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GREETINGS FROM THE PRINCIPAL CONDUCTOR DESIGNATE

Dear Friends,

I’d like to offer 
you a very warm 
welcome to the 
2017 May Festi-
val, and to take 
this opportunity 
to say how hap-
py and excited I 
am to be joining 
the May Festival 
family.

Last October, 
coinciding with 
my nomination 

as the new Principal Conductor of the May Festival from 
2018, I had the opportunity to share with you the special 
experience of conducting Beethoven’s Missa Solemnis. It 
was during that week that I began to get a clear sense of 
what choral music means to Cincinnati; I was immersed 
in the quality, commitment and superb preparation of 
the May Festival Chorus and the virtuosity and precision 
of the Cincinnati Symphony—together they are a force 
to be reckoned with. Your own warmth, support and 
emotions were also transmitted to me, when faced with 
our performances of one of the great masterpieces of the 
symphonic choral repertoire. Having lived this experi-
ence, I couldn’t wait to assume my new responsibility 
with you, and with the greater Cincinnati community.

The 2017 May Festival has its own challenge of taking 
place in the Taft Theatre for exciting reasons that we are 
all aware of. I hope you will join me in thanking the staff 
of the Taft Theatre for welcoming us into such a beautiful 
space, and I have no doubt that the May Festival Chorus, 
the Cincinnati Symphony Orchestra and all this year’s 
visiting artists will bring you some of the most beautiful 
choral music at the highest level.

The Festival opens with Beethoven’s Ninth Symphony 
under the baton of Markus Stenz. It’s a sheer “Ode to 
Joy,” proclaiming that the dreams of all humankind 
will join together as one. I fully support the Festival’s 
commitment to the performance of contemporary 
music; this year sees the May Festival premiere of Walter 
Braunfels’ Te Deum, the German composer’s spiritual 
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journey upon his return from the front line in the First 
World War.

Together with Gerard McBurney, the Festival’s first 
ever Creative Partner, we invite you to dream with 
two beautiful programs, one with music by Vaughan 
Williams and Mendelssohn’s evocative A Midsummer 
Night’s Dream, and the other with Elgar’s mighty The 
Dream of Gerontius. These concerts are led by two 
young, talented British conductors, Matthew Halls and 
Michael Francis.

This year’s concert at the Cathedral Basilica of the 
Assumption, an event which always forms a special 
part of our Festival, will once again feature the May 
Festival Youth Chorus as well as the Chamber Choir 
singing works from Palestrina, Mendelssohn, Brahms, 
Bach, Viadana and Jakob Handl. It will be a joy to hear 
this music in such spiritual surroundings, thoughtfully 
conducted by Robert Porco and James Bagwell. And 
as the Festival closes with another great choral master-
piece, Bach’s Mass in B minor, it’s an opportunity for 
the Chorus and the CSO to work with Harry Bicket in 
performing one of the true pinnacle works in the choral 
repertoire. 

It goes without saying that we will welcome singers of 
the highest level who specialize in this very repertoire, 
and together with the superb May Festival Chorus, 
always impeccably prepared by Robert Porco, and the 
Cincinnati Symphony Orchestra, with whom I felt at 
home from the first time I worked with them, we have 
a great Festival ahead of us.

I’m sorry I can’t be with you this year; unfortunately 
my existing commitments made it impossible for me to 
attend, but I’m pleased to tell you that plans are already 
well under way for next year, my first as Principal Con-
ductor, and I look forward to our future collaborations.

I very much hope you will enjoy the Festival!

Warmest wishes,

Juanjo Mena
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YOUR CONCERT EXPERIENCE

The 2,500-seat, Art Deco-style Taft Theatre was 
built in 1928 and is the May Festival’s temporary 

home during Music Hall’s historic renovation. For 
updates, visit mayfestival.com/musichall.

Stay up-to-date with the May Festival via Facebook, 
Twitter and Instagram. 

Visit the Bravo Shop in the Mayfair Hallway on 
the far east side of the lobby. CD recordings, 

merchandise and gifts are available for purchase. 

Please donate unused tickets to the box office 
prior to the concert, so that others may attend! 

Subscribers have unlimited free ticket exchanges and 
single ticket buyers may exchange for a $3 per ticket 
service charge (some restrictions apply). 

Concessions are available for purchase prior to 
concerts and during intermission. 

Lost and found is located at the box office; for 
inquiries, call 513.381.3300 during business hours. 

Assistive listening devices and seating for audience 
members with accessibility needs are available for 

all events. 

Restrooms are located on the lower level and second 
level. Accessible restrooms are located on the first 

level in the lobby.  

Please silence all noise-making electronics before 
entering the theatre. Flash photography, glowing 

screens and audio/video recording are prohibited during 
concerts. 

Out of consideration for all patrons, children 
under 6 will not be admitted to May Festival 

performances. Ushers will assist patrons with young 
children to seats at the back of the auditorium. For family 
concerts, booster seats are available on a first-come, first-
served basis in the lobby.

Ushers will seat latecomers at appropriate breaks in 
the concert. If there is a need to leave the auditorium 

during the concert, re-seating will happen in the same 
fashion. These policies are based on patron survey 
feedback. Thank you for understanding. 

Welcome! Here are some tips for making the most of your concert experience. 

902 Loveland-Miamiville Rd. • Loveland, OH 45140
www.oasisconferencecenter.com • 513.583.8383 • dos.oasis@vintagegp.com

We can do it all!Abs lutely
ASISOO Meetings • Conferences 

Parties • Weddings • Banquets 
Fundraisers • Golf Outings



mayfestival.com | MAY FESTIVAL 2017 | 9

Dear Friends,

Good evening and welcome to another incred-
ible May Festival. We are delighted to once 
again present some of the most masterful choral 
repertoire ever composed. This year’s lineup 
of extraordinary guest singers and conductors, 
complemented by our own May Festival Chorus 
and Cincinnati Symphony Orchestra, represents 
a new approach to presenting these classic works. 
While the finishing touches are made to Music 
Hall’s renovation, we are blessed to present in 
the Taft Theatre. The CSO has been performing 
here at the Taft since September, and the Chorus 
performed Beethoven’s Missa Solemnis at the 
Taft in October. The Taft Theatre has been a generous 
host during the renovation. Your support during this 
time of transition and renaissance is appreciated, and 
we thank you. 

Four world-renowned guest conductors will lead the 
May Festival over the next two weeks. Markus Stenz, 
Matthew Halls, Michael Francis and Harry Bicket each 
bring an international presence and expert musicianship 
to the podium. The important news for 2018 will be 
the inaugural season of the new principal conductor, 
Juanjo Mena.

The dynamic and innovative artistic leadership 
model of the May Festival will allow for fruitful musical 
relationships and inventive collaborations. Consisting 
of Principal Conductor Designate Juanjo Mena, Direc-
tor of Choruses Robert Porco and an annually rotating 
Creative Partner, the May Festival artistic leadership is 
primed for a vibrant and ever-refreshing future. 

Our Creative Partner this year, Gerard McBurney, 
introduces the Dream Project, an initiative that will 
breathe new life into classic masterworks—Mendels-
sohn’s A Midsummer Night’s Dream and Elgar’s The 
Dream of Gerontius. Gerard brings with him an impres-
sive background, most notably as the director of the 
Chicago Symphony Orchestra’s “Beyond the Score” 
series. The Dream Project performances, which you can 
read more about on page 10, will integrate multimedia 
storytelling elements, allowing audiences to enter into 
Mendelssohn’s and Elgar’s dream worlds in a profoundly 
tangible way. These are the kinds of collaborations and 
performances taking the choral and orchestral experi-
ence to the next level across the country and around 
the world. We can’t wait to see these come to life on the 
Taft Theatre stage!

Another element of this year’s May Festival of which 
we are especially proud is Artist-in-Residence Eric 

GREETINGS FROM THE BOARD CHAIR AND EXECUTIVE DIRECTOR

Owens. Musical America’s 2017 Vocalist of the Year, Eric 
will perform as soloist in Beethoven’s Ninth Symphony, 
and you’ll find him around the Queen City for various 
events and classroom visits during the Festival. It’s a 
testament to the May Festival and to the Cincinnati 
choral community to have an artist of Eric’s stature in 
residency with us.

Finally, as the May Festival explores new artistic 
opportunities, our roots remain firmly planted in the 
Queen City. This was evident in recent weeks during the 
new “Listen In!” community discussion series. Matthew 
Swanson, our 2016 Conducting Fellow, led these talks 
in various neighborhoods around the city, giving an 
opportunity for new audience members to familiarize 
themselves with the works on the program, as well as 
for choral veterans to take a deep dive into the nuances 
of these masterpieces and their composers. Each discus-
sion was followed by a casual reception, which sparked 
additional dialogue and new friendships. 

Friendships, musical and otherwise, remain at the 
heart of the May Festival. Thank you for your support 
throughout this eventful year. We look forward to 
welcoming you back to the iconic Music Hall for May 
Festival 2018!

Sincerely,

J. Mark Holcomb, Chair, Board of Directors
Steven Sunderman, Executive Director

J. Mark Holcomb and Steven Sunderman



IT’S JUST A DREAM  
Reimagining Choral Masterpieces

by Meghan Berneking

As the May Festival enters 
a new era with a revitalized 
artistic leadership model and 
looks forward to returning to 
a newly restored Music Hall in 
May 2018, the Festival remains 
rooted in choral masterpieces, 
rediscovering them in fresh, 
collaborative ways. 

For this year’s May Festival, the artistic planning team 
has introduced the “Dream Project,” consisting of two 
performances that will feature enhanced multimedia 
elements. The first installment of the Dream Project will 
explore Mendelssohn’s A Midsummer Night’s Dream 
conducted by Matthew Halls on Saturday, May 20, while 
the second focuses on Elgar’s The Dream of Gerontius 
under the baton of Michael Francis on Friday, May 26. 
Both performances will incorporate immersive video 
projection and dramatic lighting designed to facilitate 
the audience’s experience of the music as a quest, 
complete with mystery, revelation, searching and the 

discovery of the truth 
about something—
that is, as a dream. 

The creative team 
driving both perfor-
mances includes May 
Festival 2017 Cre-
ative Partner Gerard 
McBurney and his 
frequent collaborator 
Mike Tutaj. Mr. Mc-
Burney, best known 
for his work as the di-
rector of the Chicago 
Symphony Orches-
tra’s hugely successful 
“Beyond the Score” 
series, has garnered a reputation of using theatre to chal-
lenge ideas about space and music. His goal for the Dream 
Project is to make the Taft Theatre come alive as a place 
of beauty, making it conducive to rich interpretations of 
these works. Mr. Tutaj’s work as a video and production 
designer has led him to stages across the country, ranging 
from opera to children’s theater. 

The simple designs are not only inspired by the 
music, but are intended to enhance it along with the 
text. “The idea is that the music will take first place. 
We’re interested in the unconscious effect of lighting 

and projection, plus the layout of 
the stage,” said Mr. McBurney. 
Through these various theatrical 
elements that support the music, 
one might rediscover familiar 
music as one might rediscover 
an old friend. Much of what Mr. 
McBurney and Mr. Tutaj will pro-
duce will be dictated by the space 
within the Taft Theatre. Since most 
projections will be on wall surfaces 
rather than a film screen, the result 
will be atmospheric and ethereal, 
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Gerard McBurney

A scene from the 2016 semi-staged May 
Festival performance of Verdi’s Otello.

MAY FESTIVAL FEATURE 



producing “a kind of dreamlike state,” as 
Mr. McBurney describes. 

The added elements emerge from 
the works themselves. In fact, Mendels-
sohn’s A Midsummer Night’s Dream was 
originally intended to be performed in a 
theatrical setting, said Mr. McBurney. The 
Dream Project will help take this work, 
which is often heard as concert music, 
back to the circumstances for which it was 
written. “If we can produce 
a few theatrical elements 
to take us back to that, we 
sense something else of 
how remarkable Mendels-
sohn’s score really is,” he 
said. When discussing A 
Midsummer Night’s Dream, 
it’s impossible not to men-
tion William Shakespeare’s 
play. This performance will include actors reciting 
excerpts from the play. Not unlike the characters, who 
seem caught between the world of men and the world 
of fairies, the audience will sense the veil between dream 
and reality. 

Likewise, Elgar’s oratorio, based on a poem of the 
same name by Cardinal John Henry Newman, was 
composed for grand forces, and the dramatic nature of 
the text invites a more immersive visual experience to 
accompany the music. It is a work close to Mr. McBur-
ney, a compatriot of Elgar, who has been performing 
the work since his childhood years as a chorister. At the 
time he composed the work, Elgar was deeply absorbed 
in the operas of Wagner, and while Elgar himself never 
penned an opera, The Dream of 
Gerontius was inspired by Parsifal. 
Some of the first performances 
of The Dream of Gerontius took 
place in Europe’s medieval ca-
thedrals, with vast acoustics and 
naturally dark spaces conducive to 
the shadow world in which much 
of the text is set. In preparing for 
the Dream Project, Mr. McBurney 
and Mr. Tutaj visited some of these 
cathedrals for inspiration, as well 
as the home in which Elgar wrote 
the work. “Elgar was trying to write 
a Parsifal for where he was living. 
So we’re going to try to capture a 

bit of that,” said Mr. McBurney. For this 
performance, Mr. McBurney will incor-
porate three movement artists who slink, 
ghostlike, among the members of the 
orchestra on stage. “There’s a lot of talk 
about shadows in the text of Gerontius. 
I’m looking for ways to emphasize the 
nightmare that’s taking place,” he said. 

Incorporating visual elements into a 
traditional concert experience is not a new 

concept. Chorus America 
recently published an article 
describing some of the ways 
choruses and orchestras 
across the country are incor-
porating theatrical elements 
into their programming. 
The article points out that 
such staging goes back for 
centuries. The May Festival 

has experimented with the concert format as recently as 
2016, with a semi-staged performance of Verdi’s Otello, 
and the Cincinnati Symphony Orchestra’s Pelléas Tril-
ogy has used minimalist sets, projection and lighting to 
draw audiences into the music. In the end, the goal is 
not only to open audience members’ understanding of 
the works themselves, but also to share how the works 
might speak to particular times and circumstances 
in history. “Works of art aren’t objects, but part of a 
conversation,” said Mr. McBurney, “about what they 
meant in the past, what they mean now and what they 
might mean in the future.”
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“Are you sure/That we are 
awake? It seems to me/That 

yet we sleep, we dream”  
—William Shakespeare,  

A Midsummer Night’s Dream

The Cincinnati Symphony Orchestra performed Schoenberg’s Pelleas und 
Melisande with multimedia effects as part of a three-year experimental project.
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ANITA GREER 
May Festival Chorus Member
As a 28-year member of the May Festival Chorus and 
with a background as a professional singer, soprano 
Anita Greer has sung her share of masterworks, so it 
is a rare but exciting event when a choral work that is 
new to her appears on the program. For the 2017 May 
Festival, she will perform three works she has never sung 
before—Bach’s Mass in B Minor, Elgar’s The Dream 
of Gerontius and Braunfels’ Te Deum. “I’ve sung for 
so long that it’s a thrill to have the opportunity to do 
pieces of music I don’t know,” she said. Prior to joining 
the Chorus, Anita began her career as a singer, which 
led to her current work as a speech-language pathologist 
and manager of the inpatient rehabilitation program 
at Miami Valley Hospital in Dayton. She has earned 
several degrees, including bachelor’s degrees in vocal 
performance and music therapy, plus master’s degrees 
in voice pedagogy, music therapy and speech-language 
pathology. She says it was a natural progression from 
music to music therapy to speech-language pathology. 
“When I was actively working as a professional singer 
and music therapist, I stopped singing for fun because it 
had become a job,” she said. “That’s a very sad state to be 
in.” While still in school for speech-language pathology, 
a friend told her about the May Festival Chorus. “I was 
thrilled because we get to do beautiful music with a great 
orchestra on a wonderful stage in front of thousands of 
people. What more could you ask for?”

Part of her role as a speech-language pathologist is to 
help people—often singers who have damaged voices—
to repair their vocal instrument. When her patients are 
singers, she said, “Once they no longer need my skills as 
a speech-language pathologist, I will work with them as 
a vocal coach to get them back to full singing.” As such, 
she has found herself the de facto vocal advisor for her 
fellow singers in the May Festival Chorus. “I get two to 
three calls a month from members of the Chorus who 
have questions, who feel like they’ve done something 
wrong to their voice. Some of it is overuse, but most 
damage is done outside of singing.” Anything from 
clearing one’s throat or yelling at a ball game to simply 
not drinking enough water can hurt the singing voice, 
so Anita gives advice and helpful hints to her choral 
“clients.” In some cases, she will also work with some 

members on a more intensive basis to help get their 
voices back in prime condition.

Her general tips include drinking plenty of water and 
avoiding clearing of the throat. Another sneaky culprit 
is menthol, which dehydrates the vocal folds. But it is 
important for singers to keep their entire body healthy, 
she says, especially the lungs and upper respiratory 
system. When cold and flu season sets in, avoiding 
sickness altogether may be impossible, but if that is the 
case, Anita recommends taking a break from singing. 
“The whole body is your instrument.”

While her professional assistance may come in handy, 
it is her passion for singing that has fueled her dedication 
to the May Festival Chorus. “I think it’s very addictive. 
Every year, you know you’re going to sing these great 
masterworks that you don’t get to sing with other cho-
ruses. It’s just such a gift to sing with this group, and to 
work with our amazing director, Robert Porco,” she said. 
Another source of inspiration? The life-long friendships 
she has developed with members of the Chorus. “I’m 
blessed to have so many friends within the group.”

Over the years, she has cultivated countless poignant, 
and often humorous, rehearsal and performance memo-
ries, such as a rehearsal of Handel’s Israel in Egypt, in 
Indianapolis, that was interrupted by a tornado warning 
while they were singing about the biblical plague of hail. 
There are frustrating moments as well, particularly with 
more difficult repertoire. But, she says, those are not 
the norm. “The norm is that you are making music. 
And making music is more than just singing the notes 
right.” An admitted “applause junkie,” Anita appreciates 
the excitement from audiences. “When the applause 
comes, and you know you did your job well, then it’s 
really worth it.”

CHORUS SPOTLIGHT
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Community Conversations 
Provide Insight into May 
Festival Creative Vision
Prior to the start of the 2017 May Festival, Matthew 
Swanson, Community Engagement Coordinator and 
Assistant Conductor of the Youth Chorus, led three 
public conversations that provided historical context 
and insight into this year’s Dream Project. “These pro-
grams are largely unrelated, with the exception of one 
connection: they are about dreams. These pieces will give 
the audience the opportunity to consider what dreams 
are while giving the performers the chance to decode and 
interpret dreams,” said Swanson. He wanted to provide 
the community with the opportunity to learn about and 
discuss the pieces before they heard them performed. 

The first talk, titled “Listen In! It’s All a Dream,” 
took place on April 22 at the St. Monica-St. George 
Parish Newman Center at the University of Cincin-
nati. Presented by Matthew Swanson and Dr. Jeffrey 
Zalar, Conway Chair in Catholic Studies at UC, this 
talk focused on the inspiration behind The Dream of 
Gerontius. Attendees learned how composer Edward 

MAY FESTIVAL NEWS

Elgar interpreted and enhanced John Henry Newman’s 
poem. Newman was a prominent writer and cardinal 
in the Catholic Church, and many universities have 
“Newman Centers” in his honor. 

On April 24 at First Presbyterian Church in Glendale, 
the audience learned about the tradition of the May 
Festival in “Listen In! Mirth and Mystery.” Swanson 
provided insight into the season’s music selections and 

Matthew Swanson and students from the University of Cincinnati College-
Conservatory of Music participate in the April 24 “Listen In!” talk at First 
Presbyterian Church Glendale.

Bricks, Mortar and Community
So much goes into keeping Music Hall the pride of Cincinnati. Join us in 
our mission to preserve and promote one of America’s most celebrated 
concert halls and keep it a beautiful showcase for future generations. 

Visit SPMHCincinnati.org to make a donation or book a tour.

1241 Elm St., Cincinnati, OH 45202  |  513-744-3293
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how they fit within the creative vision, as well as the 
May Festival’s historical timeline. For instance, Elgar 
conducted The Dream of Gerontius in 1906 in Cincin-
nati—only six short years after the piece was written.

The St. Thomas Episcopal Church hosts monthly 
lectures and performances by the Bach Vespers—an 
ensemble dedicated to Bach’s music. So, in “Listen In! 
Bach to Basics,” which took place on May 1, attendees 
were delighted to learn from Swanson and musicologist 
Douglas Easterling why J.S. Bach composed his B Minor 
Mass and its importance within music history. 

2017 is an exciting year for the May Festival, and the 
opportunity to share the historical impact and inspira-
tion of music is pivotal to the May Festival’s mission. 

—Melissa Knueven

Q&A with Eric Owens, 
Artist-in-Residence
What has been your experience with Beethoven’s 
Ninth Symphony, and why do you think it is a work 
that’s become so deeply engrained in our culture and 
collective musical repertoire? 

It’s a piece that I’ve done 
quite often, and it’s always 
a privilege to do it. With 
Beethoven, and particu-
larly with this piece, he 
changed what the defini-
tion of a symphony could 
be by adding the voices 
and the chorus. Oddly 
enough, my favorite 
movement is not the one I 
sing in. It’s the third move-
ment, the slow movement; 
there’s just something very 
magical about those varia-

tions, and I’m always grateful when I get to sit on stage 
and listen to the third movement. 

With all of your performance engagements, how do 
you keep your interpretations fresh? 
Insofar as keeping interpretations fresh, one good thing 
is that I’m not singing this with the same people all 
the time. So depending on what the conductors want, 
depending on the hall, or depending just on how I’m 
feeling that night, the interpretation has an elasticity and 
I think an artist should have a willingness to be adaptable 
to each situation. When you’re talking about three other 

people and a whole chorus and orchestra, you have to 
fit in to what’s happening. 

You’re not only a guest soloist for the May Festival, 
but also an artist-in-residence. What are you looking 
forward to about your residency in Cincinnati? 
I’m just thrilled to be back in that city; it’s such a vibrant 
city with a vibrant arts culture. I’m a firm believer that 
if you’re an artist-in-residence, during your time there, 
you’re a member of the orchestra and of the administra-
tion at the same time. I think it entails viewing things 
as both a member and a guest—you’re another part of 
what’s going on. There are many soloists within the 
orchestra but they’re still members of the orchestra. 

Where do you seek and find inspiration, musically or 
otherwise? 
In music here lately, I’ve been finding inspiration in jazz 
and folk music and also the blues. Of course classical 
music has been a part of my life since I was six years old. 
But as I get older [I’m discovering] there’s just so much 
out there. Any time I can visit an art gallery or museum 
that’s always wonderful. When I think about the operas 
of Handel and Mozart, they’re based on a lot of ancient 
lure and mythology, and there’s a lot of other art out 
there that’s about that. And when we hear how source 
material inspires a composer, it’s good to also see how 
the same material inspires a visual artist. I believe we 
talk more about the art that [ancient] civilizations left 
behind, rather than the battles and wars that were fought. 
The arts shouldn’t be seen as something extracurricular. 
Arts and humanities are what brings us together more 
than anything else. 

Do you think that music, and in particular vocal 
or choral music, has the power to bridge cultural 
divides? Why? 
There’s something about coming together and making 
music [that unites people]—vocal music in particular 
because no one has to go out and buy a voice. When 
people come together to sing they are literally the 
music—there’s nothing separating you from the music. 
There’s something incredibly special about that, and 
also about having words to go with the music—a story 
or a situation where one heightens the other. The music 
is enhancing the words and vice versa, the words are 
actually inspiring the music. 

—Meghan Berneking

Please visit mayfestival.com/owens to read the full 
interview.

Eric Owens (Photo: Dario Acosta)
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MAY FESTIVAL NEWS

Music Hall: Renovation 
Overview
While the May Festival 2017 season takes place in the 
beautiful Taft Theatre, we are now fewer than five 
months from the unveiling of the May Festival’s home 
for 2018 and onward: the renovated Music Hall, opening 
on October 6. If you haven’t been following the project 
carefully, here are a few of the highlights: 

Refreshing Corbett Tower. The Society for the Preser-
vation of Music Hall (SPMH) has overseen every aspect 
of Corbett Tower’s extensive restoration, including 
removing the drop ceiling to reveal 
14 feet of additional ceiling height. 
Corbett’s coved windows have been 
restored, historic stenciling has been 
discovered and replicated, and the en-
tire space has been freshened up and 
made new. You will hardly recognize 
this jaw-dropping space. 

Uncovering historic details. It isn’t 
just Corbett Tower that has been re-
stored. This fall, wander Music Hall to 
discover formerly hidden transoms, 
windows, coves and more. So much 
has been hiding under drywall, and 
the architects have been salvaging 
(and featuring) every possible historic element. We can’t 
wait for you to see these secrets for yourself! 

Unveiling new spaces. The architects overseeing the 
renovation have made clever use of under-utilized 
spaces in Music Hall, including empty carriageways 
that haven’t seen a horse in decades. While Springer 
Auditorium will look and feel familiar, spaces such as 
a brand new rehearsal studio will make room for excit-
ing new experiences, adding additional function and 
character to our beloved hall. 

Introducing the audience lounge. This new space, 
created for wine and conversation, is a perfect example 
of the new spaces we have created. Front and center in 
the Grand Foyer, it is also a great place to pause if you’re 
running late or need to step out. 

A facelift for the Hall. SPMH is helping take a few years 
off of Music Hall’s beautiful façade, bringing it closer 
in line with Samuel Hannaford’s original vision. The 
organization is overseeing the repair and replacement 
of finials and other decorative ornamentation on the 
face of the Hall, as well as re-staining certain bricks to 
reveal patterns that had previously been sand-blasted 
from view. 

Improving safety and accessibility. Look for elevators 
that reach all floors, a street-level handicapped entrance 
at the Box Office, increased wheelchair and companion 
seating options, plus a state-of-the-art assistive listening 
device system. 

Enhanced concessions and restrooms. More restrooms 
on every level (over 50% more!) means less waiting. For 
concessions, enjoy enhanced service, local offerings and 
premium coffee. Pre-order your drink to have it ready 
for you at intermission. 

Music Hall’s Community Open House, presented by 
ArtsWave. On Saturday, October 7 from 10 am-3 pm, 
Music Hall will be flooded with energy, art, music—and 

our neighbors! Made possible by ArtsWave, this free 
event is one of your first chances to explore the reno-
vated Music Hall. The May Festival, CSO, Pops, Ballet 
and Opera will be scheduling performances throughout 
the day to make the Community Open House an un-
forgettable event. Look for more information over the 
summer! [OCT 7] 

The Storm That Built Music Hall. History tells us that 
Reuben Springer’s quest to fundraise for Music Hall 
began with a thunderstorm so raucous that it drowned 
out the voices of the May Festival Chorus, who had 
been performing in a temporary “Saengerhalle.” In a 
nod to that history, the CSO and May Festival have 
created a concert that celebrates the music performed 
on that stormy 1875 season, including Bach’s Magnificat 
and Brahms’ Triumphlied. Looking to the future, the 
May Festival will also premiere a choral commission 
by composer Julia Adolphe, based on poetry by Dr. 
Elizabeth Alexander. It is a can’t-miss program, and a 
wonderful opportunity to hear the May Festival Chorus 
before their first Festival season in Music Hall (May 
2018). [NOV 4-5]

For project updates, photo galleries and more, visit 
mayfestival.com/musichall. 

—Erica Reid

Courtesy of the Music Hall Revitalization Company
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Chief Conductor of the BBC Phil-
harmonic in Manchester, United 
Kingdom, Juanjo Mena is one of 
Spain’s most distinguished interna-
tional conductors. 

Following his recent debut with the 
Berlin Philharmonic and appearanc-
es with the New York Philharmonic 
and the Boston Symphony Orchestra 
at Tanglewood, highlights of Maestro 
Mena’s 2016–17 season include his 
debuts with the Rotterdam Philhar-
monic, NHK Symphony Orchestra, 
New World Symphony and the 
Swedish Radio Orchestra, as well as 
return visits to Boston, Cincinnati, 
Minnesota, Copenhagen, Dresden and Oslo, and two 
European tours with the BBC Philharmonic.

In Europe he has worked with many prestigious 
orchestras, such as the Berlin Philharmonic, London 
Philharmonic, Oslo Philharmonic, Danish National 
Symphony Orchestra, Orchestre National de France, 
Orchestra Filarmonica della Scala, Munich Radio Or-
chestra and the Dresden Philharmonic, as well as with 
all the major Spanish orchestras. He has been Artistic 
Director of the Bilbao Symphony Orchestra, Chief Guest 
Conductor of the Orchestra del Teatro Carlo Felice in 
Genoa and Principal Guest Conductor of the Bergen 
Philharmonic Orchestra. 

He has conducted most of the leading orchestras 
in North America, including Chicago, Boston, Hous-
ton, Cincinnati, Montreal, Toronto, Baltimore and 
Pittsburgh symphony orchestras, the New York and 
Los Angeles Philharmonic Orchestras, The Cleveland 

Orchestra and The Philadelphia 
Orchestra.

A guest of international festivals, 
he has appeared at the Stars of White 
Nights Festival in St. Petersburg, Rus-
sia, the Hollywood Bowl, Grant Park 
(Chicago), Tanglewood and La Folle 
Journée (Nantes). He has led the BBC 
Philharmonic on tours of Europe 
and Asia, including performances in 
Cologne, Munich, Vienna, Madrid, 
Beijing and Seoul, and performs with 
them every year at the BBC Proms 
in London.

His operatic work includes The 
Flying Dutchman, Salome, Elektra, 

Ariadne auf Naxos, Duke Bluebeard’s Castle and Er-
wartung and productions including Eugene Onegin in 
Genoa, The Marriage of Figaro in Lausanne and Billy 
Budd in Bilbao.

He has made several recordings with the BBC 
Philharmonic, including a disc of works by Manuel de 
Falla that was a BBC Music magazine Recording of the 
Month; a CD of works by Gabriel Pierné, which was a 
Gramophone Editor’s Choice; and releases of music by 
Ginastera, Albéniz, Montsalvatge, Weber and Turina, 
which have gained excellent reviews from the specialist 
music press. He has also recorded a critically acclaimed 
rendering of Messiaen’s Turangalîla Symphony for 
Hyperion with the Bergen Philharmonic Orchestra. 
Juanjo Mena’s Messiaen interpretation is said to “ut-
terly redefine the terms under which past/current/
future Turangalîlas need to be judged.” (Gramophone, 
October 2012).

JUANJO MENA  Principal Conductor Designate
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GERARD 
McBURNEY
Gerard McBurney is a 
composer, writer and 
deviser, working in 
theatre, radio, televi-
sion and the concert 
hall. Recent projects 
have included col-
laborations with Sir 
Mark Elder and The 

Hallé, including The Madness of an Extraordinary Plan 
(Manchester International Festival, 2011), as well as 
with the Southbank and Barbican Centres in London, 
Lincoln Center in New York, the Lucerne Festival, and 
orchestras including the Los Angeles Philharmonic, New 
York Philharmonic, Philadelphia Orchestra, and others.

Between 2006 and 2016 he was Artistic Programming 
Advisor for the Chicago Symphony Orchestra, where he 
was also Creative Director of Beyond the Score®, a series 
of 30 multimedia explorations of orchestral masterworks 
that have been performed by orchestras around the 
world and filmed for digital streaming; as a result they 
have been watched more than a million times. For the 
Chicago Symphony and Esa-Pekka Salonen in 2015 he 
created semi-stagings of Debussy’s Pelléas et Mélisande 
and Ravel’s L’enfant et les sortilèges.

In theatre, he has had a long involvement with 
Complicite, the acclaimed company of his brother 
Simon McBurney, as well as producing scores for the 
National Theatre, the Lyric Hammersmith and others. 
For television, he has collaborated on more than 20 
documentary films, most directed by Barrie Gavin. He 
has written and presented well over a hundred programs 
for BBC Radio 3, including many episodes of the series 
Discovering Music.

He is known for completions of lost and forgotten 
pieces by Shostakovich, including the music-hall show 
Hypothetically Murdered and the unfinished satirical 
opera Orango. Among his own compositions are Desire 

(Sir Mark Elder and BCMG, 1997), Letter to Paradise 
(BBC Proms, 1998) and Cherry Cottage 1782 (Berkshire 
Festival, 2013).

Upcoming projects include working with his brother, 
Simon, on a production of The Rake’s Progress (Aix Festi-
val, July 2017), a reimagining of Beyond the Score Dvořák 
in the New World for Sir Mark Elder and The Hallé (BBC 
Proms, August 2017), a staging of The Genesis Suite with 
Sir Simon Rattle and the London Symphony Orchestra 
(Barbican Centre, January 2018), and a collaboration 
with the San Diego Symphony. He is currently Creative 
Partner for the 2017 Cincinnati May Festival, where he 
is directing productions of Mendelssohn’s Midsummer 
Night’s Dream and Elgar’s The Dream of Gerontius.

MIKE TUTAJ, video 
designer
Based in Chicago, Mike 
Tutaj has done design work 
that has been seen and 
heard on the stages of The 
Goodman, Steppenwolf, 
Chicago Symphony Or-
chestra, Chicago Shake-
speare Theater, The Second 

City, Victory Gardens, Lookingglass, Writers’ Theatre, 
The Court Theatre, TimeLine, American Theater 
Company, Paramount Theatre, The Hypocrites, and 
elsewhere. Off-Broadway credits include MCC Theater, 
p73, EnGarde Arts, and The York Theatre. Regional 
credits include Indiana Repertory Theatre, The Alliance 
Theatre, Philadelphia Theatre Company, South Coast 
Rep, Center Stage, Syracuse Stage, Virginia Stage, Chil-
dren’s Theatre Company (Minneapolis), City Theatre 
Company (Pittsburgh) and Theatre Squared. 

Tutaj has taught Projection Design in the Theatre 
Department of Columbia College Chicago. He is an 
artistic associate with TimeLine Theatre, and a member 
of United Scenic Artists local 829.

CREATIVE PARTNERS
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Robert Porco has been recognized 
as one of the leading choral musi-
cians in the U.S., and throughout 
his career has been an active pre-
parer and conductor of choral and 
orchestral works, including most of 
the major choral repertoire, as well 
as of opera. In 2011 Mr. Porco re-
ceived Chorus America’s “Michael 
Korn Founders Award for Develop-
ment of the Professional Choral 
Art.” In 2016 he led the May Festival 
Chorus and Cincinnati Symphony 
Orchestra in a performance of 
Mendelssohn’s Elijah for Chorus 
America’s National Conference.

Mr. Porco’s conducting career has spanned geo-
graphic venues and has included performances in the 
Edinburgh Festival; Taipei, Taiwan; Lucerne, Switzer-
land; Tel Aviv and Jerusalem, Israel; and Reykjavik, 
Iceland; and at the May Festival, Tanglewood Music 
Festival, Berkshire Music Festival, Blossom Festival and 
Grant Park Festival. He has been a guest conductor at 
the May Festival and with the Cincinnati Symphony 
Orchestra and The Cleveland Orchestra, among others.

The 2016–17 season is Mr. Porco’s 28th as Director of 
Choruses. In recognition of his 25th anniversary, the 
May Festival Chorus commissioned Mr. Porco’s portrait, 
which will hang in the renovated Music Hall foyer. In 
2010 Mr. Porco led the premiere of Out of the Cradle 
Endlessly Rocking, a piece commissioned by the Chorus 
in honor of his 20th season as director. 

Mr. Porco has prepared the May Festival Chorus 
for four acclaimed appearances in Carnegie Hall. The 
most recent, in 2014, of Robert Nathaniel Dett’s The 
Ordering of Moses and John Adams’ Harmonium with 
James Conlon and the Cincinnati Symphony Orchestra 
was broadcast live; the live recording of the Dett was 
later released on a CD The New York Times listed as 
one of the best classical recordings of 2016, noting 
“In this recording…the chorus, warmly hovering, is 
glorious.” Previous Carnegie Hall appearances featured 
Mendelssohn’s Elijah with Jesús López-Cobos and the 
Cincinnati Symphony Orchestra; Mahler’s Symphony 
No. 8 with Robert Shaw, The Cleveland Orchestra, and 
other choruses; and Britten’s War Requiem with the 
Cincinnati Symphony Orchestra and James Conlon.

In addition, Mr. Porco’s prepara-
tion of the Chorus’ Music Hall perfor-
mance of the Pulitzer Prize-winning 
On the Transmigration of Souls, under 
the baton of the composer John Ad-
ams, led Adams to write, “The pure 
American quality of their enunciation 
and their perfectly balanced sonorities 
lifted the matter-of-fact plainness of 
the words to a transcendental level, 
and for once the piece did not seem 
as compromised and uneven as I had 
previously thought.”

In 1998, Mr. Porco became Direc-
tor of Choruses for The Cleveland 

Orchestra and has prepared the Cleveland Orchestra 
Chorus for appearances at the Edinburgh Festival, 
Carnegie Hall, the Lucerne Festival and the London 
Proms, and in Frankfurt, Paris, Luxembourg and Miami, 
Florida. From 1988 to 1998, he was Artistic Director 
and Conductor of the Indianapolis Symphonic Choir.

Mr. Porco has gained national recognition for his 
preparation of choruses for prominent conductors 
including John Adams, Pierre Boulez, James Conlon, 
Andrew Davis, Christoph von Dohnányi, Charles 
Dutoit, Paavo Järvi, Erich Kunzel, Raymond Leppard, 
James Levine, Jahja Ling, Jesús López-Cobos, Zubin 
Mehta, Juanjo Mena, John Nelson, André Previn, Kurt 
Sanderling, Leonard Slatkin, Robert Shaw, Franz Welser-
Möst, John Williams and David Zinman. 

Mr. Porco taught doctoral-level choral conducting 
at the Indiana University Jacobs School of Music from 
1979 to 1998, and in 2011 and 2012. While at IU he led a 
student choral and orchestral ensemble of 250 in a highly 
acclaimed performance of Leonard Bernstein’s Mass 
as part of the Tanglewood Music Festival’s celebration 
of the composer’s 70th birthday. Mr. Porco remains 
dedicated to teaching and mentoring aspiring and 
professional conductors and singers, and music educa-
tors, through coaching, workshops and masterclasses. 
In addition, he has guest taught at the University of 
Cincinnati College-Conservatory of Music, Wooster 
College, the University of Akron, Harvard University, 
the University of Miami Frost School of Music and 
Westminster Choir College (Princeton, NJ). 

ROBERT PORCO  Director of Choruses
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THE MAY FESTIVAL AND MAY FESTIVAL CHORUS

The May Festival Cho-
rus has earned acclaim 
locally, nationally and 
internationally for 
its musicality, vast 
range of repertoire 
and sheer power of 
sound. The Chorus 
of 130 professionally 
trained singers is the 
core artistic element 
of the Cincinnati May 
Festival as well as the 
official chorus of the 
Cincinnati Symphony Orchestra and Cincinnati Pops. 
Throughout each season the chorus members col-
lectively devote more than 40,000 hours in rehearsals 
and performances.

Founded in 1873, the annual May Festival is the oldest, 
and one of the most prestigious, choral festivals in the 
Western Hemisphere. The annual Festival, now under 
the artistic leadership of Principal Conductor Designate 
Juanjo Mena, boasts the May Festival Chorus—with 
choral preparation by Robert Porco—and Cincinnati 
Symphony Orchestra as anchors, hosts an international 
array of guest artists and presents two spectacular week-
ends of dynamic programming. James Conlon, who last 
year brought to a close an unprecedented 37-year tenure 
as May Festival Music Director, was named Conductor 
Laureate upon his retirement. Many important choral 
works have received their World and American pre-
mieres at the May Festival, including Johann Sebastian 
Bach’s Magnificat, Gustav Mahler’s Symphony No. 3, 
Benjamin Britten’s Gloriana, Gian Carlo Menotti’s The 
Death of the Bishop of Brindisi and Robert Nathaniel 
Dett’s The Ordering of Moses. 

Beyond Cincinnati, the May Festival Chorus has 
performed with great success at numerous venues across 
the country, including four celebrated appearances 
at Carnegie Hall. The Chorus returned to New York 
City in May of 2014 for the Spring for Music Festival at 
Carnegie Hall, with James Conlon and the Cincinnati 
Symphony Orchestra.

The May Festival Chorus has further strengthened its 
national presence through numerous PBS broadcasts 
of live concerts and several award-winning recordings, 
many in collaboration with the CSO and Pops. In 2001 
the Chorus recorded Christmas with the May Festival 
Chorus, a popular a cappella holiday disc. Its 2004 
Telarc release, the world premiere recording of Franz 

Liszt’s St. Stanislaus 
featuring James Con-
lon and the CSO, was 
awarded the 30th In-
ternational F. Liszt 
Record Grand Prix 
by the Liszt Society of 
Budapest. The Chorus 
is also featured on the 
2012 Cincinnati Pops 
release, Home for the 
Holidays.

The May Festival 
Chorus has garnered 

two awards in recognition of its continuing artistic 
excellence and performances throughout the state. In 
2011 the Chorus received the Spirit of Cincinnati USA 
Erich Kunzel Queen City Advocate Award from Cincin-
nati USA Convention and Visitors Bureau. In 1998 the 
Chorus earned the Irma Lazarus Award from the Ohio 
Arts Council’s annual Governor’s Awards for the Arts. 

Conductor and Organist 
MINHYE JANG, born in 
South Korea, is a doctoral 
student at the Univer-
sity of Cincinnati College-
Conservatory of Music 
(CCM), where she studies 
Choral Conducting with 
Earl Rivers and L. Brett 
Scott and is completing an 
Organ Performance cog-
nate with Michael Unger. 
She earned her bachelor’s 

degree at Yonsei University, majoring in both Organ 
Performance and Church Music. As an organist, she 
played on several international concert tours in various 
countries with the Korean Students’ Glee Club. She has 
completed Master of Music degrees in Choral Conduct-
ing at both Hansei University in South Korea and at 
CCM. In March she placed second in the American 
Choral Directors Association’s National Graduate 
Conducting Competition in Minneapolis. Currently, 
she sings and works for the May Festival Chorus as the 
Conducting Fellow of the 2016–17 season.

The May Festival is grateful to Ginger Warner for her 
generous support of the Conducting Fellowship.

MAY FESTIVAL CHORUS  Robert Porco, director
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Soprano
Karen C. Allen, 18
Emily Ash, 1
Tracy Bailey, 16
A. Maris Bernard, 13
Cindy Bosh, 2
Shannon K. Brock, 7
Dawn Bruestle, 12
Krista Cornish Scott
Beth A. Curtis, 8
Kathy Dietrich, 3
Laurel Boisclair Ellsworth, 12
Kathy Falcón, 12
Magdalena Greenewald, 3
Anita Marie Greer, 28
Sarah Grogan, 2
Gaynelle Hardwick, 1
Leonardia Hardy, 3
Dana Harms, 9
Lauren Steiger Hess, 21
Carolyn Hill, 6
Ruth Hill, 7
Lisa Koressel, 18
Judith C. LaChance, 39
Hilary Landwehr, 28
Chloe LeGrand, 1
Marissa Miller, 3
Lauren Peter, 13
Mary Beth Poulimenos, 3
Elizabeth Rancourt, 2
Kristi C. Reed, 6

Bass
Mark Aiken, 5
Richard Arnest, 16
Tony Barkley, 22
Simon Barrad, 1
Kenny Bierschenk, 5
John E. Black, 32
Scott Brody, 2
Douglas J. Bruestle, 8
Tim Butz, 7
Christopher Canarie, 23
Steven L. Dauterman, 35
Steve France, 12
Jim Laskey, 7
Michael Merry, 22
Michael Pekel, 1
Justin Peter, 13
James V. Racster, 35
Loren Reash-Henz, 1
Stephen Sanders, 1
Ron Schofield, 9
James Shackson, 14
Samuel M. Stover, 27
Marc Tuel, 5
Joshua Wallace, 10
Mark Weaver, 11
Joe White, 33

Numbers behind chorus 
members’ names signify their 
years of service.

Beth Roberts, 11
Julia H. Schieve, 22
Yvon F. Shore, 5
Susan L. Thiel, 36
Christine Wolterman, 20

Alto
Robin Bierschenk, 6
Kate Bohanan, 1
Cynthia Bourgeois, 12
Barbara Brown, 6
Megan Christman, 2
Lindsey Dolan, 6
Erika Emody, 10
Margaret E. Hagar, 41
Sarah Hamilton, 7
Sally Vickery Harper, 46
Spence B. Ingerson, 27
Minhye Jang, 1
Lindsey Jeffers, 3
Karolyn L. Johnsen, 45
Sarah W. Keeling, 7
Andrea Kiehl, 3
Julie Laskey, 13
Kay M. Luccasen, 39
Elaine P. Lustig, 6
Kathy Mank, 12
Melissa A. Martin, 16
Teri McKibben, 9
Jennifer Moak, 3
Rozelia Park, 5

Amy M. Perry, 5
Hannah Berlin Petry, 1
Jeanne E. Phillips, 23
Laura Schapiro, 3
Ann R. Schwentker, 4
Molly Scruta, 2
Rachel Seymour, 9
Patricia Somers, 2
Megan Weaver, 4
Linda Wiley, 9
Monica Wilson. 27

Tenor
Jim Baxter, 26
Brian Donaldson, 10
George Drewyor, 1
Douglas Easterling, 2
Jonathan Guillen, 1
Jason Harris, 1
Jeffrey Nielsen, 9
Scott C. Osgood, 18
Jason Ramler, 15
Evan T. Ratley, 3
Larry Reiring, 8
Adam Shoaff, 4
David W. Skiff, 15
Jeffrey Stivers, 7
Matthew Swanson, 5
Jason Vest, 1
Gary Wendt, 14
Barry Zaslow, 33

THE MAY FESTIVAL CHORUS
The May Festival Chorus is endowed by the Betsy & Alex C. Young Chair
Robert Porco, Director of Choruses
Heather MacPhail, Assistant to the Director of Choruses and Accompanist 
Minhye Jang, May Festival Conducting Fellow
Rosanne Wetzel, Chorus Manager
Joe Basel, Chorus Librarian

Soprano
Karen C. Allen
Tracy Bailey
Beth A. Curtis
Magdalena Greenewald
Anita Marie Greer
Carolyn Hill
Chloe LeGrand
Kristi C. Reed
Beth Roberts
Yvon F. Shore

Alto
Robin Bierschenk
Kate Bohanan
Megan Christman
Lindsey Dolan
Erika Emody
Sarah Hamilton
Minhye Jang
Sarah W. Keeling
Rozelia Park
Amy M. Perry

Tenor
Brian Donaldson
Douglas Easterling
Jason Harris
Larry Reiring
Jeffrey Stivers
Matthew Swanson
Jason Vest
Gary Wendt

Bass
Mark Aiken
Christopher Canarie
Steven L.  Dauterman
Steve France
Jon Gibson
Michael Pekel
Marc Tuel
Joshua Wallace

MAY FESTIVAL BASILICA ENSEMBLE

MAY FESTIVAL CHORUS

AUDITIONS
for May Festival Chorus and May 
Festival Youth Chorus
Call 513.744.3229 or email  
rwetzel@mayfestival.com to schedule an 
audition or for more information.

Soprano
Karen C. Allen
Tracy Bailey
Beth A. Curtis
Anita Marie Greer
Leonardia Hardy
Carolyn Hill
Lisa Koressel
Chloe LeGrand
Lauren Peter
Kristi C. Reed
Beth Roberts
Yvon F. Shore

Alto
Robin Bierschenk
Kate Bohanan
Barbara Brown
Megan Christman
Lindsey Dolan
Erika Emody
Sarah Hamilton
Minhye Jang
Sarah W. Keeling
Teri McKibben
Rozelia Park
Amy M. Perry
Linda Wiley

Tenor
Brian Donaldson
Douglas Easterling
Jason Harris
Jeffrey Nielsen
Scott Osgood
Larry Reiring
Jeffrey Stivers
Matthew Swanson
Jason Vest
Gary Wendt

Bass
Mark Aiken
Kenny Bierschenk
John E. Black
Christopher Canarie
Steven L. Dauterman
Jon Gibson
Michael Pekel
Justin Peter
James V. Racster
James Shackson
Marc Tuel
Joshua Wallace

SHAKESPEARE ENSEMBLE
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The May Festival Youth Chorus, now 
in its 30th season, was organized to 
give high school students the op-
portunity to rehearse and perform 
challenging choral music in a highly 
stimulating artistic environment. The 
group, generously sponsored by the 
Stillson Foundation, rehearses weekly 
and currently represents students 
from more than 25 area high schools. 
The May Festival Youth Chorus, 
which has become an integral com-
ponent of the annual Cincinnati May 
Festival, was specifically established 
to foster the development of musi-
cal expertise and appreciation that 
encourages participants to further 
pursue musical endeavors following 
graduation.

In addition to annual May Festival and ArtsWave 
events, the May Festival Youth Chorus performs fre-
quently with the Cincinnati Symphony Orchestra and 
Cincinnati Pops. In past seasons they performed in and 
recorded the “Superheroes” concert with John Morris 
Russell and the Cincinnati Pops, performed as a guest 
choir at the University of Cincinnati College-Conserva-
tory of Music’s (CCM) “Feast of Carols” and participated 
at CCM as one of the ensembles for Chorus America’s 
masterclass sessions for directors of young choirs. In 
2013 the chorus participated in collaborative “Sing for 
a Cause” performances with the Cincinnati Symphony 
Youth Orchestra and, in 2007, the May Festival Youth 
Chorus was featured in a PBS broadcast of the nationally 
recognized program From the Top recorded in Music 
Hall.  Last season the Cincinnati Pops and May Festival 
Youth Chorus performed the score for the movie Home 
Alone as it was shown at Music Hall.

 Performances this season have included major col-
laborative initiatives with the St. Thomas Glendale Bach 
Vespers Series, American Legacy Tours “Saengerfest,” 
and a major performance at St. John’s Unitarian Uni-
versalist Church in Clifton. This May the Youth Chorus 
will be featured at the Basilica (Covington) Concert on 
May 21 and will perform with the May Festival Chorus 
and CSO on the May 20 concert at Taft Theatre.

Students are selected for membership in the May Fes-
tival Youth Chorus through auditions held in September 
and January. Students in grades 9–12 from area public, 
private and parochial schools are eligible to audition. For 
more information, or to schedule an audition, call the 
May Festival Office at 513.744.3229 or email rwetzel@
mayfestival.com.

JAMES BAGWELL 
James Bagwell, May Festival Youth Chorus conductor 
since 1997, maintains an active international schedule 
as a conductor of choral, operatic and orchestral music. 
He was recently named associate conductor of The 

Orchestra Now (TON) and was ap-
pointed principal guest conductor of 
the American Symphony Orchestra 
in 2009. He has led both ensembles in 
concerts at Carnegie Hall and Lincoln 
Center. He served as music director of 
The Collegiate Chorale from 2009 to 
2015. Highlights included conducting 
rarely performed operas at Carnegie 
Hall, including Bellini’s Beatrice di 
Tenda, Rossini’s Möise et Pharaon and 
Boito’s Mefistofele. He conducted the 
New York premiere of Philip Glass’s 
Toltec Symphony and Osvaldo Golijov’s 
Oceana at Carnegie Hall. His perfor-
mance of Kurt Weill’s Knickerbocker 
Holiday at Alice Tully Hall was recorded 
live for Gaslight Records and is the only 

complete recording of the work. He has collaborated 
since 2011 with singer and composer Natalie Merchant, 
conducting orchestras across the country, including the 
San Francisco and Seattle symphonies. Other recent 
performances include Glass’ Another Look at Harmony 
at the Park Avenue Armory and leading the Little Opera 
Theatre of New York’s production of Rossini’s Opportu-
nity Makes the Thief. 

Bagwell has trained choruses for American and 
international orchestras, including the New York Phil-
harmonic, Boston Symphony Orchestra, San Francisco 
Symphony, Los Angeles Philharmonic, NHK Symphony 
(Japan), St. Petersburg Symphony, Budapest Festival 
Orchestra, Mostly Mozart Festival Orchestra, American 
Symphony Orchestra, Cincinnati Symphony Orchestra, 
Cincinnati Pops Orchestra and Indianapolis Symphony 
Orchestra. He has worked with such noted conductors 
as Charles Dutoit, Andris Nelsons, Alan Gilbert, Gia-
nandrea Noseda, Valery Gergiev, Yannik Nézet-Séguin, 
Zubin Mehta, Riccardo Muti, Lorin Maazel, Esa-Pekka 
Salonen, Michael Tilson Thomas, Louis Langrée, Leon 
Botstein, Ivan Fischer, Vladimir Ashkenazy, Raymond 
Leppard, James Conlon, Jesús López-Cobos, Erich 
Kunzel, Leon Fleischer and Robert Shaw.

Bagwell prepared The Collegiate Chorale for numer-
ous concerts at the Verbier Festival in Switzerland and 
for programs with The Israel Philharmonic in Israel and 
the Salzburg Festival. He has also prepared The Concert 
Chorale of New York for performances with the Ameri-
can Symphony Orchestra, Los Angeles Philharmonic, 
and Mostly Mozart Festival (broadcast nationally on 
Live from Lincoln Center)—all in David Geffen Hall 
at Lincoln Center. Since 2003 he has been director of 
choruses for the Bard Music Festival, conducting and 
preparing choral works during the summer festival at 
The Richard B. Fisher Center for the Performing Arts at 
Bard College. In 2011 and 2012 he conducted the Amici 
New York Orchestra at the OK Mozart Festival, and in 
December 2014 made his second appearance with the 
Cincinnati Symphony Orchestra in a highly acclaimed 
performance of Messiah.  

MAY FESTIVAL YOUTH CHORUS  James Bagwell, director
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Bagwell conducted some 25 productions as music 
director of Light Opera Oklahoma, including Bernstein’s 
Candide, Sondheim’s Sweeney Todd, and Lehár’s The 
Merry Widow, among others. At Bard SummerScape he 
has led various theatrical works, most notably Copland’s 
The Tender Land, which received glowing praise from 
The New York Times, The New Yorker and Opera News. 
He frequently appears as guest conductor for orchestras 
around the country and abroad, including the Jerusalem 
Symphony, Tulsa Symphony, Interlochen Music Festival 
and Indianapolis Chamber Orchestra. From 2005 to 
2010 he was music director of New York’s The Dessoff 
Choirs, who under his leadership made numerous ap-
pearances at Carnegie Hall in addition to their regular 
season. He holds degrees from Birmingham-Southern 
College, Florida State University, and Indiana Univer-
sity. Bagwell is Professor of Music at Bard College and 
Director of Performance Studies in the Bard College 
Conservatory of Music. 

A native of southeast Iowa, MATTHEW SWANSON 
is assistant conductor of the Cincinnati May Festival 
Youth Chorus, adjunct instructor of early music at the 
University of Cincinnati College-Conservatory of Music 
(CCM), and chorus master of CCM Opera. As Com-
munity Engagement Coordinator for the May Festival, 
he organizes and presents lectures and community 
forums on choral masterworks throughout the year. As 
a tenor, Swanson has performed with Schola Antiqua 
(Chicago) and the Vocal Arts Ensemble (Cincinnati) and 
is on the faculty of Berkshire Choral International. This 

season, he is guest conductor of the CCM Chorale and 
will co-present sessions on the monophonic repertoire 
from Benevento, Italy at the International Medieval 
Congress. Swanson is Assistant Choirmaster at the 
Episcopal Church of the Redeemer in Cincinnati. Prior 
to his appointment at Redeemer, he was Master of the 
Schola at the Chapel of St. John Fisher, Cambridge, UK. 
He earned degrees at the University of Notre Dame, 
CCM, and King’s College, Cambridge.

DAVID KIRKENDALL, May Festival Youth Chorus 
accompanist, taught choral music at Princeton High 
School in Cincinnati from 1980 to 2013. Choral groups 
under his direction achieved superior ratings at numer-
ous Ohio Music Educators Association adjudicated 
events. 

He received his undergraduate degree, as well as a 
master’s degree in Choral Conducting, from the Uni-
versity of Cincinnati College-Conservatory of Music 
(CCM). He completed studies for the Doctor of Musical 
Arts degree in Choral Conducting at the University of 
Illinois. For three years he was an adjunct instructor in 
choral music at Mount St. Joseph University. 

Kirkendall served as rehearsal pianist for the Vocal 
Arts Ensemble of Cincinnati for 10 years, starting with 
its founding in 1978. For the 1988–89 season Kirken-
dall was the Assistant Conductor for the Vocal Arts 
Ensemble with Earl Rivers. He joined the May Festival 
Youth Chorus as Accompanist and Assistant Director 
in October of 2006.

MAY FESTIVAL YOUTH CHORUS 
James Bagwell, Director
Matthew Swanson, Assistant Director 
David Kirkendall, Accompanist
Rosanne Wetzel, Chorus Manager
Sarah Brabbs 
Breanna Brandenburg
Micah Brownfield
Chelsea Carnder 
Vivian Comer
Christopher Ford
Ishana Galgali 
Kylie Gardocki

Anna Greco 
Leah Huth
Cassie Johnson
Shravya Kamaraju
Eliza Kohl
Ava Martin
Shelby Martin
Ashton Morris

Olivia Claire Munro
Andrew H. Nash
Shaine Olmstead
Keisheina Owens
Elizabeth Pease
Deenie Pelfrey 
Meredith Read

Jordan Richard
Andrew Rines
Andrew Schmid
Katherine Sharp
Brianna Smith
Katelyn Verbarg
Ke’Andra Warren

Anderson High School 
Boone County High School 
Cincinnati Country Day 
Conner High School 
Dater High School 
Dixie Heights High School 
Fairfield High School 
Hillsboro High School

The May Festival Youth Chorus members and directors would like to thank this season’s participating Greater 
Cincinnati Area schools and their choral directors for exemplary dedication to excellence in choral music and 
vocal training:

The May Festival Youth Chorus is  
financially assisted by the Stillson  
Foundation, Fifth Third Bank, Trustee,  
and by the ongoing support of ArtsWave 
and the Ohio Arts Council.

Special thanks to Knox Presbyterian Church.

Indian Hill High School
Lakota East High School
Lakota East Freshman School
Lakota West High School
Leaves of Learning
Mason High School
Milford High School
Northwest High School
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PEP Homeschool
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Simon Kenton High School
Sycamore High School
Ursuline Academy
Walnut Hills High School 
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CONDUCTORS
MARKUS STENZ 
(May 19)
(May Festival debut)
Markus Stenz is Chief 
Conductor of the Nether-
lands Radio Philharmonic 
Orchestra (since 2012), 
Principal Guest Conduc-
tor of the Baltimore Sym-
phony Orchestra from the 
2015–16 season onward, 
and has been appointed as 
Conductor in Residence 
at the Seoul Philharmonic 

Orchestra from January 2017 onward.
His previous positions have included, most recently, 

General Music Director of the City of Cologne and 
Gürzenich-Kapellmeister and Principal Guest Conduc-
tor of the Hallé Orchestra (until 2014). Markus Stenz 
was Artistic Director of the Montepulciano Festival 
(1989–95), Principal Conductor of the London Sinfo-
nietta (1994–98), which is one of the most renowned 
ensembles for contemporary music, and Artistic Director 
and Chief Conductor of the Melbourne Symphony Or-
chestra (1998–2004), where he broadened his repertoire 
and established his career as an international conductor.

Markus Stenz conducted many of the world’s leading 
orchestras, including the Royal Concertgebouw Orches-
tra, Gewandhaus Orchestra Leipzig, Berlin Philhar-
monic, Tonhalle Orchestra Zurich, Vienna Symphony, 
NHK Symphony Orchestra Tokyo. In the United States 
these have included the Chicago Symphony, Los Angeles 
Philharmonic and Boston Symphony Orchestra.

He made his debut as an opera conductor at La 
Fenice in Venice and has since conducted many world 
premieres and first performances. Markus Stenz has 
appeared at many of the world’s major opera houses 
and international festivals.

His comprehensive discography includes many 
award-winning productions, among them the complete 
symphonies of Gustav Mahler with the Gürzenich 
Orchestra (Oehms Classics). The recording of Schön-
berg’s Gurrelieder on Hyperion was awarded with a 
Gramophone Classical Music Award in September 2016.

Markus Stenz was trained at the School of Music in 
Cologne under Volker Wangenheim and at Tanglewood 
with Leonard Bernstein and Seiji Ozawa. He has been 
awarded Honorary Fellowship of the Royal Northern 
College of Music and the Silberne Stimmgabel (“Silver 
Tuning Fork”) of the state of North Rhein/Westphalia.

MATTHEW HALLS 
(May 20)
(May Festival debut)
The word “versatile” is an 
apt description for British 
conductor Matthew Halls. 
He first came to promi-
nence as a keyboard player 
and early music conduc-
tor, but Halls is now better 
known for his dynamic 
and intelligent work with 
major symphony orches-
tras and opera companies, 

and for his probing and vibrant interpretations of music 
of all periods. The 2016–17 season marks his fourth as 
Artistic Director of the Oregon Bach Festival.

Increasingly in demand by North American sym-
phony orchestras, Halls frequently performs with the 
Cleveland Orchestra, Calgary Philharmonic, Dallas 
Symphony, Houston Symphony, Los Angeles Chamber 
Orchestra, National Arts Centre Orchestra, Philadelphia 
Orchestra, Seattle Symphony and the Utah Symphony, 
in repertoire from Bach and Handel to Kernis, Messiaen, 
Mozart, Rachmaninoff and Tippett.

This season sees Halls make his New York debut 
at Lincoln Center’s Mostly Mozart Festival in a 
performance with Joshua Bell. He returns to Lincoln 
Center later in the season, leading the Mozarteumor-
chester Salzburg in a tour of the United States. Other 
North American appearances include The Cleveland 
Orchestra; the Milwaukee, Indianapolis and Cincin-
nati symphony orchestras; Calgary Philharmonic; and 
residencies at the universities of Oregon and Maryland.

European orchestras are equally eager to welcome 
Halls to their podiums. In the spring of 2014 he made 
a triumphant debut with Concentus Musicus Wien, 
substituting on short notice for Nikolaus Harnoncourt 
in an acclaimed performance of Haydn’s The Seasons. He 
has also appeared with the Berlin Konzerthausorchester, 
Royal Scottish National Orchestra and the Melbourne 
Symphony Orchestra, among others. This season’s 
highlights include debuts with the Royal Philharmonic 
Orchestra, Vienna Symphony and NDR Radiophilhar-
monie, and a re-invitation to the Iceland Symphony 
Orchestra.

Halls is represented on disc with Handel’s Parnasso 
in Festa, winner of the Stanley Sadie Handel Recording 
Prize (Hyperion). His recordings on Linn Records are 
highlighted by a set of four Bach Harpsichord Concertos 
conducted from the keyboard.
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MICHAEL FRANCIS 
(May 26)
(May Festival debut)
Michael Francis has quick-
ly established himself in-
ternationally, conducting 
in Asia, North America 
and Europe. 

This season, Francis 
debuts with the Atlanta 
and Montreal symphony 
orchestras, as well as Cin-
cinnati’s May Festival, and 
returns to the Toronto 

Symphony Orchestra with Emanuel Ax. Abroad, he ap-
pears with Deutsche Radio Philharmonie Saarbrücken, 
Komische Oper Berlin, Dresden Philharmonic, Tampere 
Filharmonia and Trondheim Symphony Orchestra.

Other guest appearances have included The Cleveland 
Orchestra and the New York and Royal philharmonic 
orchestras, with return engagements to the BBC Na-
tional Orchestra of Wales, BBC Philharmonic, RTÉ Na-
tional Symphony of Dublin, Ulster Orchestra, Dresden 
Philharmonic, and the orchestras of Cincinnati, Ottawa, 
Oregon, Houston, Indianapolis and Pittsburgh. His 
European engagements have included the London Sym-
phony, BBC Scottish Symphony, Orquesta Sinfónica 
de RTVE Madrid, Helsinki Philharmonic, Mariinsky 
Orchestra, Orchestre Philharmonique de Monte-Carlo, 
and Stuttgart Radio Symphony. In Asia, Francis has 
conducted the NHK Symphony, and has returned to 
Malaysia and Seoul philharmonics.

Francis’ discography includes the Rachmaninoff 
piano concertos with Valentina Lisitsa and the London 
Symphony Orchestra, Wolfgang Rihm’s Lichtes Spiel 
with Anne-Sophie Mutter and the New York Philhar-
monic, and the Ravel and Gershwin piano concertos 
with Ian Parker.

Now entering his second season as Music Director 
of The Florida Orchestra, Michael Francis’ contract has 
already been extended to 2021. He is also Music Direc-
tor of the Mainly Mozart Festival in San Diego, where 
he has launched an ambitious multi-year exploration 
of Mozart’s life. He was recently Chief Conductor and 
Artistic Advisor of the Norrköping Symphony Orchestra 
from 2012 to 2016.

HARRY BICKET (May 27)
(May Festival debut)
Internationally renowned 
as an opera and concert 
conductor of distinction, 
Harry Bicket is especially 
noted for his interpretation 
of baroque and classical 
repertoire and in 2007 be-
came Artistic Director of 
The English Concert, one 
of the UK’s finest period or-
chestras. He became Chief 
Conductor of Santa Fe Op-

era in 2013 and opened the 2014 season with a critically 
acclaimed Fidelio. Born in Liverpool, he studied at the 
Royal College of Music and Oxford University and is 
an accomplished harpsichordist.

Highlights during the 2016–17 season include his 
first Carmen with Lyric Opera of Chicago and Alcina 
with Santa Fe Opera. Symphonic work includes a visit 
to The Cleveland Orchestra, including Rameau’s Suite 
from Les Boréades. Projects with The English Concert 
include UK and international touring within Europe, 
the U.S. (Handel’s Ariodante featuring Joyce DiDonato, 
including Carnegie Hall) and the Far East (Wuhan, 
Shanghai, Beijing, Hong Kong).

Highlights of recent seasons include acclaimed pro-
ductions in the U.S. and Canada for Houston Grand 
Opera (Le nozze di Figaro, Rusalka), Canadian Opera 
Company (Maometto II, Hercules), Atlanta Opera 
(Orfeo), Santa Fe Opera (Fidelio, La finta giardiniera), 
Metropolitan Opera (Rodelinda, La clemenza di Tito, 
Giulio Cesare), Lyric Opera of Chicago (Rinaldo) and 
guest conducting with Los Angeles Philharmonic, Los 
Angeles Chamber Orchestra, San Francisco Symphony, 
Detroit Symphony, Houston Symphony, Seattle Sym-
phony, St. Paul Chamber Orchestra, National Arts 
Center Orchestra of Ottawa, Indianapolis Symphony, 
Minnesota Orchestra and Boston Symphony Orchestra, 
and Messiah with the New York Philharmonic. 

Within Europe he has conducted performances at the 
Liceu Barcelona (Agrippina, Lucio Silla), L’Orchestre 
National Bordeaux Aquitaine (Alcina) and Theater an 
der Wien (Iphigenie en Tauride) and appeared with 
the Oslo Philharmonic, Royal Northern Sinfonia, 
Royal Liverpool Philharmonic Orchestra, Rotterdam 
Philharmonic (St. Matthew Passion), Royal Stockholm 
Philharmonic Orchestra, BBC Scottish Symphony 
Orchestra, Orchestre Philharmonique de Monte Carlo, 
Bayerische Rundfunk, Scottish Chamber Orchestra and 
Orchestre Philharmonique de Radio France.
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SINGERS/ACTORS/INSTRUMENTALISTS
BRADLEY 
ARMACOST, actor
(May Festival debut)
Bradley Armacost is de-
lighted to be a part of the 
2017 May Festival, and 
to once again be work-
ing with Dream Project 
Creative Partner, Gerard 
McBurney. He has ap-
peared with the Chicago 
Symphony Orchestra and 

Memphis Symphony in McBurney’s Beyond the Score 
series with such conductors as Esa-Pekka Salonen, Mei-
Ann Chen, Miguel Harth-Bedoya, Andrey Boreyko and 
Charles Dutoit. 

A Joseph Jefferson Award-winning actor in Chicago, 
Armacost has appeared onstage with Steppenwolf, 
Goodman and Chicago Shakespeare theatres and is 
an Artistic Associate with Provision Theatre and Irish 
Theatre of Chicago. He can currently be seen as Bishop 
Egan in the Fox series The Exorcist and in the web 
comedy VC (Venture Capitalist)—the Series, season 2.

MEG BRAGLE, mezzo-
soprano
(May Festival debut)
Meg Bragle is quickly 
earning an international 
reputation as one of to-
day’s most gifted mezzo-
sopranos. As a featured 
soloist with Sir John Eliot 
Gardiner and the English 
Baroque Soloists, she has 
made four recordings, 

including Bach’s Easter and Ascension oratorios—the 
vehicle for her BBC Proms debut—and the 2015 release 
of Bach’s Mass in B Minor. She has performed as soloist 
in North America and Europe with many of the world’s 
premier early music ensembles: the Philharmonia Ba-
roque Orchestra, Music of the Baroque, English Baroque 
Soloists, Orchestre Révolutionnaire et Romantique, 
Tafelmusik Baroque Orchestra, Orchestra of the Age of 
Enlightenment, Les Violons du Roy, Apollo’s Fire and 
the Dunedin Consort. 

Among Bragle’s 2016–17 season highlights are ap-
pearances with the Milwaukee Symphony (Mozart’s 
Requiem), St. Paul Chamber Orchestra (Pergolesi’s 
Stabat Mater), American Bach Soloists (Handel’s La 
Resurrezione), Early Music Vancouver (Bach’s Magni-
ficat) and the Winter Park and Carmel Bach festivals. 

Recent orchestral highlights in the U.S. and Canada 
include engagements with the Houston, Indianapolis, 
Pacific and Colorado symphony orchestras; the National 

Arts Center Orchestra; and a series of concerts with the 
Calgary Philharmonic. She performed Bruno Moretti’s 
Vespro with New York City Ballet, Bach’s Lutheran 
Masses with Orchestra of the Age of Enlightenment, 
and tours of Bach’s St. Matthew Passion and Christmas 
Oratorio with the Netherlands Bach Society. 

At the Carmel Bach Festival this past summer she 
sang the role of Idamante in Mozart’s Idomeneo. She has 
also portrayed Dido and the Sorceress in Purcell’s Dido 
and Aeneas, Dardano in Handel’s Amadigi, Amastre 
in Handel’s Serse, Speranza in Monteverdi’s L’Orfeo, 
Ippolita in Cavalli’s Elena, and Elpina in Vivaldi’s La 
Fida Ninfa. 

MATTHEW BROOK, 
bass-baritone
(May Festival debut)
M a t t h e w  B r o o k  h a s 
appeared as a soloist 
throughout Europe, Aus-
tralia, North and South 
America, and the Far East. 
He has worked with many 
of the world’s greatest con-
ductors, including Sir John 
Eliot Gardiner, Richard 

Hickox, Sir Charles Mackerras, Harry Christophers, 
Christophe Rousset and Sir Mark Elder, and orchestras 
and ensembles including the Philharmonia, London 
Symphony Orchestra, Royal Philharmonic Orchestra, St. 
Petersburg Philharmonic, Freiburger Barockorchester, 
BBC National Orchestra of Wales, Orchestra of the Age 
of Enlightenment, Chamber Orchestra of Europe, Scot-
tish Chamber Orchestra, English Baroque Soloists, City 
of London Sinfonia, Collegium Vocale Gent, Gabrieli 
Consort, Les Talens Lyriques, The Sixteen and Orchestra 
Nationale de Lille. He has performed at festivals such 
as Edinburgh, Cheltenham, Utrecht, BBC Proms, Am-
bronay, La Chaise Dieu, Innsbruck, Bermuda and the 
Three Choirs Festival.

Brook’s operatic roles include Polyphemus in Acis 
and Galatea, Aeneas in Dido and Aeneas, Papageno 
in The Magic Flute, Figaro in The Marriage of Figaro, 
Leporello in Don Giovanni, Ned Keene in Peter Grimes, 
Vicar in Albert Herring, Noye in Noye’s Fludde, John 
Bunyan and Lord Hategood in Vaughan Williams’ The 
Pilgrim’s Progress, Melchior in Menotti’s Amahl and the 
Night Visitors, Young Sam in the British premiere of 
Bernstein’s A Quiet Place, Jupiter in Rameau’s Castor 
et Pollux in Paris, Starek and Mayor Jenufa, Antenor 
and Calkas in Walton’s Troilus and Cressida with the 
Philharmonia for the BBC, Zuniga in Carmen at the 
Opera Comique in Paris, and Seneca in L ‘incoronazione 
di Poppea at the Maggio Musicale Fiorentino. He took 
part in a European tour with the English Baroque Solo-
ists and Gardiner singing the roles of Don Alfonso and 
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Bartolo in venues including the Royal Opera House, 
Covent Garden; Salle Pleyel, Paris; Teatro Real, Madrid; 
and Giuseppe Verdi Opera House, Pisa.

Brook’s recordings include Counsel in Trial by Jury 
and Friar Tuck in Sullivan’s Ivanhoe with the BBC 
National Orchestra of Wales (Chandos); a Gramophone 
Award-winning recording of Handel’s Dublin score 
of Messiah, Acis and Galatea and Bach’s St. Matthew 
Passion and B Minor Mass, and most recently, Handel’s 
Esther, all with the Dunedin Consort (Linn Records); and 
Il Re di Scozia in Handel’s Ariodante with Il Complesso 
Barocco and Alan Curtis (EMI/Virgin).

JENNIFER 
JOHNSON CANO, 
mezzo-soprano
(May Festival debut)
Jennifer Johnson Cano is 
a naturally gifted singer 
noted for her command-
ing stage presence and 
profound artistry, with 
a warm, velvety timbre 
that has garnered critical 
acclaim. Cano joined The 

Lindemann Young Artist Development Program at The 
Metropolitan Opera after winning The Metropolitan 
Opera National Council Auditions in 2008, and she 
made her Met debut during the 2009–10 season. As 
First Prize winner of the 2009 Young Concert Artist 
International Auditions, she has given stunning recital 
debuts with husband and pianist Christopher Cano in 
New York at Carnegie Hall’s Weill Recital Hall, in Wash-
ington, DC, at the Kennedy Center, and in Boston at the 
Isabella Stewart Gardner Museum. Among her honors 
are a 2011 Sara Tucker Study Grant, 2012 Richard 
Tucker Career Grant and 2014 George London Award. 

Cano has given over 100 performances at The Metro-
politan Opera, with recent roles including Bersi, Emilia, 
Hansel, Meg Page, Mercedes, Nicklausse, Wellgunde 
and Waltraute. Other operatic appearances included 
leading roles with Des Moines Metro Opera, Boston 
Lyric Opera, Arizona Opera, Tucson Symphony, The 
Cleveland Orchestra and Cincinnati Opera. She has 
worked with an impressive array of conductors, such 
as James Levine, Franz Welser-Möst, Manfred Honeck, 
Marin Alsop, Gary Thor Wedow and Sir Andrew Davis. 

This season, among other highlights, Cano bows as 
Carmen with Boston Lyric Opera, as the Priestess in 
Aida with The Metropolitan Opera and as Wellgunde 
in a concert version of Wagner’s Das Rheingold with the 
New York Philharmonic in one of Alan Gilbert’s closing 
conducting engagements in his tenure with the orches-
tra. Cano also makes her European debut on a tour of 
John Adams’s El Niño with appearances in London and 
Paris with the London Symphony Orchestra conducted 
by Adams, as well as The Radio Filharmonisch Orkest 

with Markus Stenz in Amsterdam, and with the Los 
Angeles Philharmonic under Grant Gershon. 

A dedicated recitalist and chamber musician, she 
performs at Mt. Gretna Playhouse with Christopher 
Cano, and she appears in Philadelphia and Pittsburgh 
with Nathan Hughes (oboe), Rafael Figueroa (cello), and 
Ken Noda (piano). At Bravo! Vail Music Festival, Cano 
performed Manuel de Falla’s Three Cornered Hat with 
the New York Philharmonic. 

In addition to her continued relationship with The 
Metropolitan Opera, New York Philharmonic and The 
Cleveland Orchestra, Cano has appeared with such 
esteemed orchestras as the Los Angeles Philharmonic, 
Atlanta, San Francisco, Pittsburgh, Baltimore and Utah 
Symphonies and the Orchestra of St. Luke’s. She toured 
with Musicians from Marlboro singing Respighi’s Il 
Tramonto and Cuckson’s Der gayst funem shturem, 
recorded live for the Marlboro Recording Society. A live 
recording of Mahler’s Das Lied von der Erde featured 
conductor George Manahan, tenor Paul Groves and St. 
Luke’s Chamber Ensemble in a rare arrangement by 
Arnold Schoenberg and Rainer Riehn. At the invita-
tion of Mrs. Carol Armstrong, Jennifer Johnson Cano 
was particularly honored to sing the Anderson/Weill 
“September Song” at the private funeral for American 
icon and astronaut Neil Armstrong. In 2014, she released 
her debut recital recording, Unaffected: Live from the 
Savannah Voice Festival, recorded live and unedited. 

Cano is a native of St. Louis and made her profes-
sional operatic debut with Opera Theater of St. Louis. 
She earned degrees from Webster University and Rice 
University. 

THOMAS COOLEY, 
tenor
(May Festival debut)
Thomas Cooley is a singer 
of great versatility, expres-
siveness and virtuosity, in 
demand internationally 
for a wide range of reper-
toire in concert, opera and 
chamber music. 

Thomas Cooley has 
collaborated with inter-

nationally prominent conductors including Helmuth 
Rilling, Donald Runnicles, Osmo Vänskä, Eji Oue, Lan 
Shui, Michael Tilson Thomas, Wolfgang Sawallisch, 
Nicholas McGegan, Robert Spano, David Robertson, 
Markus Stenz, Carlo Rizzi, Franz Welser-Möst, Manfred 
Honneck and Bernard Labadie. He performs regularly 
with major orchestras and festivals such as the Lincoln 
Center Mostly Mozart Festival; the Atlanta (including 
an appearance at Carnegie Hall), St. Louis, Pittsburgh, 
Baltimore, National, Oregon and Milwaukee symphony 
orchestras; the Minnesota Orchestra and St. Paul Cham-
ber Orchestra; Orchestre Symphonique de Quebec; 
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Copenhagen Philharmonic; Bavarian Radio Symphony; 
National Arts Center Orchestra of Ottawa; Gewandhaus 
Orchestra Leipzig; and Osaka Philharmonic. 

Particularly renowned for his agility and skill in 
Baroque music, Cooley is in demand as an interpreter 
of the works of Bach and Handel, most especially in the 
role of the Evangelist in Bach’s Passions and in the great 
oratorios of Handel. He appears regularly with such 
historically informed groups as Philharmonia Baroque 
Orchestra, Handel and Haydn Society, Music of the Ba-
roque (where he was Artist-in-Residence for the 2015–16 
season), Bethlehem Bach Choir, Akadamie für Alte 
Musik, Boston Baroque, the Carmel and Oregon Bach 
festivals, Les Violons du Roy, and Munich Bach Choir. 

Cooley’s activity on the operatic stage has largely 
centered on the roles of Mozart, Handel and Britten. 
Other roles he has performed include Count Almaviva in 
Rossini’s Il barbiere di Siviglia, the title role in Bernstein’s 
Candide, and Tristan in Frank Martin’s Le vin herbé.

In concert this season, Cooley is heard at Carnegie 
Hall with the Indianapolis Symphonic Choir (Britten’s 
Les Illuminations and Fairouz’s Zabur), with the Min-
nesota Orchestra and Houston Symphony (Messiah), 
Music of the Baroque (Handel’s Alexander’s Feast and 
Telemann’s Day of Judgment), and Berner Kammerchor 
(Bach’s St.John Passion). He also rejoins the Indianapolis 
Symphonic Choir for Mendelssohn’s Elijah. He reprises 
the role of Idomeneo in a concert version at the Carmel 
Bach Festival and performs Handel’s oratorio Joshua 
with the Philharmonia Baroque Orchestra and con-
ductor Nicholas McGegan. Thomas Cooley was also a 
featured guest artist in the summer of 2016 on the Prairie 
Home Companion Alaskan cruise.

MICHELLE 
DeYOUNG, mezzo-
soprano
Michelle DeYoung has 
already established herself 
as one of the most exciting 
artists of her generation

She appears frequently 
with many of the world’s 
leading orchestras, in-
cluding the New York 
Philharmonic, Boston 

Symphony Orchestra, Chicago Symphony Orchestra, 
Cleveland Orchestra, San Francisco Symphony, Los 
Angeles Philharmonic, Minnesota Orchestra, Pittsburgh 
Symphony Orchestra, The MET Orchestra (in Carnegie 
Hall), The MET Chamber Ensemble, Vienna Philhar-
monic, BBC Symphony Orchestra, Royal Philharmonic 

Orchestra, Philharmonia Orchestra, Orchestre de Paris, 
Bayerische Staatsoper Orchestra, Berliner Staatskapelle, 
Sao Paulo Symphony, and the Concertgebouworkest. 
She has also appeared in the prestigious festivals of 
Ravinia, Tanglewood, Aspen, Cincinnati May, Saito 
Kinen, Edinburgh, Salzburg, St. Denis and Lucerne.

DeYoung has appeared with many of the finest opera 
houses of the world, including The Metropolitan Opera, 
Lyric Opera of Chicago, Houston Grand Opera, Seattle 
Opera, Opera Philadelphia, Glimmerglass Opera, La 
Scala, Bayreuth Festival, Berliner Staatsoper, Hamburg 
State Opera, Opera National de Paris, Théâtre du 
Châtelet, Opéra de Nice, Theater Basel, and the Tokyo 
Opera. She was also named the 2015 Artist-in-Residence 
at Wolf Trap Opera. 

In recital, DeYoung has been presented by the Uni-
versity of Chicago Presents series, the Ravinia Festival, 
Weill Recital Hall, Alice Tully Hall, San Francisco 
Symphony’s Great Performances series, Cal Perfor-
mances in Berkeley, SUNY Purchase, Calvin College, the 
Pittsburgh Symphony, Roy Thomson Hall, the Théâtre 
du Châtelet, the Gulbenkian Foundation (Lisbon), the 
Edinburgh Festival, London’s Wigmore Hall and Brus-
sels’s La Monnaie.

DeYoung’s recording of Kindertotenlieder and 
Mahler’s Symphony No. 3 with Michael Tilson Thomas 
and the San Francisco Symphony (SFS Media) was 
awarded the 2003 Grammy Award for Best Classical 
Album. She was awarded 2001 Grammy Awards for 
Best Classical Album and Best Opera Recording for 
Les Troyens with the London Symphony Orchestra 
(LSO Live). Her growing discography also includes 
recordings of Mahler’s Symphony No. 3 with the Chi-
cago Symphony Orchestra (CSO Resound), Pittsburgh 
Symphony (PID) and Cincinnati Symphony Orchestra 
(Telarc); Bernstein’s Jeremiah Symphony No. 1 with the 
BBC Symphony Orchestra (Chandos); Das Klagende 
Lied with the San Francisco Symphony (BMG); and 
Das Lied von der Erde with the Minnesota Orchestra 
(Reference Recordings). Her first solo disc was released 
on the EMI label. 

Michelle DeYoung’s many engagements this season 
include appearances with the Cleveland Orchestra, 
Philadelphia Orchestra, Los Angeles Philharmonic, St. 
Louis Symphony Orchestra, Kansas City Symphony, 
Nashville Symphony, Portland Symphony, Finnish 
National Radio Orchestra, Paris Ensemble Intercon-
temporain, NHK Symphony in Tokyo, Hong Kong 
Philharmonic, Melbourne Symphony and the New 
Zealand Symphony.
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GUEST ARTISTS

ANTHONY DEAN 
GRIFFEY, tenor
American tenor Anthony 
Dean Griffey has cap-
tured critical and popular 
acclaim on opera, con-
cert and recital stages 
around the world. He is 
particularly noted for his 
portrayal of Peter Grimes, 
a role he has performed 
all over the world includ-

ing in a new production at The Metropolitan Opera 
broadcast live in the company’s Met: Live in HD series. 
Engagements during the 2016–17 season included the 
world premiere of Jake Heggie’s It’s a Wonderful Life 
with Houston Grand Opera, Britten’s War Requiem 
with Kansas City Symphony, Beethoven’s Ninth Sym-
phony with the North Carolina Symphony and Oregon 
Symphony. This summer he sings the Verdi Requiem 
at the Brevard Music Festival and Das Lied von der Erde 
in Mexico City, with next season’s highlights including 
The Dream of Gerontius with the Vancouver Symphony, 
Britten’s Serenade for Tenor, Horn and Strings with the 
Rhode Island Philharmonic, and Carlisle Floyd’s The 
Prince of Players with the Florentine Opera.

A four-time Grammy winner, Griffey’s extensive 
audio and video discography includes The Metropolitan 
Opera’s Peter Grimes (Warner Classics); Los Angeles 
Opera’s The Rise and Fall of the City of Mahagonny 
(Euroarts); Mahler’s Symphony No. 8 with the San 
Francisco Symphony (SFS Media), Tonhalle Orches-
tra Zurich (RCA) and Orquesta Nacional de Espana 
(Deutsche Grammophon); Britten’s War Requiem 
with the London Philharmonic Orchestra (LPO) and 
Netherlands Radio Philharmonic (Challenge Classics); 
and Carlisle Floyd’s Of Mice and Men with Houston 
Grand Opera (Albany Records).

Anthony Dean Griffey holds degrees from Wingate 
University, the Eastman School of Music and the Juil-
liard School and is an alumnus of The Metropolitan 
Opera’s Lindemann Young Artists Program. In 2011 
he was inducted into the North Carolina Music Hall of 
Fame. He currently holds the position of Professor of 
Voice at the Eastman School of Music in Rochester, NY. 

JOÉLLE HARVEY, soprano
(May Festival debut)
A  native of Bolivar, NY, soprano Joélle Harvey has 
quickly established herself as a noted interpreter of a 
broad range of repertoire, specializing in Handel, Mozart, 
and new music. She is the recipient of a 2011 First Prize 
Award from the Gerda Lissner Foundation, a 2009 Sara 
Tucker Study Grant from the Richard Tucker Founda-
tion, and a 2010 Encouragement Award (in honor of 
Norma Newton) from the George London Foundation.

During the summer of 
2016, Joélle Harvey re-
turned to The Cleveland 
Orchestra  for a program 
of Bach and Handel, 
conducted by Bernard 
Labadie. Subsequently, 
she joined the Milwaukee 
Symphony under Edo de 
Waart as Susanna in  Le 
nozze di Figaro,  the  Los 
Angeles Philharmon-

ic  under John Adams as Pat Nixon in  Nixon in 
China,  and The English Concert under Harry Bicket 
as Dalinda in Ariodante, and she returns to the Glyn-
debourne Festival Opera as Servilia in La clemenza di 
Tito, conducted by Music Director Robin Ticciati. In 
concert, she appears with the Mostly Mozart Festival for 
Mozart’s Mass in C Minor and his Requiem, which she 
also sings for the Kansas City Symphony and the Utah 
Symphony.  Additionally, she sings Handel’s  Mes-
siah with the Handel & Haydn Society and the National 
Symphony, appears with the San Francisco Sympho-
ny for Mahler’s Das klagende Lied, and joins the London 
Symphony Orchestra  and  Concertgebouw  for John 
Adams’ El Niño. She also appears in concert with LA 
Chamber Orchestra and the North Carolina Symphony.

Last season, Harvey’s varied appearances included 
Michal in Saul with the Handel & Haydn Society and 
Inès in a concert performance of La favorite with Wash-
ington Concert Opera. She also joined the Indianapolis 
Symphony,  Virginia Symphony,  St. Paul Chamber 
Orchestra and Les Violons du Roy in concert.

Joélle Harvey received her bachelor’s and master’s 
degrees in vocal performance from the University of 
Cincinnati College-Conservatory of Music, where she 
performed the roles of Amor in Cavalli’s L’Egisto, Em-
mie in Britten’s Albert Herring, Flora in The Turn of the 
Screw, Poppea in L’Incoronazione di Poppea, Sophie in 
Massenet’s Werther and Nannetta in Falstaff. 

MATTHEW KRAUSE, 
actor
(May Festival debut)
Matthew Krause has col-
laborated several times 
with Gerard McBurney 
and the Chicago Sym-
phony Orchestra’s Be-
yond the Score series, 
having appeared as Igor 

Stravinsky in Rite of Spring, Manuel de Falla in Nights in 
the Gardens of Spain and Hector Berlioz in Symphonie 
fantastique, a role he reprised with the National Sym-
phony Orchestra at the Kennedy Center and recently 
with the Des Moines Symphony. Theatre credits in Chi-
cago include appearances at Court Theatre (Travesties, 
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Man of La Mancha, Uncle Vanya, Scapin, Twelfth Night, 
Piano), TimeLine Theatre (33 Variations, Hauptmann, 
It’s All True), Steppenwolf Theatre (Lady Madeline), 
Goodman Theatre (Romance), Chicago Shakespeare 
Theater (The Taming of the Shrew, The Merry Wives of 
Windsor, A Midsummer Night’s Dream), and Northlight 
Theatre (Inherit the Wind).

HEATHER MacPHAIL,  
pianist and organist
Heather MacPhail has 
been the accompanist for 
the Cincinnati May Fes-
tival Chorus since 1990. 
In addition, she currently 
serves as Music Assistant 
to Robert Porco, Direc-
tor of Choruses. She is a 
frequent keyboardist with 
the Cincinnati Symphony 

Orchestra, performing on all keyboard instruments; 
recently, she was organ soloist for the Saint-Saëns 
Organ Symphony in several performances. MacPhail 
has been Staff Accompanist at Miami University since 
1997. There, she supervises and coaches students in ac-
companying and performs with faculty and guest artists. 
She is the pianist for Miami3, a faculty trio of clarinet, 
violin and piano that largely performs commissioned 
works. MacPhail has performed as piano soloist with 
the Oxford String Quartet, Miami University Orchestra 
and Central Ohio Symphony Orchestra. She performs 
regularly on local concert series, such as Christ Church 
Glendale Music at Noon, Holy Trinity Episcopal Noon 
Series and Westwood First Concert Series.

Heather MacPhail is Organist/Director of Music 
Ministries at Westwood First Presbyterian Church in 
Cincinnati. She maintains a private teaching studio 
for piano and organ, with students active in competi-
tions and recitals. She holds a Master of Music degree 
in Accompanying and a Bachelor of Music degree in 
Piano Performance from the University of Cincinnati 
College-Conservatory of Music.

ANYA MATANOVIČ, soprano
(May Festival debut)
Praised for her “thrilling vocal color” and “sweetly 
winning” presence, American soprano Anya Matanovič 
made her international opera debut as Musetta in 
Franco Zeffirelli’s captivating production of Puccini’s 
La bohème with New Israeli Opera. 

The 2016–17 season began with an anticipated return 
to Seattle Opera, as Gretel in Hansel and Gretel. The 
season also features notable role debuts, including Anne 
Trulove in The Rake’s Progress with Boston Lyric Opera, 
and Mabel in Pirates of Penzance with Lyric Opera 
of Kansas City. In concert, she joins The Cleveland 
Orchestra for Mendelssohn’s A Midsummer Night’s 

Dream, conducted by 
Franz Welser-Möst, and 
makes her Cincinnati 
Symphony debut with 
the same work. Future 
seasons include debuts 
with Opera Colorado and 
Opera Omaha.

Matanovič is a gradu-
ate of the Seattle Opera 
Young Artist Program, 
where she appeared in 

productions of Britten’s The Turn of the Screw as Flora, 
in Mozart’s La Serva Padrona as Serpina, and in Falstaff 
as Nannetta.

Anya Matanovič made her professional opera debut, 
directly from her undergraduate studies, as Mimì in the 
Los Angeles commercial engagement of Baz Luhrmann’s 
Tony Award-winning production of La bohème. She 
appeared in the University of Southern California’s 
Thornton School of Music productions of The Crucible, 
Gianni Schicchi and Hansel and Gretel.

Matanovič is equally comfortable on the concert 
stage, having appeared with the Portland (OR) Chamber 
Orchestra, Hoku Concert Series in Hawaii, the Palm 
Springs Orchestra, and the Music of Remembrance 
Concert Series in Seattle. Anya Matanovič was also a 
Regional Finalist in The Metropolitan Opera National 
Council Auditions and has been a prizewinner in com-
petitions sponsored by such institutions as the Gerda 
Lissner Foundation, Opera Buffs, Leni Fe Bland and 
Sun Valley Opera.

JONATHAN 
MASTRO, actor
(May Festival debut)
Jonathan Mastro is a 
composer, playwright, 
performer and musician. 
He acted in and wrote 
the original music for 
MacArthur Fellow David 
Cromer’s groundbreak-
ing production of Our 

Town (Chicago, New York, Los Angeles, London, Bos-
ton and Kansas City). He was the Musical Director for 
Julie Taymor’s A Midsummer Night’s Dream (music by 
Elliot Goldenthal, cinematography by Rodrigo Prieto), 
and has professionally collaborated with Helen Hunt, 
Michael Shannon, Harold Prince, Gerard McBurney and 
the Chicago Symphony Orchestra, among many others. 

He has written more than 200 experimental plays for 
Chicago’s premier avant-garde theater company, the 
Neo-Futurists; has performed in Chicago with Barrel 
of Monkeys, The Hypocrites, Lookingglass and Second 
City; and has appeared in New York with Theater for 
a New Audience and the Barrow Street Theater. He 
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received an Illinois Arts Council grant for his full-length 
play, Blood, and is currently at work on a pilot for BBC 
America. 

JILL SHELLABARGER 
MUELLER, actor
(May Festival debut)
Jill Shellabarger is hon-
ored to be appearing 
with the Cincinnati Sym-
phony Orchestra. She 
has been a member of 
the Chicago acting com-
munity for over 35 years, 

having appeared at the Goodman, Marriott, Drury Lane 
Oakbrook, Paramount, Northlight, Victory Gardens, 
and First Folio theatres, as well as with the Chicago and 
San Diego symphonies in several of Gerard McBurney’s 
Beyond the Score programs. Favorite roles include 
Abigail Adams in 1776, Daisy in Driving Miss Daisy 
and the Mother in Amahl and the Night Visitors. Jill 
Mueller has voiced television and radio commercials, 
narrations, radio dramas and audio books, and has 
traveled the country with business theatre projects. She 
and husband Roger Mueller are the proud parents of 
four adult children, all of whom are professional actors.

ROGER MUELLER, 
actor
(May Festival debut)
Every opportunity to 
partake in a Gerard Mc-
Burney project (Ives’ 
Second, Mendelssohn’s 
Fourth—Italian, Proko-
fiev’s Fifth and, recently, 
Rimsky-Korsakov’s 
Scheherazade) is a thrill 

like no other and again, the opportunity to work with 
wife, Jill Shellabarger. Roger Mueller has been acting in 
Chicago for 41 years. He recently portrayed Joe Keller in 
the critically acclaimed All My Sons at Timeline Theatre. 
An original ensemble member of Body Politic Theatre, 
he won the Joseph Jefferson Award for Tristram in 
Ayckbourn’s Taking Steps and also played Chris in All 
My Sons and Turai in Rough Crossing.

He has been seen as Baptista in Taming of the Shrew 
and Antonio in The Merchant of Venice at Chicago 
Shakespeare; John Adams in 1776 (Jeff Award), John 
Dickinson in 1776 and Abel Frake in State Fair at Mar-
riott Theatre; and Priam Farll in Darling of the Day and 
Baron Zeta in The Merry Widow at Light Opera Works. 
Audiobooks include The Ice Diaries, Deception, 2012 
AUDIE Winner Courageous, and New York Times Best-
seller The Shack, as well as Young’s latest, Cross Roads.

STEPHEN 
O’CONNELL, actor
(May Festival debut)
Chicago credits for the 
actor Stephen O’Connell 
include Mamma Mia! 
(Paramount Theatre), 
This (Windy City Play-
house), An Issue of Blood 
(Victory Gardens), Dead 

Accounts (Jeff Award Nomination, Step Up Produc-
tions), Henry V, Shakespeare’s Greatest Hits! (Chicago 
Shakespeare), Amadeus (Jeff Award Nomination, BoHo 
Theatre), The Killer Angels (Lifeline Theatre), Coriolanus 
(Jeff Award Nomination, The Hypocrites), Pygmalion 
(Stage Left Theatre, BoHo Theatre), as well as produc-
tions with About Face, Chicago Dramatists, Signal 
Ensemble and TimeLine, among others. O’Connell is 
also a company member with Erasing the Distance, an 
arts organization that uses the power of performance to 
disarm stigma surrounding issues of mental health. Film 
and television credits include Chicago Med, Chicago PD, 
Chicago Fire (NBC); Betrayal (ABC); The Mob Doctor 
(FOX); Last Man Standing (Lifetime movie); and Low 
Winter Sun (AMC).

ERIC OWENS, bass-
baritone
May Festival 2017 
Artist-in Residence
(May Festival debut)
Bass-baritone Eric Owens 
has a unique reputation as 
an esteemed interpreter 
of classic works and a 
champion of new music. 
Equally at home in orches-
tral, recital and operatic 

repertoire, Owens brings his powerful poise, expansive 
voice, and instinctive acting faculties to stages around 
the world.

Eric Owens launched the 2016–17 season with his 
role debut as Wotan in Wagner’s Das Rheingold at 
Lyric Opera of Chicago. He sings a trio of operas at The 
Metropolitan Opera that includes The MET premiere 
of Kaijo Saariaho’s L’amour de Loin, Rusalka under Sir 
Mark Elder, and Idomeneo conducted by James Levine. 
Other highlights include recitals with Susanna Phillips 
at Carnegie Hall and Lawrence Brownlee at Lyric Opera 
of Chicago, a gala celebrating The Metropolitan Opera’s 
50th anniversary at Lincoln Center, and for the third 
time he joins the Chicago Symphony’s Negaunee Music 
Institute to present an interactive recital for incarcerated 
youth with Riccardo Muti and Joyce DiDonato. Owens 
rounds out his season singing Rimsky-Korsakov’s Le 
Coq d’Or at Santa Fe Opera.
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Owens has created an uncommon niche for himself 
in the ever-growing body of contemporary opera works 
through his determined tackling of new and challenging 
roles. He received great critical acclaim for portraying 
the title role in the world premiere of Elliot Golden-
thal’s Grendel with Los Angeles Opera, and again at 
the Lincoln Center Festival (directed and designed by 
Julie Taymor). Owens also enjoys a close association 
with John Adams, for whom he performed the role of 
General Leslie Groves in the world premiere of Doctor 
Atomic at the San Francisco Opera, and of the Storyteller 
in the world premiere of A Flowering Tree at Peter Sel-
lars’ New Crowned Hope Festival in Vienna and later 
with the Los Angeles Philharmonic. Doctor Atomic was 
later recorded and received the 2012 Grammy for Best 
Opera Recording. Owens made his Boston Symphony 
Orchestra debut under the baton of David Robertson 
in Adams’ El Niño.

He is featured on two Telarc recordings with the 
Atlanta Symphony: Mozart’s Requiem and scenes 
from Strauss’ Elektra and Die Frau ohne Schatten, both 
conducted by Donald Runnicles. He is featured on the 
Nonesuch Records release of A Flowering Tree.

Owens has been recognized with multiple honors, 
including Musical America’s 2017 “Vocalist of the 
Year,” 2003 Marian Anderson Award, a 1999 ARIA 
award, second prize in the Plácido Domingo Operalia 
Competition, The Metropolitan Opera National Council 
Auditions, and the Luciano Pavarotti International 
Voice Competition.

A native of Philadelphia, Owens began his musical 
training as a pianist at the age of six, followed by formal 
oboe study at age 11 under Lloyd Shorter of the Delaware 
Symphony and Louis Rosenblatt of The Philadelphia 
Orchestra. He studied voice while an undergraduate at 
Temple University, and then as a graduate student at 
the Curtis Institute of Music. He currently studies with 
Armen Boyajian. He serves on the Board of Trustees of 
both the National Foundation for Advancement in the 
Arts and Astral Artistic Services.

GINA PERREGRINO, mezzo-soprano
(May Festival debut)
The young mezzo-soprano Gina Perregrino is garnering 
attention on stages around the country. In the 2017–18 
season she will join Atlanta Opera as a young artist, 
where she will sing Mercédès in Carmen and Anna in 
The Seven Deadly Sins, and will cover the Marquise de 
Birkenfeld in La Fille du régiment. In the 2017 summer 
season, she will join Central City Opera as an apprentice 
artist, where she will sing the title role in a performance 
of Carmen.

The 2016–17 season has included several operatic 
debuts. Perregrino was heard at Minnesota Opera for 
two productions, singing Stéphano in Romeo et Juliette 

and Clizia in L’arbore di 
Diana, covering Well-
gunde in Das Rheingold 
and Lucy Talbot in the 
world premiere of Din-
ner at Eight. She joined 
Querido Arte in Gua-
temala where she sang 
Maddalena in Rigoletto 
in a production that was 
broadcasted on Univision 
TeleOnce throughout 
Guatemala and parts of 

Central America. In the 2016 summer season, Perregrino 
made her debut with Opera Theatre of St. Louis singing 
Blindwoman in the world premiere of Shalimar the 
Clown and covering Composer in Ariadne on Naxos.

Perregrino is a graduate of the Manhattan School of 
Music, where she earned both bachelor’s and master’s 
degrees. There she performed the leading role (Marquise 
de Merteuil) in Conrad Susa’s contemporary opera 
Dangerous Liaisons under the baton of George Manahan.

During her time at Manhattan School of Music, Per-
regrino was recipient of the Liberace and Marga and 
Arthur King scholarships. In the 2015–16 season, Per-
regrino was the grand prize winner of the Metropolitan 
International Vocal Competition. She is a 2017 recipient 
of the Richard Gaddes Career Grant from Opera Theatre 
of St. Louis and is an Encouragement Award winner 
from The Metropolitan Opera National Council. 

She is currently a resident artist with Minnesota 
Opera.

CAROLYN SAMPSON, 
soprano
(May Festival debut)
Equally at home on the 
concert and opera stages, 
Carolyn Sampson has en-
joyed notable successes in 
the UK as well as through-
out Europe and the U.S. 

On the opera stage her 
roles for English National 
Opera have included the 
title role in Semele and 

Pamina in The Magic Flute. For Glyndebourne Festival 
Opera she sang various roles in Purcell’s The Fairy 
Queen, now released on DVD. Internationally she has 
appeared at Opéra de Paris, Opéra de Lille, Opéra de 
Montpellier and Opéra National du Rhin. She sang 
the title role in Lully’s Psyché for Boston Early Music 
Festival, which was released on CD and nominated for a 
Grammy in 2008. Earlier this season she debuted the role 
of Mélisande in Pelléas et Mélisande for Scottish Opera. 
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Carolyn Sampson’s numerous concert engage-
ments in the UK have included regular appearances 
at the BBC Proms and with orchestras including The 
Orchestra of the Age of Enlightenment, The English 
Concert, Bach Collegium Japan, Britten Sinfonia and 
The Sixteen. She is a frequent guest with The Hallé and 
has performed with City of London Sinfonia, Scottish 
Chamber Orchestra, Royal Liverpool Philharmonic and 
City of Birmingham Symphony Orchestras. In Europe 
her many appearances have included concerts with the 
Bergen Philharmonic, Royal Concertgebouw Orchestra, 
Freiburg Baroque Orchestra, Symphony Orchestra of 
the Bayerische Rundfunk, WDR Symphony Orchestra, 
Orchestra dell’Accademia Nazionale di Santa Cecilia, 
Gürzenich Orchestra, Rotterdam Philharmonic, Leipzig 
Gewandhaus Orchestra, Vienna Symphony Orchestra 
and the Salzburg Mozarteum Orchestra. 

In the U.S. Sampson has featured as soloist with the 
San Francisco Symphony, Boston Symphony, Detroit 
Symphony and St. Paul Chamber Orchestra, and she is 
a regular guest at the Mostly Mozart Festival. In 2013 
she made her Carnegie Hall recital debut to a sold-out 
audience in the Weill Recital Hall. 

A consummate recitalist, Carolyn Sampson appears 
regularly at the Wigmore Hall where a recital of lute 
songs with Matthew Wadsworth was recorded on the 
Wigmore Live label and released to critical acclaim. She 
has given regular recitals at the Saintes and Aldeburgh 
Festivals as well as the Amsterdam Concertgebouw. In 
the 2014–15 season Sampson was a “featured artist” at 
London’s Wigmore Hall. 

Carolyn Sampson has built up a partnership with the 
pianist Joseph Middleton over recent years. Her debut 
song recital disc, Fleurs, with Middleton was released 
early in 2015 and features songs by composers from 
Purcell to Britten; the recording was nominated in the 
solo vocal category of the Gramophone Awards. They 
recently released their second recital disc together, A 
Verlaine Songbook, exploring settings of the poetry of 
Paul Verlaine for BIS Records. Sampson’s recording 
of Poulenc’s Stabat Mater and Sept Répons de ténèbres 
(Harmonia Mundi) was awarded the Choc de l’Année 
Classica 2014. Her recent recording with Ex Cathedra 
(Hyperion), A French Baroque Diva, celebrating Marie 
Fel, a star soprano of Rameau’s time, won the recital 
award in the 2015 Gramophone Awards.  

Recent and future highlights include her debut with 
Yannick Nézet-Séguin and The Philadelphia Orchestra, 
concert performances of Semele with Concerto Köln, 
recordings and concerts with both Bach Collegium Japan 
and the Freiburg Baroque Orchestra, Budapest Festival 
Orchestra, two BBC Proms 2016 performances, a tour of 
Orlando (Dorinda) with the English Concert, concerts 
with the Rotterdam Philharmonic and Orchestre des 

Champs Élysées, as well as further recording plans and 
recitals with Joseph Middleton and Matt Wadsworth 
including in New York, San Francisco, London, Am-
sterdam and Japan. 

SUSAN SHUNK, 
actor
(May Festival debut)
Susan is an actress 
from Chicago. Cred-
its include work with 
Chicago Shakespeare 
Theater, Goodman 
Theatre, Apple Tree 
Theatre and Remy 
Bumppo Theatre. She 

has worked nine seasons with American Players Theatre 
(APT) in Spring Green, WI. Productions at APT include 
The Glass Menagerie, The Tempest,  Another Part of the 
Forest, The Circle, Widowers’ Houses, Hay Fever, The 
Merchant of Venice and The Cherry Orchard. Regional 
credits include work with Clarence Brown Theatre, Utah 
Shakespeare Festival, Colorado Shakespeare Festival 
and Montana Shakespeare in the Parks. Susan holds a 
BA from the University of Wisconsin-Madison and an 
MFA from the Professional Theatre Training Program 
at the University of Delaware.

DANIEL TAYLOR, 
countertenor
(May Festival debut)
An exclusive recording 
artist for Sony Classi-
cal Masterworks, Daniel 
Taylor is one of the most 
sought-after counter-
tenors in the world. His 
discography of more than 
100 recordings includes 
Bach Cantatas with the 

Monteverdi Choir (Deutsche Grammophone Archiv 
and SDG); Renaissance duets with Bowman and the 
actor Ralph Fiennes (BIS); Handel’s Rinaldo with the 
Academy of Ancient Music (Decca); Cantatas Before 
Bach with Collegium Vocale (Harmonia Mundi); 
Sakamoto’s pop-opera Life with the Dalai Lama and 
Salman Rushdie (Sony); Bach Cantatas with Bach 
Collegium Japan (BIS); a Bach recital with the Theatre 
of Early Music and a recital of Shakespeare’s songs 
(Sony); Vivaldi’s Gloria with the Bethlehem Bach 
Choir (Analekta); Vivaldi’s Stabat Mater (BIS); and 
four recordings of Handel’s Messiah with Kammerchor 
Stuttgart (Carus), American Bach Soloists (Koch), a 
CD/DVD with Tafelmusik (Bravo Television) and a 

GUEST ARTISTS
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live recording with the New York Philharmonic. Taylor 
has recorded the CD/DVD of Bach’s Mass in B Minor 
with the Ensemble Orchestral Paris (EMI Virgin) and 
also a CD with Kammerchor Stuttgart (Carus). Recent 
recordings include Bach Cantatas with the Magdalena 
Consort (Chandos), Bach’s St. Matthew Passion with 
Kammerchor Stuttgart (Carus), Handel’s Judas Mac-
cabeus with Clarion (Telarc), and Handel’s Messiah with 
the Handel & Haydn Society (Coro) and the Montreal 
Symphony (Universal). He can also be heard on record-
ings of Bach’s St. John Passion with the Bethlehem Bach 
Choir (Analekta), a soundtrack with Cirque du Soleil 
(Universal), and a recital recording for Sony titled Come 
Again, Sweet Love.

Recognized as “Canada’s star countertenor” and 
“Canada’s most prolific recording artist,” Taylor has 
received invitations from the world’s preeminent early 
and contemporary music ensembles, appearing in opera, 
oratorio, symphonic works, recital and film (Podeswa’s 
Five Senses for Fineline—winner at Cannes and also of 
a Genie). His debut at Glyndebourne in Peter Sellars’ 
staging of Handel’s Theodora (recorded for Erato) fol-
lowed his operatic debut in Jonathan Miller’s production 
of Handel’s Rodelinda (EMI). He then performed the 
title role in Gluck’s Orfeo at the Edinburgh Festival. 
His North American operatic debut was in Handel’s 
Cesare at The Metropolitan Opera. More recently Taylor 
was featured in the world premiere of Robert Lepage’s 
production of Ades’ The Tempest, as well as Britten’s 
Canticle II: Abraham and Isaac with the Chamber Music 
Society of Lincoln Center.

As an educator, Taylor has offered master classes at 
the Beijing Conservatory, the Sao Paolo Conservatory, 
the Royal Academy, the Guildhall and the Royal College 
of Music. He has also given classes at leading universities 
across North America.

Daniel Taylor is Head of Early Music and Professor 
of Voice at the University of Toronto, Visiting Pro-
fessor at the University of Ottawa, and an Artist-in-
Residence at the L’Opera de Montreal. He is Artistic 
Director and Conductor of the Choir and Orchestra 
of the Theatre of Early Music, which he founded in 
2002 and which performs more than 30 concerts 
every year in concert halls all over the world. He is 
also Artistic Director of the Quebec International 
Festival of Sacred Music.

MOVEMENT ARTISTS
KASEY ALFONSO, 
actor
(May Festival debut)
Kasey Alfonso, originally 
from Los Angeles, is now a 
Chicago-based performer 
and choreographer. She 
has worked all over Chi-
cago, including Looking-
glass Theatre, Paramount 

Theatre, Chicago Shakespeare Theater, The Court 
Theatre, American Theatre Company and Chicago 
Children’s Theatre. As a choreographer, her work has 
been featured with The Inconvenience (The Fly Honey 
Show), Quest Theatre Ensemble (The Fantasticks), and 
Inappropriate Theatre Company. She also teaches Dance 
at the Chicago Academy for the Arts. 

MAX FABIAN, actor
(May Festival debut)
Max Fabian is an actor 
(stage, film, voice), fight 
director, sound designer 
and musician working 
with theatres and studios 
internationally. He holds 
certifications with The So-

ciety of American Fight Directors and Fight Directors of 
Canada as an actor combatant specializing in more than 
10 weapon forms. Recent fight credits include Pericles 
(David H. Bell) at The Chicago Shakespeare Theater and 
Stick Fly (Chuck Smith) with The Windy City Playhouse. 
Fabian is a resident Teaching Artist with Lookingglass 
and Raven Theatre and holds a B.F.A. from the Chicago 
College of Performing Arts and Roosevelt University.

JOSEPH GALIZIA, 
actor
(May Festival debut)
Joseph Galizia is ecstatic 
to be a part of The Dream 
of Gerontius! Since his 
graduation in 2011, he has 
been fortunate enough to 
be working consistently in 
Chicago as an actor, circus 

performer and performance artist. His theatre credits 
include work with the Chicago Symphony Orchestra, 
Lookingglass Theatre, The House, Black Ensemble 
Theatre, Collaboraction, Urban Theatre, Arc, Next, and 
numerous others, including Spartan Theatre, where he 
is an ensemble member.

GUEST ARTISTS
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The Cincinnati Symphony Orchestra is a dynamic 
ensemble of some of the world’s finest musicians. The 
sixth oldest symphony orchestra in the U.S. and the 
oldest orchestra in Ohio, the CSO has played a leading 
role in the cultural life of Greater Cincinnati and the 
Midwest since its founding in 1895.

Louis Langrée began his tenure as the CSO’s 13th Mu-
sic Director in the 2013–2014 season with a celebrated 
program The New York Times said “deftly combined 
nods to the orchestra’s history, the city’s musical life and 
new music.” Over the Orchestra’s 120-year history, it has 
also been led by Leopold Stokowski, Eugène Ysaÿe, Fritz 
Reiner, Eugene Goossens, Max Rudolf, Thomas Schip-
pers, Jesús López-Cobos and Paavo Järvi, among others.

The CSO has built a reputation as one of the world’s 
foremost orchestras, determined for greatness and 
heralded as a place of experimentation. 

A champion of new music, the Orchestra has given 
American premieres of works by such composers as 
Debussy, Ravel, Mahler and Bartók and has commis-
sioned works that have since become mainstays of the 
classical repertoire, including Copland’s Fanfare for the 

Common Man. The CSO was the first orchestra to be 
broadcast to a national radio audience (1921) and the 
third to record (1917). The Orchestra continues to com-
mission and premiere new works from such composers 
as Philip Glass, Nico Muhly, David Lang, Caroline Shaw, 
André Previn, Thierry Escaich, Zhou Tian and more. 

The Orchestra is Cincinnati’s ambassador with over 
10 million units sold, many of which have received 
Grammy awards and nominations. The CSO was the 
first American orchestra to make a world tour sponsored 
by the U.S. Department of State and continues to tour 
domestically and internationally, most recently to Asia 
in March 2017.

The Orchestra also performs, records and tours 
as the Cincinnati Pops under the direction of John 
Morris Russell, and the CSO is the official orchestra 
for the Cincinnati May Festival, Cincinnati Opera and 
Cincinnati Ballet. 

The CSO is Cincinnati’s own and committed to bring-
ing music education, in its many different forms, to as 
broad a public as possible, elevating the city’s vibrant 
cultural scene. 

CINCINNATI SYMPHONY ORCHESTRA

MAY FESTIVAL WOULD LIKE TO THANK 

 

FOR ITS GENEROUS SUPPORT OF THE 2017 MAY FESTIVAL
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LOUIS LANGRÉE, CSO Music Director
 Louise Dieterle Nippert & Louis Nippert Chair

Paavo Järvi, Music Director Laureate
Jesús López-Cobos, Music Director Emeritus

Keitaro Harada, Associate Conductor
 David G. Hakes & Kevin D. Brady Chair

Gene Chang, Assistant Conductor

CLARINETS
[Open]
Principal
 Emma Margaret &  
 Irving D. Goldman Chair
Ixi Chen
 Vicky & Rick Reynolds Chair 
 in Honor of  
 William A. Friedlander
Benjamin Freimuth†
 Robert E. & Fay Boeh Chair++

BASS CLARINET
Ronald Aufmann

BASSOONS
William Winstead
Principal 
 Emalee Schavel Chair++
Hugh Michie
Martin Garcia*

CONTRABASSOON
Jennifer Monroe

FRENCH HORNS
Elizabeth Freimuth 
Principal 
 Mary M. & Charles F.  
 Yeiser Chair
Thomas Sherwood*
 Ellen A. & Richard C.  
 Berghamer Chair
Elizabeth Porter†
Acting Assistant Principal 
Lisa Conway
 Susanne &  
 Philip O. Geier, Jr. Chair
Duane Dugger
 Mary & Joseph S. Stern, Jr.  
 Chair
Charles Bell

TRUMPETS
[Open]
Principal
 Rawson Chair
Douglas Lindsay
Acting Principal
 Jackie & Roy Sweeney
 Family Chair
Steven Pride
	 Otto	M.	Budig	Family	
 Foundation Chair++
Christopher	Kiradjieff
Acting Associate Principal

TROMBONES
Cristian Ganicenco
Principal
 Dorothy & John  
 Hermanies Chair
Joseph Rodriguez**

BASS TROMBONE
Peter Norton

TUBA
Christopher Olka
Principal 

TIMPANI
Patrick Schleker
Principal
	 Matthew	&	Peg	 
 Woodside Chair
Richard Jensen*
 Morleen & Jack Rouse Chair

PERCUSSION
David Fishlock
Principal
 Susan S. & William A.  
 Friedlander Chair
Michael Culligan*
Richard Jensen
 Morleen & Jack Rouse Chair

KEYBOARDS
Michael Chertock
 James P. Thornton Chair

CSO/CCM DIVERSITY  
FELLOWS~
Vijeta Sathyaraj, violin
Emilio Carlo, viola
Diana Flores, cello
Blake-Anthony Johnson, cello
Maurice Todd, bass

ORCHESTRA PERSONNEL
Paul Pietrowski, Director

LIBRARIANS
Mary Judge
Principal
 Lois Klein Jolson Chair
Christina Eaton*
Matthew	Gray
Assistant Librarian

STAGE MANAGERS
Ralph LaRocco, Jr.
Technical Director 
Robert Junk
Brian	P.	Schott

§ Begins the alphabetical listing of 
players who participate in a system 
of rotated seating within the string 
section.
* Associate Principal
** Assistant Principal
† One-year appointment
‡ Leave of absence
++ CSO endowment only
~ Funded by the Andrew W.  
Mellon Foundation

CELLOS
Ilya Finkelshteyn
Principal
 Irene & John J. Emery Chair
Daniel Culnan*
 Ona Hixson Dater Chair
Norman Johns**
 Karl & Roberta Schlachter  
 Family Chair
Matthew	Lad§
 Marvin Kolodzik Chair
Susan Marshall-Petersen
 Laura Kimble McLellan  
 Chair++
Hiro Matsuo†
Theodore Nelson
 Kenneth & Norita Aplin and  
 Stanley Ragle Chair
Alan	Rafferty
 Ruth F. Rosevear Chair
Charles Snavely
 Peter G. Courlas– 
 Nicholas Tsimaras Chair++

BASSES
Owen Lee
Principal
 Mary Alice Heekin Burke  
 Chair++
James Lambert*
Matthew	Zory,	Jr.**
 Trish & Rick Bryan Chair
Wayne	Anderson§
Boris	Astafiev
Ronald Bozicevich
Rick Vizachero

HARP
Gillian Benet Sella
Principal
 Cynthia & Frank Stewart Chair

FLUTES
Randolph Bowman
Principal 
 Charles Frederic Goss Chair
Amy Taylor†
 Jane & David Ellis Chair
Henrik Heide*

PICCOLO
Joan Voorhees
 Patricia Gross Linnemann  
 Chair

OBOES
Dwight Parry
Principal 
 Josephine I. & David J.  
 Joseph, Jr. Chair
Richard Johnson
 Donald & Margaret  
 Robinson Chair++ 
Lon Bussell*

ENGLISH HORN
Christopher	Philpotts
Principal 
 Alberta & Dr. Maurice  
 Marsh Chair++

FIRST VIOLINS
Timothy Lees
Concertmaster
 Anna Sinton Taft Chair
Kathryn Woolley
Acting Associate Concertmaster
 Tom & Dee Stegman Chair
Rebecca Culnan
First Assistant Concertmaster
 James M. Ewell Chair++
Eric Bates
Second Assistant Concertmaster
 Nicholas Tsimaras– 
 Peter G. Courlas Chair++
Anna Reider
 Dianne & J. David  
 Rosenberg Chair
Minyoung Baik
Mauricio	Aguiar§
 Serge Shababian Chair
James Braid
 Marc Bohlke Chair given  
 by Katrin & Manfred Bohlke
Michelle Edgar Dugan
Rebecca Kruger Fryxell
Gerald	Itzkoff
 Jean Ten Have Chair
Lois Reid Johnson
 Anne G. & Robert W. Dorsey  
 Chair++
Sylvia Mitchell
 Jo Ann & Paul Ward Chair
Luo-Jia Wu

SECOND VIOLINS
Gabriel Pegis
Principal
 Al Levinson Chair
Yang Liu*
	 Harold	B.	&	Betty	Justice	 
 Chair
Scott	Mozlin**
 Henry Meyer Chair 
Kun Dong
Cheryl Benedict
Drake	Crittenden	Ash§
Rachel Charbel
 Ida Ringling North Chair
Chiun-Teng Cheng‡
Stefani Collins Matsuo
Chika Kinderman
Hye-Sun Park
Paul	Patterson
 Charles Gausmann Chair++
Stacey Woolley
 Brenda & Ralph Taylor Chair++

VIOLAS
Christian Colberg
Principal 
 Louise D. & Louis 
 Nippert Chair
Paul Frankenfeld*
 Grace M. Allen Chair
Julian Wilkison**
Marna Street
Principal Emeritus
Rebecca	Barnes§
Stephen Fryxell
Denisse Rodriguez-Rivera
Steven Rosen
 Melinda & Irwin Simon Chair
Joanne Wojtowicz
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MARKUS STENZ conductor
CAROLYN SAMPSON soprano
JENNIFER JOHNSON CANO mezzo-soprano
THOMAS COOLEY tenor
ERIC OWENS bass-baritone
MAY FESTIVAL CHORUS Robert Porco, director
The May Festival Chorus is endowed by the Betsy & Alex C. Young Chair

BRAUNFELS Movement I from Te Deum, Op. 32
(1882–1954)

INTERMISSION

BEETHOVEN Symphony No. 9 in D Minor, Op. 125, Choral
(1770–1827)  Allegro ma non troppo; un poco maestoso
  Molto vivace
  Adagio molto e cantabile
  Presto—Allegro assai—Allegro assai vivace

Juanjo Mena,  
Principal Conductor 
Designate
James Conlon,  
Conductor Laureate
Robert Porco,  
Director of Choruses
Cincinnati Symphony 
Orchestra
The appearance of the 
Cincinnati Symphony 
Orchestra is supported 
by the Louise Dieterle 
Nippert Musical Arts 
Fund of the Greenacres 
Foundation.

Tonight’s concert is sponsored by Christy and Terry Horan and the Ruth and Richard 
Wellinghoff Family Fund.
The 2017 May Festival is presented by Macy’s.
The 2017 May Festival is sponsored by Chavez Properties.
The appearance of Markus Stenz in this evening’s performance is made possible in part by 
Eco Engineering.
The appearance of Carolyn Sampson in this evening’s performance is made possible in 
part by Jack and Barbara Hahn.
The appearance of Jennifer Johnson Cano in this evening’s performance is made possible 
in part by a generous endowment gift from Mary and Joe Stern.
The appearance of Thomas Cooley in this evening’s performance is made possible in part 
by Sherie Lynch Marek and Family.
The appearance of Eric Owens in this evening’s performance is made possible in part by 
The Wohlgemuth Herschede Foundation.

The Hilton Cincinnati Netherland Plaza is the official hotel of the May Festival.
Steinway Pianos, courtesy of Willis Music, is the official piano of the May Festival.
Tonight’s concert will end at approximately 9:50 pm.
This concert will be broadcast on 90.9 WGUC on Sunday, October 8, at 8 pm.
The use of photographic and recording devices at these concerts is prohibited.

PROGRAM NOTES
 © 2017 May Festival

WALTER BRAUNFELS 
(1882–1954)
Movement I from Te Deum, Op. 32

Composed in 1920–1921. Premiered on February 28, 1922 
at a Gürzenich Orchestra concert in Cologne, conducted 
by Hermann Abendroth.

During the 1920s, when the ferment of German artistic 
life was at a fever pitch, Walter Braunfels was regarded 
as one of the country’s foremost pianists and music 

administrators and a composer to rival Richard Strauss. 
Following his death in 1954, Braunfels fell into an almost 
complete obscurity that has only recently begun to lift.

Walter Braunfels was born in 1882 in Frankfurt am 
Main into a cultured family—his father was a jurist 
and his mother was a gifted pianist who was a great-
niece of Louis Spohr and a friend of Liszt and Clara 
Schumann—and he took to music so handily that he 
was playing Bach Inventions and writing little pieces by 
age seven. Five years later he was accepted at the Hoch 
Conservatory in Frankfurt to study theory under Iwan 
Knorr and piano with James Kwast, father-in-law of 
composer and conductor Hans Pfitzner, with whom 

FIRST EVENING CONCERT  |  FRI MAY 19, 8 pm  |  Taft Theatre
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Braunfels became close friends. Despite his musical 
proclivities, Braunfels entered the University of Munich 
in 1902 to study law and economics, but upon hearing 
performances of Wagner’s Ring and Tristan und Isolde 
and music by Strauss and Mahler soon after matriculat-
ing, he changed his major and his life’s intended work. 
By the end of the year, he had moved to Vienna to study 
theory with Karl Nawratil and piano with the celebrated 
Theodor Leschetizky, who also mentored such titans of 
the keyboard as Artur Schnabel, Ignaz Paderewski and 
Alexander Brailowsky. 

Braunfels returned to Munich in September 1903 to 
study composition with Ludwig Thuille, director of the 
city’s Academy of Music, and to become an assistant 
to Felix Mottl at the National Theater; his successful 
debut as a pianist the following year began a career as a 
concert artist that lasted for the next three decades. The 
premiere of his opera Prinzessin Brambilla in Stuttgart 
in March 1909 established his reputation as a composer, 
and he continued to perform and compose until he was 
called up for military service in 1915. He resumed his 
career after being injured and discharged in 1917, and 
in 1920 premiered the Phantastische Erscheinungen eines 
Themas von Hector Berlioz (“Fantastic Apparitions on 
a Theme of Hector Berlioz”) as well as the opera Die 
Vögel (“The Birds,” after Aristophanes), both of which 

received numerous subsequent performances under 
leading conductors. 

In 1925 Braunfels was appointed co-director of the 
newly founded Hochschule für Musik in Cologne, which 
became known for the rigor and progressiveness of its 
curriculum. His tenure at the school ended abruptly in 
1933 when the Nazis discovered that he was half-Jewish. 
He continued to compose and tried to arrange for per-
formances of his works, but in 1937 he was forced into 
a virtual internal exile at Überlingen on Lake Constance. 
The following year he was banned by the Reichsmusik-
kammer (“Reich Music Association”) from all public 
music engagements, but escaped the tragic fate of most 
other German Jews. In 1945, Braunfels was restored to 
his position at the Cologne Hochschule and resumed 
concertizing, but he was never able to recapture his 
renown of the 1920s. He retired from the Hochschule 
in 1950 and two years later gave his farewell recital and 
was honored with a gala 70th birthday concert. He died 
in Cologne on March 19, 1954.

* * *

Braunfels composed his Te Deum in 1920–1921 as, he 
said, “an expression of gratitude for my conversion” 
to Catholicism, “not as music for musicians, but as a 
religious avowal.” He had forsaken his paternal Judaism 

PROGRAM NOTES: MAY 19
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for Christianity after his personal faith had been shaken 
by his own injury and the trauma of World War I, and 
the Te Deum, in four large movements (only the first 
will be performed this eve-
ning) and almost an hour 
long, magnificently scored, 
passionately expressive, 
was intended as the public 
confession of his new creed. 

Whatever place the work 
occupied in Braunfels’ per-
sonal life, however, it must 
also be seen within the con-
text of the time and place 
of its creation—Germany 
in 1920, when the country 
was still reeling not just 
from its recent defeat on the battlefield but also suffer-
ing the humiliation and staggering penalties dictated by 
the Treaty of Versailles. Just a year earlier, Germany’s 
anxieties and uncertainties had begun to find their 
ultimately disastrous focus in Adolf Hitler, a veteran 
seething with anger over the outcome of the war, who 
had encountered a small, right-wing political group in 
Munich (Deutsche Arbeiterpartei—“German Workers’ 
Party”) whose extreme nationalist, anti-Semitic, anti-
Communist, anti-capitalist views resonated powerfully 
with his own. He joined the DAP the following year, 
was appointed its propaganda officer, and changed its 
name to Deutsche Nationalsozialistische Arbeiterpartei, 
which quickly became abbreviated by opponents and 
supporters alike as “Nazis.” New recruits, desperate to 
regain the country’s prosperity and influence, flocked to 
the party, and after a decade of propaganda, increasing 
violence and malevolent insinuation into all phases of 
German life, by March 1933 the Nazis, with Hitler as de 
facto dictator, had usurped absolute power in Germany.

Braunfels’ Te Deum, written just as these events were 
starting to unfold, may have been conceived, at least in 
part, as a communal prayer on behalf of a nation trying 
to recover from the horrors of war and find its place 
again in the world order, a sentiment mirrored in the Te 
Deum’s closing lines: “Have mercy on us, O Lord, have 
mercy on us! Let Thy mercy, O Lord, be upon us as we 
have trusted in Thee. In Thee, O Lord, have I trusted: 
let me not be confounded forever.”

* * *

The Te Deum, the great hymn of praise and thanksgiv-
ing, is among the most ancient extant items of Christian 
musical worship. Long attributed to St. Ambrose, it has 

been shown to be the work 
of one Nicetus, a 6th-cen-
tury bishop in Remisiana 
(now Nish, Serbia), though 
certain of its lines can be 
traced back as far as the 3rd 
century A.D. It is one of the 
few remaining examples of 
a type of verse written to 
imitate the Psalms, a genre 
called psalmus idioticus. 
(The intriguing term may 
be rooted in a Medieval use 
of the word, when it could 

indicate a layperson, i.e., one without a priest’s training 
and knowledge. A psalmus idioticus could therefore be 
a religious verse created outside the biblical canon.) 
The words of the Te Deum, a component of both the 
Roman Catholic and Anglican services, received special 
settings throughout the Middle Ages and Renaissance, 
including one by Palestrina, and since the 17th century 
have been the basis of many grand, festive compositions, 
among which are examples by Purcell (1694), Handel 
(two, 1713 and 1743), Bruckner (1884), Dvořák (1892), 
Verdi (1898), Kodály (1936), Vaughan Williams (1937), 
Britten (1945) and Walton (1953). 

Braunfels’ Te Deum was conceived and realized for 
the concert hall rather than for liturgical use, and when 
it was premiered in Cologne on February 28, 1922 one 
reviewer claimed that it earned “the greatest success 
ever enjoyed by a world premiere in the city.” The Te 
Deum resonated deeply with German audiences and it 
was performed well over a hundred times before the 
Nazis banned Braunfels’ music in 1933, but then not 
heard again until conductor Günther Wand revived and 
recorded it in Cologne in 1952 as a tribute to the com-
poser’s 70th birthday. The Te Deum has since remained 
a rarity, though Manfred Honeck and the Swedish Radio 
Symphony Orchestra recorded it for Orfeo in 2004. 

—Dr. Richard E. Rodda

Braunfels’ Te Deum was 
conceived and realized for 
the concert hall rather than 

for liturgical use, and when it 
was premiered in Cologne on 

February 28, 1922 one reviewer 
claimed that it earned “the 

greatest success ever enjoyed by 
a world premiere in the city.”
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TEXT AND TRANSLATION

Te Deum laudamus, We praise Thee, O God,
te Dominum confitemur. we acknowledge Thee to be the Lord.
Te aeternum Patrem Thee, the Father everlasting,
omnis terra veneratur. all the earth doth worship.
Tibi omnes Angeli, To Thee all the angels,
tibi caeli, et universae Potestates, to Thee the heavens, and all the powers,
tibi Cherubim et Seraphim to Thee the cherubim and seraphim
incessabili voce proclamant: cry out without ceasing:
Sanctus, sanctus, sanctus Holy, holy, holy,
Dominus Deus Sabaoth. Lord God of hosts.
Pleni sunt caeli et terra Full are the heavens and the earth
majestatis gloriae tuae. of the majesty of Thy glory.

Te gloriosus Apostolorum chorus, Thee, the glorious choir of the apostles,
te Prophetarum laudabilis numerus, Thee, the admirable company of the prophets,
te Martyrum candidatus laudat exercitus.  Thee, the white-robed army of martyrs doth praise.
Te per orbem terrarum sancta confitetur Ecclesia, Thee, the holy Church throughout the world 
   doth confess:
Patrem immensae majestatis; The Father of incomprehensible majesty;
venerandum tuum verum et unicum Filium; Thine adorable, true, and only Son,
Sanctum quoque Paraclitum Spiritum. and the Holy Ghost the Paraclete.

Tu rex gloriae, Christe. Thou, O Christ, art the King of glory.
Tu Patris sempiternus es Filius. Thou art the everlasting Son of the Father.
Tu, ad liberandum suscepturus hominem, Thou, having taken upon Thee to deliver man,
non horruisti Virginis uterum. didst not disdain the Virgin’s womb.
Tu, devicto mortis aculeo, Thou, having overcome the sting of death,
aperuisti credentibus regna caelorum. hast opened to believers the kingdom of heaven.
Tu ad dexteram Dei sedes Thou sittest at the right hand of God,
in gloria Patris. in the glory of the Father.

ecoengineering.com

®

Thanks to May Festival 
Chorus members, 
directors and supporters 
for bringing us a brighter 
future since 1873. 

E N E R G Y  E F F I C I E N T  L I G H T I N G  U P G R A D E S 
Manufacturing Facilities • Warehouses & Distribution • Commercial Office Properties 
Hospitality Industry • Retail • Hospitals, Universities, Governnment and Schools



46 | MAY FESTIVAL 2017 | mayfestival.com

PROGRAM NOTES: MAY 19

LUDWIG van BEETHOVEN 
(1770–1827)
Symphony No. 9 in D Minor, Op. 125, Choral

While materials for the Ninth Symphony date back as 
far as 1815, Beethoven did not start to work in earnest 
on the piece until 1822. It was completed in February of 
1824. Michael Umlauf conducted the first performance 
in Vienna on May 7, 1824. 

Beethoven’s belief in the humanity of art became particu-
larly pronounced in his late music. His final years were 
a time of social isolation. No longer able to function as 
a performer, increasingly separated from his fellow men 
because of his deafness, no longer the center of Vienna’s 
musical life, Beethoven compensated by making music 
that was vitally concerned with communication. What 
we sometimes hear about his late string quartets and 
piano sonatas—that they are abstract and hermetic—is 
nonsense, a half-truth idea born nearly two centuries ago 
when this unfamiliar music was indeed perplexing. But 
the impulse motivating the late Beethoven is a reaching 
out to humanity—hence, for example, the simple, almost 
folk-like tunes that pervade the last works. Musicologist 
Joseph Kerman writes of Beethoven’s “determination 
to touch common mankind as nakedly as possible. 
Never in the past had Beethoven reached so urgently 
for immediacy. There is something very moving about 

the spectacle of this composer, having reached heights 
of subtlety in the pure manipulation of tonal materials, 
battering at the communications barrier with every 
weapon of his knowledge. The great exemplar of this 
drive is the Ninth Symphony.”

The need to communicate led him to the directness 
of words. The Ninth Symphony, which starts from a 
veiled murmuring of strings, finishes as an operatic 
finale. From the vague to the concrete, from mystery 
to joy, from the abstract to the human, the Ninth can-
not remain content with instrumental sound. Thus 
Beethoven introduced Schiller’s “Ode to Joy,” a text in 
which the poet (and hence the composer) predicts the 
brotherhood of all men. Although the text is naïve and 
sentimental (Schiller’s poem was, at least in part, a drink-
ing song), the juxtaposition of this praise of joy with the 
tragedy, demonic satire and sublimity of the first three 
movements is deeply meaningful. Beethoven seems to 
be not simply embracing the millions, but saying that 
by believing in the joy of brotherhood mankind can rise 
above the tensions of life and of living.

The sentiments of Schiller’s lines may seem quaint to 
a world that has known Hitler and Stalin, that has seen 
Auschwitz, Bosnia and Rwanda, but Beethoven’s inter-
pretation of those words remains a beacon of hope. This 
is because Beethoven uses Schiller’s words as a solution 
to the universal problems of mankind hinted at in the 

PROUDLY SUPPORTS
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first three movements. He does more than join Schiller 
in praising joy. Beethoven implies that in the belief in 
brotherhood and joy lies man’s salvation. Beethoven has 
his chorus sing not of what is, but of what might be, not 
of mankind’s condition, but of its potential. He utters 
this message of hope after 
giving full voice to other 
sides of human emotions, 
in the darkly tragic first 
movement, the obsessive 
scherzo and the tranquil 
adagio.

A dozen years sepa-
rate the completion of 
Beethoven’s Eighth and 
Ninth symphonies. Dur-
ing that interval he wrote 
primarily chamber music, 
solo piano music, songs 
and the Missa Solemnis. 
He established his intimate 
late style, which was in 
many ways antithetical to large orchestral forces (and 
to concertos and operas). The Ninth Symphony, which 
brought together certain ideas he had been toying with 
his entire mature life, looks back to the heroic middle 
period through the filter of the personal late style. The 
first three movements are, in their own way, as extro-
verted as the Fifth Symphony, while the choral finale 
approaches the forthrightness of the concertos and the 
opera Fidelio.

Beethoven had expressed as early as 1793 his inten-
tion to compose a setting of Schiller’s “Ode to Joy.” In 
1798 he made a preliminary setting of the Schiller text, 
as a song. In 1808 he wrote the Choral Fantasia, which 
turned out to be a study piece for the Ninth Symphony 
finale. In the Fantasia he experimented with a form in 
which the chorus enters after an extended orchestral 
section. The main choral theme, which he took from a 
song he had composed in 1795, is quite similar to the 
symphony’s Joy melody. In 1812 he jotted down what 
was to become the scherzo theme of the Ninth.

Beethoven continued to sketch, but he set to work 
in earnest only in 1822. He was still planning a totally 
instrumental finale as late as the summer of 1823. The 
theme for that rejected movement eventually became 
the main melody of the last movement of the String 
Quartet in A Minor, Op. 132. Once he decided definitely 
on the choral finale, the composer felt the most difficult 
challenge was to move from the instrumental portions 
of the symphony to the choral ending. He worked out 
the variations on the Joy theme well before he composed 
the finale’s instrumental introduction. According to his 
friend Anton Schindler: 

When he reached the development of the fourth 
movement, there began a struggle such as is seldom 
seen. The object was to find a proper manner of 
introducing Schiller’s Ode. Entering the room one 
day, he exclaimed, “I have it! I have it!” He showed 
me the sketchbook bearing the words, “Let us sing 

the song of the immortal 
Schiller,” after which a 
solo voice began directly 
the hymn to joy.

Owing to his deafness, 
Beethoven was unable to 
conduct the first perfor-
mance. He did supervise 
rehearsals, however, and 
angrily refused requests 
from singers that he al-
ter the music to make it 
easier. Knowing he could 
not hear, they simply omit-
ted the high notes. The 
conductor instructed the 
musicians to pay no at-

tention to the composer, should he begin to beat time.
Beethoven could not hear the performance, but he 

followed it in a copy of the score, imagining the sounds 
everyone else was hearing. At the end of the perfor-
mance, he was still engrossed in his score, unable to 
hear the applause. One of the soloists touched his sleeve 
and turned him so he could see the clapping hands and 
waving handkerchiefs. Only then did he bow to the 
audience. Whether or not many in the audience could 
comprehend this utterly original music, no doubt played 
quite poorly, few could have failed to be moved by the 
sight of the greatest genius of music acknowledging 
applause, which he could not hear, for his music, which 
he also could not hear.

The opening of the Ninth Symphony is celebrated 
in the symphonic literature. Although it may seem 
commonplace today, the manner in which the music 
grows from nothingness was unprecedented in 1824. 
The reason this kind of opening is familiar to us is that 
it was often imitated by later 19th-century symphonists. 
Bruckner’s final symphony, sharing key and number 
with Beethoven’s Op. 125, is an obvious example. An-
other is Strauss’s Also Sprach Zarathustra. In an ideal 
performance of the Beethoven Ninth, it is impossible to 
pinpoint the exact instant when the sound starts. There 
is no sharp delineation between silence and sound, as 
the symphony starts as if it has been going on and the 
volume just happened to increase. As musicologist Leo 
Treitler explains: 

The silence is not broken; it is gradually replaced by 
sound. The listener is not drawn into the piece; he is 
surrounded by it as the orchestra fills and expands 
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its space.… Probably the sense of the cosmic that has 
become commonplace about the Ninth Symphony is 
a response to this condition of the opening.

Several aspects of this opening—the stillness, the 
stark and unmoving harmony, and the absence of any 
melody—create an atmosphere of expectancy. As the 
music unfolds, as it gradually takes on a more definitive 
character, it lives up to these expectations. Tentatively, 
the music acquires a personality. First the skeleton of 
a melody appears in the violins, gradually expanded, 
until the harmony at last changes (but in an understated 
manner). Finally the full orchestra combines for a unison 
statement of a powerful falling figure that plunges the 
music back to its point of origin.

Since the first movement is cast in sonata form, we 
might wonder how such a tentative opening might 
return—as traditional sonata form dictates—as a 
triumphant resolution at the beginning of the reca-
pitulation. Beethoven transforms the hushed opening 
into an apocalyptic catastrophe. We are shocked by 
the full orchestra playing loudly the same music that 
had constituted the hushed opening. We are moved 
by this side-step into D major, where D minor had 
been expected. Treitler calls this movement the finest 
“display anywhere of the horrifying brightness that the 
major mode can have. It is, all in all, the shock of being 
now pulled into the opening with great force, instead 
of having it wash over us.”

At the end of the movement, the powerful descend-
ing theme is stated one final time. Now it includes two 
rapid ascending scales, which prevent the descending 
motion from closing off the music completely. These two 
upward rushes linger in the memory, yet to be resolved. 
And thus we move on to the second movement of this 
extraordinary symphony.

The scherzo is cast in sonata form, with a fugal ex-
position. This is a most unusual fugue, however, since 
each theme and countertheme has virtually the same 
rhythm. The result, as these similar melodies pile on top 
of one another, is a relentless perpetuum mobile. Clever 
rhythmic irregularities, sometimes involving timpani 
punctuations of the opening motive, add grim humor. 
The trio section is faster and lighter.

The slow movement is a series of variations on 
two alternating themes, at two different tempos. The 
tender lyricism of this movement is a marked contrast 
to darker emotions of the opening movements and to 
the joyful finale.

The form of the finale is unusual. Like the second 
movement, it is an experiment in combining different 
traditional forms into a single movement—sonata, varia-
tions, cantata, concerto, fugue and opera. It is a complete 
four-movement symphony in miniature, onto which is 
grafted the outlines of sonata form. The sonata’s exposi-

tion is a set of variations, its development is a fugue, and 
its coda is an operatic finale. The form, as pianist and 
analyst Charles Rosen points out, is actually modeled 
after the classical concerto, with its double exposition, 
rather than the typical symphony.

Before this fascinating amalgamation of forms can 
begin, memories of the other movements must be laid to 
rest. The finale starts with a massively dissonant fanfare, 
which alternates with a recitative-like line in the lower 
strings. This recitative is a surprise. What is such an oper-
atic gesture doing in the midst of a symphony? As Treitler 
explains, “It signals a breakdown in the purely musical 
means of expression.” It implies that only through words 
will the symphony reach its full meaning. Brief refer-
ences to each of the other movements alternate with the 
recitative—the first three references are reminiscences 
and the fourth is an anticipation of the upcoming finale.

Finally the exposition begins with the famous Joy 
theme. The vocal quality and balanced construction of 
this melody make it unlike any of the symphony’s earlier 
materials. Three variations on this theme follow, and 
then a transition brings us back to the opening fanfare. 
The form resembles that of a classical concerto in that the 
main material is presented first by the orchestra and then 
by the “soloist” with orchestra. In this case the “soloist” 
comprises the four vocalists plus chorus. Before they 
can enter with the main theme, however, the previous 
instrumental symphony must be completely dispelled. 
After the fanfare, the recitative returns, now actually 
sung. The words are, “O friends no more these sounds! 
Let us sing more cheerful songs, more full of joy!” With 
this exhortation to song, the chorus enters with three 
additional variations on the Joy theme.

When the music modulates to B-flat major for the 
second theme, the character changes to that of a Turkish 
march, complete with drum and triangle. This section 
functions like a scherzo movement within the finale’s 
pseudo four-movement structure. The full chorus and 
orchestra follow with an additional variation on the 
Joy theme, to the original words, “Joy, bright spark of 
divinity, daughter of Elysium.” After a break the fugue 
begins: “You millions, I embrace you!” This section 
functions like a slow movement and also like the finale’s 
development section. The Joy and fugue themes are 
combined in a grand recapitulatory move back to D 
major—the finale’s finale. But this extraordinarily con-
ceived movement is not ready to end. The implications 
of having begun with a recitative must be fulfilled. As 
the text sings of joy one final time, the music begins to 
sound very much like an opera finale. And so it ends, 
about as far as imaginable from the mysterious and 
abstract opening of the first movement—in a thoroughly 
operatic, extroverted, joyful song of praise.

—Jonathan D. Kramer
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TEXT AND TRANSLATION: Fourth Movement

Baritone solo
O Freunde, nicht diese Töne! O friends, no more these sounds!
Sondern lasst uns angenehmere Let us sing more cheerful songs,
anstimmen, und freudenvollere! more full of joy!

Baritone and chorus
Freude, schöner Götterfunken, Tochter aus Elysium Joy, bright spark of divinity, Daughter of Elysium,
Wir betreten feuertrunken, Himmlische dein Heiligthum! Fire-inspired. We tread thy sanctuary!
Deine Zauber binden wieder, was die Mode streng getheilt; Thy magic power reunites all that custom has divided;
Alle Menschen werden Brüder, All men become brothers
Wo dein sanfter Flügel weilt. Under the sway of thy gentle wings.

Quartet and chorus
Wem der grosse Wurf gelungen, Whoever has created
Eines Freundes Freund zu sein. An abiding friendship,
Wer ein holdes Weib errungen, mische seinen Jubel ein! Or has won a true and loving wife,
Ja, wer auch nur eine Seele All who can call at least one soul theirs
Sein nennt auf dem Erdenrund! Join in our song of praise;
Und wer’s nie gekonnt, der stehle But any who cannot must creep tearfully
Weinend sich aus diesem Bund. Away from our circle.

Freunde trinken alle Wesen an den Brüsten der natur; All creatures drink of joy at nature’s breast.
Alle Guten, alle Bösen folgen ihrer Rosenspur. Just and unjust alike taste of her gift.

Küsse gab sie und und Reben, She gave us kisses and the fruit of the vine,
Einen Freund, geprüft im Tod; A tried friend to the end.
Wollust ward dem Wurm gegeben, Even the worm can feel contentment,
Und der Cherub steht vor Gott. And the cherub stands before God!

Tenor and chorus
Froh, wie seine sonnen fliegen Gladly, like the heavenly bodies which he set    
   on their courses
Durch des Himmels prächt’gen Plan, Through the splendor of the firmament
Laufet, Brüder, eure Bahn. Thus, brothers, you should run your race,
Freudig, wie ein Held zum Siegen. As a hero going to conquest. 

Chorus
Freude, schöner Götterfunken, Tochter aus Elysium. Joy, bright spark of divinity, Daughter of Elysium,
Wir betreten feuertrunken, Himmlische dein Heiligthum! Fire-inspired. We tread thy sanctuary!
Deine Zauber binden wieder, was die Mode streng getheilt; Thy magic power reunites all that custom has divided;
Alle Menschen werden Brüder, All men become brothers
Wo dein sanfter Flügel weilt. Under the sway of thy gentle wings.

Seid umschlungen, Millionen! You millions, I embrace you!
Diesen Kuss der ganzen Welt! This kiss is for all the world!
Brüder, über’m Sternenzelt Brothers, above the starry canopy
Muss ein lieber Vater wohnen. There must dwell a loving Father.
Ihr stürzt nieder, Millionen? Do you fall in worship, you millions?
Ahnest du den Schöpfer, Welt? World, do you know your Creator?
Such’ ihn über’m Sternenzelt! Seek Him in the heavens!
Über Sternen muss er wohnen. Above the stars must He dwell.

Freude, schöner Götterfunken, Tochter aus Elysium. Joy, bright spark of divinity, Daughter of Elysium,
Wir betreten feuertrunken, Himmlische dein Heiligthum! Fire-inspired. We tread thy sanctuary!

Seid umschlungen, Millionen! You millions, I embrace you!
Diesen Kuss der ganzen Welt! This kiss is for all the world!
Ihr Stürzt nieder, Millionen? Do you fall in worship, you millions?
Ahnest du den Schöpfer, Welt? World, do you know your Creator?
Such’ ihn über’m Sternenzelt! Seek him in the heavens!

Brüder! Brüder! Brothers! Brothers!
Über’m Sternenzelt muss ein lieber Vater wohnen. Beyond the starry sphere surely dwells a loving Father.

Quartet and Chorus
Freude, Tochter aus Elysium Joy, Daughter of Elysium,
Deine Zauber binden wieder, was die Mode streng getheilt; Thy magic power reunites all that custom has divided;
Alle Menschen werden Brüder, All men become brothers
Wo dein sanfter Flügel weilt. Under the sway of thy gentle wings.

Chorus 
Seid umschlungen, Millionen! You millions, I embrace you!
Diesen Kuss der ganzen Welt!  This kiss is for all the world!
Brüder, über’m Sternenzelt Brothers, above the starry canopy
Muss ein lieber Vater wohnen. There must dwell a loving Father.
Freude, schöner Götterfunken, Tochter aus Elysium. Joy, bright spark of divinity, Daughter of Elysium.



50 | MAY FESTIVAL 2017 | mayfestival.com

MATTHEW HALLS conductor
GERARD McBURNEY creative partner
MIKE TUTAJ video designer
JONATHAN MASTRO Puck
SUSAN SHUNK Hermia
MATTHEW KRAUSE Lysander/Egeus
BRADLEY ARMACOST Bottom (Pyramus)
ROGER MUELLER Theseus/Oberon
JILL SHELLABARGER MUELLER Hyppolita/Titania
STEPHEN O’CONNELL Quince/Flue
ANYA MATANOVIČ soprano
GINA PERREGRINO mezzo-soprano
MAY FESTIVAL YOUTH CHORUS James Bagwell, director
MAY FESTIVAL CHORUS Robert Porco, director
The May Festival Chorus is endowed by the Betsy & Alex C. Young Chair

DELIUS Summer Night on the River 
(1862–1934) from Two Pieces for Small Orchestra

VAUGHAN WILLIAMS Three Shakespeare Songs
(1872–1958)   Full Fathom Five
   The Cloud-Capp’d Towers
   Over Hill, Over Dale

VAUGHAN WILLIAMS Serenade to Music

INTERMISSION

MENDELSSOHN Incidental Music to  
(1809–1847) A Midsummer Night’s Dream, Opp. 21 & 61
  

Tonight’s concert is sponsored by Thompson Hine.
The 2017 May Festival is presented by Macy’s.
The 2017 May Festival is sponsored by Chavez Properties.
The appearance of Matthew Halls in this evening’s performance is made possible in part by 
Katherine and Tim Stautberg.
The artistic partnership with Gerard McBurney and Mike Tutaj for this evening’s 
performance is made possible in part by Merrill Lynch.
The May Festival Youth Chorus is generously sponsored by the Stillson Foundation, Fifth 
Third Bank, Trustee.

The Hilton Cincinnati Netherland Plaza is the official hotel of the May Festival.
Steinway Pianos, courtesy of Willis Music, is the official piano of the May Festival.
Tonight’s concert will end at approximately 10 pm.
This concert will be broadcast on 90.9 WGUC on Sunday, October 15, at 8 pm.
The use of photographic and recording devices at these concerts is prohibited.

SECOND EVENING CONCERT  |  SAT MAY 20, 8 pm  |  Taft Theatre

Juanjo Mena,  
Principal Conductor 
Designate
James Conlon,  
Conductor Laureate
Robert Porco,  
Director of Choruses
Cincinnati Symphony 
Orchestra
The appearance of the 
Cincinnati Symphony 
Orchestra is supported 
by the Louise Dieterle 
Nippert Musical Arts 
Fund of the Greenacres 
Foundation.



mayfestival.com | MAY FESTIVAL 2017 | 51

works and several others established his reputation in 
Germany and Scandinavia, but his music made little 
impression in England until Thomas Beecham began 
championing his compositions with the premiere of A 
Mass of Life at Queen’s Hall, London in 1909. By that 
time, Delius had gathered a growing and fiercely sup-
portive band of partisans who determined to further 
the cause of his music; chief among them were Percy 
Grainger, the eccentric Australian composer-pianist, 
and Philip Heseltine (penname: Peter Warlock), the 
English writer and composer who would become Delius’ 
biographer and author of a Serenade for Delius on his 
Sixtieth Birthday before committing suicide in 1930. 
Both men offered Delius the same advice at the begin-
ning of 1913 to foster his British renown: “Write some 
short pieces for small orchestra, and English orchestras 
will devour them” (Heseltine); “I do wish you had in 
print some piece for not too big orchestra and not too 
wildly hard…that could be performed with an hour’s 
rehearsal and then form part of the general repertory” 
(Grainger). Delius took their counsel, and early in 1913 
created the exquisite orchestral miniatures “On Hearing 
the First Cuckoo in Spring” and “Summer Night on the 
River,” which were published together later that year as 
Two Pieces for Small Orchestra with a dedication to the 
English composer and conductor Balfour Gardiner, 
another devotee of the Delian cause. The high level of 
regard for Delius on the Continent was demonstrated 

FREDERICK DELIUS (1862–1934)
Summer Night on the River from Two Pieces 
for Small Orchestra

Composed in 1911. Premiered on October 23, 1913 in 
Leipzig, conducted by Artur Nikisch.

In 1899, after a failed attempt to run an orange grove 
in Florida, stints as a music teacher in Virginia and an 
organist in New York, and a musical apprenticeship 
at the Leipzig Conservatory, Frederick Delius used an 
inheritance from his father (a well-to-do German-born 
merchant who made his fortune in wool in Manchester) 
to abandon his native England and settle in France. In 
Leipzig, Delius met Edvard Grieg, with whom he became 
fast friends and regularly passed his summer holidays 
in Norway, and Jelka Rosen, a German painter whom 
he married. Delius and his bride established their home 
in the village of Grez-sur-Loing, 50 miles south of Paris, 
where Jelka’s family had enjoyed several vacations in 
earlier years. Delius largely shut himself off from the 
world thereafter, living in the comfort provided by his 
wife’s substantial inheritance and writing in short order 
four of his greatest compositions: A Village Romeo and 
Juliet, Sea Drift, Appalachia and A Mass of Life. Those 
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when Artur Nikisch, director of both the Berlin Phil-
harmonic and Leipzig Gewandhaus Orchestras and 
perhaps the most revered conductor of that time, agreed 
to premiere the Two Pieces in Leipzig on October 23, 
1913. Willem Mengelberg played the Two Pieces with his 
Concertgebouw Orchestra in Amsterdam a few weeks 
later, and gave them again at Queens’ Hall in London 
on January 20, 1914 with excellent success. 

Summer Night on the River, the perfect embodiment 
of Delius’ unique blend of English pastoral lyricism with 
sensuous French Impressionist harmony, is his musical 
contemplation of the placid waterway that coursed by his 
verdant property in Grez-sur-Loing before flowing into 
the Seine ten miles downstream. Eric Fenby, the young 
Yorkshire organist and aspiring composer who in the 
late 1920s developed an extraordinary relationship as 
amanuensis and companion with the aging and infirm 
Delius, wrote that it is “unique in all Delius’ music in 
the power of its sense of depicting as well as evoking the 
spirit of the scene.”

RALPH VAUGHAN WILLIAMS (1872–1958)
Three Shakespeare Songs for Chorus

Composed in 1951. Premiered on June 23, 1951 at the 
Royal Festival Hall in London by the Combined Choirs 
of the British Federation of Music Festivals, conducted 
by C. Armstrong Gibbs.

The British have loved music festivals ever since a 
performance of Messiah by over 500 musicians was 
the highlight of the celebration of the centennial of 
Handel’s birth at Westminster Abbey in 1784. (It was 
then thought that he was born in 1684, one year before 
the actual occurrence—the monument above his grave 
in the Abbey still wrongly bears that date.) Festivals and 
their concomitant amateur choirs, often in very large 
numbers (George Bernard Shaw reported in one of his 
turn-of-the-20th-century columns of music criticism 
on a performance of Messiah involving some 4,000 
participants), flourished throughout the 19th century, 
and by 1885 competitions had sprung up to promote 
the movement and to encourage high standards of 
performance. In 1921, the British Federation of Music 
Festivals was founded to oversee these contests, and after 
World War II Ralph Vaughan Williams, long a sup-
porter and frequent conductor of its programs, agreed 
to serve as its president. (The organization today is part 
of the British and International Federation of Festivals 
for Music, Dance and Speech, which oversees some 300 
events in Britain alone.)

Early in 1951, the choral conductor Armstrong Gibbs 
asked Vaughan Williams to write a test piece for the 
Federation’s festival in June, but the composer was im-
mersed in the premiere of his Bunyan-based opera The 
Pilgrim’s Progress at Covent Garden in April and he did 
not respond immediately to the request. Gibbs assumed 
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that his invitation had been refused until, he recalled, 
“Soon afterwards I was stricken with some illness and 
was in bed when a fat envelope was brought up. Inside 
was the manuscript of the Three Shakespeare Songs, dedi-
cated to me, and the briefest of notes which ran: ‘Dear 
Armstrong. Here are three Shakespeare settings. Do 
what you like with them…. Yours ever R.V.W.’” Gibbs 
led the massed choirs of the Festival in their premiere at 
Royal Festival Hall in London on June 23, 1951.

Vaughan Williams had written for chorus throughout 
his life (his first acknowledged composition, Three 
Elizabethan Partsongs from the early 1890s, included 
two settings of Shakespeare), and the Three Shakespeare 
Songs (the first two based on texts from The Tempest, 
the last on A Midsummer Night’s Dream) attest to his 
sensitivity to the meaning, color, and cultural and ar-
tistic value of the words as well as his ability to employ 
the unique sonorities of unaccompanied chorus. “Full 
Fathom Five” evokes mysterious undersea voices and a 
tolling bell. “The Cloud-Capp’d Towers” has a solemn 
tranquility perfectly suited to some of the most thought-
ful lines in all of Shakespeare: “We are such stuff As 
dreams are made on, and our little life Is rounded with 
a sleep.” Expressive and stylistic balance is provided by 
the words of a Fairy in the closing “Over Hill, Over Dale.”

TEXT
Full Fathom Five
(The Tempest, Act 1, Scene 2)
Ding-dong, bell …
Full fathom five thy father lies,
Of his bones are coral made;
Those are pearls that were his eyes:
Nothing of him that doth fade,
But doth suffer a sea-change
Into something rich and strange.
Sea-nymphs hourly ring his knell:
Hark! now I hear them—
Ding-dong, bell.

The Cloud-Capp’d Towers
(The Tempest, Act IV, Scene 1)
The cloud-capp’d towers, the gorgeous palaces,
The solemn temples, the great globe itself,
Yea, all which it inherit, shall dissolve,
And, like this insubstantial pageant faded,
Leave not a rack behind:
We are such stuff
As dreams are made on, and our little life
Is rounded with a sleep.

Over Hill, Over Dale
(A Midsummer Night’s Dream, Act II, Scene 1)
Over hill, over dale,
Thorough bush, thorough briar,
Over park, over pale,
Thorough flood, thorough fire
I do wander everywhere.
Swifter than the moonè’s sphere;
And I serve the fairy queen,
To dew her orbs upon the green.
The cowslips tall her pensioners be;
In their gold coats spots you see;
Those be rubies, fairy favours,
In those freckles live their savours:
I must go seek some dew-drops here,
And hang a pearl in every cowslip’s ear.

RALPH VAUGHAN WILLIAMS
Serenade to Music

Composed in 1938. Premiered on October 5, 1938 in 
London, conducted by Sir Henry Wood.

Henry J. Wood (1869–1944) was one of the leading fig-
ures of British music in the first half of the 20th century. 
After his training at the Royal Academy of Music, he was 
engaged as conductor by the Savoy Theater (of Gilbert 
& Sullivan fame), and soon became known throughout 
Britain as a musician of extraordinary skill. In 1895, he 
organized the first of the Promenade Concerts, which 
proved to be such a smashing success that the series 
became a regular part of London’s musical life. More 
than just “pops” concerts, the Proms developed into a 
showcase for new music by British and other composers, 
and they continue today. For his work in producing the 
Proms, selecting their programs, and bringing count-
less British artists before the public, Sir Henry (he was 
knighted in 1911) came to be held in the greatest respect 
by the English musical community.

The Golden Anniversary of Wood’s debut as a con-
ductor was to be celebrated in 1938, and he asked Ralph 
Vaughan Williams, then Britain’s leading composer, to 
contribute a work to the gala concert. Wood discouraged 
Vaughan Williams from writing a laudatory work in 
favor of something more general in character, music 
that could be used at any time or place. The composer 
had been interested for some time in making a musical 
setting of the famous verses from Act IV, Scene I of 
The Merchant of Venice, Shakespeare’s greatest tribute 
to the art of music, and he settled upon those stanzas as 
the text for his new piece. To pay tribute to Sir Henry, 
Vaughan Williams hit upon the novel idea of writing 
this Serenade to Music for 16 vocal soloists who had 
been associated with the conductor throughout his 
career. Each was given a solo phrase devised especially 
to suit the particular characteristics of his or her voice, 
and the initials of each participant inscribed in the 
score to note the association of performer and music. 
The Serenade is rarely heard now in its original version 
for 16 soloists; most performances employ the choral 
version authorized by the composer.

The Serenade to Music is one of the greatest of all 
musical interpretations of the words of Shakespeare. It 
is a work of simple but glowingly sensual beauty whose 
serenely rapturous mood is matched by only a handful 
of other compositions in the history of the art—some of 
Mozart’s slow movements, especially those with muted 
strings; the close of Ravel’s L’Enfant et les sortilèges; 
the Adagietto from Mahler’s Fifth Symphony; “The 
Fisherman’s Tale” from Falla’s El Amor Brujo; Vaughan 
Williams’ own Tallis Fantasia. Of the Serenade, Hubert 
Foss wrote, “This music stands isolated as a single work 
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among the whole of Vaughan Williams’ large catalogue. 
It is perhaps the most successfully integrated, the most 
concordant, the sweetest on the ear, of all his inventions, 
matter and manner indissolubly fused.” As testimony 
to Mr. Foss’ observation, once the Serenade to Music 
is known it is impossible to hear Shakespeare’s words 
again without having them conjure up Vaughan Wil-
liams’ exquisite music. (Handel’s Messiah has the same 
effect.) In the words of the poem: Here will we sit, and 
let the sounds of music Creep in our ears. Soft stillness, 
and the night Become the touches of sweet harmony.

TEXT
How sweet the moonlight sleeps upon this bank!
Here will we sit, and let the sounds of music
Creep in our ears. Soft stillness and the night
Become the touches of sweet harmony.
Look how the floor of heaven
Is thick inlaid with patines of bright gold.
There’s not the smallest orb which thou behold’st
But in his motion like an angel sings,
Still quiring to the young-eyed cherubins;
Such harmony is in immortal souls;
But whilst this muddy vesture of decay
Doth grossly close it in, we cannot hear it.
Come, ho, and wake Diana with a hymn!
With sweetest touches pierce your mistress’ ear,
And draw her home with music.
I am never merry when I hear sweet music.
The reason is, your spirits are attentive:
The man that hath no music in himself,
Nor is not moved with concord of sweet sounds,
Is fit for treasons, stratagems and spoils;
The motions of his spirit are dull as night,
And his affections dark as Erebus.
Let no such man be trusted.
Music! hark!
It is your music, madam, of the house.
Methinks it sounds much sweeter than by day.
Silence bestows that virtue on it.
How many things by season seasoned are
To their right praise and true perfection!
Peace, ho! the moon sleeps with Endymion,
And would not be awaked.
Soft stillness and the night
Become the touches of sweet harmony.

FELIX MENDELSSOHN (1809–1847)
Incidental Music to A Midsummer Night’s 
Dream, Opp. 21 & 61

Composed in 1826 and 1842. Premiered on February 20, 
1827 in Stettin, conducted by Carl Loewe, and October 
14, 1843 in Potsdam, conducted by the composer.

Berlin in the 1820s was a populous, densely packed city 
with few open spaces, “a city without lungs,” wrote the 
art historian Karl Scheffler. Abraham Mendelssohn, 
father of Felix and a wealthy banker, was one of those 
who could afford to live beyond the city gates, where the 
open country made life more pleasant. The Mendelssohn 
home was a mansion, a small palace really, set on ten 
verdant acres. The residence boasted a hall for theatrical 
productions, while the garden house was arranged so 
that its large interior could be used for concerts with an 
audience of several hundred. There were regular Sunday 

afternoon musicales in the Mendelssohn household, 
with Felix and his older sister, Fanny, being regular 
participants. (It was for these events that Mendelssohn 
composed and—a luxury rare among composers—heard 
his early music performed immediately.) Also on the 
grounds was a beautiful garden, a magical place for 
young Felix, where the warm days of summer were spent 
reading and dreaming. In later years, he told his friend, 
the English composer William Sterndale Bennett, about 
an evening in July 1826, “It was in that garden one night 
that I encountered Shakespeare.”

Felix and Fanny were enamored in those years of 
reading the works of Shakespeare, who, next to the 
arch-Romantic Jean-Paul, was their favorite writer. 
Shakespeare’s plays had been appearing in excellent Ger-
man translations by Ludwig Tieck and August Schlegel 
(father Abraham’s brother-in-law) since the turn of 
the century, and the young Mendelssohns particularly 
enjoyed the wondrous fantasy world of A Midsummer 
Night’s Dream. The play inspired the already accom-
plished budding composer, and plans began to stir in 
his imagination. Early in July, he wrote in a letter, “I 
have grown accustomed to composing in our garden. 
Today or tomorrow I am going to dream there [the 
music to accompany] A Midsummer’s Night’s Dream. 
This is, however, an enormous audacity....” Within a few 
days, however, he had embarked on his “audacity,” and 
was writing an Overture to the play. By August 6th, the 
work was done. On November 19th, Felix and Fanny 
played the original piano duet version of the score on 
one of their Sunday musicales, and a private orchestral 
performance followed before the end of the year. In 
February, the work was first played publicly in Stettin. 
It immediately garnered a success that has never waned.

By 1842, Mendelssohn was one of the most famous 
musicians in Europe and in demand everywhere. He was 
director of the superb Gewandhaus Orchestra in Leipzig, 
a regular visitor to England, and Kapellmeister to King 
Friedrich Wilhelm IV of Prussia in Berlin. For Men-
delssohn’s Berlin duties, Friedrich required incidental 
music for several new productions at the Royal Theater, 
including Sophocles’ Oedipus and Antigone, Racine’s 
Athalie and Shakespeare’s The Tempest and A Midsum-
mer Night’s Dream. This last would, of course, include 
the celebrated Overture Mendelssohn had written when 
he was 17, exactly half his age in 1842. He composed the 
additional numbers of the incidental music the following 
spring, creating a perfect match for the inspiration and 
style of the Overture. The premiere of the new production 
in November was an enormous triumph.

The Overture is the greatest piece of orchestral music 
ever composed by one so young, including Mozart and 
Schubert. Woven into its sonata form are thematic 
representations of the woodland sprites, the shimmering 
light through forest leaves, the sweet sighs of the lovers, 
even the “ee-ah” braying of that memorable Rustic, Bot-
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tom, when he is turned into an ass. In matters of formal 
construction, orchestral color and artistic polish, this 
Overture is, quite simply, a masterpiece.

The Scherzo, the Entr’acte to Act II, is the music that, 
in the words of Sir George Grove, “brought the fairies 
into the orchestra and fixed them there.” Its winsome 
grace and incandescent sonorities defined in large part 
the idea of delicacy in music, and there has never been 
another major composer (only Saint-Saëns and Berlioz 
come close) who was so well able to conjure exactly this 
mood in his works.

The March of the Fairies accompanies the appearance 
of the mischievous woodland sprites in Act II, Scene 1.

The Song with Chorus (“You spotted snakes … 
Philomel, with melody”) is sung by the fairies in Act II, 
Scene 2 to protect the sleeping Titania from the evils of 
the enchanted wood. 

The Intermezzo to Act III is a swift and agitated piece 
that depicts the desperation of Shakespeare’s pairs of 
lovers caused by a magic spell that has made one of 
the men fall in love with the wrong woman; the move-
ment concludes with a bumptious country dance to 
accompany the entry of the Rustics whose style recalls 
moments from Der Freischütz by Mendelssohn’s friend 
Carl Maria von Weber.

The Nocturne evokes the magic slumber of the lovers 
in the moonlit forest in Act III, Scene 2 through the 
burnished sonorities of horns and bassoons. 

The majestic Wedding March, the Entr’acte to Act 
V, accompanies the festive triple wedding of Theseus 
and Hippolyta, Demetrius and Helena, and Lysander 
and Hermia.

The Funeral March is the music for the arrival of 
Bottom and the Rustics in Act V to perform their riot-
ous Pyramus and Thisbe. They exit to the Dance of the 
Clowns.

The Finale, based on themes from the Overture, is the 
background to the last lines of the play, some spoken 
over the musical accompaniment, some sung by a 
soprano soloist and a chorus of fairies to accompany 
dancing. Mendelssohn’s incidental music to A Midsum-
mer Night’s Dream closes as it began, with the bewitching 
woodwind chords that seem to distill the very essence 
of Shakespeare’s enchanted wood.

Inserted into the score are several melodramas, 
spoken lines accompanied by or interrupting the music, 
and some short pieces of incidental music.

TEXT
Song with Chorus
You spotted snakes with double tongue,
Thorny hedgehogs, be not seen;
Newts and blind-worms, do no wrong,
Come not near our fairy queen.
Philomel, with melody
Sing in our sweet lullaby;
Lulla, lulla, lullaby:
Never harm,
Nor spell nor charm,
Come our lovely lady nigh;
So, good night, with lullaby.

Weaving spiders, come not here;
Hence, you long-legged spinners, hence!
Beetles black, approach not near;
Worm nor snail, do no offence.
Philomel, with melody...

Hence, away! now all is well:
One aloof stand sentinel.

Finale
(Chorus) Through the house give glimmering light,
By the dead and drowsy fire:
Every elf and fairy sprite
Hop as light as bird from brier;
And this ditty, after me,
Sing, and dance it trippingly.

(Solo) First, rehearse your song by rote,
To each word a warbling note:
Hand in hand, with fairy grace,
Will we sing, and bless this place.

(Chorus) Through the house...

(Spoken) Now, until the break of day,
Through this house each fairy stray.
With this field-dew consecrate,
Every fairy take his gait;
And each several chamber bless,
Through this palace, with sweet peace;
And the owner of it blest
Ever shall in safety rest.
(Sung) Trip away; make no stay;
Meet me all by break of day.

(Spoken) If we shadows have offended,
Think but this, and all is mended,
That you have but slumber’d here
While these visions did appear.
And this weak and idle theme,
No more yielding but a dream,
Gentles, do not reprehend:
If you pardon, we will mend:
And, as I am an honest Puck,
If we have unearned luck
Now to ‘scape the serpent’s tongue,
We will make amends ere long;
Else the Puck a liar call:
So, good night unto you all.
Give me your hands, if we be friends,
And Robin shall restore amends.
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(1560–1627)
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  Psalm 100, Jauchzet dem Herrn alle Welt
  Heilig ist Gott, der Herr Zebaoth

BRAHMS Drei Gesänge, Op. 42
(1833–1897)  Abendständchen
  Vineta
  Darthulas Grabesgesang

BACH Cantata No. 106, Gottes Zeit is die
(1685–1750) allerbeste Zeit, BWV 106

THIRD EVENING CONCERT  |  SUN MAY 21, 8 pm   
Cathedral Basilica of the Assumption

Juanjo Mena,  
Principal Conductor 
Designate
James Conlon,  
Conductor Laureate
Robert Porco,  
Director of Choruses

There will be no 
intermission during 
this evening’s concert.

GIOVANNI PIERLUIGI da PALESTRINA  
(c. 1525–1594)
Regina Coeli

“The very first musician in the world…the prince and 
father of music…the celebrated light of music” he was 
called, the “savior of church music” and the “real king of 
sacred music.” Giovanni Pierluigi da Palestrina enjoys 

a reputation almost unmatched in the history of music. 
Born in 1525 or 1526 in the hill town of Palestrina, 
east of Rome (by whose name he became universally 
known), he was trained in music and sang as a choirboy 
at Santa Maria Maggiore in Rome, and returned home to 
Palestrina in 1544 to play the organ at the cathedral and 
teach music. He married a local girl, fathered three musi-
cally talented sons, and began to compose before being 
taken back to Rome by the Bishop of Palestrina, who was 
elected Pope Julius III in 1550. Despite being married, 
Palestrina was appointed by Julius first as choirmaster 
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of the Cappella Giulia and later of the Cappella Sistina, 
the most important arms of the musical establishment 
at St. Peter’s. In 1555, Julius died and Palestrina lost 
his patron. The rules on celibacy were thereafter more 
strictly enforced, and Palestrina was dismissed from 
Papal service. For the next 16 years, he held posts in 
Rome at St. John Lateran and Santa Maria Maggiore 
while establishing himself as the leading composer of 
sacred music of his day—the publications of his works 
were prized throughout the Roman Catholic world. So 
great was his renown by 1571 that he was welcomed back 
to the Cappella Giulia at St. Peter’s, a post he held until 
his death in 1594. Palestrina’s vast output—104 Masses 
(i.e., the same precisely prescribed text set in 104 differ-
ent ways!), nearly 300 motets, 68 offertories, 65 hymns, 
35 Magnificats, Lamentations, litanies, Psalms and more 
than 140 early madrigals (for whose secularism Palestri-
na apologized late in his life)—was held to be the most 
perfect musical embodiment of the purity, spirituality 
and universality of the Counter-Reformation. Indeed, 
his Pope Marcellus Mass of 1567, with its elevated style 
and clear enunciation of the sacred texts, is said to have 
prevented the Council of Trent from prohibiting the 
use of polyphonic music in the Church’s services. His 
compositional language, codified and streamlined by 
later theorists, has served for the last four centuries as 

the model for both the most pure of all sacred musical 
styles and for the study of Renaissance counterpoint. 

The serene four-part motet Regina Coeli (“Queen 
of Heaven”), published in Venice in 1584, is based on 
the Marian antiphon included in the Roman Catholic 
minor services (i.e, non-Mass) from Holy Saturday 
until the Saturday after Pentecost (which begins 50 
days after Easter).

TEXT AND TRANSLATION
Regina coeli laetare, Alleluia.
Quia quem meruisti portare, Alleluia.
Resurrexit sicut dixit, Alleluia.
Ora pro nobis Deum. Alleluia.

Queen of Heaven, rejoice, alleluia.
For He whom you were worthy to bear, alleluia.
Has risen, as He said, alleluia.
Pray for us to God, alleluia.

FELIX MENDELSSOHN  
(1809–1847)
Verleih’ uns Frieden gnädiglich (“Grant Us 
Merciful Peace”)

Composed in 1831.

Franz Hauser, born near Prague in 1794, was among 
the leading baritones of his day, appearing in the most 
important German and Austrian opera houses to praise 
for his singing of roles by Mozart, Rossini, Spohr, Weber 
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and others. In 1846, after retiring from the stage, he 
was named director of the new Munich Conservatory; 
Jenny Lind was his most famous pupil. Hauser was an 
important collector of the manuscripts and letters of J.S. 
Bach, and he became friendly with Felix Mendelssohn 
when that ambitious 20-year-old composer-conductor-
scholar revived the St. Matthew Passion in Berlin in 1829. 
The following year, while Mendelssohn was touring in 
Italy, Hauser sent him a copy of the Lutheran hymnal 
(Lutherisches Liedbüchlein), whose words and tunes 
inspired from him four chorale cantatas, three motets for 
women’s voices, and a setting for chorus and orchestra 
(or organ) of Luther’s German adaptation (Verleih uns 
Frieden) of the closing phrase of the Roman Catholic 
Mass (Dona nobis pacem). The music, original with 

Mendelssohn, uses as its theme a melody introduced by 
basses alone and then taken up by the altos and sopranos 
in different settings. The Latin text that was the source 
of Luther’s verse was added to the music in the collected 
edition of Mendelssohn’s works prepared for publication 
by Julius Rietz in the 1870s.

TEXT AND TRANSLATION
Verleih’ uns Frieden gnädiglich,
Herr Gott, zu unsern Zeiten.
Es ist doch ja kein Andrer nicht,
Der für uns könnte streiten,
Denn du, unser Gott alleine.

Grant us merciful peace,
Lord God, for all time. 
There is certainly no other 
Who can fight for us,
For you are our only God.
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JAKOB GALLUS (Jakob HANDL)  
(1550–1591)
En ego campana (“Behold, I Am a Bell”)

This composer is known, somewhat confusingly, by 
two names, neither of which belonged to his parents. 
He was born in 1550 in the Slovenian town of Ribnica, 
near Ljubljana, to a family named Petelin, which means 
“cockerel.” He apparently translated his surname into 
both German and Latin forms—Handl and Gallus—
about the time he left home for Austria in 1564. After 
a stay at the monastery at Melk, he turned up four 
years later in Vienna, where he became attached to the 
imperial chapel of Maximilian II as a singer. From 1579 
until 1585, he served as choirmaster for Jan Pavlovsky, 
the Bishop of Olmütz, and then became cantor at the 
church of St. Jan in Vado in Prague. As was required by 
his life-long service in the Catholic Church, the music of 

Gallus (the name under which he preferred to publish), 
an imposing collection of Masses and motets, is almost 
entirely in Latin; even some secular pieces appeared in 
that language. His works show a fullness of harmony and 
a strong tonal tendency that mark him as a progressive 
composer, yet carry on the carefully woven textures and 
sensitive text settings that characterize the practices of 
the waning Renaissance era.

En ego campana is from the three volumes of Har-
moniae Morales that Gallus composed late in his life, 
Latin-texted pieces of which he wrote, “This rather 
gay kind of song, a substitute for Madrigalia, I entitle 
Moralia, and it is my wish that they may henceforth 
be so called, as the choicest manners in them are not 
in the least wanton, and they shun even the shadow of 
indecency.”

TEXT AND TRANSLATION
En ego campana, Behold, I am a bell, 
nunquam denuntio vana: I never sound to no purpose:
laudo Deum verum, tintinabulo clango, I praise the true God, I ring out,
plebem voco, tintinabulo clango, I call the people, I ring out,
congrego clerum, tintinabulo clango, I assemble the clergy, I ring out,
funera plango, tintinabulo clango, I lament the burial, I ring out,
fulgura frango, tintinabulo clango, I break the lightning-strokes, I ring out,
sabbatha pango, tintinabulo clango, I mark the Sabbath, I ring out,
excito lentos, tintinabulo clango, I rouse the idle, I ring out,
dissipo ventos, tintinabulo clango, I calm the winds, I ring out,
paco cruentos, tintinabulo clango. I quiet the cruel, I ring out.
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LODOVICO (Grossi da) VIADANA  
(c. 1560–1627)
Exsultate, justi, in Domino (“Rejoice in the 
Lord, O Ye Righteous”)

Published in 1602.

Lodovico Viadana was noted for what the esteemed 
Italian musicologist and music librarian Federico 
Mompellio called “the freshness, fluency and notably 
expressive quality of his music” as well as being the first 
composer to include a mandatory instrumental part—
the accompanying basso continuo that was a catalyst of 
the Baroque Age—in his sacred vocal works. (His Missa 
Dominicalis for one voice and basso continuo, from the 
Concerti Ecclesiastici of 1607, was apparently the first to 
introduce monody [i.e., accompanied solo singing] into 
the principal rite of Catholic worship.) He was born as 
Lodovico Grossi around 1560 in Viadana, 20 miles north 

of Parma, and took the name of his birthplace when he 
entered holy orders in 1588. Little else is known about 
Viadana’s training and early life until he turns up as 
maestro di cappella at Mantua Cathedral in 1594. He 
went to Rome in 1597, and for the next 25 years followed 
an almost peripatetic existence with significant church 
posts in Padua, Cremona, Concordia, Fano, Bologna, 
Viadana and Busseto, career moves perhaps precipitated 
by what Mompellio said was “the enmity of some of his 
religious associates.” Sometime shortly before his death, 
in 1627, Viadana retired to the abbey of Santa Andrea in 
Gualtieri, ten miles from where he was born. In addition 
to Masses, motets, Psalms and service music with and 
without accompaniment, Viadana’s legacy includes 
several instrumental canzonette and sinfonie. The motet 
Exsultate, justi, in Domino (“Rejoice in the Lord, O ye 
righteous”), published in 1602, is based on the joyous 
verses that open Psalm 33.
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TEXT AND TRANSLATION
text: Psalm 33: 1-3
translation: King James Version
Exsultate, justi, in Domino, Rejoice in the Lord, O ye righteous:
Rectos decet collaudatio. For praise is comely for the upright.
Confitemini Domino in cithara, Praise the Lord with harp: 
In psalterio decem chordarum psallite illi. Sing unto him with the psaltery
   and an instrument of ten strings.
Cantate ei canticum novum, Sing unto him a new song,
Bene psallite ei in vociferatione. Play skillfully with a loud noise.

FELIX MENDELSSOHN  
Psalm 43, Richte mich, Gott (“Judge Me, O 
God”), Op. 78, No. 2

Composed in 1844.

Felix Mendelssohn was born a Jew, indeed, born into 
one of the most prominent Jewish families in northern 
Europe—his grandfather, Moses, was a celebrated phi-
losopher who advocated the assimilation of Jews into 
the culture of their country and made German adapta-
tions of the Pentateuch, Song of Songs and a number 
of Psalms—but his father, Abraham, had him baptized 
into Christianity in 1816, and then added the Christian 
surname Bartholdy to his ancestral one to indicate the 
change of faith. (Abraham himself, however, waited 
six more years before becoming a Lutheran.) Felix was 
certainly proud of his ancestry (he did not care for the 
appended Bartholdy, and chose not to use it whenever he 
thought his father would not object) and he was himself 
occasionally the subject of mild anti-Semitism (which 
he fended off by pretending that it was just a joke), but 
he had little interest in any organized religion, not at-
tending services or praying or extolling one faith above 
another. The most important result of Mendelssohn’s 
conversion was the ease with which it allowed him to 

become immersed in the music of the Christian church, 
especially the incomparable choral and instrumental 
masterworks of Johann Sebastian Bach: his revival of the 
St. Matthew Passion in 1829 brought him to international 
prominence; many of his sacred compositions—motets, 
oratorios, psalms, hymns, anthems, organ works—found 
their inspiration and models in Bach’s music; he incorpo-
rated the contrapuntal techniques he learned from Bach 
in works throughout his life. Mendelssohn composed 
more than 60 works to sacred texts for accompanied 
and a cappella chorus, a dozen of them settings of 
Psalms, as well as two oratorios (a third, Christus, was 
left incomplete at his death), numerous pieces for organ 
and a symphony (No. 5, “Reformation”) that was com-
missioned for the 300th anniversary of Melanchthon’s 
“Augsburg Confession,” one of the seminal documents 
of German Lutheranism. 

In 1841, Mendelssohn accepted the position as Royal 
Kapellmeister to Friedrich Wilhelm IV in Berlin, where 
his duties included administering the music section of 
the newly instituted Royal Academy of Arts, composing 
for the Royal Theater, directing the Royal Orchestra, 
and conducting the Cathedral Choir. Such a hectic 
schedule allowed him little time for composition, and 
the only large works he undertook before he resigned 
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from the post in 1844 were the Variations sérieuses for 
piano and the incidental music to A Midsummer Night’s 
Dream, for which he had written an Overture a decade-
and-a-half before. During the last year of his tenure, 

Our new building will be dedicated at Pentecost of 
this year, and the above-named Psalms seem to us 
admirably suited to this occasion.... I must indicate 
that the accompaniment must be without orchestra 
and for the organ alone.

Mendelssohn chose Psalm 100, Jauchzet dem Herrn, 
alle Welt (“Make a Joyful Noise Unto the Lord, All Ye 
Lands”), to fulfill the Temple’s request, and he sent the 
new piece to Hamburg from Berlin in April of 1844, 
just before leaving to conduct a series of concerts with 
the London Philharmonic. The score was published 
without opus number by Bote & Bock in an anthology 
titled Musica Sacra.
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FELIX MENDELSSOHN  
Psalm 100: Jauchzet dem Herrn, alle Welt 
(“Make a Joyful Noise Unto the Lord, All Ye 
Lands”)

Composed in 1844.

In December of 1843, Mendelssohn was asked by the 
Neue Templeverein (“New Temple Society”), a liberal 
synagogue in Hamburg, to compose a Psalm setting 
for the dedication of their new temple. Dr. Fraenkel, 
director of the Temple wrote:

Let us especially suggest the 24th, 84th and 100th 
Psalms, which we desire to be composed by a master. 

TEXT AND TRANSLATION
Jauchzet dem Herrn alle Welt! Make a joyful noise unto the Lord, all ye lands!
Dienet dem Herrn mit Freuden, Serve the Lord with gladness:
kommt vor sein Angesicht mit Frohlocken. come before His presence with singing.
Erkennet, dass der Herr Gott ist. Know ye that the Lord He is God:
Er hat uns gemacht, und nicht wir selbst it is He that hath made us, and not we ourselves;
zu seinem Volk we are His people,
und zu Schaafen seiner Weide. and the sheep of His pasture.
Gehet zu seinen Thoren ein mit Danken, Enter into His gates with thanksgiving,
zu seinen Vorhöfen mit Loben, and into His courts with praise,
lobet seinen Namen. and bless His name.
Denn der Herr ist freundlich For the Lord is good;
und seiner Gnade währet ewig, His mercy is everlasting,
und seine Wahrheit für und für. and His truth endureth for all generations.

Mendelssohn wrote for the Cathedral Choir three 
unaccompanied Psalms (Nos. 2, 43 and 22, published 
together as Op. 78), which are counted among the best 
of his sacred compositions.

TEXT AND TRANSLATION
Richte mich, Gott, und führe meine Sache  Judge me, O God, and plead my cause
 wider das unheilige Volk,  against an ungodly nation:
und errette mich von den falschen  O deliver me from the deceitful
 und bösen Leuten.  and unjust man.
Denn du bist der Gott meiner Stärke; For thou art the God of my strength:
warum verstössest du mich? why dost thou cast me off?
Warum lässest du mich so traurig geh’n, why go I mourning
wenn mein Feind mich drängt? because of the oppression of the enemy?
Sende dein Licht und deine Wahrheit, O send out thy light and thy truth:
dass sie mich leiten zu deinem heiligen Berge, let them lead me unto the holy hill
und zu deiner Wohnung. and to thy tabernacles.
Dass ich hinein gehe zum Altar Gottes, Then will I go unto the altar of God,
Zu dem Gott der meine Freude und Wonne ist, unto God my exceeding joy,
und dir, Gott, auf der Harfe danke. yea, upon my harp will I praise thee, O God.
Was betrübst du dich, meine Seele, Why art thou cast down, O my soul,
und bist so unruhig in mir? and why art thou disquieted within me?
Harre auf Gott! Hope in God!
denn ich werde ihm noch danken, for I shall yet praise him
dass er meines Angesichts Hilfe, who is the health of my countenance,
und mein Gott ist. and my God.
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FELIX MENDELSSOHN  
Heilig ist Gott, der Herr Zebaoth (“Holy, Holy, 
Holy, Lord God of Hosts”)

Composed in 1846.

In 1841, Mendelssohn accepted the position of Royal 
Kapellmeister to Friedrich Wilhelm IV in Berlin, where 
his duties included administering the music section of 
the newly instituted Royal Academy of Arts, composing 
for the Royal Theater (most notably the incidental music 
complementing his dazzling Overture to A Midsummer 
Night’s Dream of 1826), directing the Royal Orchestra 
and conducting the Cathedral Choir. Included in King 
Frederick William’s high-minded agenda for his Acad-

emy was the establishment of a new musical chapel at 
court—30 singers and an orchestra drawn from Berlin’s 
finest musicians—that would serve as a standard for 
sacred music throughout his realm. Mendelssohn was 
charged with conducting and occasionally composing 
for the concerts and services of the chapel, and in 1846 
Wilhelm commissioned him to make musical settings 
for several items from the Deutsche Liturgie, the standard 
Prussian Protestant order of worship. In addition to six 
brief responses and Amens, Mendelssohn wrote four 
more substantial items, including a sonorous setting for 
unaccompanied double choir of the German equivalent 
of the old Latin Sanctus: Heilig, heilig, heilig ist Gott, der 
Herr Zebaoth—Holy, Holy, Holy, Lord God of hosts.
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TEXT AND TRANSLATION
Heilig, heilig, heilig ist Gott, der Herr Zebaoth! Holy, Holy, Holy, Lord God of hosts!
Alle Lände sind seiner Ehre voll Heaven and Earth are full of thy glory.
Hosianna in der Höh!  Hosanna in the highest! 
Gelobt sei der da kommt im Namen des Herrn! Blessed is he who comes in the name of the Lord.
Hosianna in der Höh! Hosanna in the highest!

JOHANNES BRAHMS  
(1833–1897)
Drei Gesänge (“Three Songs”) for Chorus, 
Op. 42

Composed in 1859–1861.

The Op. 42 Drei Gesänge (“Three Songs”) for unac-
companied mixed chorus were composed between 1859 
and 1861, when Brahms was conducting a choral society 
in Hamburg. The opening Abendständchen (“Evening 
Serenade”) sets a halcyon poem by Clemens Brentano 
(1778–1842), who is most familiar in musical contexts as 
the co-author (with Achim von Arnim) of Des Knaben 
Wunderhorn (“The Youth’s Magic Horn”), which played 
a pivotal role in the creative life of Gustav Mahler. In 
the text for the second song of Op. 42, Wilhelm Müller 
(1794–1827), whose poems provided the inspiration 
for Schubert’s incomparable song cycles Die schöne 
Müllerin and Winterreise, evoked the vision of Vineta, 

a mythical lost city said by legend to have been on the 
southern coast of the Baltic Sea. Ossian was a warrior-
poet of Irish antiquity who chronicled the 3rd-century 
exploits of his father, Finn MacCumhail, and Finn’s 
war band, the Fianna Éireann. In 1762, the Scottish 
poet James Macpherson published an epic titled Fingal, 
which he had “discovered” to be the work of Ossian 
and rendered into modern form. These “Ossianic” 
poems, with their mix of history, legend and heroism, 
found enormous favor across northern Europe, most 
intensely in Germany. By the time Brahms chose an 
excerpt from Fingal rendered into German by Johann 
Gottfried Herder (1744–1803) to round out his Op. 42 
Songs, however, the authenticity of the epic had been 
called into question (Fingal was eventually shown to be 
a forgery, written entirely by Macpherson himself), but 
that uncertainty did nothing to diminish his touching 
lament for the maiden Darthula.

TEXTS AND TRANSLATIONS
Abendständchen (“Evening Serenade”), Op. 42, No. 1
text: Clemens Brentano
Hör es klagt die Flöte wieder Hark, the flute is singing sadly,
Und die kühlen Brunnen rauschen, and the cooling springs are rustling,
Golden wehn die Töne nieder; golden sounds are wafting downwards,
Stille, stille, lass und lauschen. softly, softly let us listen!
Holdes Bitten mild Verlangen Tender pleading, gentle yearning
Wie es süss zum Herzen spricht! sweetly speaks unto the heart!
Durch die Nacht die mich umfangen, Through the night which holds me captive,
Blick zu mir der Töne licht. lights from music look at me.
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Vineta, Op. 42, No. 2
text: Wilhelm Müller
Aus des Meeres tiefem, tiefem Grunde From the very bottom of the sea
klingen Abendglocken dumpf und matt, muffled bells are peeling sadly,
uns zu geben wunderbare Kunde telling us the strangest story
von der schönen, alten Wunderstadt. of a lovely old enchanted city.
In der Fluten Schoss hinab gesunken, Deep submerged within the water’s womb
blieben unten ihre Trümmer stehn; broken fragments still are left behind;
ihre Zinnen lassen goldne Funken on the water’s surface are reflected
widerscheinend auf dem Spiegel sehn. golden flashes glistening from the ramparts.
Und der Schiffer, der den Zauberschimmer And the boatman who had once beheld
einmal sah im hellen Abendrot, in bright sunset sky the magic glow,
nach derselben Stelle schifft er immer, many a time returns there with his craft,
ob auch rings umher die Klippe droht. though fierce rocks are threatening all around.
Aus des Herzens tiefem, tiefem Grunde From the very bottom of my heart
klingt es mir wie Glocken dumpf und matt. I can hear the sound of muffled bells,
Ach, sie geben wunderbare Kunde telling me a wonderful, sad story
von der Liebe, die geliebt es hat. of the love which once this heart had felt.
Eine schöne Welt ist da versunken, What a lovely world has been submerged there,
ihre Trümmer blieben unten stehn; broken fragments still are left behind;
lassen sich als goldne Himmelsfunken glistening like the golden sparks of heaven
oft im Spiegel meiner Träume sehn. they are oft reflected in my dreams.
Und dann möcht ich tauchen in die Tiefen, Then I long to dive within the depths,
mich versenken in den Wunderschein, to submerge myself in wondrous glow,
und mir ist, als ob mich Engel riefen and I feel as though the angels called me
in die alte Wunderstadt herein. down into the old enchanted city.

Darthulas Grabesgesang (“Darthula’s Funeral Dirge”), Op. 42, No. 3
text: Johann Gottfried Herder, after Ossian (James Macpherson)

Mädchen von Kola, du schläfst! Maiden of Kola, thou sleepest!
Um dich schweigen die blauen Ströme Selmas! Selma’s blue streams around thee are silent!
Sie trauren um dich, um dich! They mourn for thee, for thee!
Sie trauren um dich, den letzten Zweig, They mourn for thee, the last branch,
den letzten Zweig von Thruthils Stamm! the last branch of Truthil’s race!
Wann erstehst du wieder in deiner Schöne? When wilt thou arise again in thy beauty?
Schönste der Schönen in Erin! Thou, the fairest of Erin’s maids!
Du schläfst im Grabe langen Schlaf, Thy sleep in the grave is long,
dein Morgenrot ist ferne! the sunrise is far!
O nimmer kommt dir die Sonne O never shall the sun come to thee
weckend an deine Ruhestätte: to wake thee from thy bed:
Wach auf, wach auf, Darthula!  Awake, awake, Darthula! 
Frühling ist draussen! The Spring is abroad!
Die lauen Lüfte säuseln, auf grünen Hügeln, The gentle winds rustle on green hills,
holdselig, holdseliges Mädchen,  sweetly, sweet maiden, 
weben die Blumen! the flowers are growing!
Im Hain wallt spriessendes Laub! Foliage is waving in the grove!
Auf immer, so weiche denn, Sonne! Retreat, sun, forever!
Weiche, Sonne, dem Mädchen von Kola,  Retreat, sun, from the maiden of Kola,
 sie schläft!   she sleepeth!
Nie ersteht sie wieder in ihrer Schöne! Never again will she go forth in her beauty,
Nie siehst du sie lieblich wandeln mehr, never again will you see her in the steps 
   of her beauty,
Mädchen von Kola, sie schläft! the maiden of Kola, she sleepeth!
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JOHN HAUCK FOUNDATION YOUTH SCHOLARSHIP WINNERS
The May Festival congratulates CHRISTOPHER FORD and KATHERINE SHARP, this year’s 
recipients of the John Hauck Foundation May Festival Youth Chorus Scholarship.

The John Hauck Foundation May Festival Youth Scholarship is awarded each May to a member (or members) 
of the May Festival Youth Chorus who is a senior in high school, has been a member of the May Festival 
Youth Chorus for at least one year and has decided to make music or a related field his or her major area 
of study in college.

Funding for this scholarship was generously provided by the John Hauck Foundation.
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JOHANN SEBASTIAN BACH  
(1685–1750)
Cantata No. 106, Gottes Zeit ist die allerbeste 
Zeit (“God’s Time is the Very Best Time”), 
BWV 106

Composed in 1707.

Johann Sebastian Bach, ambitious, feisty and only 
recently turned 20, got his first appointment in August 
1703, as organist of the New Church at Arnstadt, a 
small town 70 miles southwest of Leipzig. Those few 
records that survive of Bach’s Arnstadt tenure concern 
mainly his continuing tiffs with the town council, who 
demanded explanations when he refused to accompany 
the church school’s choir on grounds of its musical 
incompetence, or when he came to blows over an insult 
to a student (whom he accused of being a “nanny-goat 
bassoonist”), or when his improvising was judged “too 
curious” and “too confused” and “too long” for the 
good of the congregation, or when he invited a “young 
female stranger” (perhaps his cousin Maria Barbara 
Bach, whom he was to marry in 1708) into the organ 
loft—with the pastor’s permission, he contended—for 
the purpose of a little informal music-making. Bach’s 
prickly relationship with his municipal employers came 
to a head early in 1706, after he overstayed, by three 
months(!), the leave he had been granted to hear the 
concerts of the renowned Dietrich Buxtehude in Lübeck, 
some 200 miles away. Bach promised an explanation in 
writing, but there is no record that he ever offered one. 
Cushioned by an extraordinary skill as an organist that 
was bringing him notoriety and job offers, a vast fam-
ily deeply imbedded in the musical and political life of 
northern Germany, and a quickly maturing genius for 
composition, Bach bided his time.

In spring 1707, the organist’s job opened at St. Blasius’ 
Church in the Free Imperial City of Mühlhausen, 30 
miles northwest of Arnstadt. Bach auditioned on Easter 
Sunday 1707 (April 24); no other applicants were heard. 
He was formally awarded the post a month later, at a 
salary 20 percent higher than that of his predecessor, 
and he felt secure enough to undertake a marriage 
with his cousin Maria Barbara in October. In addition 
to playing at St. Blasius and one of the city’s minor 
churches, Bach composed several organ works and a few 
occasional vocal pieces at Mühlhausen. His work there 
was respected—his specifications for the rebuilding of 
the organ at St. Blasius were enthusiastically adopted 
and the council financed the publication of two of his 
compositions—but he again ran afoul of controversy 
when his pastor began espousing the Pietist doctrine 

that admitted only the most austere music into the 
service, which allowed no place for Bach’s grand musi-
cal designs. In June 1708, only a year after arriving in 
Mühlhausen, Bach was off again, this time to become 
organist, violinist and “Chief Chamber Musician” to 
the court of Duke Wilhelm Ernst at Weimar, where he 
solidified his reputation as one of the day’s most gifted 
musicians.

The half-dozen cantatas that have survived from 
Bach’s Arnstadt and Mühlhausen tenures are all occa-
sional pieces, composed for weddings, funerals and city 
council installations; one, the Easter cantata Christ lag 
in Todesbanden (“Christ Lay in Death’s Grim Prison,” 
BWV 4), seems to have been Bach’s audition piece for 
Mühlhausen. Gottes Zeit ist die allerbeste Zeit (BWV 
106) was apparently written for the funeral of Bach’s 
maternal uncle Tobias Lämmerhirt, who died at Erfurt 
on August 10, 1707; Bach subtitled the work “Actus 
Tragicus.” Their relationship was close enough that 
Tobias bequeathed his nephew the considerable legacy 
of 50 gulden; Bach used the inheritance to facilitate his 
marriage to Maria Barbara in October. Following an old 
north German custom for such works, Bach assembled 
the text from the Old and New Testaments (Psalms 90:12 
and 31:5, Isaiah 38:1, Ecclesiastes 14:17, Acts 17:28, Rev-
elation 22:20 and Luke 23:42) and from church hymns 
by Luther and Reusner, and wove from these fragments a 
potent statement of belief, which Ulrich Leisinger of the 
Bach-Archiv Leipzig summarized: “Each individual part 
of the text stands on its own, but as a whole the texts are 
arranged in such a way as to form a theological unity: our 
life, like our death, is in God’s hands. The old covenant 
that God made with Moses states that every human being 
is mortal. But the covenant renewed by Christ through 
the sacrifice of His death fulfills the promise of eternal 
life.” The original scoring is among the most somber 
and burnished that Bach ever chose: two recorders, 
two violas da gamba, cello, bass and organ; violins and 
violas are absent. The work opens with an instrumental 
Sonatina (a “little sonata,” i.e., brief and with just a single 
movement) that W. Gillies Whittaker, in his study of 
Bach’s cantatas, called “one of the loveliest elegies ever 
penned.” The three large multi-sectional movements 
that follow progress smoothly from chorus to soloists 
and back. Gottes Zeit ist die allerbeste Zeit is both one of 
Bach’s earliest examples of the genre that he brought to 
its formal and expressive apogee and one of his finest and 
most deeply moving. Whittaker closed his discussion of 
the cantata with a question: “Has any other composer 
ever compressed so much varied and exquisite beauty 
into such a short span?”
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TEXT and TRANSLATION

Sonatina

Chor—Arioso—Arioso—Chor—Arioso
Gottes Zeit ist die allerbeste Zeit. God’s time is the very best time.
In ihm leben, weben und sind wir, solange er will. In him living, moving, we exist, as long as he wills.
In ihm sterben wir zur rechten Zeit, wenn er will. In him shall we die at the right time, when he wills.

Ach, Herr, lehre uns bedenken, dass wir sterben Ah, Lord, teach us to remember that our death 
müssen, auf dass wir klug werden. is certain, that we might gain wisdom.
Bestelle dein Haus; denn du wirst sterben Set ready thine house; for thou shalt perish
und nicht lebendig bleiben! and not continue living!
Es ist der alte Bund: Mensch, du musst sterben! This is the ancient law: man, thou must perish!
Ja, komm, Herr Jesu, komm! Yes, come, Lord Jesus, come!

Arie—Arioso—Choral
In deine Hände befehl ich meinen Geist; du hast Into thine hands now do I commit my soul; for
mich erlöset, Herr, du getreuer Gott. thou hast redeemed me, Lord, thou my faithful God.
Heute wirst du mit mir im Paradies sein. This day shalt thou with me in paradise be.
Mit Fried und Freud ich fahr dahin In peace and joy do I depart,
In Gottes Willen, as God doth will it;
Getrost ist mir mein Herz und Sinn, Consoled am I in heart and mind,
Sanft und stille. calm and quiet.
Wie Gott mir verheissen hat; As God me his promise gave:
Der Tod ist mein Schlaf worden. My death is changed to slumber.

Chorale
Glorie, Lob, Ehr und Herrlichkeit! Glory, laud, praise and majesty
Sei dir, Gott, Vater und Sohn bereit, To thee, God, Father, and Son, be giv’n,
Dem Heilgen Geist mit Namen! The Holy Ghost, with these names!
Die göttlich Kraft May godly strength 
Macht uns sieghaft Make us triumph
Durch Jesum Christum. Amen.  Through Jesus Christ. Amen.
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ELGAR  The Dream of Gerontius, Op. 38
(1857–1934) Part I
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The appearance of Michael Francis in this evening’s performance is made possible in part 
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EDWARD ELGAR (1857–1934)
The Dream of Gerontius, Op. 38

Composed in 1899–1900. Premiered on October 3, 1900 
in Birmingham, England, conducted by Hans Richter.

Cardinal John Henry Newman was one of the shaping 
forces of England’s religious life in the 19th century. 
Newman was born into a devout Anglican family in 
London in 1801, studied at Trinity College, Oxford, 
became a fellow of Oxford’s Oriel College in 1822 and 
vice principal of Alban Hall in the university’s Merton 
College in 1825, and was made vicar of St. Mary’s, Ox-
ford in 1828. In 1833, with the theologians John Keble, 
Richard Hurrell Froude and Edward Pusey, Newman 
founded the “Oxford Movement,” which sought to 
deliver Anglicanism from the growing Protestant influ-
ence that began with the Reformation and return it to 
the “High Church” ideals and practices of Roman Ca-
tholicism, to which they traced its origin. They codified 

their views in the 90 Tracts for the Times, 24 authored by 
Newman, that eventually led to such Anglican reforms 
as increased use of ceremony and ritual in services, 
establishment of monastic communities, and better 
educating a clergy that was devoted to the pastoral care 
of its parishioners. So committed to the re-unification 
of the divided branches of Christianity was Newman 
that in 1845, hoping to promote a truly “catholic”—a 
“universal”—faith, he converted to Roman Catholicism, 
and the following year was ordained as a priest in Rome. 
In 1848 in Birmingham, he founded an “Oratory” (an 
independent Catholic community of secular priests, i.e., 
obedient to the Church but not formally ordained, who 
are dedicated to prayer, preaching and the sacraments) 
and served as rector of the newly founded Catholic 
University of Ireland (now University College, Dublin) 
in the early 1850s. Though they excited considerable 
doctrinal dispute, Newman’s incisive, lucid, tightly 
reasoned and elegantly expressed writings exerted a 
profound influence on both of his religions, and helped 
to reduce the ancient enmities between Protestants and 
Catholics in England; in 1879 Pope Leo XIII named him 
Cardinal-Deacon of the basilica church of San Giorgio 
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first read Gerontius while still a teenager. He had come 
to value the poem so highly by 1887 that he presented 
a copy of it to his fiancée, Alice Roberts, to console her 

on the death of her mother. 
Father Thomas Knight, who 
presided at their wedding in 
May 1889, made the rather 
curious gift of another copy 
of this poem about death to 
the newlyweds at the begin-
ning of their married life.

In November 1898, Elgar 
was invited to compose a sacred choral work for the 
October 1900 Triennial Festival in Birmingham, a 
musical event of sufficient renown that the interna-
tionally celebrated Antonín Dvořák had been lured 
to compose for it both The Specter’s Bride (1885) and 
a Requiem (1891). (Dvořák was offered Gerontius by 
the festival’s directors in 1885 as a subject for another 
project, but he declined it.) Elgar first thought he might 
do something concerning St. Augustine, but that sugges-
tion was rejected by the organizing committee as “too 
controversial” (i.e., “too Catholic”). He then considered 
Judas Iscariot and the Apostles as subjects but laid both 
aside (the latter idea provided the basis for an oratorio 
for Birmingham in 1903), so by December 1899, with 
the premiere only ten months away, he was still without 
a libretto. He wrote to the directors to resign from the 
commission, but his new work was to be the centerpiece 
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al Velabro in Rome. Ill health during the 1880s largely 
confined Newman to the Oratory at Birmingham, where 
he died in 1890.

Newman wrote  The 
Dream of Gerontius in 1865 
as a belated memorial to 
his fellow Oratorian John 
Joseph Gordon, who had 
died at the age of 41 in 1853. 
The poem describes the last 
moments of a man’s life, the 
vision of the heaven into 
which he is transported for his judgment, and his being 
ushered into Purgatory by angels. Though there are ob-
scure Cornish and Italian saints and a 5th-century king 
of Devon all called Gerontius, Newman seems to have 
derived the name for his titular character from, simply, 
the Greek for “old man.” (Compare our modern word 
“gerontology,” i.e., the study of aging and its effects.) 
Gerontius was published in the Catholic periodical 
The Month II and gained an immediate and enduring 
popularity. (It was the subject of a conference at the 
University of Illinois as recently as 2000.) Edward Elgar 
described the character of Gerontius to his publisher, 
August Jaeger at Novello, as “a man like us, not a Priest 
or a Saint, but a sinner, a repentant one of course but 
still no end of a worldly man in his life.” Elgar had been 
born into a Catholic family near Worcester, just 25 miles 
south of Birmingham and Newman’s Oratory, and he 

He had come to value the 
poem so highly by 1887 that 
he presented a copy of it to his 

fiancée, Alice Roberts, to console 
her on the death of her mother. 

I’D LIKE 
TO 

TEACH 
THE 

WORLD 
TO SING

IN PERFECT 
HARMONY, 
THAT’S  
THE 
SONG 
I HEAR…
lyrics © Sony/ATV Music Publishing LLC
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of the festival and they were loath to give up on it. (There 
is a strong competitive spirit among the big English 
choral festivals, and Birmingham did not want to lose 
face over a canceled premiere.) 

George H. Johnstone, chairman of the committee 
(and a Roman Catholic), was dispatched on New 
Year’s Day 1900 to remedy the situation. Johnstone 
learned that Elgar had, indeed, been sketching a large 
choral work during the preceding months, but that 
the composer considered its subject—The Dream of 
Gerontius—inappropriately sectarian for Birmingham. 
Johnstone, considering the press of time, did not. Elgar 
telegrammed Birmingham the next day to re-accept 
the commission and agree to the financial terms, and a 
week later he met with Father William Neville, Cardinal 
Newman’s friend and executor at the Birmingham Ora-
tory, to obtain rights for a musical setting of Gerontius. 
Neville granted permission to abridge the text but not 
to alter any of the remaining lines. Elgar excised about 
half of Newman’s original 900 lines, and the libretto 
was ready by early February. Composition thereafter 
proceeded at a furious pace. Sections of the score were 
sent to Novello beginning in March, and Elgar’s copi-
ous correspondence with Jaeger during the following 
months provides one of the most revealing glimpses 
into the creation of a musical masterwork that we pos-
sess. The complete draft was finished on June 6th (“Deo 
gratias”—“Thanks be to God”—Elgar inscribed in his 
diary that day) and the score was proofed and revised 

and the performance parts printed by late August. The 
composer, who turned 43 that summer, knew that what 
he had done was good—at the end of the manuscript 
he placed a quotation from John Ruskin’s Sesame and 
Lilies: “This is the best of me … this, if anything of mine, 
is worth your memory.”

The first performance of The Dream of Gerontius was 
set for 11:30 on the morning of Wednesday, October 
3rd; Hans Richter, who had led the sensational premiere 
of the Enigma Variations in London the year before, 
would conduct. Rehearsals, however, did not begin 
in earnest until September 12th, when the chorus was 
still unsettled by the unexpected death four months 
earlier of its regular director, Swinnerton Heap, and his 
replacement with the septuagenarian William Stockley, 
a Birmingham veteran (Elgar had played violin under 
his direction there in the 1880s) but by then out of touch 
with current musical trends. The new work, difficult of 
execution and more Wagnerian than Handelian in its 
through-composed structure, was more than chorus and 
orchestra, burdened by the festival’s myriad performing 
obligations, could master. The soloists were hardly any 
better. The young Ralph Vaughan Williams, who came 
to Birmingham expecting a success to equal that of the 
Enigma Variations in London, found that Edward Lloyd 
sang the title role “like a church anthem, in the correct 
tenor manner with one foot slightly withdrawn,” that 
the bass, Plunket Greene, had “lost his voice,” and that 
the contralto, Marie Brema, “had none to lose.” Not even 
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Richter, one of the finest conductors of his day, could 
pull things together, and the performance went badly. 
“Providence denies me a decent hearing of my work,” 
Elgar, deeply disappointed that both his creative work 
and his Catholic faith had been so poorly represented, 
lamented to Jaeger. “So I submit—I always said God 
was against art and I still believe it. Anything obscene 
or trivial is blessed in this world and has a reward…. 
I have allowed my heart to open once—it is now shut 
against every religious feeling and every soft, gentle 
impulse for ever.” He never completely regained his 
earlier beliefs, but he did continue to compose, writing 
the Cockaigne Overture, a jovial tonal portrait of London, 
the following year. 

The audience, however, heard something profound 
in Gerontius despite the botched performance, and 
broke a festival rule against applauding at morning 
performances by repeatedly calling the composer to 
the stage. The critics concurred: “I can honestly say 
that no composition by an Englishman equals it in 
sheer technique, to say nothing of real poetic feeling” 
(Edward Baughan, The Morning Leader); “I will venture 
to say that, since the death of Wagner [in 1883], no finer 
composition has been given to the world” (Vernon 
Blackburn, The Pall Mall Gazette); “The Dream of Ge-
rontius advances its composer’s claim to rank amongst 
the musicians of whom the country should be proudest” 
(Joseph Bennett, The Daily Telegraph). Among the other 
auditors in Birmingham that morning was Julius Buths, 
conductor of the Lower Rhine Festival in Düsseldorf, 
who was impressed enough to schedule Gerontius for a 
performance there on December 19, 1901; the response 
was so positive that he offered it again the following year, 
when Elgar was called to the stage 20 times and Richard 
Strauss praised him as “a modern master” at a post-
concert banquet. Extended excerpts from Gerontius were 
heard in Worcester, Hanley and Manchester in 1902, the 
complete work was given in London, Chicago and New 
York the following year, and it has since resided, with 
Handel’s Messiah and Mendelssohn’s Elijah (an 1846 
Birmingham Festival commission), on the loftiest plane 
of the English choral–orchestral repertory. 

The Dream of Gerontius is remarkable for the mastery 
of its orchestration, the euphony and complexity of 
its choral writing, the flow and dramatic impact of its 
structure, the sophisticated use of germinal motives 
throughout the score, and the profound insight with 
which it treats Cardinal Newman’s visionary text. Part 
I, taken largely intact from the original poem, shows Ge-
rontius at the hour of his death, the prayers of his friends 
(called “Assistants” in the score), and the consignment 
of Gerontius’ soul to the afterlife by the Priest. Part II, 
which exists in a different, more luminous sound world, 
encompasses the arrival of Gerontius’ soul into the place 
of judgment, the Angel’s preparing him to stand before 
God, the demons of hell laying in wait for the unworthy, 
the praises of God by the choir of Angelicals, the echoes 
of the voices of Gerontius’ earthly friends praying for 

mercy for him, the blinding moment before the Holy 
Throne, the song of the Souls in Purgatory and Gerontius 
being escorted by an Angel to join them until his sins are 
expiated and he can enter heaven. “I have not seen or 
heard anything since [Wagner’s 1882] Parsifal,” wrote 
Jaeger to Elgar on May 29, 1900, after receiving the close 
of Part I, “that has stirred me, & stirred me, & spoken to 
me with the trumpet tongue of genius as has your latest 
& by far greatest work.”

—Dr. Richard E. Rodda

TEXT
The Dream of Gerontius
text by Cardinal John Henry Newman

Part I
Gerontius (Tenor), Assistants (Chorus), The Priest (Bass)
Orchestral Prelude
Gerontius
Jesu, Maria—I am near to death,
 And Thou art calling me; I know it now.
Not by the token of this faltering breath,
 This chill at heart, this dampness on my brow—
(Jesu, have mercy! Mary, pray for me!)
 ‘Tis this new feeling, never felt before,
(Be with me, Lord, in my extremity!)
 That I am going, that I am no more.
‘Tis this strange innermost abandonment,
 (Lover of souls! great God! I look to Thee)
This emptying out of each constituent
 And natural force, by which I come to be.
Pray for me, O my friends; a visitant
 Is knocking his dire summons at my door,
The like of whom, to scare me and to daunt,
 Has never, never come to me before;
So pray for me, my friends, who have not strength to pray.
Assistants
Kyrie eleison, Christe eleison, Kyrie eleison.
Holy Mary, pray for him.
All holy Angels, pray for him.
Choirs of the righteous, pray for him.
All Apostles, all Evangelists, pray for him.
All holy Disciples of the Lord, pray for him.
All holy Innocents, pray for him.
All holy Martyrs, all holy Confessors,
All holy Hermits, all holy Virgins,
All ye Saints of God, pray for him.
Gerontius
Rouse thee, my fainting soul, and play the man;
 And through such waning span
Of life and thought as still has to be trod,
 Prepare to meet thy God.
And while the storm of that bewilderment
 Is for a season spent,
And, ere afresh the ruin on me fall,
 Use well the interval.
Assistants
Be merciful, be gracious; spare him, Lord.
Be merciful, be gracious; Lord, deliver him.
 From the sins that are past;
 From Thy frown and Thine ire;
 From the perils of dying;
 From any complying
 With sin, or denying
 His God, or relying
 On self, at the last;
 From the nethermost fire;
 From all that is evil;
 From power of the devil;
 Thy servant deliver,
 For once and for ever.
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By Thy Birth, and by Thy Cross,
 Rescue him from endless loss;
 By Thy death and burial,
 Save him from a final fall;
 By Thy rising from the tomb,
 By Thy mounting up above,
 By the Spirit’s gracious love,
 Save him in the day of doom.
Gerontius
Sanctus fortis, Sanctus Deus, de profundis oro te,
Miserere, Judex meus, parce mihi, Domine.
Firmly I believe and truly God is Three, and God is One;
And I next acknowledge duly Manhood taken by the Son.
And I trust and hope most fully in that manhood crucified;
And each thought and deed unruly do to death,  
 as He has died.
Simply to His grace and wholly
 Light and life and strength belong,
And I love, supremely solely, Him the holy, Him the strong.
Sanctus fortis, Sanctus Deus, de profundis oro te,
Miserere, Judex meus, parce mihi, Domine.
And I hold in veneration, for the love of Him alone,
Holy Church, as His creation,
 And her teachings, as His own.
And I take with joy whatever now besets me, pain or fear,
And with a strong will I sever
 All the ties which bind me here.
Adoration aye be given,
 With and through the angelic host,
To the god of earth and heaven,
 Father, Son, and Holy Ghost.
Sanctus fortis, Sanctus Deus, de profundis oro te,
Miserere, Judex meus, mortis in discrimine.
I can no more; for now it comes again,
That sense of ruin, which is worse than pain,
That masterful negation and collapse
Of all that makes me man.
And, crueller still,
A fierce and restless fright begins to fill
The mansion of my soul. 
And, worse and worse, some bodily form of ill
Floats on the wind, with many a loathsome curse
Tainting the hallow’d air, and laughs, and flaps
Its hideous wings,
And makes me wild with horror and dismay.
O Jesu, help! pray for me, Mary, pray!
Some Angel, Jesu! such as came to Thee
In Thine own agony…
Mary, pray for me. Joseph, pray for me. 
Mary, pray for me.
Assistants
Rescue him, O Lord, in this his evil hour,
As of old so many by Thy gracious power.
Noe from the waters in a saving home; (Amen)
Job from all his multiform and fell distress; (Amen)
Moses from the land of bondage and despair; (Amen)
David from Goliath and the wrath of Saul; (Amen)
 —So, to show Thy power,
Rescue this Thy servant in his evil hour.
Gerontius
Novissima hora est; and I fain would sleep.
The pain has wearied me… Into Thy hands,
O Lord, into Thy hands…
The Priest
Proficiscere, anima Christiana, de hoc mundo!
Go forth upon thy journey, Christian soul!
Go from this world! Go, in the Name of God
The Omnipotent Father, who created thee!
Go, in the Name of Jesus Christ, our Lord,
Son of the living God, who bled for thee!
Go, in the Name of the Holy Spirit,
Who hath been pour’d out on thee! Go, in the name
Of Angels and Archangels; in the name
Of Thrones and Dominations; in the name 
Of Princedoms and of Powers; and in the name
Of Cherubim and Seraphim, go forth!
Go, in the name of Patriarchs and Prophets;
And of Apostles and Evangelists,
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Of Martyrs and Confessors; in the name
Of holy Monks and Hermits; in the name
Of holy Virgins; and all Saints of God,
Both men and women, go! Go on thy course;
And may thy place today be found in peace,
And may thy dwelling be the Holy Mount
Of Sion—through the same, through Christ our Lord.

Part II
Soul of Gerontius (Tenor), Angel (Mezzo-Soprano), 
Angel of the Agony (Bass), Demons, Angelicals and 
Souls (Chorus)
Soul of Gerontius
I went to sleep; and now I am refresh’d,
A strange refreshment: for I feel in me
An inexpressive lightness, and a sense
Of freedom, as I were at length myself,
And ne’er had been before. How still it is!
I hear no more the busy beat of time, 
No, nor my fluttering breath, nor struggling pulse;
Nor does one moment differ from the next.
This silence pours a solitariness
Into the very essence of my soul;
And the deep rest, so soothing and so sweet,
Hath something too of sternness and of pain.
Another marvel: some one has me fast
Within his ample palm; A uniform
And gentle pressure tells me I am not
Self-moving, but borne forward on my way.
And hark! I hear a singing; yet in sooth
I cannot of that music rightly say
Whether I hear, or touch, or taste the tones.
Oh, what a heart-subduing melody!
Angel
My work is done,
 My task is o’er,
 And so I come,
 Taking it home,
For the crown is won,
 Alleluia,
 For evermore.
My Father gave
 In charge to me
 This child of earth
 E’en from its birth,
To serve and save,
 Alleluia,
 And saved is he.
This child of clay
 To me was given,
 To rear and train
 By sorrow and pain
In the narrow way,
 Alleluia,
 From earth to heaven.
Soul
It is a member of that family
Of wondrous beings, who, ere the worlds were made,
Millions of ages back, have stood around
The throne of God.
I will address him. Mighty one, my Lord,
My Guardian Spirit, all hail!
Angel
All hail, my child!
My child and brother, hail! what wouldest thou?
Soul
I would have nothing but to speak with thee
For speaking’s sake. I wish to hold with thee
Conscious communion; though I fain would know
A maze of things, were it but meet to ask,
And not a curiousness.
Angel
You cannot now
Cherish a wish which ought not to be wish’d.
Soul
Then I will speak. I ever had believed
That on the moment when the struggling soul
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Quitted its mortal case, forthwith it fell
Under the awful Presence of its God,
There to be judged and sent to its own place.
What lets me now from going to my Lord?
Angel
Thou art not let; but with extremest speed
Art hurrying to the Just and Holy Judge.
Soul
Dear Angel, say,
Why have I now no fear at meeting Him?
Along my earthly life, the thought of death 
And judgment was to me most terrible.
Angel
It is because
Then thou didst fear, that now thou dost not fear,
Thou hast forestall’d the agony, and so
For thee the bitterness of death is past.
Also, because already in thy soul
The judgment is begun.
A presage falls upon thee, as a ray
Straight from the Judge, expressive of thy lot.
That calm and joy uprising in thy soul
Is first-fruit to thee of thy recompense,
And heaven begun.
Soul
Now that the hour is come, my fear is fled;
And at this balance of my destiny,
Now close upon me, I can forward look
With serenest joy.
But hark! upon my sense
Comes a fierce hubbub, which would make me fear
Could I be frighted.
Angel
We are now arrived
Close on the judgment-court; that sullen howl
Is from the demons who assemble there.
Hungry and wild, to claim their property,
And gather souls for hell. Hist to their cry.
Soul
How sour and how uncouth a dissonance!
Demons
Low-born clods
 Of brute earth,
 They aspire
To become gods,
 By a new birth,
And an extra grace,
 And a score of merits,
 As if aught
Could stand in place
 Of the high thought,
 And the glance of fire
 Of the great spirits,
The powers blest,
 The lords by right,
 The primal owners,
 Of the proud dwelling
 And realm of light—
Dispossess’d,
Aside thrust,
 Chuck’d down
 By the sheer might
 Of a despot’s will,
 Of a tyrant’s frown,
 Who after expelling
 Their hosts, gave,
 Triumphant still,
And still unjust,
 Each forfeit crown
 To psalm-droners,
 And canting groaners,
 To every slave,
 And pious cheat,
 And crawling knave,
 Who lick’d the dust
 Under his feet.

Angel
It is the restless panting of their being;
Like beasts of prey, who, caged within their bars,
In a deep hideous purring have their life,
And an incessant pacing to and fro.
Demons
The mind bold
 And independent,
 The purpose free,
So we are told,
Must not think
 To have the ascendant.
 What’s a saint?
 One whose breath
 Doth the air taint
 Before his death;
 A bundle of bones,
 Which fools adore,
 Ha! ha!
 When life is o’er.
Virtue and vice,
 A knave’s pretence,
 ‘Tis all the same;
 Ha! ha!
 Dread of hell-fire,
 Of the venomous flame,
 A coward’s plea.
Give him his price,
 Saint though he be,
 From shrewd good sense
 He’ll slave for hire;
 Ha! ha!
 And does but aspire
To the heaven above
 With sordid aim,
And not from love.
 Ha! ha!
Soul
I see not those false spirits; shall I see
My dearest Master, when I reach His throne?
Angel
Yes—for one moment thou shalt see thy Lord.
One moment; but thou knowest not, my child,
What thou dost ask: that sight of the Most Fair
Will gladden thee, but it will pierce thee too.
Soul
Thou speakest darkly, Angel; and an awe
Falls on me, and a fear lest I be rash.
Angel
There was a mortal, who is now above
In the mid glory: he when near to die,
Was given communion with the Crucified —
Such, that the Master’s very wounds were stamp’d
Upon his flesh; and, from the agony
Which thrill’d through body and soul in that embrace,
Learn that the flame of the Everlasting Love
Doth burn ere it transform.
Angel
Hark to those sounds!
They come of tender beings angelical,
Least and most childlike of the sons of God.
Choir of Angelicals
Praise to the Holiest in the height,
 And in the depth be praise:
In all His words most wonderful;
 Most sure in all His ways!
To us His elder race He gave
 To battle and to win,
Without the chastisement of pain,
 Without the soil of sin.
The younger son He will’d to be
 A marvel in his birth:
Spirit and flesh his parents were;
 His home was heaven and earth.
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The Eternal bless’d His child, and arm’d,
 And sent him hence afar,
To serve as champion in the field
 Of elemental war.
To be His Viceroy in the world
 Of matter, and of sense;
Upon the frontier, towards the foe,
 A resolute defence.
Angel
We now have pass’d the gate, and are within
The House of Judgment.
Soul
The sound is like the rushing of the wind —
The summer wind—among the lofty pines.
Choir of Angelicals
Glory to Him; who evermore
 By truth and justice reigns;
Who tears the soul from out its case,
 And burns away its stains!
Angel
They sing of thy approaching agony,
Which thou so eagerly didst question of.
Soul
My soul is in my hand: I have no fear—
But hark! a grand, mysterious harmony:
It floods me like the deep and solemn sound
Of many waters.
Angel
And now the threshold, as we traverse it,
Utters aloud its glad responsive chant.
Choir of Angelicals
Praise to the Holiest in the height,
 And in the depth be praise:
In all His words most wonderful;
 Most sure in all His ways!
O loving wisdom of our God!
 When all was sin and shame,
A second Adam to the fight
 And to the rescue came.
O wisest love! that flesh and blood
 Which did in Adam fail,
Should strive afresh against their foe,
 Should strive and should prevail;
And that a higher gift than grace
 Should flesh and blood refine,
God’s Presence and His very Self,
 And Essence all-divine.
O generous love! that He who smote
 In man for man the foe,
The double agony in man
For man should undergo;
And in the garden secretly,
 And on the cross on high,
Should teach His brethren and inspire
 To suffer and to die.
Praise to the Holiest in the height,
 And in the depth be praise:
In all His words most wonderful;
 Most sure in all His ways!
Angel
Thy judgment now is near, for we are come
Into the veiled presence of our God.
Soul
I hear the voices that I left on earth.
Angel
It is the voice of friends around thy bed,
Who say the “Subvenite” with the priest.
Hither the echoes come; before the Throne
Stands the great Angel of the Agony,
The same who strengthen’d Him, what time He knelt
Lone in that garden shade, bedew’d with blood.
That Angel best can plead with Him for all
Tormented souls, the dying and the dead.

Angel of the Agony
Jesu! by that shuddering dread which fell on Thee;
Jesu! by that cold dismay which sicken’d Thee;
Jesu! by that pang of heart which thrill’d in Thee;
Jesu! by that mount of sins which crippled Thee;
Jesu! by that sense of guilt which stifled Thee;
Jesu! by that innocence which girdled Thee;
Jesu! by that sanctity which reign’d in Thee;
Jesu! by that Godhead which was one with Thee;
Jesu! spare these souls which are so dear to Thee,
[Souls] who in prison, calm and patient, wait for Thee;
Hasten, Lord, their hour, and bid them come to Thee,
To that glorious Home, where they shall ever gaze on Thee.
Soul
I go before my Judge.
Voices of Assistants on Earth
Be merciful, be gracious; spare him, Lord.
Be merciful, be gracious; Lord, deliver him.
Angel
Praise to His Name!
O happy, suffering soul! for it is safe,
Consumed, yet quicken’d, by the glance of God.
Alleluia! Praise to His Name!
Soul
Take me away, and in the lowest deep
 There let me be,
And there in hope the lone night-watches keep,
 Told out for me.
There, motionless and happy in my pain,
 Lone, not forlorn—
There will I sing my sad perpetual strain,
 Until the morn.
There will I sing, and soothe my stricken breast,
 Which ne’er can cease
To throb, and pine, and languish, till possest
 Of its Sole Peace.
There will I sing my absent Lord and Love:—
 Take me away,
That sooner I may rise, and go above,
And see Him in the truth of everlasting day.
Souls in Purgatory
Lord, Thou hast been our refuge; in every generation;
Before the hills were born, and the world was: from age 
to age Thou art God.
Bring us not, Lord, very low: for Thou hast said, Come 
back again, ye sons of Adam.
Come back, O Lord! how long: and be entreated for Thy 
servants.
Angel
Softly and gently, dearly-ransom’d soul,
 In my most loving arms I now enfold thee,
And o’er the penal waters, as they roll,
 I poise thee, and I lower thee, and hold thee.
And carefully I dip thee in the lake,
 And thou, without a sob or a resistance,
Dost through the flood thy rapid passage take,
 Sinking deep, deeper, into the dim distance.
Angels, to whom the willing task is given,
 Shall tend, and nurse, and lull thee, as thou liest;
And Masses on the earth, and prayers in heaven,
 Shall aid thee at the throne of the Most Highest.
Farewell, but not for ever! brother dear,
 Be brave and patient on thy bed of sorrow;
Swiftly shall pass thy night of trial here,
 And I will come and wake thee on the morrow.
Farewell. Farewell.
Choir of Angelicals
Praise to the Holiest in the height,
 And in the depth be praise:
To us His elder race He gave
 To battle and to win,
Without the chastisement of pain,
 Without the soil of sin.
Amen.
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JOHANN SEBASTIAN BACH (1685–1750)
Mass in B Minor, BWV 232

Completed in 1748, with individual parts composed and 
performed earlier. The complete B Minor Mass was first 
heard in Leipzig, Germany, in 1859.

When Bach assembled his B Minor Mass near the end 
of his life, he used some movements he had composed 
years earlier, adopted other movements from various 
cantatas, and wrote some new material. Although we 

do not know this devout Lutheran’s immediate reason 
for putting together a huge Mass that (outwardly at 
least) conforms to the Roman Catholic liturgy, we can 
assume part of his motivation was to construct a work 
that summarized, epitomized and idealized a lifetime of 
sacred composition. In this sense the Mass is comparable 
to The Art of Fugue and The Musical Offering, both late 
collections of works that are his crowning achievements 
in, respectively, fugue and other contrapuntal forms.

Actually, the B Minor Mass is not usable in the 
Catholic liturgy. Some of the wording differs from the 
strict Catholic version (see the bracketed portions of 
the text below), and the work is far too grandiose for 
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performance as part of a church service. Furthermore, 
Bach did not observe the traditional grouping of the text 
into five sections—Kyrie, Gloria, Credo, Sanctus and 
Agnus Dei. Rather, he split up each of these parts into 
several movements, so that there are actually 25 separate 
parts. Nor is the Mass suitable for performance in the 
Lutheran church, because singing the entire ordinary 
of the mass did not fit into the format of a Protestant 
service, much of which was not in Latin but in German. 
Bach was not thinking of an actual performance at all: the 
Mass was probably conceived as an abstract composition 
not tied to any occasion, a universal statement of faith 
that transcends any particular orthodoxy. Furthermore, 
since the work was put together from several different 
earlier works, it is less a unified conception than an all-
embracing hymn of belief, referring to both early and 
recent sacred music and to both sacred and secular styles.

Thus some parts of the Mass hark back to the era 
before the split in Christianity, while others refer to the 
modern period, in which Lutheran and Catholic beliefs 
were divergent. Archaic Gregorian chants appear, for 
example, in the Credo, Patrem, Confiteor and Sanctus. 
The Credo uses one of the old church modes (the Mix-
olydian). Also, the five- and six-part choruses in several 
movements recall earlier choral practices. On the other 
hand, movements such as the Laudamus te, Qui sedes, 
Quoniam, Et in Spiritum Sanctum, Benedictus and Agnus 
Dei are similar to coloratura arias from contemporary 
Italian operas, as are the duets in the Christe, Domine 
Deus, and Et in unum Dominum. In addition, the Mass 
is full of superb examples of Bach’s own contrapuntal 
art—fugues with all manner of learned devices and a 
full-blown passacaglia.

Nearly one-third of the Mass is reworked from canta-
tas. With incredible skill, Bach adapted this older music 
to new texts, often adding contrapuntal lines, extending 
passages and otherwise furthering the music. Thus the 
Et expecto is taken from Cantata 120, the Crucifixus is 
basd on a passacaglia from Cantata 12, the Gratias and 
Dona nobis pacem are taken from Cantata 29, the Qui 
tollis is from Cantata 46, the Patrem omnipotentum is 
from Cantata 171, the Osanna is based on Cantata 215, 
the introduction to the first Kyrie is taken from Cantata 
198, the Benedictus is taken from an earlier aria that has 
not survived in its original form, the Agnus Dei is from 
Cantata 11, and the final Dona nobis pacem uses the 
same music as the Gratias.

The Sanctus, the oldest portion of the B Minor Mass 
originally composed as a mass movement, was written 
for Christmas day in 1724. The Credo may have origi-
nated in 1732 for a mass celebrating the rededication 
of the newly rebuilt church school. The first Kyrie was 
composed in 1733 in commemoration of the deceased 
Elector of Saxony. The Gloria was written at the same 
time in honor of the new elector’s accession to the 
throne. Since no polyphonic music was allowed to be 
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performed during the mourning period after the Elec-
tor’s death, Bach had plenty of time to work on these 
two movements. Thus he created some extraordinarily 
powerful, beautiful and complex music for the solemn 
occasion of the new Elector’s visit to Leipzig to accept 
the town’s declaration of allegiance. Bach subsequently 
sent the music to his Royal Majesty, in the hopes of 
obtaining a position at his court.

Since Bach brought together these diverse movements 
into a single mass only two years before his death, it is 
unlikely that it was ever performed during his lifetime. 
It, like many of his important works, remained unknown 
for generations. Bach was remembered after his death 
mainly as an organist. Interest in his music was reborn 
in the 19th century. The romantic age’s concern with 
its roots led Germans to rediscover the music of Bach; 
simultaneously, a new appreciation of history in England 
led to a Bach revival there as well. Carl Friedrich Zelter 
rehearsed the B Minor Mass in Berlin in 1811, but he felt 
it impractical to perform this monumental work. The 
Kyrie and Gloria were performed in Vienna in 1816; 
the Et incarnatus est was heard in Berlin in 1827; the 
Credo was performed in Frankfurt in 1828. Truncated 
versions of the whole Mass were given in Berlin in 1835 
and in Birmingham in 1837. Although several of Bach’s 
works first appeared in print in the decades after 1800, 
the Mass remained unpublished until 1845, nearly a 
century after the work had been composed. The first 
complete performance took place in Leipzig in 1859. 
All of these early performances involved various new 
instrumentations that made the work sound as if it had 
been orchestrated by Beethoven. 

KEYNOTE. Kyrie I. Like a huge cry for mercy, the 
chorus and orchestra start together, without the typical 
instrumental introduction. After this dramatic opening 
the music develops into a fugue. Since the text is a sup-
plication to the Father, the mood is spiritual, but with 
an increasing sense of urgency.

Christe. As the text now refers to Jesus, the second 
member of the Holy Trinity, the music becomes more 
personal and intimate. Bach uses a duet to symbolize he 
duality of Christ the Son and God the Father, a device he 
also uses in the Et in unum Dominum. Notice the way the 
vocal duet includes writing in parallel intervals and strict 
imitation, both indicating the unity of Father and Son.

Kyrie II. Bach uses stile antico, the archaic style of 
16th-century church music, to make the mood simpler 
and more objective than in the first Kyrie. The style of 
Palestrina is invoked by the absence of large skips in the 
vocal lines and the use of the instruments to reinforce 
the voice parts rather than to provide independent con-
trapuntal lines. Bach does not simply adopt the old style 
without modifications, however; the fugue subject clearly 
has his own stamp. The pattern of its first three notes 
would never have occurred in the music of Palestrina.

Gloria. The reserved expression of the second Kyrie 
gives way to an extroverted style, complete with trum-
pets, drums and instrumental virtuosity. In place of the 
Kyrie’s fugues, the baroque concerto form is invoked, 
although there eventually is a fugue in this movement.

Laudamus te. The virtuosity continues, as this delicate 
movement suggests a double concerto, with violin and 
mezzo-soprano as soloists.

Gratias. As in the second Kyrie, the orchestra doubles 
the chorus in a stile antico fugue. At the climactic words 
magnam gloriam (“great glory” of God), Bach adds three 
trumpets with music independent of that of the chorus. 
The effect is indeed glorious.

Domine Deus. In order to represent the intimate 
relationship between the Father and the Son, Bach sets 
the first two parts of the text simultaneously as a duet for 
soprano and tenor. The two voices join together where 
the text sings of the “Lamb of God, Son of the Father.”

Qui tollis. A restrained mood is established by omit-
ting the first and using only the second sopranos for this 
four-part chorus and also by the scoring, which includes 
two flutes along with the strings.

Qui sedes. The restrained mood continues, as this 
gentle aria for mezzo-soprano is accompanied by the 
soft tones of the oboe d’amore and mezzo-soprano, 
which sometimes alternate and sometimes cooperate, 
symbolizing the interrelationship of the Father and the 
Son, who “sits at the right hand of the Father.”

Quoniam. This intense piece is scored by low sounds—
bass voice, horn, two bassoons and continuo—despite 
the text saying “You alone are the high above all.” The 
opening two measures in the horn are the same whether 
played backward or forward—a symbol, according to 
musicologist Helmuth Rilling, of the risen Christ.

Cum Sancto Spiritu. This brilliant movement con-
cludes the Gloria section of the Mass. This, like the first 
piece in the Gloria, is virtuosic, with rapid motion in 
the fugue’s countersubject, intricate counterpoint, and 
considerable demands on the chorus.

Credo. The five-part chorus is accompanied by two 
independent violin lines (plus the ubiquitous continuo), 
so that we have a seven-voice contrapuntal texture. The 
style is again reminiscent of 16th-century practices. The 
theme, taken from a Gregorian chant, is introduced in 
each of the seven voices, in this order: tenors, basses, 
altos, first sopranos, second sopranos, first violins, sec-
ond violins. The use of stile antico precludes a subjective 
statement of belief.

Patrem omnipotentum. The text of the Patrem belongs 
to the same sentence as that of the preceding movement. 
Bach set the text as two movements because he wanted to 
use two different styles, textures and instrumentations. 
Yet he wanted to emphasize the unity of the textual idea. 
Thus he derived the bass scales in the Patrem from those 
in the Credo. The two movements also share motivic 
and tonal relations.
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Et in unum Dominum. As in the Christe, the duet 
signifies the second person of the Holy Trinity. As a 
symbol of the unity of Father and Son, despite their 
separate identities, Bach has the first and second violins 
play the same figure at the beginning, but a beat apart 
and with different articulation—staccato vs. legato. 
The staccato version, doubled by two oboes d’amore, is 
stronger, comes first, and hence represents the Father; 
the gentler legato version symbolizes the Son, who 
proceeds from the Father.

Et incarnatus est. There are several symbols of the 
cross in this movement. The pervasive violin motive 
actually looks, on the page, like a cross. The fugue 
subject involves several sharped notes: sharps look like 
crosses, and the German words for “sharp” and “cross” 
are identical. As the text sings of the Holy Ghost, the 
mood is spiritual.

Crucifixus. This movement is a passacaglia: the four-
measure continuo motive is played again and again 
throughout the piece. This figure is the “lament bass,” a 
common baroque motive. Bach activates it with repeated 
notes, to create a throbbing effect. By using a passacaglia 
in the center of the Credo movements, Bach seems to be 
saying that the article of faith is too important to be said 
once, but must be stated again and again. In this case, 
the passacaglia theme is heard 13 times—the unlucky 
number, symbolizing the tragedy of the crucifixion.

Et resurrexit. This virtuosic, concerto-like movement 
uses the entire orchestra to depict the jubilation of the 
resurrection. The joy of resurrection is emphasized by 
the contrast between the ending of the Crucifixus—low, 
slow, soft—and the opening of the Et resurrexit—high, 
soft, loud. The increasing importance of trumpets, the 
regal instruments, toward the end of the movement 
symbolizes that Christ has joined God the King.

Et in Spiritum Sanctum. When the text speaks of the 
unity of the catholic and apostolic church, the peaceful 
duet of two oboes d’amore signifies, according to musi-
cologist Karl Geiringer, the “harmony and understand-
ing between Catholics and Protestants.”

Confiteor. Like the Credo, this movement is in stile 
antico and uses a Gregorian theme. The final joyous 
allegro is the Et expecto.

According to Rilling, “The constant alternation of the 
fanfare-like figuration in the orchestra with the timpani 
entrances can be seen as symbolic of the last trumpet 
and the quaking of the earth on the day of resurrection.” 
The climbing nature of the fugue theme shows Christ’s 
rise into heaven.

Sanctus. The six-voice chorus in the Sanctus sym-
bolizes the six wings of the Seraphim, as described by 
the prophet Isaiah in a biblical passage that contains 
the Sanctus text. There is also a preponderance of six-
measure phrases, including the fugue subject.
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Osanna I. In order to match the magnificence of the 
Sanctus, Bach divides the chorus into eight parts.

Benedictus. Contrasting with the dense texture of 
the Osanna is the tranquil, chamber-like Benedictus, 
scored for tenor, solo violin or flute (Bach did not specify 
which), and continuo instruments.

Osanna II. This movement is a literal repeat of the 
first Osanna.

Agnus Dei. There are motivic connections between 
this movement and the first Kyrie. There is considerable 
dialogue beteen the mezzo-soprano and the violins. The 
music is meditative and tranquil, but with an undercur-

rent of intensity provided by some beautiful chromati-
cism. Notice in particular the poignancy created by the 
wide leaps in the violins at the end.

Dona nobis pacem. The music to the Dona is identical 
to that of the Gratias. This correspondence indicates 
that, as Bach asks God for peace (text of the Dona), he 
is already thanking Him for it (music of the Gratias). 
According to Geiringer, “In this way the composer 
concluded his [Catholic] Mass with the expression of 
gratitude traditional in the Lutheran service.”

—Jonathan D. Kramer

TEXT AND TRANSLATION 

Kyrie
Kyrie eleison. Lord, have mercy.
Christe eleison. Christ, have mercy.
Kyrie eleison. Lord, have mercy.

Gloria
Gloria in excelsis Deo, et in terra Glory to God in the highest, and on earth
pax hominibus bonae voluntatis, peace to men of good will.
Laudamus te benedicimus te, We praise You, we bless You,
adoramus te, glorificamus te. we worship You, we glorify You.
Gratias agimus tibi propter magnam glorium tuam. We thank You for Your great glory.
Domine Deus. Rex coelestis. O Lord God, King of heaven.
Deus Pater omnipotens. God the Father Almighty.
Domine Fili unigenite, Jesu Christe O Lord Jesus Christ, the
[Altissime];  only-begotten Son [high above all];
Domine Deus. O Lord God,
Agnus Dei, Filium Patris. Lamb of God, Son of the Father.
Qui tollis peccata mundi. Who takes away the sins of the world,
miserere nobis; have mercy upon us;
qui tollis peccata mundi, who takes away the sins of the world,
suscipe deprecationem nostram; give ear to our prayer;
Qui sedes ad dexteram Patris, Who sits at the right hand of the Father,
miserere nobis. have mercy upon us.
Quoniam tu solus Sanctus, For You alone are holy,
tu solus Dominus, You alone are the Lord,
tu solus Altissimus: You alone are the high above all:
Jesu Christe. Jesus Christ.
Cum Sancto Spiritu in gloria Dei Patris. Amen. With the Holy Spirit in the glory of God the Father. Amen.

Credo (Symbolum Nicenus)
Credo in unum Deum. I believe in one God.
Patrem omnipotentem, The Father almighty,
factorem coeli et terrae, maker of heaven and earth,
visibilium omnium et invisibilium. and of all things visible and invisible.
Et in unum Dominum, Jesum Christum, And in one Lord Jesus Christ,
Filium Dei unigenitum, the only-begotten Son of God,
et ex Patre natum ante omnis saecula. born of the Father before all ages.
Deum de Deo, lumen de lumine. God of God, light of light,
Deum verum de Deo vero. true God of true God.
Genitum, non factum, Begotten, not made,
consubstantialem Patri, being of one substance with the Father
per quem omnia facta sunt. by whom all things were made.
Qui propter nos homines Who for us men
et propter nostram salutem and for our salvation
descendit de coelis. came down from heaven.
Et incarnatus est And was incarnate
de Spiritu Sancto by the Holy Spirit
et Maria virgine of the Virgin Mary
et homo factus est. and was made man.
Crucifixus etiam pro nobis He was crucified also for us 
sub Pontio Pilato, under Pontius Pilate,
passus et sepultus est. He suffered and was buried.

Please turn page quietly
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Et resurrexit tertia die And the third day He rose again,
secundum scripturas, according to the Scriptures,
et ascendit in coelum, sedet and He ascended into heaven.
ad dexteram [Dei] Patris, He sits at the right hand [of God] the Father, 
et iterum venturus est cum gloria and he shall come again with glory
judicare vivos et mortuos, to judge both the living and the dead,
cujus regni non erit finis. of his kingdom there shall be no end.
Et in Spiritum Sanctum, And in the Holy Spirit,
Dominum et vivificantem, the Lord and giver of life,
qui cum Patre Filioque procedit, who proceeds from the Father and the Son
qui cum Patre et Filio who with the Father and the Son
simul adoratur et conglorificatur, is worshipped and glorified,
qui locutus est per prophetas. who spoke by the prophets.
Et unam sanctam catholicam And in one holy catholic 
et apostolicam Ecclesiam. and apostolic church.
Confiteor unum baptisma I confess one baptism
in remissionem peccatorum for the remission of sins
et expecto resurrectionem mortuorum and I look for the resurrection of the dead
et vitam venturi saeculi. Amen. and the life of the world to come. Amen.

Sanctus
Sanctus, sanctus, sanctus. Holy, holy, holy.
Dominus Deus sabaoth: Lord God of hosts:
pleni sunt coeli et terra heaven and earth are full
gloria ejus. of Your glory.
Osanna in excelsis! Hosanna in the highest!
Benedictus qui venit Blessed is He who comes 
in nomine Domini. in the name of the Lord.
Osanna in excelsis! Hosanna in the highest!

Agnus Dei
Agnus Dei, Lamb of God,
qui tollis peccata mundi, who takes away the sins of the world,
miserere nobis. have mercy on us.
Dona nobis pacem. Grant us peace.
Translation adapted from The Cathedral Daily Missal, St. Paul. E.M. Lohmann, 1961. 

C D  AVA I L A B L E  AT  T H E  B R AV O  S H O P  I N  TA F T  T H E AT R E ’ S  L O B B Y 

BEST  
OF THE  
YEAR 

–The New York Times
RECORDING 

OF  
THE YEAR

–Music Web International

BEST  
OF THE  
YEAR 

–The New Yorker

–Amazon.com
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The Cincinnati Musical Festival Association notes with sorrow the passing of the following individuals:

IN MEMORIAM

Barbara Allen 
Long-time May Festival Supporter
Scott Atkinson 
Long-time May Festival Supporter
Robert Atterton 
May Festival Chorus Member 1974–1979
Rena Carol Aulick-Lynn 
May Festival Chorus Member
Vincent Bolling, Jr. 
May Festival Board Member 1971–1974
Ed Bracke 
May Festival Chorus Member
Louise Brooks 
Long-time May Festival Supporter
Mary Alice Burke 
Long-time May Festival Supporter
Susan Castleberry 
Long-time May Festival Supporter
Joel Ebersole 
Long-time May Festival Supporter
Dr. John J. Hutton 
Long-time May Festival Supporter
Betty Irvine 
May Festival Chorus Member

Ronald Koetters 
Long-time May Festival Supporter
Bernice Krebs 
Long-time May Festival Supporter
Kenneth Mahler 
Long-time May Festival Supporter
Ivan L. Moehle 
Long-time May Festival Supporter
Thomas Mueller 
May Festival Director 2007–2014
Russell Whidden Parks 
Long-time May Festival Supporter
Roberta Peters 
May Festival Guest Soloist 1992 & 1994
Norma Petersen 
Long-time May Festival Supporter
Gilbert Richards, Jr. 
Long-time May Festival Supporter
Lois Staubitz 
Long-time May Festival Supporter
Miko Tanaka 
Long-time May Festival Supporter
Barbara Whitehead 
Long-time May Festival Supporter

OAC.OHIO.GOV | @OHIOARTSCOUNCIL| #ARTSOHIO

Complete the story at oac.ohio.gov/identity.

It’s time for a new identity. 
One that tells the story of creativity in Ohio and illustrates it. 

Expression is an essential need. 
By better illustrating our story, we can better help you express yours.

30 EAST BROAD STREET, 33RD FLOOR, COLUMBUS, OHIO 43215-3414 | 614-466-2613  
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GIVE THE GIFT OF MAY FESTIVAL 
MUSIC
MAY FESTIVAL CHORAL STUDENT FUND
The May Festival Choral Student Fund has been 
established to provide local high school and college 
students who are enrolled in their school choirs the 
opportunity to experience the thrill of May Festival 
performances. This year, contributions to the student 
ticket fund were given by: 

Mrs. Christine O. Adams
GE Foundation
Poul D. and JoAnne Pedersen
Charles A. Wilkinson

TO GIVE THE GIFT OF MUSIC… 
Please make your check payable to Cincinnati Musical 
Festival Association and mail to Gift Ticket Funds—May 
Festival, 1241 Elm Street, Cincinnati, OH 45202. A gift 
acknowledgement will be sent on your behalf. Donations 
are tax deductible. For information please call the May 
Festival office at 513.621.1919.

2017 ARTSWAVE PARTNERS

The May Festival acknowledges the thousands of 
individuals who generously participate in the 
ArtsWave Campaign at the following Partner 
Companies. Your support helps make our 
community vibrant and connects people across our 
region through the arts.

P&G
Fifth Third Bank and the Fifth Third Bank Foundation
GE
The Kroger Co.
Macy’s, Inc.
Western & Southern Financial
Cincinnati Bell
U.S. Bank
Cincinnati Children’s Hospital Medical Center
The Cincinnati Insurance Companies
Toyota Motor Engineering & Manufacturing  
 North America, Inc.
Great American Insurance Group
Ohio National Financial Services
Duke Energy
PNC
Frisch’s Restaurants
Convergys Corporation
Enquirer Media

SPECIAL THANKS

The May Festival thanks the following for their generous support:

Pones, Inc.
The Public Library of Cincinnati and  
 Hamilton County
Greg Schaffer
Mike Snyder
St. Monica–St. George Parish Newman Center
St. Thomas Episcopal Church
Taft/
Urban Blooms
Walnut Hills High School
   Ed LeBorgne
   Reina Dickey
Christine Wands
Western & Southern

Aero Fulfillment
The Cincinnati Woman’s Club
The Classical Roots Community Mass Choir
FC Cincinnati
First Presbyterian Church Glendale
Greater Cincinnati Choral Consortium
Hebrew Union College
   Yvon Shor
   Jenny Mendelson
   Philip Pinkston
 Ronald Regula
Wendy LeBorgne
John and Sara Neyer
Knox Presbyterian
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Barbara Hahn
Barbara Harshman
Mary Hemmer
Dr. David A. Huelsman
Mike Kelly
Kimberly Kuchenbuch
Wendy D. LeBorgne
Sherie Lynch Marek
Christine E. Neyer
Cora K. Ogle, PhD
Shane Price
Tracey A. Puthoff
Beau Rootring
Ruthann Sammarco
Mary H. Stucky
Mary Ann Taylor
Jonathan Theders

CINCINNATI MUSICAL FESTIVAL ASSOCIATION

BOARD OF DIRECTORS
Officers
J. Mark Holcomb, Chair
Melanie M. Chavez, Vice-Chair
Eric K. Combs, Treasurer
Christy Horan, Secretary
J. Shane Starkey,  
Immediate Past Chair

Directors
William Appleton
Helene Bentley
Prescott Bigelow III
David A. Billmire, M.D.
William Henry Caldwell
Cathy Crain
William G. Creviston
Kelley Downing
John G. Earls
Ann Ellison
Mary Gimpel

Directors Emeriti
Susan S. Laffoon
Geraldine B. Warner
Alex C. Young
Betsy Young

Honorary Director
Steven Monder

Advisory Committee  
(Past Chairs)
Rhoda A. Brooks
Nancy Heffner Donovan
Kelley J. Downing
Gregory L. Ebel
Jerold A. Fink
Thomas D. Heekin
Glenn B. Jeffers
Susan S. Laffoon
Sherie Lynch Marek

Cincinnati Musical Festival Association Mission, Vision and Values

MISSION  We exist to engage, energize and connect our community with the highest quality performances 
of great choral music.

VISION  We are the most exciting force in the choral world. We are a leader and catalyst in the production, 
presentation and promotion of choral activities in our region and around the globe.

VALUES  We believe in fostering choral music of the highest artistic standards; preserving the history, enhancing 
the present and embracing the future of choral music; cultivating diverse audiences, choirs and singers who 
are passionate about choral music; operating in a financially sound manner.

Charles S. Mechem
Thomas L. Neyer, Jr.
Charles Powers
Carole Tyler Rigaud
J. Shane Starkey
Robert E. Stautberg
Timothy E. Stautberg
Frank H. Stewart
Gust Totlis
Nancy F. Walker
Ronald H. Yocum

May Festival Chorus Liaisons 
to the Board of Directors
Jeffrey Nielsen
Julia Schieve
Molly Scruta
Samuel Stover
Josh Wallace

CLASSICAL ROOTS
C I N C I N N A T I  S Y M P H O N Y  O R C H E S T R A

Join us in  
2018 when 
Classical Roots 
returns home 
to the  
beautifully 
restored  
Music Hall.

Single tickets on sale 
August 8.

Groups of 10+ can  
pre-order with a 
20% deposit. 
Call Group Sales: 
513.744.3590.

APR 20, 2018 • MUSIC HALL • 7:30 pm
SAVE 
THE  

DATE! 
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ANNUAL FUND
May Festival’s history is a proud one that has kept alive our heritage of the great German choral music traditions for 
144 years. Patrons such as yourself make this unique Cincinnati experience possible; donations to our annual fund are 
important for our organization, as ticket revenue only covers 43% of expenses. The rest of our support comes from 
people like you, and we take pride in our ability to make your investment create great choral experiences. Each 
year the May Festival directs over 87% of funds raised to artistic and educational programs! It is incredibly easy to 
help make our passionate, beautiful and uplifting performances possible:

•  Send your check to the May Festival at 1241 Elm Street, Cincinnati OH 45202
• Call Alana Nodell, Director of Development, at 513.744.3250
• Donate securely online at www.mayfestival.com

Payments made in installments throughout the year are an excellent way to make your dollars go further!

The Cincinnati Musical Festival Association is a 501(c)3 charitable organization, and contributions are tax-deductible 
to the fullest extent allowed by the law.

To show our gratitude, we are pleased to offer you a series of special benefits that get YOU up-close-and-personal with 
the incredible thrill of May Festival’s performances; learn more by calling 513.744.3250. 

Thank you for sharing the joy and profound power of May Festival with your community and for making 
Greater Cincinnati a better, more vibrant, exciting and inspiring place to live!

Bank of America Charitable Foundation
William Henry Caldwell
Helen H. Chatfield
Mr. and Mrs. William G. Creviston
Mr. and Mrs. Keith L. Dale
Duke Energy Foundation
Isabel G. Freer
GE Foundation
Mort and Barbara Harshman
Mary and Paul Hemmer
Hixson Architecture Engineering Interiors
Mrs. Florette B. Hoffheimer 
Andrew MacAoidh Jergens Fund of  
 The Greater Cincinnati Foundation
Mike and Melinda Kelly
Susan Laffoon
Mr. and Dr. Edward LeBorgne
Preferred-Protectors Insurance Agency  
 and Betsy and Stephen Marsh
Mary Ann Meanwell
Patricia Misrach
Robert E. Reid
Ms. Deborah Relyea
Ellen Rieveschl
Dianne and J. David Rosenberg Fund  
 of the Greater Cincinnati Foundation
The Saenger Family Foundation
Scripps Howard Foundation
Sally and Jerry Skidmore
Erin and Shane Starkey
Brett Stover
Steven R. Sunderman and Mark C. Adams
Taft/
Nydia C. Tranter
Ruth and Richard Wellinghoff Family  
 Fund of The Greater Cincinnati  
 Foundation 
David and Sandy Westerbeck
St. Rose Church
Rosanne Wetzel
Wieler Family Foundation in honor of  
 the 60th wedding anniversary of  
 Joan and Bud Baily

CHORUS LEVEL
Gifts of $10,000 and above
ArtsWave
The Thomas W. Busse  
 Charitable Trust
The Carol Ann and Ralph V.  
 Haile, Jr./U.S. Bank Foundation
Chavez Properties
The Corbett May Festival Fund
Fort Washington Investment Advisors
The H.B., E.W. and F.R. Luther  
 Charitable Foundation
Macy’s
Louise Dieterle Nippert  
 Musical Arts Fund of the  
 Greenacres Foundation
Ohio Arts Council
Stillson Foundation,  
 Fifth Third Bank, Trustee
Nellie Leaman Taft Foundation
Ginger and David Warner
The Wohlgemuth Herschede  
 Foundation
Betsy & Alex C. Young

ENSEMBLE LEVEL
Gifts of $7,500–$9,999
Patrons

Gifts of $5,000–$7,499
Trish and Rick Bryan
Cincinnati Wine Festival
Ann Ellison 
John C. Griswold Foundation
The Andrew Jergens Foundation
LeBlond Foundation of Makino
Merrill Lynch
Linda Miller
Thompson Hine, LLP.

CHORALE LEVEL
Gifts of $4,000–$4,999
Patrons
David and Elaine Billmire 
Chris and Beth Canarie 
Barbara Ann Feldmann
Sherie Lynch Marek

Gifts of $2,500–$3,999
Martha G. Anness
Mr. and Mrs. William Appleton
Mr. and Mrs. Oliver L. Baily
Bartlett & Co.
Melanie Chavez and Jeremy Campbell
Kelley and David Downing
Mary and Jack Gimpel
Dr. and Mrs. Jack Hahn 
Sherry and Mark Holcomb
Christy and Terry Horan
Motch Family Foundation
William and Tracey Puthoff 
The Ladislas and Vilma Segoe  
 Family Foundation
Irwin and Melinda Simon
Katherine and Tim Stautberg
Bill and Lee Steenken
Mary Ann and Bill Taylor
Margaret and Michael Valentine

SOLOIST LEVEL
Gifts of $2,000–$2,499
Patrons
Eco Engineering, Inc.
Dr. and Mrs. David A. Huelsman
Christine and Tom Neyer, Sr.
Mr. Shane Price
Kathy and Craig Rambo
Dr. and Mrs. G. James Sammarco

Gifts of $1,000–$1,999
Anonymous
Jeff and Keiko Alexander
John G. Avril
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DUO LEVEL
Gifts of $750–$999
Patrons
Anonymous 
Michael L. Cioffi
Michael D. and Carolyn Camillo Eagen
The Fleischmann Foundation
Charles and Barbara Glueck Fund of  
 The Greater Cincinnati Foundation
Lois and Mel Nizny

Gifts of $500–$749
Anonymous
Dr. Barry Applegate 
Mr. and Mrs. John Bentley
William L. Budde, Ph.D.
Caroline H. Davidson
Barbara Erskine
Ashley and Bobbie Ford
Mrs. Martha Huheey
Jim and Karolyn L. Johnsen
The Lewis and Marjorie Daniel Foundation
Elizabeth and Terry Lilly through  
 The Greater Cincinnati Foundation
Thomas J. and Adel G. Lippert Family Fund  
 of the Greater Cincinnati Foundation
Whitney and Phillip Long
Nabama Foundation
David and Martha Millett
Steven Monder
Dr. Cora Ogle
Poul D. and JoAnne Pedersen
Joseph A. & Susan E. Pichler Fund of  
 The Greater Cincinnati Foundation
Mrs. Barbara W. Robb: In memory of  
 my husband Daniel J. Robb
Sandra and David Seiwert
Mr. Eli Shupe and Toby Ruben
Mr. and Mrs. Gene M. Wilson
Irene A. Zigoris

TRIO LEVEL
Gifts of $400–$499
Patrons
Jane and Francis Acquaviva
Sara Friedrichsmeyer
Drew Gores and George Warrington
Spence Ingerson
Mr. Robert Judd and Ms. Anne Cotcher

Gifts of $300–$399
Neil K. Bortz
Mrs. Mary L. Boylan
Donald and Kathleen Burns
Lucinda and Tom Heekin
Noel and Angela Horne
Mace C. Justice
Mr. and Mrs. Thomas J. Klinedinst, Jr.
Kathleen B. and Michael C. Krug Fund of 
 The Greater Cincinnati Foundation
Margie & Larry Kyte
Mr. & Mrs. Richard I. Lauf
Dr. Janet P. McDaniel
Jim and Marty Neumeister
Dr. Manisha Patel and Dr. Michael Curran
Daniel and Irene Randolph
Joyce and Armand Re
Mr. and Mrs. George Thomas
Jane A. Walker

QUARTET LEVEL
Gifts of $200–$299
Patrons
Mrs. John A. Barbara,  
 in honor of Susan Laffoon
Rhoda and John Brooks
Mr. and Mrs. Lawrence Coleman, Sr.
Jodelle S. Crosset
Steven L. & Donna G. Dauterman
Jean Hope Davison
Mr. and Mrs. Ernest Eynon
Gail F. Forberg
Shelley and Steven Goldstein
Margaret E. Hagar
Mr. and Mrs. Irving Harris
Mr. and Mrs. Cornelius W. Hauck
Deborah and James Hogan
Susan and Tom Hughes
Marie F. Hurd
Dr. and Mrs. Scott Jolson
Dr. and Mrs. Everett L. Jones
Mel and John Kuempel
Mary and Al Lopez
Joanie and Bill Lotts
David L. Martin
The Midland Company
Marjorie Motch
Ms. Alana R. Nodell
Burton and Alice Perlman
Barbara and Michael Porte
Dr. and Mrs. John Rootring
Janet Schultz and Russell Lascelles
Dorothy J. Sciarra
Mrs. Martha S. Seaman
Phillip and Karen Sparkes
Marian P. Stapleton
Ellen and Laurence Stillpass
Mr. and Mrs. Charles L. Thomas
David and Christine Thornbury
Mrs. Helga M. Tillinghast
Rev. Francis W. Voellmecke
Robert and Judy Wilson
Mr. and Mrs. James M. Zimmerman

Gifts of $100–$199
Anonymous (6)
Mrs. Christine O. Adams
Drs. Frank and Mary Albers
Glenn and Rita Ballew
Fred Berger
Dr. Allen Bernard
Richard L. Bernard
Helen Black
Dorothy Anne Blatt
Berdie Marsh Blersch
David A. Brashear
Dr. Ralph P. Brown
Dawn and Doug Bruestle,  
 in memory of Jack McKee
Anne and William Burleigh
Marti and Jack Butz
Michele L. Catinna
Anthony Cole
Thomas and Barbara Conroy
Thomas and Sondra Copanas
Stephen and Cynthia DeHoff
Rozelia Park and Christopher Dendy
Mr. and Mrs. William O. DeWitt, Jr.
Richard and Marysue Dickmann
Mr. and Mrs. Raymond J. Ferguson, Jr.
Mr. and Mrs. Carl R. Fiora
Dr. and Mrs. James M. Garvey, Jr.
The Gradison Foundation
Kathy Hamm
Ms. Barbara Harcourt
Jean Hengelbrok
Carl and Bonnie Hosea
Nikolaus and Susanne Kalti
Mr. Paul M. Kaplan
Mr. and Mrs. Timothy Kilfoil
Jerry N. Kirby, M.D.

Mr. and Mrs. Thomas Klinedinst III
Mrs. Thomas Klinedinst, Sr.
Mary and John Kmet
Scott and Carol Kosarko
Ronald C. Lamping
M. Drue Lehmann
Dr. and Mrs. Calvin C. Linnemann
Mitchel and Carol Livingston
Carole Lonneman
Susie and Jack Louiso
Sandra Lundgren
Carl G. Marquette, Jr.
Mr. and Mrs. Ken E. Martin
Mr. and Mrs. Frederick Moore, Jr.
Tim and Jean Muetzel
Robert and Cynthia Muhlhauser
Dr. and Mrs. Charles Myer III
Mr. and Mrs. Robert S. Olson
Marilyn Z. Ott
Judge Mark and Sue Ann Painter
Dr. and Mrs. Richard E. Park
Terry and Jill Parsons
Lisa & David Pease
Stephen Phillips
Anne M. Pohl
Beverly Thomas and Michael Ramundo
Edward J. Requardt
Solveiga Rush
Cynthia and Joseph Scanio
Ms. Christine Schoonover and Mr. George 
Verkamp
Mrs. Elizabeth B. Schulenberg
Mr. Gerald Seelig
Dr. and Mrs. James Shackson
Mr. and Mrs. Timothy Sharp
Kenneth and Alice Skirtz
Mr. Jeffrey Slattery
Merri and Schuyler Smith
Mr. and Mrs. Richard R. Sprigg
Mr. Ron Staggs
Bob & Nancy Stautberg
John F. Steele
Mr. and Mrs. Richard F. Stradling, Jr.
J. Patrick Tatum
Janet G. Todd
Marjorie Valvano
Frederick and Jo Anne Warren
Robert and Helen Watkins
Mark and Jennifer Weaver
Stephen and Amy Whitlatch
Mrs. Ann Wicks
Ronna and James Willis
Karen Wiltsie
Mr. Gordon Yasinow

SHAREHOLDER LEVEL
Gifts of $75–$99
Patrons
Anonymous (2)
Nancy Bahlman
James and Lynn Denton
Helene Herbert and Tyler Roe
Mr. Frank Jordan, Jr.
Mr. and Mrs. Jason N. Ramler
Karen and Richard Stewart
Reverend and Mrs. Samuel M. Stover

Gifts of $50–$74
Anonymous (3)
Anonymous, in honor of Barbara Imm
John E. and Helen K. Allen
Mr. and Mrs. James M. Allison
Mr. and Mrs. Wayne Beimesch
Jean Tuerck Bimel
Leon and Karen Boothe
Ms. Deborah J. Campbell
Ms. DeAnne Cleghorn
Sidney and Joanne Cohen
Carol and Lee Cole
Dr. C.J. and Carolyn Condorodis
Ms. Jennifer Drydyk
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THANK YOU GREATER CINCINNATI FOR SUPPORTING THE  
2016 ARTSWAVE COMMUNITY CAMPAIGN!
The May Festival acknowledges the following Companies, Foundations and their employees who generously 
participate in the 2016 ArtsWave Community Campaign.  Your support helps make our community vibrant and 
connects people all across our region through the arts. Thank you!

Partner Companies
$2,000,000+
P&G

$1,000,000–$1,999,999
Fifth Third Bank and the  
 Fifth Third Bank Foundation
GE

$250,000–$499,999
Cincinnati Bell
The Kroger Co.
Macy’s, Inc.
Western & Southern Financial

$100,000–$249,999
Cincinnati Children’s Hospital  
 Medical Center
The Cincinnati Insurance Companies
Convergys Corporation
Duke Energy
Enquirer Media
Frisch’s Restaurants
Great American Insurance Group
Ohio National Financial Services
PNC
Toyota Motor Engineering & Manufacturing  
 North America, Inc.
U.S. Bank

Community Champions
$50,000–$99,999
Accenture
AK Steel
American Modern Insurance Group
Ameritas
The Carol Ann and Ralph V. Haile, Jr./ 
 U.S. Bank Foundation
Cintas Corporation
Deloitte
Dinsmore & Shohl LLP
Dorothy M.M. Kersten Trust,  
 U.S. Bank Trustee
The E.W. Scripps Company and  
 Scripps Howard Foundation
Ernst & Young LLP
Frost Brown Todd LLC
The Greater Cincinnati Foundation
The H.B., E.W. and F. R. Luther Charitable  
 Foundation, Fifth Third Bank and  
 Narley L Haley, Co-Trustees
Jacob G. Schmidlapp Trusts,  
 Fifth Third Bank, Trustee
Keating Muething & Klekamp PLL
The Louise Taft Semple Foundation
The Thomas J. Emery Memorial
TriHealth, Inc.
University of Cincinnati and UC Health
VANTIV

Leading Firms
$25,000–$49,999
3 E. Fourth Street (Cincinnati USA  
 Regional Chamber, Port of Greater  
 Cincinnati, REDI, Cincinnati Business  
 Committee, Cincinnati Regional  
 Business Committee, Over the Rhine  
 Chamber, Chinese Chamber)
The Christ Hospital Health Network
Cincinnati Arts Association
Cincinnati Symphony Orchestra and  
 May Festival Musicians & Staff
The Daniel and Susan Pfau Foundation
Eleanora C. U. Alms Trust,  
 Fifth Third Bank, Trustee
ETHICON
The Farmer Family Foundation
Harold C. Schott Foundation
HORAN
Huntington
Kao USA Inc.
Messer Construction Co.
National Endowment For The Arts
North American Properties
Ohio Valley Foundation,  
 Fifth Third Bank, Agent
PAYCOR, Inc.
Sibcy Cline Realtors
Stillson Foundation,  
 Fifth Third Bank, Trustee
Taft Stettinius & Hollister LLP
Thompson Hine LLP
United Dairy Farmers

ANNUAL FUND

Mrs. Cristine Egbert
Mr. John Ellmore
Mr. Nicholas Gonzales and  
 Ms. Anne Eisele
Robert and Christine Graeter
Thomas Hern
Daniel J. Hoffheimer
Mr. and Mrs. Robert B. Jones
Ms. Eileen Kelly
Dr. Lawrence N. Killian
Anne Ingalls Lawrence
Ms. Jane Lewin
John E. Mahn
David Mason
Matthew Matson
Richard & Caroline Morris
George and Sarah Morrison
Linda Mueller
Col Owens and Millie Diehl
Karin Pendle
Ms. Patricia A. Pope
Michael Privitera and Marcia Kaplan
Terry and Burr Robinson

Rev. David C. Robisch
Dr. Raymond H. Rolwing
Rev. James M. Ryan
Lauren E. Scharf
Mr. and Mrs. Ken Slaughter
Ethan and Barbara Stanley
Dr. and Mrs. Peter Suranyi
Darla Isaacs Tarpinian
James L. Thompson
Mrs. Henry P. Trounstine
Jim and Esther Jo Wright
James and Linda Young

Contributions received after April 26, 
2017 will be acknowledged in the 2018  
May Festival souvenir program.

The Cincinnati Musical Festival 
Association is also grateful to the many 
individuals who made donations of less 
than $50 whose names could not be 
listed due to space limitations.

ENDOWMENT GIFTS
The Estate of Robert Atterton
The Estate of Helen D. Williams

*The above information is based on the results of the 2016 
ArtsWave Community Campaign 
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Mrs. Christine O. Adams
Mr. and Mrs. James R. Adams
Dr. and Mrs. Khosrow Alamin
Mrs. Martha G. Anness
Mr. and Mrs. William Appleton
Richard and Nancy Arnest
Dr. Paule S. Asch
Mr. and Mrs. Richard Asimus
Mr. and Mrs. Thomas B. Avril
Mr. and Mrs. John F. Baer
Ms. Henrietta Barlag
Ms. Janice Barnhart
Mr. and Mrs. William D.  
 Baskett, III
Mr. Michael Battersby
Ms. Mary Ellen Baude
Mr. and Mrs. Avi Bear
Ms. Christine D. Beran
Mr. and Mrs. Paul Berge
Mr. Jeffrey Berry
Ms. Dava L. Biehl
Mr. and Mrs. Douglas Bierer
David and M. Elaine Billmire
Ms. Jean T. Bimel
Mrs. Karen Bishea
Mr. and Mrs. John E. Black
Ms. Dorothy Anne Blatt
Mrs. Berdie Blersch
Mr. James M. Bohanan
Dr. Roland F. Bonewitz
Mr. Neil K Bortz
David A. Brashear
Fr. David Brinkmoeller
Mr. and Mrs. John R. Brooks
Mr. and Mrs. Don H. Brown
Mr. and Mrs. Frederick E.  
 Bryan, III
Ms. Catherine Buckler
Mr. Andrew Buechel
Mr. Thomas E. Buening
Mr. and Mrs. Thomas W.  
 Burdin
Mr. and Mrs. William R.  
 Burleigh
Donald L. and Kathleen  
 Field Burns
Mr. and Mrs. John Butz
Mrs. Donita Bylski-Austrow
Mr. John W. Cahill
Ms. Nina S. Campbell
Mr. and Mrs.  
 Christopher Canarie
Mr. Victor Canfield and  
 Mr. Richard Sacksteder
The Castellini Foundation
Ms. Michele L. Catinna
Ms. Melanie M. Chavez
Mrs. Claire Chougnet
Cincinnati Financial  
 Corporation
Mr. Michael L. Cioffi
Ms. S. DeAnne Cleghorn
Mr. David Clodfelter
Mr. Mel Cohen
Dr. and Mrs. Sidney Cohen
Ms. Carol J. Cohn
Dr. George I. Colombel

Mr. and Mrs. Nick  
 Comerford
Dr. Bradley Corfman
Ms. Jan Cowan
Mrs. Susan L. Noel
Ms. Melissa Cox
Margaret C. Coyle
Dr. and Mrs. Phillip D.  
 Crabtree
Dr. Eric Crotty
Mr. Michael E. Dage
Mr. and Mrs. Keith L. Dale
Mr. Matteo Dall’Ara
Mr. and Mrs. Steven  
 Dauterman
Mrs. Caroline H. Davidson
Mr. and Mrs.Thomas J. Davis
Mr. and Mrs. Walter Davis
Mrs. Lilian Estevez. de Pagani
Dr. John A. Deaver
Mrs. Paula DeCenso
Mr. and Mrs. Stephen DeHoff
Judith Deiters
Mr. and Mrs. Richard C.  
 Dickmann
Ms. Marion DiFalco
Mr. James Dirksen
Mr. and Mrs. Stephen P.  
 Donovan, Jr.
Mr. and Mrs. David M.  
 Downing
Ms. Marsha Drucker
Ms. Jennifer Drydyk
Mrs. Ann Dunlevy
Mary Jo Duvall
Mr. Ronald S. Dvorachek
Mr. Reginald Dyck
Mr. and Mrs. Michael D.  
 Eagen
Mr. and Mrs. John G. Earls
Mr. Harold K. Eberenz
Mr. Geoffrey Egbers
Mrs. Cristine Egbert
Mrs. Joseph Eggleston
Dr. Gary L. Eith
Mr. and Mrs. C. D. Elifrits
Mr. Dale B. Elliott
Ms. Ann A. Ellison
Mr. John Ellmore
Ms. Marcia Falk
Mr. Joseph G. Farrell
Dr. and Mrs. David L. Fedders
Mr. Walter Feibes
Ms. Dorothyann Feldis
Ms. Barbara A. Feldmann
Mr. Roger Fenn
Mr. Don L. Fernandez
Mr. Thomas Price Ferrell
Mr. and Mrs. Carl R. Fiora
Mrs. Charles Fleischmann III
Mr. Larry R. Flinner
Mr. and Mrs. Ashley L. Ford
Mrs. Naftali Frankel
Dr. Sara Friedrichsmeyer
Mr. Charles Ganelin
Ms. H. J. Gavin
Mrs. Philip O. Geier, Jr.

Dr. and Mrs. Michael J.  
 Gelfand
Mr. Joseph Gelwicks
Mr. Saad Ghosn
Mr. and Mrs. Jon T. Gimpel
Mr. and Mrs. Gregory Givan
Mr. and Mrs. Edward J.  
 Givens
Carol Glass
Dr. and Mrs. Charles J.  
 Glueck
Steven and Shelley Goldstein
Mr. George H. Warrington
Mr. and Mrs. Harry Gotoff
Mr. Thomas W. Gougeon
Connie and Karl Graham
Mr. Don Gray
Ms. Anita Marie Greer
Mr. Richard L. Gruber
Mr. Thomas C. Haber
Mr. William P. Hackman
Ms. Margaret E. Hagar
Dr. and Mrs. Jack A. Hahn
Dr. and Mrs. Edward H.  
 Hake
Dr. Kelly Hale
Mr. William J. Hanna
Ms. Jane F. Hansley
Ms. Barbara Harcourt
Mr. and Mrs. Edward G.  
 Harness, Jr.
Mr. and Mrs. James W.  
 Harper
Mr. and Mrs. Irving Harris
Dr. and Mrs. Morton L.  
 Harshman
Mr. and Mrs. Cornelius W.  
 Hauck
Mr. and Mrs. James L. Haven
Mr. and Mrs. Charles R.  
 Heath II
Mr. and Mrs. Thomas D.  
 Heekin
Mr. and Mrs. John Hehman
Mr. Stephen Heilman
Mr. and Mrs. Paul W.  
 Hemmer, Jr.
Mr. and Mrs. William  
 Herring
Mr. Daniel Herron
Dr. and Mrs. Robert  
 Highsmith
Mr. and Mrs. William C. Hill
Mr. Michael H. Hirsch
Ms. Emily M. Hodges
Mr. Daniel J. Hoffheimer
Mrs. Florette B. Hoffheimer
liz hoffmann
Mr. and Mrs. H. Noel Horne
Mr. Tony Lang and Ms.  
 Marcella Hsiung
Mr. Henry Huber
Dr. and Mrs. David A.  
 Huelsman
Mr. and Mrs. Thomas R. Hughes
Drs. William Hurford &  
 Lesley Gilbertson

Dr. and Mrs. John Hutton
Mr. Isaiah Hyman, Jr.
Jeanine Jason
Mr. and Mrs. Robert L. Jeffers
Mr. Paul Jenks
Mr. Henry Jennings
Mr. and Mrs. Andrew M.  
 Jergens
Dr. and Mrs. Stephen Joffe
Mr. and Mrs. James H.  
 Johnsen
Mrs. Marlene R. Johnson
Mr. Michael Johnson
Mr. and Mrs. Randy Johnson
Dr. and Mrs. Richard Jolson
Dr. and Mrs. Robert S. Jolson
Dr. Frank Jordan, Jr.
Mr. Robert P. Judd
Mr. Mace C. Justice
Mr. and Mrs. Nikolaus F.  
 Kalti
Mrs. Carol M. Kane
Mr. Paul M. Kaplan
Mr. and Mrs. Rod M.  
 Kaplan
Mr. and Mrs. Lorrence T.  
 Kellar
Susan Kellogg
Ms. Eileen Kelly
Mr. and Mrs. Mike Kelly
Ms. Janice L. Kennedy
Ms. Zizi E. Khodadad
Dr. Lawrence Killian
Mrs. Thomas J. Klinedinst, Sr.
Mr. and Mrs. Thomas J.  
 Klinedinst, Jr.
Mr. Bruce Koehler
Mr. and Mrs. Scott Kosarko
Mr. and Mrs. Lothar Kreppel
Mr. Harold J. Kroeger , Jr.
Mr. and Mrs. Michael C.  
 Krug
Ms. Carol Louise Kruse
Mr. Thomas E. Kuelbs
Mrs. Susan S. Laffoon
Mr. Ronald C. Lamping
Ms. Kathryn S. Lang
Mr. Walter E. Langsam
Mr. and Mrs. Addison Lanier II
Mr. Richard Laubenstein
Mr. and Mrs. Richard I. Lauf
Mrs. Anne I. Lawrence
Mr. John Lawson
Ms. Portia Layne
Mrs. Sooncha Lee
Mr. and Mrs. John Leibold
Mr. and Mrs. John Leugers
Mr. Robert E. Lewis
Mr. Donald Lichtenberger
Mr. and Mrs. Terence Lilly
Mr. and Mrs. Thomas J.  
 Lippert
Mr. and Mrs. Jonathan R.  
 Lippincott
Mr. and Mrs. W. Burton  
 Lloyd
Mr. and Mrs. Jon Longtin

WE APPLAUD OUR LOYAL SUBSCRIBERS!
For almost 150 years the May Festival has been proud to engage and uplift the people of Greater Cincinnati. We thank 
every subscriber whose ongoing support makes these performances possible. We would not be on stage without YOU! 

We thank every member of the audience for supporting great music and this unique Cincinnati tradition, and 
we welcome all 2017 May Festival subscribers.*

* List as of April 12, 2017

If your name is inadvertently missing or listed incorrectly, please call us at 513.744.3320  
or email information@mayfestival.com.
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Ms. Carole L. Lonneman
Mr. and Mrs. Alfonso P.  
 Lopez
Mr. Mike Luley
Mr. and Mrs. John Lund
Ms. Sally A. Lund
Mr. Edmund D. Lyon
Ms. Carol A. MacGregor
Mr. and Mrs. Matthew T.  
 MacLeid
Mr. John E. Mahn , Sr.
Kathy and Brad Mank
Mrs. Sherie L. Marek
Mr. Carl G. Marquette, Jr.
Mr. David L. Martin
Mrs. Judith Martin
Mr. David J. Mason
Mr. Nicholas Massa
Dr. and Mrs. Walter E.  
 Matern
Dr. Janet P. McDaniel
Ms. Amy McDiffett
Dr. Anthony A. McIntire
Mr. and Mrs. Kevin G.  
 McManus
Ms. Nancy McNeal
Ms. Donna H. Medlock
Lynn Meloy and Lyle Cain
Mr. Lon Mendelsohn
Mrs. Frances Lee Meyer
Mr. Mark Michael
Ms. Lynn Miller
Mr. and Mrs. Donald D. Mills
Kathryn C. Mincey
Mrs. Patricia C. Misrach
Mr. Gary Mitchner
Mr. Harry G. Moeller
Mr. Scott Morgan
Ms. Sue Morrissey
Betty Moscove
Mr. and Mrs. David W.  
 Motch
Ms. Mary Lou Motl
Mr. and Mrs. Thomas J.  
 Mueller
Mr. and Mrs. Lawrence D.  
 Mullaney
Mr. Christopher Mystkowski
Mrs. Oscar Nelson
Mr. and Mrs. Scott Q. Nesbitt
Mr. Paul Neumann
Mr. and Mrs. James W.  
 Neumeister
Mr. and Mrs. Gerald  
 Newman
Mr. Robert B. Newman and  
 Ms. Mary Asbury
Mr. and Mrs. Roy Newman
Mr. and Mrs. Thomas L.  
 Neyer, Sr.
Mr. and Mrs. James Nicholson
Dr. and Mrs. Melvyn M.  
 Nizny
Mr. and Mrs. Andrew Norris
Ms. Patricia G. Nott
Dr. and Mrs. Alan E.  
 Oestreich
Dr. Cora K. Ogle
Mr. and Mrs. Robert S. Olson
Mr. and Mrs. Joe Orndorff
Mr. and Mrs. John T.  
 Osterman
Dr. and Mrs. John A. Parlin III
Mr. Terry Parsons
Dr. Manisha Patel and  
 Dr. Michael Curran
Mr. and Mrs.  
 Poul D. Pedersen
Mr. Robert Perry
Mr. and Mrs. Justin Peter

Mr. Charles Peters
Ms. Marilou Petrie
Mr. John W. Plattner
Ms. Sheryl Pockrose
Ms. Patricia A. Pope
Mr. and Mrs. William C.  
 Pratt
Mr. Shane Price
Mr. and Mrs. Robert W.  
 Quirk
Mr. and Mrs. John C. Rambo
Mr. and Mrs. Thomas C.  
 Rambo
Mr. and Mrs. Jason N.  
 Ramler
Mr. Joseph W. Raterman
Ms. Mary L. Reardon
David and Marilyn Reichert
Mr. Robert E. Reid
Mrs. Hera Reines
Mrs. Joan S. Reis
Ms. Patty Reitz
Mr. and Mrs. Philip F.  
 Remmel
Ms. Darlene L. Rhine
Ms. Joyce M. Rimlinger
Ms. Mary C. Ritter
Ms. Sandra Rivers
Daniel L. Robb
Ms. Gale Z. Roberts
Mr. Douglas Robinson
Rev. David C. Robisch
Mr. Brendan Rosa and  
 Ms. Catherine Calko
Dr. Christina M. Russo
Father James M. Ryan
Ms. Ann Saemann
Mr. and Mrs. Eugene L.  
 Saenger, Jr.
Dr. and Mrs. G. James  
 Sammarco
Mrs. Germaine L. Santos
Mr. and Mrs. Joseph J.  
 Scanio
Ms. Karolyn Schalk
Mr. and Mrs. John P.  
 Schauble
Mr. and Mrs. Henk J.  
 Schipper
Mrs. Ann Schoen
Dr. and Mrs. Fritz L.  
 Schuermeyer
Mrs. Ruth A. Schwieterman
Ms. Dorothy J. Sciarra
Mr. Graham C. Scott
Mrs. Martha Seymour
Kathryn and Vishnoo Shahani
Mr. Randy Sharp
Dr. Megan Sharts
Mr. Charles Shields
Mrs. Susan Shonk
Irwin and Melinda Simon
Mr. Richard I. Sininger
Mr. and Mrs. Gerald  
 Skidmore
Mr. Jeffrey Slattery
Mr. and Mrs. David Smith
Mr. and Mrs. Jack Smith
Ms. Nedra Sneed
Ms. Jean D. Snyder
Dr. and Mrs. Eugene C.  
 Somoza
Mr. James Spaulding
Mrs. Gwyneth Spindel
Mr. Larry Spitz
Mr. and Mrs. Ethan B.  
 Stanley II
Mr. and Mrs. J. Shane  
 Starkey
Mr. Kenneth Starrs

Mr. and Mrs. Timothy  
 Stautberg
Mr. and Mrs. William G.  
 Steenken
Ms. Nancy M. Steman
Mrs. Joseph S. Stern, Jr.
Ms. Karen H. Stewart
Ms. Shirley Stikeleather
Mr. and Mrs. Laurence G.  
 Stillpass
Mrs. Diana Stoppiello
Mr. Brett A. Stover
Samuel M. Stover
Mr. and Mrs. Richard F.  
 Stradling
Mr. and Mrs. Rodney Stucky
Dr. and Mrs. Peter Suranyi
Mr. and Mrs. Donald J.  
 Swikert
Ms. Nagwa Taha
Mr. Robert Tanis
Mr. J. Patrick Tatum
Mr. and Mrs. William E.  
 Taylor
Mr. and Mrs. Tom Terwilliger
Ms. Anne Thomas
Mr. Vernon F. Thomas
James L. Thompson
Ms. Judith Thompson
Mr. and Mrs. David W.  
 Thornbury
Mrs. Helga Tillinghast
Mr. and Mrs. Robert C.  
 Togneri
Ms. Emily Topp
Mrs. Nydia Tranter
Mrs. Henry P. Trounstine
Mr. David Tsevat
Ms. Debbie Bogenschutz  
 and Mr. Harold Tucker

Mr. Marc S. Tuel
Ms. Ann Updike
Mr. Rex Van Alstine
Joanne and Frank Veith
Dr. Diane Vickery
Rev. Francis W. Voellmecke
Mr. and Mrs. Randolph L.  
 Wadsworth, Jr.
Mrs. Nancy F. Walker
Dr. Robert J. Warden
Mr. and Mrs. David W.  
 Warner
Frederick and Jo Anne  
 Warren
Mr. and Mrs. Richard Wayman
Mr. and Mrs. Mark Weaver
Mr. and Mrs. James E.  
 Wesner
Charles A. Wilkinson
Mr. and Mrs. Thomas  
 Williams
Dr. and Mrs. James B. Willis
Dean and Susan Windgassen
Dr. and Mrs. John C.  
 Winkelmann
Miss Elizabeth Wohlgemuth
Dr. and Mrs. Vance D.  
 Wolverton
Mrs. Shelby O. Wood
Mr. Steve C. Worthington
Mr. Jim Wright
Mr. John M. Yacher
Mr. and Mrs. Alex C. Young
Mr. and Mrs. R. Scott  
 Youngquist
Mr. and Mrs. John E. Zeller
Ms. Linda Ziegler
Mrs. Irene Zigoris

THE OFFICIAL PIANO OF THE CINCINNATI SYMPHONY ORCHESTRA

WILLIS MUSIC CO. Trusted Since 1899
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REPERTOIRE AND SOLOIST 
HISTORY

Looking for our Repertoire and 
Soloist history? The complete May 
Festival Repertoire and Soloist history, 
1873–present, is now online! Visit 
mayfestival.com/then-plus-now/
repertoire to search the database.

Kathleen Curry
Data Entry Clerk
Judy Prinz
Receptionist

ARTISTIC ADMINISTRATION  
& PRODUCTION
Robert McGrath
Vice President & General 
Manager
Zan Burkhardt
Production Assistant
Heather L. Stengle
Director of Operations
Alex Magg
Production Manager
Sam Strater
Director of Artistic 
Administration, Cincinnati 
Pops Orchestra
Isaac Thompson
Director of Artistic  
Administration, CSO
Marissa Goodman
Assistant Artistic  
Administrator
Kenji Ulmer
Operations Project 
Coordinator

COMMUNICATIONS
Christopher Pinelo
Vice President of 
Communictions
Meghan Berneking
Director of Communications
Lee Snow
Digital Communications 
Manager
Melissa Knueven
Communications Assistant

MAY FESTIVAL 
Steven R. Sunderman
Executive Director
Lauren Roberson
Board Recorder
Alana Nodell
Director of Development
Rosanne Wetzel
Chorus Manager
Joe Basel
Chorus Librarian
Stephanie Calascione
Intern

FINANCE/SUPPORT
Richard Freshwater
Vice President & Chief 
Financial Officer
Eric Smith
Director of Finance
Kyle Wynk
Human Resources Manager
Megan Inderbitzin-Tsai
Payroll Administrator
Kristina Pfeiffer
Accounting Manager
Kelly Saylor
Accounting Clerk
Scott Eckner
Director of Information 
Technology
Will McCoy
Systems Support Manager
Melissa Scott
Director of Data Systems
Sharon D. Grayton
Data Services Manager
Tara Williams
Data Entry Analyst

The May Festival, Cincinnati Symphony Orchestra and Vocal Arts Ensemble operate under an administrative shared 
services agreement. By the consolidation of resources and expertise, this cooperative management effort benefits 
all organizations.

MARKETING & SALES
Sherri Prentiss
Vice President of Marketing
M. Todd Bezold
Director of Marketing, 
Subscriptions
Stephen Howson
Marketing Manager
Steve Kinney
Graphic Designer
Amy E. Catanzaro
Director of Sales
Erica Keller
Director of Audience 
Engagement
Amber Ostaszewski
Director of Audience 
Engagement
Kaitlyn Driesen
Audience Engagement  
Manager
Erica Reid
Director of Marketing, Special 
Projects

Heather Brown
Box Office Manager
Katie Murry
Marketing Manager, 
Subscriptions

Michelle Lewandowski
Subscription Coordinator

Ellen Graham
Group Sales Manager

PATRON SERVICES 
Supervisors
Danielle Mahone
Matthew White
Representatives
Erica Archer
Seth Burkhardt
Jonathan Dellinger
Elizabeth Fricke
John Geiger
Connor Howard
Sullivan Kaska
Jordan Rush
Elizabeth Schmidt
Jessica Smithorn
Corinne Wiseman

MAY FESTIVAL ADMINISTRATION



R e m a i n i n g  f o c u s e d  o n  t h e  l o n g  t e r m .

OR

Raymond James advisor employs a slow and 

steady approach to financial planning. It’s a 

rigorously thorough process in which every 

decision is made with the long 

term in mind. When you sit down 

with a Raymond James financial  

advisor, they will take the time to 

tailor a  plan just for you. And help 

you stick to it during the ups. And 

downs. For over 50 years, our advisors 

have quietly served clients differently. Go to 

lifewellplanned.com to learn more. It’s time  

to find out what a Raymond James financial 

advisor can do for you. LIFE WELL PLANNED.

Medically speaking, checking one’s reflexes 

is an important test of the nervous system. 

However, in our overly deliberate opinion, 

the doctor’s office is the only place 

where knee-jerk reactions should 

be considered a positive. Especially 

when it comes to investing. We 

realize that it’s only natural to want 

to react impulsively to a down day or 

two, but we believe remaining stead-

fast is the more prudent financial decision. 

And while there is a time and place to take 

action, it should be done thoughtfully. As 

opposed to rapidly. Which is why every 

Holding on during the
ups and downs. Typically 

a sound strategy.

THE MARKET 
HAD A BAD DAY.

QUICK, DON’T DO 
SOMETHING.

THE MARKET 
HAD A BAD DAY.

QUICK, DON’T DO 
SOMETHING.
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John Ryan 
Managing Director Investments, Complex Manager 

201 East Fifth Street, Suite 2500 Cincinnati, OH 45202 
T (513) 287-6763  //  F: (513) 287-6788 
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