvata.

In Fortune solio 
sederam elatus, 
prosperitatis vario 
flore coronatus; 
quicquid enim florui 
felix et beatus,
nunc a summo corrui 
gloria privatus. 

Fortune rota volvitur: 
descendo minoratus; 
alter in altum tollitur; 
nimis exaltatus
rex sedet in vertice, 
caveat ruinam!
Nam sub axe legimus 
Hecubam reginam.

I. Primo Vere

Veris Leta Facies

Veris leta facies 
mundo propinatur, 
hiemalis acies
victa iam fugatur;
in vestitu vario
Flora principatur, 
nemorum dulcisono 
que cantu celebratur.

Flore fusus gremio 
Phoebus novo more 
risum dat, hoc vario
iam stipate flore 
Zephyrus nectareo 

I bemoan the wounds of Fortune 
with weeping eyes,
for the gifts she made me
she perversely takes away.
It is written in truth,
that she has a fine head of hair,
but, when it comes to seizing an 
 opportunity, 
she is bald.

On Fortune’s throne
I used to sit raised up,
crowned with
the many-colored flowers of prosperity; 
though I may have flourished
happy and blessed,
now I fall from the peak
deprived of glory.

The wheel of Fortune turns: 
I go down, demeaned; 
another is raised up;
far too high up 
sits the king at the summit, 
let him fear ruin!
For under the axis is written
Queen Hecuba.

I. Spring

The merry face of spring 
turns to the world,
sharp winter
now flees vanquished; 
bedecked in various colors 
Flora reigns,
the harmony of the woods 
praises her in song. 

Lying in Flora’s lap 
Phoebus once more 
smiles, now covered
in many-colored flowers,
Zephyr breathes nectar- 
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spirans in odore.
Certatim pro bravio 
curramus in amore.

Cytharizat cantico 
dulcis Philomena,
flore rident vario
prata iam serena,
salit cetus avium
silve per amena,
chorus promit virginum 
iam gaudia millena.

Omnia Sol temperat

Omnia Sol temperat, 
purus et subtilis, 
novo mundo reserat 
facies Aprilis,
ad Amorem properat 
animus herilis,
et iocundis imperat 
deus puerilis.

Rerum tanta novitas 
in solemni vere
et veris auctoritas 
iubet nos gaudere; 
vias prebet solitas, 
et in tuo vere
fides est et probitas
tuum retinere.

Ama me fideliter! 
Fidem meam nota: 
de corde totaliter
et ex mente tota, 
sum presentialiter 
absens in remota. 
Quisquis amat taliter, 
volvitur in rota.

Ecce gratum

Ecce gratum
et optatum
Ver reducit gaudia, 
purpuratum

scented breezes.
Let us rush to compete 
for love’s prize. 

In harp-like tones sings
the sweet nightingale,
with many flowers
the joyous meadows are laughing, 
a flock of birds rises up
through the pleasant forests,
the chorus of maidens
already promises a thousand joys. 

The sun warms everything,
pure and gentle,
once again it reveals to the world 
April’s face,
the soul of man
is urged towards love
and joys are governed
by the boy-god.

All this rebirth
in spring’s festivity
and spring’s power
bids us to rejoice;
it shows us paths we know well, 
and in your springtime
it is true and right
to keep what is yours.

Love me faithfully!
See how I am faithful: 
With all my heart
and with all my soul,
I am with you
Even when I am far away. 
Whoever loves this much,
turns on the wheel.

Behold the pleasant
and longed-for
spring brings back joyfulness, 
violet flowers
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floret pratum,
Sol serenat omnia, 
iamiam cedant tristia! 
Estas redit,
nunc recedit
Hyemis sevitia.

Iam liquescit
et decrescit
grando, nix, et cetera, 
bruma fugit,
et iam sugit
Ver Estatis ubera;
illi mens est misera, 
qui nec vivit,
nec lascivit
sub Estatis dextera.

Gloriantur
et letantur
in melle dulcedinis 
qui conantur
ut utantur
premio Cupidinis; 
simus jussu Cypridis 
gloriantes
et letantes
pares esse Paridis.

Uf Dem Anger

Tanz  

Floret silva nobilis

Floret silva nobilis  
floribus et foliis.  
ubi est antiquus 
meus amicus? 
Hinc equitavit.  
Eia, quis me amabit? 
 
Floret silva undique,  
nach mime gesellen ist mir we.  
Gruonet der walt allenthalben,  
wa ist min geselle also lange?  
Der ist geriten hinnen.  
O wi, wer sol mich minnen? 

fill the meadows,
the sun brightens everything, 
sadness is now at an end! 
Summer returns,
now withdraw
the rigors of winter. 

Now melts
and disappears
ice, snow, and the rest,
winter flees,
and now spring 
sucks at summer’s breast; 
a wretched soul is he
who does not live,
or lust
under summer’s rule.

They glory
and rejoice
in honeyed sweetness 
who strive
to make use of
Cupid’s prize;
At Venus’ command
let us glory
and rejoice
in being Paris’ equals. 

In the Spring

Dance

The noble woods are burgeoning
with flowers and leaves.
Where is the lover
I knew?
He has ridden off.
Oh, who will love me?

The woods are burgeoning all over,
I am pining for my lover.
The woods are turning green all over,
why is my lover away so long?
He has ridden off.
Oh woe, who will love me?
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Chramer, gip die varwe mir

Chramer, gip die varwe mir  
die min wengel roete,  
damit ich die jungen man  
an ir dank der minnenliebe noete.  
Seht mich an, jungen man!  
Lat mich iu gevallen!  

Minnet tugentliche man,  
minnechliche frouwen!  
Minne tuot iu hoch gemuot  
unde lat iuch in hohen eren schouwen.  
Seht mich an, jungen man!  
Lat mich iu gevallen!  

Wol die, werlt, das du bist  
also freudenriche!  
Ich wil dir sin undertan  
durch din liebe immer sicherliche.  
Seht mich an, jungen man!  
Lat mich iu gevallen!  

Reie 

Swaz hie gat umbe

Swaz hie gat umbe,  
daz sint allez megede,  
die wellent an man  
alle disen sumer gan.  
 
Chume, chum, geselle min, 

Chume, chum, geselle min,  
ih enbite harte din,  
ih enbite harte din, 
chume, chum, geselle min.  
Suozer rosenvarwer munt,  
chum unde mache mich gesunt,  
chum unde mache mich gesunt,  
suozer rosenvarwer munt. 

Swaz hie gat umbe

Swaz hie gat umbe,  
daz sint allez megede,  
die wellent an man  

Shopkeeper, give me color
to make my cheeks red,
so that I can make the young men
love me against their will.
Look at me, young men!
Let me please you!

Good men, love
women worthy of love!
Love ennobles your spirit
and gives you honor.
Look at me, young men!
Let me please you!

Hail, world,
so rich in joys!
I will be obedient to you
because of the pleasures you afford.
Look at me, young men!
Let me please you!

Round Dance

Those who go round and round
are all maidens,
they want to do without a man
all summer long.

Come, come, my love,
I long for you,
I long for you,
come, come, my love.
Sweet rose-red lips,
come and make me better,
come and make me better,
sweet rose-red lips.

Those who go round and round
are all maidens,
they want to do without a man
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alle disen sumer gan. 

Were diu werlt alle min

Were diu werlt alle min  
von dem mere unze an den Rin,  
des wolt ih mih darben  
daz diu chunegin von Engellant  
lege an minen armen.
 
II. In Taberna

Estuans interius

Estuans interius 
ira vehementi,  
in amaritudine  
loquor meae menti;   
factus de materia,  
cinis elementi,  
similis sum folio,
de quo ludunt venti.  

Cum sit enim proprium  
viro sapienti  
supra petram ponere  
sedem fundamenti,  
stultus ego, comparor  
fluvio labenti, 
sub eodem tramite  
numquam permanenti.  

Feror ego veluti  
sine nauta navis, 
ut per vias aeris  
vaga fertur avis;  
non me tenent vincula,  
non me tenet clavis;  
quaero mihi similes,  
et adiungor pravis. 
 
Mihi cordis gravitas  
res videtur gravis;  
iocus est amabilis  
dulciorque favis;
quicquid Venus imperat,  
labor est suavis,  
quae numquam in cordibus  

all summer long.

Were all the world mine
from the sea to the Rhine,
I would starve myself of it
so that the Queen of England
might lie in my arms.

II. In the Tavern

Burning inside
with violent anger,
bitterly
I speak to my heart;
created from matter,
of the ashes of the elements,
I am like a leaf,
played with by the winds.

If it is the way
of the wise man
to build
foundations on stone,
then I am a fool, like
a flowing stream,
which in its course
never changes.

I am carried along
like a ship without a steersman,
and in the paths of the air
like a light, hovering bird;
chains cannot hold me,
keys cannot imprison me;
I look for people like me,
and join the wretches.

The heaviness of my heart
seems like a burden to me;
it is pleasant to joke
and sweeter than honeycomb;
whatever Venus commands,
is a sweet duty,
she never dwells
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habitat ignavis.  

Via lata gradior  
more iuventutis,  
implicor et vitiis  
immemor virtutis,  
voluptatis avidus  
Imagis quam salutis,  
mortuus in anima  
curam gero cutis. 

Olim lacus colueram

Cignus ustus cantat

Olim lacus colueram,  
olim pulcher exstiteram,  
dum cygnus ego fueram.  
Miser, miser!  
modo niger  
et ustus fortiter!   

Girat, regirat garcifer;  
me rogus urit fortiter;  
propinat me nunc dapifer. 
Miser, miser!  
Modo niger  
et ustus fortiter!  

Nunc in scutella iaceo,  
et volitare nequeo;  
dentes frendentes video.  
Miser, miser!  
modo niger  
et ustus fortiter!  

Ego sum abbas

Ego sum abbas Cucaniensis  
et consilium meum est cum bibulis,  
et in secta Decii voluntas mea est, 
et qui mane me quaesierit in taberna 
 
post vesperam nudus egredietur,  
et sic denudatus veste clamabit:  

Wafna, wafna! 
Quid fecisti, Sors turpissima?  

in a lazy heart.

I travel the broad path
as is the way of youth,
I give myself to vice,
unmindful of virtue,
am eager for the pleasures of the flesh
more than for salvation,
my soul is dead,
so I shall look after the flesh.

The roasted swan sings

Once I lived on lakes,
once I looked beautiful
when I was a swan.
Misery me!
Now black
and roasting fiercely!

The servant is turning me on the spit;
I am burning fiercely on the pyre:
the steward now serves me up.
Misery me!
Now black
and roasting fiercely!

Now I lie on a plate,
and cannot fly anymore,
I see bared teeth. 
Misery me! 
Now black
and roasting fiercely!

I am the abbot of Cockaigne
and my assembly is one of drinkers,
and I wish to be in the order of Decius,
and whoever searches me out at the tavern
 in the morning
after Vespers he will leave naked,
and thus stripped of his clothes he will call 
 out:
Woe, woe! 
What have you done, vilest Fate?
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The joys of my life
you have taken all away!

When we are in the tavern,
we do not think how we will go to dust,
but we hurry to gamble,
which always makes us sweat.
What happens in the tavern,
where money is host,
you may well ask,
and hear what I say.
Some gamble, some drink,
some behave loosely.
But of those who gamble,
some are stripped bare,
some win their clothes here,
some are dressed in sacks.
Here no one fears death,
but they throw the dice in the name of 
 Bacchus.
First of all it is to the wine merchant
the libertines drink;
one for the prisoners,
three for the living,
four for all Christians,
five for the faithful dead,
six for the loose sisters,
seven for the footpads in the wood,
eight for the errant brethren,
nine for the dispersed monks,
ten for the seamen,
eleven for the squabblers,
twelve for the penitent,
thirteen for the wayfarers.
To the Pope as to the king
they all drink without restraint.
The mistress drinks, the master drinks,
the soldier drinks, the priest drinks,
the man drinks, the woman drinks,
the servant drinks with the maid,
the swift man drinks, the lazyman drinks,
the white man drinks, the black man drinks,
the settled man drinks, the wanderer 
 drinks,
the stupid man drinks, the wise man drinks,
the poor man drinks, the sick man drinks,

Nostrae vitae gaudia  
abstulisti omnia! 

In taberna quando sumus

In taberna quando sumus,  
non curamus quid sit humus,  
sed ad ludum properamus,  
cui semper insudamus.  
Quid agatur in taberna,  
ubi nummus est pincerna,  
hoc est opus ut quaeratur,  
si quid loquar, audiatur.  
Quidam ludunt, quidam bibunt,  
quidam indiscrete vivunt.  
Sed in ludo qui morantur,  
ex his quidam denudantur,  
quidam ibi vestiuntur,  
quidam saccis induuntur. 
Ibi nullus timet mortem,  
sed pro Baccho mittunt sortem. 

Primo pro nummata vini  
ex hac bibunt libertini;  
semel bibunt pro captivis,  
post haec bibunt ter pro vivis,  
quater pro Christianis cunctis,  
quinquies pro fidelibus defunctis,  
sexies pro sororibus vanis,  
septies pro militibus silvanis,  
octies pro fratribus perversis,  
nonies pro monachis dispersis,  
decies pro navigantibus,  
undecies pro discordantibus,  
duodecies pro paenitentibus,  
tredecies pro iter agentibus.  
Tam pro papa quam pro rege  
bibunt omnes sine lege.  
Bibit hera, bibit herus,  
bibit miles, bibit clerus, 
bibit ille, bibit illa,  
bibit servus cum ancilla,
bibit velox, bibit piger,  
bibit albus, bibit niger,  
bibit constans, bibit vagus,  

bibit rudis, bibit magus,  
bibit pauper et aegrotus,  
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bibit exul et ignotus,  
bibit puer, bibit canus,  
bibit praesul et decanus,  
bibit soror, bibit frater,  
bibit anus, bibit mater,  
bibit ista, bibit ille,  
bibunt centum, bibunt mille. 
Parum sescentae nummatae  
durant cum immoderate  
bibunt omnes sine meta.  
Quamvis bibant mente laeta;  
sic nos rodunt omnes gentes,  
et sic erimus egentes.  
Qui nos rodunt confundantur  
et cum iustis non scribantur.  

III. Cour d’amours

Amor volat undique

Amor volat undique,  
captus est libidine.  
iuvenes, iuvenculae,  
coniunguntur merito.  

Siqua sine socio,  
caret omni gaudio;  
tenet noctis infima  
sub intimo  
cordis in custodia;  
fit res amarissima.

 
Dies, nox et omnia

Dies, nox, et omnia  
mihi sunt contraria;  
virginum colloquia  
me fay planszer,  
oy suvenz suspirer,  
plu me fay temer. 
  
O sodales, ludite,  
vos qui scitis dicite,  
mihi maesto parcite,  
grand ey dolur,  
attamen consulite,  

the exile drinks and the stranger,
the boy drinks, the old man drinks,
the bishop drinks and the deacon,
the sister drinks, the brother drinks,
the old lady drinks, the mother drinks,
this man drinks, that man drinks,
a hundred drink, a thousand drink.
Six hundred pennies would hardly
suffice if everyone
drinks immoderately and immeasurably.
However much they cheerfully drink
we are the ones whom everyone scolds,
and thus we are destitute.
May those who slander us be cursed
and may their names not be written 
 in the book of the righteous.

III. The Court of Love

Cupid flies everywhere,
seized by desire.
Young men, and women,
are rightly coupled.

The girl without a lover,
misses out on all pleasures;
she keeps the dark night
hidden
in the depth of her heart;
it is a most bitter fate.

Day, night, and everything
is against me;
the chattering of maidens
makes me weep,
and often sigh,
and, most of all, scares me.

Oh friends, you are making fun of me,
you do not know what you are saying,
spare me, sorrowful as I am,
great is my grief,
advise me at least,
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per voster honur. 
  
Tua pulchra facies,  
me fay planszer milies,  
pectus habens glacies.  
A ramender 
statim vivus  
fierem per un baser. 

Stetit puella

Stetit puella  
rufa tunica;  
si quis eam tetigit,  
tunica crepuit.  
Eia!  
 
Stetit puella,  
tamquam rosula;  
facie splenduit,  
os eius floruit.  
Eia! 

Circa mea pectora

Circa mea pectora  
multa sunt suspiria  
de tua pulchritudine,  
quae me laedunt misere.  
Manda liet, manda liet,  
min geselle  
chumet niet.  

Tui lucent oculi  
sicut solis radii,  
sicut splendor fulguris  
lucem donat tenebris.  
Manda liet, manda liet,  
min geselle  
chumet niet.  

Vellet Deus, vellent dii,  
quod mente proposui:  
ut eius virginea  
reserassem vincula.  
Manda liet, manda liet,  
min geselle  
chumet niet.  

by your honor.

Your beautiful face,
makes me weep a thousand times,
your heart is of ice.
As a cure,
I would be revived
by a kiss.

A girl stood
in a red tunic;
if anyone touched it,
the tunic rustled.
Eia!

A girl stood
like a little rose;
her face was radiant,
and her mouth in bloom.
Eia!

In my heart
there are many sighs
for your beauty,
which wound me sorely.
Mandaliet, mandaliet,
my lover
does not come.

Your eyes shine
like the rays of the sun,
like the flashing of lightening
which brightens the darkness.
Mandaliet, mandaliet,
my lover
does not come.

May God grant, may the gods grant
what I have in mind:
that I may loose
the chains of her virginity.
Mandaliet, mandaliet,
my lover
does not come.
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If a boy with a girl
tarries in a little room,
happy is their coupling.
Love rises up,
and between them
prudery is driven away,
an ineffable game begins
in their limbs, arms, and lips.

Come, come, oh come
do not let me die,
hycra, hycre, nazaza;
trillirivos!

Beautiful is your face,
the gleam of your eye,
your braided hair,
what a glorious creature!

Redder than the rose,
whiter than the lily,
lovelier than all others,
I shall always glory in you!

In the wavering balance of my feelings
set against each other
lascivious love and modesty.
But I choose what I see,
and submit my neck to the yoke;
I yield to the sweet yoke.

This is the joyful time,
oh maidens,
rejoice with them
young men!

Oh! Oh! Oh!
I am bursting out all over!
I am burning all over with first love!
New, new love is what I am dying of!

Si puer cum puellula

Si puer cum puellula  
moraretur in cellula,  
felix coniunctio.  
Amore succrescente,  
pariter e medio  
propulso procul taedio,  
fit ludus ineffabilis  
membris, lacertis, labiis. 

Veni, veni, venias

Veni, veni, venias,  
ne me mori facias,  
hyrca, hyrce, nazara;  
trilirivos!  
 
Pulchra tibi facies,  
oculorum acies, 
capillorum series;  
o quam clara species!  
 
Rosa rubicundior,  
Lilio candidior,  
omnibus formosior;  
semper in te glorior!
 
In trutina

In trutina mentis dubia  
fluctuant contraria  
lascivus amor et pudicitia.  
Sed eligo quod video,  
collum iugo praebeo;  
ad iugum tam suave transeo.
 
Tempus es iocundum

Tempus est iocundum,  
o virgines,  
modo congaudete  
vos iuvenes! 

Oh! Oh! Oh! 
Totus floreo!
Iam amore virginali!
Totus ardeo, novus, novus amor est,
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I am heartened
by my promise,
I am downcast 
by my refusal.

Oh! Oh! Oh!
I am bursting out all over! 
I am burning all over with first love!
New, new love is what I am dying of!

In the winter
man is patient,
the breath of spring
makes him lust.

Oh! Oh! Oh!
I am bursting out all over! 
I am burning all over with first love!
New, new love is what I am dying of!

My virginity
makes me frisky,
my simplicity
holds me back.

Oh! Oh! Oh!
I am bursting out all over! 
I am burning all over with first love!
New, new love is what I am dying of!

Come, my mistress,
with joy;
come, come, my pretty,
I am dying!

Oh! Oh! Oh!
I am bursting out all over! 
I am burning all over with first love!
New, new love is what I am dying of!

 quo pereo!

Mea me comfortat  
promissio,  
mea me deportat 
negatio.  

Oh! Oh! Oh! 
Totus floreo!
Iam amore virginali!
Totus ardeo, novus, novus amor est,
 quo pereo!

Tempore brumali  
vir patiens,  
animo vernali  
lasciviens. 

Oh! Oh! Oh! 
Totus floreo!
Iam amore virginali!
Totus ardeo, novus, novus amor est,
 quo pereo! 

Mea mecum ludit  
virginitas,  
mea me detrudit  
simplicitas.  

Oh! Oh! Oh! 
Totus floreo!
Iam amore virginali!
Totus ardeo, novus, novus amor est,
 quo pereo!

Veni, domicella,  
cum gaudio;  
veni, veni, pulchra,  
iam pereo.  

Oh! Oh! Oh! 
Totus floreo!
Iam amore virginali!
Totus ardeo, novus, novus amor est,
 quo pereo!
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Dulcissime

Dulcissime,  
totam tibi subdo me!
 
Blanziflor et Helena

Ave formosissima

Ave formosissima,  
gemma pretiosa, 
ave, decus virginum,  
virgo gloriosa,  
ave, mundi luminar,  
ave, mundi rosa,  
Blanziflor et Helena,  
Venus generosa. 

Fortuna imperatrix mundi 

O Fortuna

O Fortuna,
velut Luna
statu variabilis, 
semper crescis
aut decrescis;
vita detestabilis, 
nunc obdurat,
et tunc curat
ludo mentis aciem, 
egestatem, 
potestatem 
dissolvit ut glaciem.

Sors immanis
et inanis,
rota tu volubilis, 
status malus,
vana salus
semper dissolubilis, 
obumbrata
et velata
michi quoque niteris; 
nunc per ludum 
dorsum nudum
fero tui sceleris.

Sweetest one,
I give myself to you totally!

Blanchefleur and Helen

Hail, most beautiful one,
precious jewel,
hail, pride among virgins,
glorious virgin, 
hail, light of the world,
hail, rose of the world,
Blanchefleur and Helen,
noble Venus.

Fortune Empress of the World

O Fortune, 
Like the moon 
You are changeable, 
ever waxing 
and waning; 
hateful life, 
first oppresses, 
and then soothes 
as fancy takes it, 
poverty,
and power 
it melts them like ice. 

Fate – monstrous 
and empty, 
you whirling wheel, 
you are malevolent, 
well-being is in vain 
and always fades to nothing, 
shadowed 
and veiled 
you plague me too; 
now through the game 
I bring my bare back 
to your villainy. 
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Sors salutis
et virtutis
michi nunc contraria
est affectus
et defectus
semper in angaria.
Hac in hora
sine mora
corde pulsum tangite; 
quod per sortem
sternit fortem,
mecum omnes plangite!

Fate is against me
in health 
and virtue, 
driven on 
and weighted down, 
always enslaved.
So at this hour 
without delay 
pluck the vibrating strings; 
since Fate
strikes down the strong man, 
everyone weep with me!
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California Symphony Orchestra, New England Conservatory’s Symphony Orchestra, 
Wind Ensemble and Contemporary Ensemble, and the Shepherd School Symphony 
Orchestra.

David Hoose studied composition at the Oberlin Conservatory with Richard Hoffmann 
and Walter Aschaffenburg, and at Brandeis University with Arthur Berger and Harold 
Shapero. He studied horn with Barry Tuckwell, Robert Fries (Philadelphia Orchestra), 
Joseph Singer (New York Philharmonic), and Richard Mackey (Boston Symphony 
Orchestra), and his principal conducting study was with Gustav Meier at the Berkshire 
(Tanglewood) Music Center.
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Anthony Trecek-King, conductor

As Artistic Director of the Boston Children’s Chorus (BCC),  
Anthony Trecek-King shares his passion for choral music with a 
new generation of musicians. Since he joined in 2007, BCC has 
earned a reputation as an ensemble of high musical excellence. 
The Boston Globe calls the choir “angelic and dazzling,” while His 
Majesty King Abdullah II of Jordan heralds it as “superb.” Federico 
Cortese from the New England String Ensemble lauds BCC as “one 
of the emerging forces in Boston music life.” Under Mr. Trecek-
King’s leadership, BCC has performed with the Boston Pops under 
the direction of both John Williams and Keith Lockhart (who 
calls Mr. Trecek-King “extremely talented”) for the Fourth of July 
Celebration at the Esplanade.

As a conductor and clinician, Mr. Trecek-King has earned international acclaim 
conducting choirs and orchestras throughout Europe, the Middle East, and the 
Americas. His most recent activities have included conducting choirs and festivals 
in Germany, New Hampshire, North Carolina, Rhode Island, and Massachusetts. In 
March of 2013 Mr. Trecek-King will conduct the American Choral Directors Assocation 
(ACDA) National Junior High/Middle School Honor Choir in Dallas. Previously he 
has worked with the University of Cologne Chamber Choir, the National Youth Choir 
of Great Britain, members of the Schola Cantorum de Venezuela, the Juvenil Schola 
Cantorum, the University Simón Bolívar, Omaha Symphony Chamber Orchestra, and 
Polifonija, a state chorus of Lithuania, on a national tour highlighting American music. 
Additionally, Mr. Trecek-King also spent a semester in residence at the Technische 
Universität Braunschweig in Germany as a guest conductor of both choir and orchestra. 
He participated in both the Eric Ericson Masterclass in the Netherlands and the Eric 
Ericson Award, an international conducting competition, in Sweden.

At BCC, Mr. Trecek-King has established a unique music education curriculum that 
fosters independent thinking among young musicians. Students as young as seven 
develop musical skills, such as sight-reading and ear training. They also receive 
leadership and life-skills training, including mentoring, fundraising, running workshops, 
and giving back to the community through charity work.

Before joining BCC, Mr. Trecek-King was a Professor of Music at the University of 
Nebraska at Omaha and the Artistic Director of the Nebraska Choral Arts Society, the 
state’s oldest and largest community choral organization. He earned a B.A. in Cello 
Performance from the University of Nebraska at Omaha and a M.A. in Orchestral 
Conducting from Florida State University.  Currently he is completing his D.M.A. in 
conducting at the Boston University College of Fine Arts.  Born into an Air Force family 
from the South, Mr. Trecek-King spent most of his youth in North Dakota and Nebraska.
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Michele Adams, conductor

Michele Adams joined the Boston Children’s Chorus (BCC) in 
2007 as the first Assistant Artistic Director of the organization. 
She directs the innovative education program for urban singers and 
conducts three intermediate and advanced level choirs.  

A native of South Carolina, she has served as a music educator 
and conductor for students of various ages in Massachusetts, 
Nebraska, New York, Florida, and South Carolina. Prior to joining 
the BCC, Adams taught in the Omaha Public Schools and was a 
staff member of the Nebraska Choral Arts Society, conducting both 
intermediate and advanced level children’s choirs. She also served 
the American Choral Directors Association (ACDA) as a Repertoire and Standards 
Chair for the North Central Region. Adams was a lead teacher with Communities 
LinkUP!, a collaboration between Carnegie Hall and the Omaha Symphony Orchestra 
linking the symphony and its musicians with classrooms. Previously, she worked in the 
New York City Public Schools where she was an elementary music teacher, founded the 
choral program in her magnet school, and coordinated arts collaborations between the 
school and community. 

She completed a Master of Music in choral conducting at Florida State University 
where she studied conducting with Rodney Eichenberger and André Thomas and, 
earned a Bachelor of Music in music education from The University of South Carolina.  
Adams has also completed Level II Kodály certification and is continuing her Kodály 
training at New England Conservatory. 

Adams is active as an author, adjudicator, and speaker, most recently presenting an 
interest session on music literacy at the Eastern Division American Choral Directors 
Association in March 2012 and organizing and presenting a roundtable discussion 
on children’s choir education curriculums at the 2011 ACDA National Convention.  
She is the creator, organizer, and leader of Boston Children’s Chorus’ Professional 
Development Workshop for music educators.  

She and her husband, Nick, also serve as musicians in their church and have two 
daughters.
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Lynn Eustis, soprano

Lynn Eustis, soprano, joined the faculty at Boston University 
College of Fine Arts in fall 2012 as Associate Professor of Voice.  
From 1999–2012 she served on the voice faculty at the University 
of North Texas, where she was also Director of Graduate Studies 
in Music. She holds a Doctor of Music degree in opera from 
Florida State University, a Master of Music degree from the 
Curtis Institute of Music, and a Bachelor of Music degree from 
Bucknell University, Phi Beta Kappa.  

She appears regularly as a soloist with numerous professional 
organizations in works such as Gloria (Poulenc), Dona 
nobis pacem (Vaughan Williams), Mozart’s C Minor Mass, 
Carmina Burana (Orff), and Knoxville: Summer of 1915 (Barber).  She has been heard 
internationally with the Americke Jaro Festival (Czech Republic), the Compania Lirica 
Nacional (Costa Rica), and the Guangzhou Symphony (China).  Dr. Eustis has sung 
over thirty operatic roles, most notably the title roles in Lucia di Lammermoor and The 
Daughter of the Regiment, Zerbinetta, Olympia, Pamina, Susanna, Rosina, and Gilda. 
Recordings include Carmina Burana (Klavier, 2003), featured soloist on Innisfree (GIA 
Publications, 2007), and Portraits: New Music for Soprano, Baritone and Piano (Capstone, 
2007). With Westminster Williamson Voices she appeared as the title soloist in the 
U.S. premiere of James Whitbourn’s Annelies: The Anne Frank Oratorio. In March 2010 
she made her Carnegie Hall debut in Mozart’s Vesperae de Dominica.

Dr. Eustis is the author of The Singer’s Ego (Chicago: GIA Publications, 2005) and 
Finding Middle Ground (GIA, 2007 and 2009). Her students have been heard with the 
Salzburg Music Festival, Opera Theater of St. Louis, Dallas Opera, Fort Worth Opera, 
Central City Opera, Des Moines Metro Opera, Ohio Light Opera, Opera North, Concert 
Royal (NYC), Amor Artis (NYC), Brooklyn Lyric Opera, New Jersey Opera Theater, the 
Vancouver Early Music Festival, and the Boston Early Music Festival.

Dr. Eustis is a native of Long Island, New York. Her new book, The Teacher’s Ego: When 
Singers Become Voice Teachers, will be released by GIA Publications this fall.
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Christopher MacRae, tenor

Canadian tenor Christopher MacRae has appeared in a wide 
range of roles including Werther (title role), The Rape of Lucretia 
(Male Chorus), Ariadne auf Naxos (Bacchus), Il Barbiere di Siviglia 
(Almaviva), and the world premieres of Orozco’s The Waiting 
Room (Doctor), and Beckwith’s Taptoo! (Seth as a Man).

As an active soloist, Mr. MacRae has appeared in music ranging 
from J.S. Bach to 21st-century works, including Britten’s St. 
Nicolas, Handel’s Theodora, Mozart’s Requiem and Mass in C 
minor, MacMillan’s Celtic Mass of the Sea, Orff’s Carmina Burana, 
and Stainer’s Crucifixion, and he has been heard on CBC Radio 2 
nationwide in Rachmaninoff’s Vespers.

Mr. MacRae has appeared as an Opera Quiz panelist on Saturday Afternoon at the 
Opera, and he is a classically trained percussionist. He holds degrees in music from the 
University of Calgary and McGill University, and he is currently a Doctor of Musical 
Arts candidate at Boston University College of Fine Arts, where he studies with Dr. 
Lynn Eustis. Mr. MacRae has been a recipient of program grants from the Alberta 
Foundation for the Arts, and thanks them for their continued support. 

James Demler, baritone

Baritone James Demler is known for his versatile range of 
repertory, spanning the operatic, oratorio, concert, and popular 
music genres. 2011–2012 season engagements included a debut 
with Boston Lyric Opera in Verdi’s Macbeth, and a return as 
soloist with the Boston Pops, where he sang The Boston Baseball 
Cantata, with Keith Lockhart, conductor, as part of their City of 
Champions series. Mr. Demler also sang the role of Don Alfonso 
in Così Fan Tutte with the Tuscia Opera Festival in Viterbo, Italy. 
In addition, he made his film debut as Noah in Wes Anderson’s 
Moonrise Kingdom, which opened the 2012 Cannes Film Festival, 
and was also a guest Public Address Announcer for the Boston 
Red Sox at Fenway Park in June 2012. 

Mr. Demler first gained international attention at Houston Grand Opera, where he 
appeared as Guglielmo in Così Fan Tutte and Peter in Hansel and Gretel, and as soloist 
with the Houston Symphony, where he sang the role of Maestro in a concert version of 
Salieri’s rarely performed opera Prima la musica, poi le parole. James Demler made his 
Carnegie Hall debut with the Opera Orchestra of New York as Dikson in Boieldieu’s La 
Dame Blanche, and has returned to that venue singing prominent roles in Donizetti’s 
Roberto Devereux and Catalani’s La Wally.

He made his Canadian operatic debut as Sharpless in Madama Butterfly with Edmonton 
Opera, a role he has also sung with Anchorage Opera and P.O.R.T. of Portland, Maine. 
A favorite in Anchorage, he has also appeared there as Marcello in La Boheme, Valentin 
in Faust, a role which he debuted with the West Virginia Symphony, and Peter in Hansel 



28

and Gretel, which he has also sung with the Pine Mountain Music Festival of Michigan. 
With Chautauqua Opera he appeared as Pish-Tush in The Mikado, while with Palm 
Beach Opera he sang Danilo in The Merry Widow, and with Chattanooga Opera as 
Silvio in I Pagliacci. He also made debuts with Long Beach Opera as Aeneas in Dido and 
Aeneas and Bartley in Riders to the Sea.

Mr. Demler has sung the title role of Elijah in Mendelssohn’s Elijah in Boston’s 
Symphony Hall in an International Webcast with the Boston University Symphony 
Orchestra and Symphonic Chorus. Mr. Demler has been a full-time member of the 
voice faculty of Boston University College of Fine Arts since 2005.

508.746.8008  ●   plymouthphil.org 

 

Holiday Pops! 
Steven Karidoyanes, conducting 

Jordan Rich, narrator 
Matthew Anderson, tenor 

 
Saturday, Dec. 8th ~ 8 PM 
Sunday, Dec. 9th ~ 3 PM 

 
Memorial Hall, Plymouth, MA 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA
David Hoose, Director of Orchestral Activities

The Boston University School of Music orchestral program assumes an integral and central role in the 
education of the School’s instrumentalists, whether they are aspiring to professions as chamber musicians, 
orchestral musicians, or teachers, or are looking to musical lives that combine all three. The repertoire 
of the three ensembles of the program—the Symphony Orchestra, the Chamber Orchestra, and the 
Wind Ensemble—reaches wide and deep, from vital standard repertoire, to compelling if less familiar 
compositions, and to music from this and the past centuries. The ensembles, led by an array of faculty and 
guest conductors, present more than sixteen concerts each season, including collaborations with the opera 
and choral departments, and annual performances in Boston’s Symphony Hall. 

Violin I
Sarah Atwood, concertmaster
Christine Shen, 
   assistant concertmaster
Ivana Jasova
George Millsap
Kun Shao 
Chae Jeong Lee  
Kendra Lenz   
Nan Lu    
Breana Bauman  
Min Jung Noh   
Ninel Jabotinsky  
Kimberlee Gillen  
Natalie Calma  
Christina Adams

Violin II
Hyunjung Kim, principal
Sunghee Ko
Hyun Ji Kim
Elizabeth Levens
James Berezney 
Ye Rhee
Shin Hye Noh
Lucy Turner
Sarah Leonard
Michael Hustedde
Joo Yun Lee
Tessa Sacramone
Marcio Candido
Ashley Ng

Viola
Minjung Chun, principal
Georgina Lodge
Anna Griffis
Bethany Pereboom
Maya Jacobs
Carrol Lee 
Seeun Oh 
Rebecca Hallowell
Grace Park
Tzu-Hui Ho
Evan Perry 
Young Sin Choi
Andrew Waid

Cello
Gracie Keith, principal  
Hyun Song
Korynne Bolt
Yi-Wen Ho
Yumi Bae
Peter Levine
Yoonhee Ko
Youngshil Park
Meixu Lu
Jeremiah Moon
Xi Chen
Eric Adamshick
Robert Mayes
Carolyn Regula
Phoebe Ping
  
Bass
Bonita Williams, principal
Christian Gray
Yi-Jung Su 
Edward Cardona
Nathan Varga
Zachery Camhi
Jonathan Davies
Dylan Stroud

Flute
Nikoma Baccus ‡
Alexandra Conway * ^
Lily Josefsberg
Gabriela Ruiz
Katherine Velasquez 

Piccolo
Alexandra Conway ‡
Lily Josefsberg ^

Oboe
Kristen Cooke
Courtney Miller ‡
Nathan Swain
Kai-Chien Yang ^

English Horn
Nathan Swain ^
Kai-Chien Yang ‡

Bass Oboe
Alicia Maloney

Clarinet
Colleen Grande
Eun Hyung Kim ‡
Sung Jun Kim * 
Bradley Whitney
Xingxing Zhai ^

E-Flat Clarinet
Sung Jun Kim

Bass Clarinet
Colleen Grande

Bassoon
Rachel Juszczak ^
Jensen Ling ‡
Margaret Stephenson

Contrabassoon
Rachel Juszczak ‡
Margaret Stephenson ^
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA
Horn
Joshua Blumenthal
Molly Flanagan
Charlotte Harsha
Adam Krings
Hui-Yi Lee
Megan Marranca * ^
Parker Nelson ‡

Trumpet
Neal Andrews
Adam Gautille
Renee Hagelberg
Ryan Noe ‡
Charlotte Olson
Andrew Stetson * ^

Trombone
Kevin Fairbairn ^
Christopher Haynes
Brittany Lasch *
Min-Hwan Lee
Arthur Thovmasian
Juan Zuñiga ‡

Tuba
Jerome Stover

Timpani
Matthew Mitchener ^
Ethan Pani ‡

Percussion
Caitlin Cawley
Hsien-Fang Hsieh
Christopher Latournes
Joshua McClellan
Matthew Mitchener
Ethan Pani
David Tarantino
Daniel Vozzolo
Carley Yanuck
Dennis Youngblood

Harp
Gréta Ásgeirsson ^
Szu-Ning Tai

Piano
Ho Kyong Cho
Min-Hee Koo
Han Nah Son

Celesta 
Helen Meng

* denotes principal on Varèse
^ denotes principal on Grainger
‡ denotes principal on Orff

Orchestra Managers
Nikoma Baccus
Anna Griffis
Gracie Keith

VERDI

ONE PERFORMANCE ONLY

F e d e r i c o  c o rt e s e

M u s i c  d i r e c t o r

Buy your  
tickets today!
$30–$40
617-496-2222

BYSO/BSO: Partnering for the Future

Sunday, January 20, 2013
at 3pm

Sanders Theatre  
at Harvard University
Semi-Staged Performance

BOSTON YOUTH SYMPHONY 
Federico Cortese, Conductor
Doug Fitch, Stage Director and Designer

With Handel and Haydn Society Chorus

In residence at 
Boston University

In collaboration with  
the Consulate General of Italy in Boston
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BOSTON UNIVERSITY SYMPHONIC CHORUS
Scott Allen Jarrett, Acting Director of Choral Activities
Anthony Trecek-King, conductor
Justin Thomas Blackwell, rehearsal accompanist

The Boston University Symphonic Chorus is a musical organization made up of students from ten foreign 
countries and thirty-four states.  While there has been choral singing at BU since the 1800s, the chorus, in its 
present form, was founded in 1993. In its brief history it has performed many major choral works and had a 
significant collaboration with the late Robert Shaw.

Soprano
Erika Anderson, 
   Vocal Performance 2016
Virginia Allison Barney, 
   Vocal Performance 2014
Deanna Boone, 
   Vocal Performance 2015
Isabel Amanda Brougham, 
   Vocal Performance 2015
Tess Fagan, 
   Economics & Environmental 
   Science 2016
Emily Gaffney, 
   Vocal Performance 2016
Gianna Gibo, 
   Computer Science 2016
Cara Grimaldi, 
   Vocal Performance  
   & Music Education 2014
Mariko Henstock, 
   BU Faculty
Kristin Howard, 
   Vocal Performance 2016
Staci Paige Hunter, 
   Broadcast Journalism & Human 
   Physiology 2015
Jennifer Jaroslavsky, 
   Vocal Performance &
    Political Science 2015
Suzanne Karpov, 
   Vocal Performance 2013
Charlotte Keating, 
   Vocal Performance 2014
Rose Lewis,
   Vocal Performance 2016
Hailey Markman, 
   Vocal Performance 2014
Franziska Meinherz, 
   Economics & Sociology 2014
Stephanie Nahous,
   Advertisting 2014
Savitha Racha, 
   Medical Science 2015
Ella Radcliffe, 
   Biology 2015

Soprano continued
Ellen Reavey, 
   Alumna
Rachel Rochester, 
   Undeclared 2016
Vanessa Sandri, 
   Vocal Performance 2016
Alexandra Selawsky-Group, 
   Vocal Performance 2016
Abigail Whitney Smith, 
   Vocal Performance 2014
Chloe Tengan, 
   Neuroscience 2016
Claire Thomas, 
   Biomedical Engineering 2016
Liz Thomson, 
   MME 2014
Becca White, 
   Vocal Performance 2015
Camilla Winter, 
   International Relations 2013
Sarah Weiskittel, 
   Economics & Classics 2014
Sarah Zenir, 
   MSM Choral Conducting 2014

Alto
Carolyn Aguirre, 
   Vocal Performance 2015
Alicia Allen, 
   Spanish 2016
Laura Blaha, 
   PhD Biomedical Engineering
   2016 
Graciela Briceno, 
   Music Education 2013
Naomi Brigell, 
   Vocal Performance 2015
Melanie Burbules, 
   Vocal Performance 2014
Julia Case, 
   Neuro-Science & Psychology & 
   Piano Performance 2014
Yinan Cheng, 
   Economics 2014

Alto continued
Michaella Chung, 
   Elementary Education & ESL 2015
Caroline Codd, 
   Music Education 2016
Nicole Copeland,
   Vocal Performance 2016
Ang Gao, 
   Biology 2014
Emma Gifford, 
   English 2013
Stephanie Gray, 
   Vocal Performance 2013
Emily Harmon, 
   Vocal Performance 2013
Sarah Harrison, 
   Musicology 2013
Laura Kempa, 
   MM Choral Conducting 2014
Yui Kitamura, 
   Music Education 2016
Calissa Kummer Dauterman, 
   MDiv. 2014
Kathryn Lazar, 
   Vocal Performance 2016
Yitian Liu, 
   MME 2014
Yueyan Liu, 
   Mathematics 2014
Joanna Lynn-Jacobs, 
   Vocal Performance 2013
Janette Martinez, 
   Vocal Performance 2013
Emily Murphy Neuberger, 
   Vocal Performance 2014
Amelia Nixon,
    Music Education 2013
Talia Nutting, 
   Undeclared 2016
Kendra Nutting, 
   MME 2014
Caroline Olsen, 
   Vocal Performance 
   & Music Education 2014
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BOSTON UNIVERSITY SYMPHONIC CHORUS
Alto continued
Lara Poe, 
   Composition 2015
Wei Yiing Quek, 
   Economics & Mathematics 2013
Jackie Robertson, 
   Cello Performance 2015
Lia Rosenberg, 
   Biology 2014
Alyssa Sadusky, 
   History 2015
Samara Schwartz, 
   MME 2013
Rachel Steinberg, 
   Vocal Performance 2016
Davida Vogel, 
   English & Psychology 2015
Denise Ward, 
   Vocal Performance 2016
Anna Woodbury, 
   Vocal Performance 2013
Jie Yang, 
   MM Piano Performance 2013
Mo Zhao, 
   Composition 2015
Mengle Zhou, 
   MME 2014

Tenor
Christopher Addis, 
   Biology 2014
Ioannis Angelakis, 
   Composition 2013
Michael Aniolek, 
   Vocal Performance 2015
Christopher Barberesi, 
   Vocal Performance 2014
Sam Beebe,
   Composition 2013
Jason Berger, 
   Vocal Performance 2014
Newell Bullen, 
   MM Choral Conducting 2013

Tenor continued
Morgan Chalue,
   Vocal Performance 2016
Julian Cortez, 
   Mechanical Engineering 2016
Tyler Diaz, 
   Vocal Performance 2015
Peter Eramo,
   Music Education 2013   
Frank Furnari, 
   BU Staff 
Alex Huddleston, 
   Composition 2014
Jacob Lucas,
   Journalism 2015 
Dylan Marshall,
   Undeclared 2016
Daniel Osborne,
   Philosophy 2016
Steven Seigart,
   MSM Choral Conducting 2014
John Slack, 
   Vocal Performance 2014
Sze Yin Wong,
   Piano Performance 2013

Bass
Stephen Arredondo,   
   Mathematics 2013
Adam Berndt, 
   Composition 2013
Benjamin Brennan, 
   Psychology 2014
Alex Brewer, 
   Music 2015
Peter Fallon Brown, 
   Vocal Performance 2015
Colin Burns, 
   MSM Choral Conducting 2014
Michael Dauterman, 
   MSM Choral Conducting 2013
Michael Driscoll, 
   DMA Choral Conducting 2015

Bass continued
Zachary Dyer, 
   English 2015
Michael Enwright, 
   Composition 2016
Ted Lucas Evangelista, 
   Music Education 2015
Dylan Evans, 
   Vocal Performance 2016
Eric Fernandez, 
   Composition 2014
David Fried, 
   BU Faculty
Michael Goodloe,
   Piano Performance 2016
Timothy Michael Gorka, 
   Vocal Performance 2015
Daniel Gostin, 
   MSM Choral Conducting 2013
Richard Gruenler,
   MM Composition 2013
Alex Mathew Handin, 
   Electrical Engineering 2013
Benjamin Harris, 
   Vocal Performance 2015
Kyle Lanning, 
   Vocal Performance &
   Pre-Med 2014
Benjamin Marcus, 
   Economics 2015
Benjamin Oehlkers, 
   MME 2014
Eric Ritter, 
   Vocal Performance 2016
Joshua Rohde, 
   MSM Choral Conducting 2013
Erik Van Heyningen, 
   Vocal Performance 2015
Fiat Vongpunsawad, 
   Alumnus
Thomas Weaver, 
   Piano Performance &   
   Composition 2013
Carlton Welch III, 
   Vocal Performance 2014

Ensemble Managers
Michael Driscoll
Joshua Rohde
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BOSTON CHILDREN’S CHORUS
Anthony Trecek-King, Artistic Director
Michele Adams, Assistant Artistic Director
The Boston Children’s Chorus harnesses the power and joy of music to unite our city’s diverse communities 
and inspire social change. Our singers transcend social barriers in a celebration of shared humanity and 
love of music. Through intensive choral training and high-profile public performance experience (locally, 
throughout the U.S. and around the world), they learn discipline, develop leadership skills, and proudly 
represent the city of Boston as ambassadors of harmony.

Central Intermediate Advanced Chorus
Michele Adams, conductor

Julian Baxandall
Nellie Baxandall
Nicholas Brink
Sade Brooks
Ambar Cassidy
Jocelyne Chin
Meilani Ching
Alexaleigh Colon
Jessica Dalrymple
Ana Laura Delgado
Alexandra Domeshek
Emily Ecker

Grace Anne Ellis
Michaela Francesconi
Genevieve Higgins
Micaiah Jones
Marissa Kearney
Savannah Koplow
Emma Landry
Julia Lee-Papastavros
Ryan Messer
Corrina Miara
Mia Natalizio
Grace O’Neil

Demitri Papoulis
Kaleb Pereira
Ariela Perez
Michelle Peruzzi
Ardiana Pimentel
Zoe Pless
Julia Reinach
Emily Ringrose
Jeffrey Toussaint
Bethany Turay
Cecilia Viveiros
Matthew Walensky
Ellie Wang
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BOSTON UNIVERSITY COLLEGE OF FINE ARTS
DEAN’S ADVISORY BOARD

Jason Alexander CFA ’81, Hon.’95
Actor, Director, Writer
Los Angeles, CA

Fred A. Bronstein CFA ’78
BU Overseer
President and Executive Director
Saint Louis Symphony Orchestra
St. Louis, MO

Saul Cohen
President
Hammond Residential Real Estate 
Chestnut Hill, MA

Dr. Chester Douglass
Professor and Department Chair
Harvard School of Dental Medicine
Cambridge, MA

SungEun Han-Andersen CFA ’85
BU Trustee
President
G.C. Andersen Family Foundation
New York, NY

Joan Horton CFA ’69 
Marketing Consultant
Horton Group
New York, NY

David Kneuss CFA ’70
Executive Stage Director 
Metropolitan Opera Association
New York, NY

Stewart F. Lane CFA ’73
President and CEO 
Stewart F. Lane Productions
New York, NY

Nancy Livingston COM ‘69
Chairman of the Board
American Conservatory Theater
(A.C.T)
San Francisco, CA

Penny Peters CFA ’71
Communications Strategist & 
Management Consultant
New York, NY

Nina Tassler CFA ’79
BU Trustee
President
CBS Entertainment
New York, NY

Gael Towey CFA ’75
Chief Creative and Editorial Director
Martha Stewart Living Omnimedia
New York, NY

Gregg Ward CFA ’82
President
Orlando Ward & Associates
San Diego, CA

Luo Yan CFA ’90
President
Silver Dream Productions
Beijing, China

BOSTON UNIVERSITY COLLEGE OF FINE ARTS  

Boston University is one of the leading private research and teaching institutions in the world 
today, with two primary campuses in the heart of Boston and programs around the world.

The Boston University College of Fine Arts was created in 1954 to bring together the School of 
Music, the School of Theatre, and the School of Visual Arts. The University’s vision was to create 
a community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic, and 
intellectual activity.

Benjamín Juárez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music
Jim Petosa, Director, School of Theatre
Lynne Allen, Director, School of Visual Arts
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Friends of the College of Fine Arts  
We are grateful to our community of alumni, faculty, families, and friends who believe in the importance of supporting 
gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to the College of Fine 
Arts drive important capital initiatives, scholarships, educational outreach, performances, and exhibitions, all of which 
directly benefit the talented young artists of Boston University.

For more information about how you can join our growing list of supporters, please contact us at 617-353-5544 or 
make a donation online at bu.edu/cfa/alumni/giving-back. We would love to welcome you into our donor community!

We thank the following donors for their generous support during the 2011–2012 fiscal year*:

$100,000 and above
Jack Kent Cooke Foundation
SungEun Han-Andersen and G. Chris Andersen
The Estate of Virginia E. Withey

$25,000 to $99,999
Andrew R. Lack and Betsy K. Lack
Jane Pappalardo and Neil Pappalardo
Hugo X. Shong and Luo Yan
John R. Silber
Surdna Foundation
Anonymous

$10,000 to $24,999
John A. Carey
Ann and Gordon Getty Foundation
Chris and Megann Haley
Ricardo Lewitus and Marla B. Lewitus
Nancy Livingston and Fred M. Levin
Montgomery Symphony Association
Mary Ann Milano-Picardi and Angelo Picardi
Douglas B. Reeves and Amy F. Reeves
Anonymous

$5,000 to $9,999
Edward Avedisian and Pamela W. Avedisian
Earl R. Beane and Mildred B. Beane 
Carriuolo Family Foundation, Inc.
David L. Feigenbaum and Maureen I. Meister
Frank J. Hoenemeyer
Margaret S. Lindsay Foundation
Penny Peters
J. Brian Potts and Catherine M. Potts
Nina C. Tassler and Gerald S. Levine
Gael Towey and Stephen J. Doyle
William H. Trayes and Roswitha Trayes

$1,000 to $4,999
Cathy M. Altholz and Robert N. Altholz
The ASCAP Foundation
Bose Foundation Inc.
William K. Boss and Rhea Boss
Fred A. Bronstein and Liz Bronstein
Richard D. Carmel Charitable Remainder Trust
Michael C. Chiklis and Michelle E. Chiklis
Aram V. Chobanian and Jasmine Chobanian
Saul B. Cohen and Naomi R. Cohen
Frank A. D’Accone
Keith E. Druhl
Richard W. Ekdahl and Mary E. Ekdahl
Peter J. Eliopoulos and Maria A. Eliopoulos
Judith E. Epstein-Fisher and Richard A. Fisher

Marie V. Falabella and Anthony Falabella
Arthur Fertman and Cynthia K. Fertman
Judith M. Flynn
Frist Center for the Visual Arts
Brian E. Geraghty 
Richard I. Grausman and Susan Grausman
David C. Hoenemeyer and Laura E. Hoenemeyer
Phyllis E. Hoffman and Robert J. Hoffman
Joan F. Horton
Lindsey V. Humes
Benjamín Juárez and Marisa Canales
Ellen B. Kazis-Walker and Don L. Walker
Dean C. Kehler and Elizabeth H. Kehler
Sandra J. Kendall and Clark Kendall
David Carlton Kneuss
Robert E. Krivi and Gwen G. Krivi
June K. Lewin
William R. Lyman and Anastasia S. Lyman
Joan B. Malick
James A. Manganello and Rosemarie B.    
   Manganello
Margaret M. Martin 
Warren Martin and Judith A. Martin
Joy L. McIntyre
Michael W. Merrill and Chou Chou Merrill
Jane M. Musky and Tony H. Goldwyn
Andrea Okamura and Jeffrey T. Chambers
F. Taylor Pape and Haddon Hufford
The Presser Foundation
Leila Joy Rosenthal 
Sandra Lee Rowsell and Arthur P. Rowsell
Kenneth D. Rudnick
Roberta S. Steiner and Don Steiner
The Estate of Lindagrace Stephens
Andrea L. Taylor
Anthony V. Uglialoro and Lisa M. Uglialoro
The Ushers & Programmers Fund
Richard E. Van Deusen and Carol Nadell
Sheila Waxman and David J. Waxman
Barbara S. Wolf
Ellen Yates and John Yates
Kalman W. Zabarsky and Kerry F. Loughman
Heidi E. Zdrojeski 
Avedis Zildjian Company

$500 to $999
Samuel H. Adler and Emily F. Brown
Constantin Alajalov
Apostolos A. Aliapoulios and Mary J. Aliapoulios
Bob Avian
Richard F. Balsam
Salvatore J. Cania and Lisa M. Cania

Karen L. Carpenter
Joan C. Cavicchi
Gail M. Cohen and Mark E. Cohen
Emily C. Culler and Michael Culler
Edna L. Davis
Ann B. Dickson 
Carol G. Elledge
Kathleen Faleris and Dennis Faleris
Debra D. Faust and Joseph E. Dion
Wilbur D. Fullbright and Lorraine B. Fullbright
Sheila W. Greenspan and Marshall Greenspan
John F. Harrington and Kerry E. Harrington
Mercia M. Harrison
John T. Hecht and Victoria A. Hecht
Gudjonson Hermannsson and Yingxing Wang
Historical Art, Inc.
Richard A. Hobbs and Marilyn Hobbs
Judy Hochberg and Alan Hochberg
Cheryl Hoenemeyer
Henry H. Hoyt
Dmitri L. Ilyin and Elena Ilyin
Jimmie L. Jackson and Mary L. Jackson
Renate S. Jeffries and John W. Jeffries
Larry G. Jones and Ann Howard Jones
Saran Kraichoke and Paige Kraichoke
Lillie M. Kumar
Nam-Ying Lim
Walt C. Meissner and Rosemarie E. Meissner
Thomas J. Munn and Susan P. Munn
Northrop Grumman Foundation
Andrew L. Price
Resources Management Corp.
Benjamin A. Rudnick
Sherri A. Rudnick
Laurence K. Sammons
Judith Skagen
Harriett L. Stanley 
Charles Teamer and Karen Teamer
Kristine B. Tino and Guido J. Tino
Craig Vickers
Peter A. Williamson and Charlene J. Zabawski
Anna Winestein
Linda N. Yee and Robert D. Yee
Patrick Zickler and Joyce Zickler
Anonymous
Anonymous

*This list reflects pledges and donations made between July 1, 2011 and June 30, 2012. For a complete list of all CFA donors visit bu.edu/cfa/alumni/giving-
back. If your name has been omitted from this list, please contact us so that we can correct our records. 
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Boston University College of Fine Arts School of Music
STRINGS
Steven Ansell viola *
Edwin Barker double bass *
Cathy Basrak viola
Lynn Chang violin
Daniel Doña pedagogy
Jules Eskin cello
Carolyn Davis Fryer double    
  bass
Edward Gazouleas viola
Marc Johnson cello
Bayla Keyes violin *
Michelle LaCourse viola *
Benjamin Levy double bass
Lucia Lin violin *
Malcolm Lowe violin
Dana Mazurkevich violin
Yuri Mazurkevich violin *
Ikuko Mizuno violin
John Muratore guitar
George Neikrug cello ++
James Orleans double bass
Leslie Parnas cello
Ann Hobson Pilot harp
Barbara Poeschl-Edrich harp
Michael Reynolds cello *
Rhonda Rider cello
Todd Seeber double bass
Roman Totenberg violin ++
Laurence Wolfe double bass
Michael Zaretsky viola
Peter Zazofsky violin *
Jessica Zhou harp

WOODWINDS, BRASS, and 
PERCUSSION
Ken Amis tuba
Jennifer Bill saxophone
Peter Chapman trumpet
Geralyn Coticone flute
Doriot Dwyer flute
Terry Everson trumpet *
John Ferrillo oboe
Timothy Genis percussion
Ian Greitzer clarinet
Ronald Haroutounian bassoon
John Heiss flute
Gregg Henegar bassoon
Renee Krimsier flute
Gabriel Langfur bass trombone
Don Lucas trombone *    
Richard Menaul horn
Suzanne Nelsen bassoon

Toby Oft trombone
Elizabeth Ostling flute
Andrew Price oboe
Ken Radnofsky saxophone
Richard Ranti bassoon
Thomas Rolfs trumpet
Mike Roylance tuba
Matthew Ruggiero 
  bassoon
Eric Ruske horn *
Robert Sheena 
  english horn
Thomas Siders trumpet
Ethan Sloane clarinet *
Jason Snider horn
Samuel Solomon 
   percussion
James Sommerville horn
Linda Toote flute *

PIANO
Maria Clodes-Jaguaribe * LOA
Gila Goldstein
Linda Jiorle-Nagy
Michael Lewin
Pavel Nersessian *
Sergey Schepkin
Boaz Sharon *

COLLABORATIVE PIANO
Shiela Kibbe *
Robert Merfeld

ORGAN
Peter Sykes *

VOICE
Michelle Alexander *
Naomi Bailis
Michael Beattie
Penelope Bitzas *
Eve Budnick
Sharon Daniels * SAB
James Demler *
Gary Durham
Lynn Eustis *
Phyllis Hoffman *
Matthew Larson
Betsy Polatin (theater)
Bonnie Pomfret
Jerrold Pope *
Maria Spacagna

HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder
Sarah Freiberg Ellison cello
Greg Ingles sackbut
Laura Jeppesen viola da gamba
Christopher Krueger 
  baroque flute 
Catherine Liddell lute
Scott Metcalfe
Martin Pearlman 
  baroque ensembles *
Robinson Pyle natural trumpet
Marc Schachman baroque oboe
Aaron Sheehan HPvoice
Jane Starkman 
  baroque violin, viola
Peter Sykes harpsichord *

MUSICOLOGY
Marie Abe *
Richard Bunbury *
Victor Coelho *
Sean Gallagher
Brita Heimarck *
Thomas Peattie *
Joshua Rifkin *
Andrew Shenton *
Jacquelyn Sholes
Patrick Wood Uribe *
Jeremy Yudkin *

COMPOSITION
AND THEORY
Brett Abigaña
Vartan Aghababian
Martin Amlin *
Deborah Burton *
Justin Casinghino
Richard Cornell *
Davide Fanni
Joshua Fineberg *
Samuel Headrick *
David Kopp *
Mary Montgomery Koppel
Rodney Lister *
Ketty Nez *
Matthew Reeves
Andrew Smith
John Wallace *
Steven Weigt *
Jason Yust * 

MUSIC EDUCATION
Susan Conkling *
Diana Dansereau *
André de Quadros *
Jay Dorfman *
Andrew Goodrich *
Lee Higgins *
Phyllis Hoffman *
Ron Kos *
Warren Levenson
Roger Mantie *
Brian Michaud
Sandra Nicolucci *

CONDUCTING
David Hoose *
Ann Howard Jones * LOA
Scott Allen Jarrett
David Martins
Jameson Marvin

OPERA INSTITUTE
Phyllis Curtin ++
Sharon Daniels * SAB
Melinda Sullivan-Friedman
Frank Kelley
Angie Jepsen
William Lumpkin *
Laura Raffo
Jim Petosa (theater)
Betsy Polatin (theater)
Jeffrey Stevens *
Nathan Troup
Allison Voth *

STAFF PIANISTS
Michelle Beaton
Eve Budnick
Matthew Larson 
Phillip Oliver
Lorena Tecu
Noriko Yasuda
Molly Wood

VISITING SCHOLARS
Lucy Shen Fang
Anthony Palmer

Department Chairs
represented in bold

* Full-time faculty
++ Emeritus
LOA - Leave of Abscence 
SAB - Sabbitcal

SCHOOL OF MUSIC DEPARTMENT OF PRODUCTION AND 
ENSEMBLES
J. Casey Soward, Assistant Director for Production and 
   Performance
Michael Barsano, Manager of University-Wide Ensembles
Michael Culler, Head Recording Engineer
Aaron Goldberg, Director of Athletic Bands
Oshin Gregorian, Manager of Opera Institute
Diane McLean, Stage Manager
Shane McMahon, Recording Engineer
David Dawson II, Scheduling and Recitals Coordinator
Kris Sessa, Librarian
Martin Snow, Keyboard Technician and Restoration
Molly Walker, Manager of School of Music Ensembles

COLLEGE OF FINE ARTS ADMINISTRATION
Benjamín Juárez, Dean, College of Fine Arts
Robert K. Dodson, Director, School of Music
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts

SCHOOL OF MUSIC
Robert K. Dodson, Director
Richard Cornell, Associate Director
Phyllis Hoffman, Executive and Artistic Director of The Boston
   University Tanglewood Institute

SCHOOL OF MUSIC EXECUTIVE COMMITTEE
Robert K. Dodson, Director
Richard Cornell, Associate Director of Music Studies
Phyllis Hoffman, Executive and Artistic Director of Boston 
   University Tanglewood Institute
Ann Howard Jones, Ensembles
David Kopp, Director, Graduate Studies
Michelle LaCourse, Chair, Applied Studies
Shaun Ramsay, Assistant Director for Admissions and 
   Student Affairs
John Wallace, Director, Undergraduate Studies
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In Memoriam
Boston University Professor of Piano

Anthony di Bonaventura

November 12, 1929 – November 12, 2012

Great pianist, beloved teacher, and dear colleague. 
Tony will be truly missed.

Boston University College of Fine Arts
School of Music presents

Boston University Symphony Orchestra 
and Symphonic Chorus at Symphony Hall

Ann Howard Jones, conductor
David Hoose,  conductor

Traditional Hymn: “For Those Who Love within the Veil”
Arrangement by David Hoose

Charles Ives: Decoration Day
Paul Hindemith: Requiem for Those We Love, “When Lilacs 

Last in the Dooryard Bloom’d”

Tuesday, April 9, 8pm
Symphony Hall

bostonsymphonyhall.org | 617.262.1200

bu.edu/cfa | facebook.com/BUArts | twitter.com/BUArts | #myCFA

Photo by Michael Lutch

RESILIENCE



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

Music: Cantata by Orff: Chorus and Orchestra Heard in 'Carmina'
By OLIN DOWNES
New York Times (1923-Current file); Nov 22, 1954; 
ProQuest Historical Newspapers: The New York Times (1851-2008)
pg. 28

Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

Mr. Stokowski Ate Here
Daily Boston Globe (1928-1960); Nov 10, 1954; 
ProQuest Historical Newspapers: Boston Globe (1872-1981)
pg. 13

“Singing in the 1954 Carmina Burana performance was the high point 
of my four years at Boston University. It was the most thrilling and 
inspiring experience of my youth!” — Joan Cavicchi (CFA ’56) 

58 years later to the day, BU  relives its history.

On November 19, 1954, at Symphony Hall, Leopold Stokowski led the 
first East Coast performance, and second U.S. performance of Carl Orff’s 
Carmina Burana. The orchestra was Boston University Orchestra, and the 
chorus, Boston University Chorus.  After the performance, the musicians 
traveled overnight to New York City, where they performed the music for 
the first time at Carnegie Hall.


