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~ natural food store?

‘homemade sausage?

haagen dazs
triple brownie overload?

g where on earth are we?

At Whole Foods Market. A grocery store
that offers broader choices than traditional
health food stores and the quality
of the finest grocery stores.

‘We feature foods that are free of pesticides,
additives, animal testing and wasteful packaging.
They also happen to be over 10000
of the most heavenly foods on earth.

23098 E. Stadium Blvd at Washtenaw in Ann Arbor (313) 971-3366



Thank You
Corporate
Underwriters

On behalf of the
University Musical
Society, I am privileged
to recognize the
companies whose
support of UMS through
their major corporate
underwriting reflects
their position as leaders
in the Southeastern
Michigan business
community.

Their generous support
provides a solid base
Jrom which we are better
able to present outstand-
ing performances for the
varied audiences of this
part of the state.

We are proud to be
associated with these
companies. Their
significant participation
in our underwriting
program strengthens the
increasingly important
partnership between
business and the arts.
We thank these commu-
nity leaders for this vote
of confidence

in the Musical Society
and for the help they
provide to serve you,
our audience, better.

Kenneth C. Fischer
Executive Director
University

Musical Society

A Salute To Our Corporate Angels . . .
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Carl A. Brauer, Jr.,
Owner

Brauer Investment
Company

“One of the most exciting
assets of our culturally-rich
community. . . University
Musical Society.”

CHELSEA MILLING COMPANY

Howard S. Holmes
President

i Chelsea Milling
Company

“The Ann Arbor area is very
Jortunate to have the most
enjoyable and outstanding
musical entertainment made
available by the efforts of the
University Musical Society.

I am happy to do my part to
keep this activity alive.”
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4 Curtin & Alf
f | Joseph Curtin

“We support the University
Musical Society because the
innovative programming and

world-class artists they bring

to Ann Arbor are vital to our

professional and cultural life.

Without the UMS, we would
not be here.

4 and Greg Alf
J ; Owners, Curtin & Alf

’
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Stephen B. Dobson
President, Dobson-
McOmber Agency

“In honor of our shared
centennial year, Dobson-
McOmber Agency is
pleased to express its
appreciation for the vital
cultural contribution UMS
makes to the city of Ann
Arbor.”

o
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Douglas D. Freeth
President

First of America
Bank-Ann Arbor

“We are proud to help
Sponsor this major cultural
group in our community
which perpetuates the
wonderful May Festival.”




Harold A. Poling
Chairman, Chief
Executive Officer
Ford Motor
Company

“Ford Motor Company is
proud of its long-standing
association with the Univer-
sity Musical Society. The
Society is a vital part of our
artistic community, each
year attracting outstanding
orchestras and performers
from throughout the world to
our area. The Society’s
international musical, dance
and choral programming is
recognized for quality,
creativity and excellence
through the United States
and Canada.”

Ford
Credit

William E. Odom
Chairman
Ford Motor Credit
Company

“The people of Ford Credit
are very proud of our
continuing association with
the University Musical
Society. The Society’s long-
established commitment to
Artistic Excellence not only
benefits all of Southeast
Michigan, but more impor-
tantly, the countless numbers
of students who have been
culturally enriched by the
Society’s impressive
accomplishments.”

&= GREAT LAKES
S RANCORP

Robert J. Delonis
President and Chief

| Executive Officer

| Great Lakes Bancorp

“As a long-standing member
of the Ann Arbor community,
Great Lakes Bancorp and the
University Musical Society
share tradition and pride in
performance. We’re pleased
to continue with support of
Ann Arbor’s finest art
showcase.”

Wolvenn;e%)Temporary
Staffing ‘v Services

Dr. James R. Irwin
Chairman and CEO,
The Irwin Group of
Companies
President, Wolverine
Temporary Staffing
Services

“Wolverine Staffing began
its support of the Universitiy
Musical Society in 1984,
believing that a commitment
to such high quality is good
for all concerned. We extend
our best wishes to UMS as

it continues to culturally
enrich the people of our
community.”

Jacobson's

Mark K. Rosenfeld
President, Jacobson
Stores Inc.

“We are pleased to share

a pleasant relationship with
the University Musical
Society. Business and the arts
have a natural affinity for
community commitment.”

.
JPEinc
John Psarouthakis
Ph.D.

Chairman and Chief
Executive Officer
JPEinc.

“Our community is enriched
by the University Musical
Society. We warmly support
the cultural events it brings
to our area.”

KITCH
SAURBER.
DRUTTHAS,
'WAGNER &
M| KENNEY. P.C.

Clyde M. Metzger
Principal

Kitch, Saurbier,
Drutchas, Wagner &
Kenney, P. C.

“Having formalized our law
firm’s presence in Ann Arbor
with a local office, we are
committed to supporting our
community and are very
proud to contribute to the
cultural enrichment provided
by the University Musical
Society.”
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Dennis Serras
President
Mainstreet

‘ Ventures, Inc.

“As restaurant and catering
service owners, we consider
ourselves fortunate that our
business provides so many
opportunities for supporting
the University Musical
Society and its continuing
success in bringing high level
talent to the Ann Arbor
community.”



A Salute To Our Corporate Angels . .

mckinley
associates. inc.

Ronald Weiser

Chairman and Chief

Executive Officer,
* McKinley

‘"~ Associates, Inc.

“McKinley Associates is
proud to support the Univer-
sity Musical Society and the
cultural contribution it makes
to the community.”

Erik H. Serr
Partner

Miller, Canfield,
Paddock and Stone

“Miller, Canfield, Paddock
and Stone’s support of the
University Musical Society is
based on our belief that
partnerships between
business and the arts provide
immeasurable benefits to the
community and enhance our

quality of life.”

G.
o'neal

construction

Joe E. O’Neal
President, O'Neal
Construction

“A commitment to quality is
the main reason we are a
proud supporter of the
University Musical Society’s
efforts to bring the finest
artists and special events to
our community.”

PEPPER, HAMILTON & SCHEETZ

AT Law

Michael Staebler
&= Managing Partner
Pepper, Hamilton
& Scheetz

“Pepper, Hamilton and
Scheetz congratulates the
University Musical Society
for providing quality perfor-
mances in music, dance and
theater to the diverse
community that makes up
Southeastern Michigan. It is
our pleasure to be among
your supporters.”

PHILIPS
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Iva M. Wilson
President, Philips
Display
Components
Company

“Philips Display Components
Company is proud to support
the University Musical
Society and the artistic value
it adds to the community.”

REGENCY TRAVEL INC.

Sue S. Lee,
President
Regency Travel
/ Agency, Inc.

“It is our pleasure to work
with such an outstanding
organization as the Musical
Society at the University of
Michigan.”

S‘UROVELL

CO./IREALTORS

Edward Surovell
President

The Edward
Surovell Co./
Realtors

“Our support of the
University Musical Society
is based on the belief that
the quality of the arts in the
community reflects the
quality of life in that
community.”

Ronald M.
Cresswell, Ph.D.
Vice President and
Chairman
Pharmaceutical
Division,

Warner Lambert
Company

“Warner-Lambert is very
proud to be associated with
the University Musical
Society and is grateful for
the cultural enrichment it
brings to our Parke-Davis
Research Division employ-
ees in Ann Arbor.”




“Art is
the perfect reflection of
our heritage,
our substance, our hopes
and our dreams?”

Harold A. Poling
Chairman and CEO
Ford Motor Company

Sord Mgtor Gompany,

FORD, MERCURY, LINCOLN, FORD TRUCKS




Beront The Pressune O Buiome A Home Gers To You, Caut Us.

Deadlines. Delays. Questions.
Answers. If you’'re building a
home, the last thing you need
is a bank that adds to the
pressure. At Great Lakes
Bancorp, we don’t. Unlike other
construction loans, ours only
require one closing, letting
you lock in one interest rate
through construction and after
the home is finished. And our
experience keeps things as
manageable as possible. It's a
big step. But we make it easy.

Equal housing lender.

Ann Arbor .......ccu0u.. 769-8300




The University Musical Society
of the University of Michigan

Board of Directors

Herbert S. Amster
President

Norman G. Herbert
Vice President
Carol Smokler
Secretary

Richard H. Rogel
Treasurer

Maurice S. Binkow
Paul C. Boylan
Carl A. Brauer, Jr.
Letitia J. Byrd
Leon Cohan

Jon Cosovich

Advisory Committee

Alice Davis Irani
Chair

Elizabeth Yhouse
Vice-Chair

Gregg Alf

Milli Baranowski
Janice Stevens Botsford
Jeannine Buchanan
Letitia Byrd

Betty Byrne

Peter H. deLoof

Don Faber

Margo Halsted

Lorna Hildebrandt
Kathleen Treciak Hill
Chen-Oi Hsieh
JoAnne Hulce

Perry Irish

Frances Jelinek

Staff

Kenneth C. Fischer
Executive Director

Catherine S. Arcure
Ingrid E. Baily

Edith Leavis Bookstein
Elizabeth Cibula

Sally A. Cushing

Judy Johnson Fry
Adam Glaser

Michael L. Gowing
Philip Guire

Ronald M. Cresswell
James J. Duderstadt
Walter L. Harrison
Thomas E. Kauper
F. Bruce Kulp
Rebecca McGowan
George I. Shirley
Herbert E. Sloan
Edward D. Surovell
Eileen L. Weiser
Iva Wilson

Gail W. Rector
President Emeritus

Heidi Kerst

Leah Kileny
Beatrice Kueng
Nat Lacy

Kathleen Maly
Charlotte McGeoch
Clyde Metzger
Karen Koykka O'Neal
Marysia Ostafin
Maya Savarino
Janet Shatusky
Aliza Shevrin
Ellen Stross

James Telfer, M.D.
Sue Ulrich

Jerry Weidenbach
Shelly Williams

Agnes Reading, Ex Officio
Judy Fry, Staff Liaison

Deborah Halinski
Jonathan Watts Hull
Erva Jackson

John B. Kennard, Jr.
Michael J. Kondziolka
Thomas Mull
Steven Pierce
Thomas Sheets
Helen Siedel

April Smith

Joan C. Susskind
Jane Stanton

The University Musical Society is an Equal Opportunity

Employer and provides programs and services without regard
to race, color, religion, national origin, age, sex, or handicap.

The University Musical Society is supported by the Michigan

Council for Arts and Cultural Affairs, and Arts Midwest and Friends

in Partnership with the National Endowment for the Arts.

We salute

the Uraversity
Musical Society
for bunging our commanaty
excellence and diversity in
highly artistic programmung.
BRAVO!

MUNDUS
AND

MUNDUS
INC.

Personal & Commercial Insurance

305 East Eisenhower, Suite 100
Ann Arbor, Michigan 48104 - 995-4444

M@

Elegant Central European Dining
Pastries ® Tortes ® Specialty Coffees
New Vegetarian Dishes and Seafood Selections
Soups and Salads
Candlelight Dinners with Live Classical Music

Sunday Brunch 9:00-3:00
Tues.-Thurs. 11:30-10:00, Fri. &Sat. 11:30-11:00
122 E. Washington ¢ 665-8767

e
hex;

PULLING
AMAZING
ESPRESSO &
CAPPUCCINO

ool

OPENTIL 11 P.M.

DETROIT STREET AT KINGSLEY
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Without
music,
life
would
be
an
error.
2)

Nietzsche

The Edward Surovell Company
and its associates are
proud to sponsor
the University Musical Society
and encourage
your support of its programs.

DWARD
UROVELL

CO./REALTORS

Offices in Ann Arbor / Saline / Chelsea

General Information

University Musical Society
Auditoria Directory and Information

Coat Rooms

Hill Auditorium: Coat rooms are located on the
east and west sides of the main lobby and are
open only during the winter months.

Rackham Auditorium: Coat rooms are located
on each side of the main lobby.

Power Center: Lockers are available on both
levels for a minimal charge. Free self-serve coat
racks may be found on both levels.

Drinking Fountains

Hill Auditorium: Drinking fountains are located
throughout the main floor lobby, as well as on
the east and west sides of the first and second
balcony lobbies.

Rackham Auditorium: Drinking fountains are
located at the sides of the inner lobby.

Power Center: Drinking fountains are located
on the north side of the main lobby and on the
lower level, next to the restrooms.

Handicapped Facilities

All auditoria now have barrier-free entrances.
Wheelchair locations are available on the main
floor. Ushers are available for assistance.

Lost and Found
Call the Musical Society Box Office at 313.764.2538.

Parking

Parking is available in the Thayer and Fletcher
Street structures for a minimal fee. Limited street
parking is also available. Please allow enough
time to park before the performance begins. Free
reserved parking is available to members at the
Guarantor, Leader, Concertmaster, and Bravo
Society levels.

Public Telephones

Hill Auditorium: A wheelchair-accessible public
telephone is located at the west side of the outer
lobby.

Rackham Auditorium: Pay telephones are
located on each side of the main lobby. A
campus phone is located on the east side of the
main lobby.

Power Center: Pay phones are available in the
ticket office lobby.




Refreshments

Refreshments are served in the lobby during
intermissions of events in the Power Center for
the Performing Arts. Refreshments are not
allowed in the seating areas.

Restrooms

Hill Auditorium: Men’s rooms are located on the
east side of the main lobby and the west side of the
second balcony lobby. Women’s rooms are located
on the west side of the main lobby and the east side
of the first balcony lobby.

Rackham Auditorium: Men’s room is located on
the east side of the main lobby. Women’s room is
located on the west side of the main lobby.

Power Center: Men’s and women'’s rooms are
located on the south side of the lower level. A
wheelchair-accessible restroom is located on the
north side of the main lobby and off the Green
Room. A men’s room is located on the south
side of the balcony level. A women’s room is
located on the north side of the balcony level.

Smoking Areas

University of Michigan policy forbids smoking
in any public area, including the lobbies and
restrooms.

Tours

Guided tours of the auditoria are available to
groups by advance appointment only.

Call (313) 763-3100 for details.

UMS/Member Information Table

A wealth of information about events, the UMS,
restaurants, etc. is available at the information
table in the lobby of each auditorium. Volun-
teers and UMS staff can assist you with
questions and requests. The information table is
open thirty minutes before each concert and
during intermission.

Ann Arbor

Cantata Singers

Bradley Bloom, Music Director

April 24, 1994, 4:00u
Fauré’s Requiem and

Handel’s Israel in Egypt

“Exodus”
First Congregational Church, Ann Arbor

For more information call 747-9640
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#5 NICKELS ARCADE
ANN ARBOR 313/996.9955

& CHRIS TRIOLA

Dedicated to the Cultural Enrichment
of Our Community Since 1939

Best Wishes To The University Musical Society
For Another Successful Season!

The Original Since 1939

HAGO®PIAN

WORLD OF RUGS?

Ann Arbor ¢ 973-RUCS / Birmingham ¢ 646-RUGS
Oak Park Outlet ¢ 546-RUGS / Cleaning Services ¢ 1-800-244-RUGS




INVITATIONS

One-of-a-Kind

Custom, hand-crafted stationery:

Invitations, announcements,
placecards, certificates, and more.

T T

Beautiful, computerized calligraphy
in a wide variety of styles. Fresh,
new designs and premium
papers to fit your special
occasion and budget.

For personalized flair and
prompt service — call today!

PEN IN HAND

1522 Granger Avenue
Ann Arbor, Ml 48104
313/662/7276

The University of Michigan
Museum of Art

CHAMBER

CONCERTS
1993-94 Season

February 11, 8 pm
The Museum Chamber Strings
Works by Vivaldi and Dvorak

April 8, 8 pm
The Lafayette String Quartet
With pianist Flavio Varani

Concert Guidelines

To make concertgoing a more convenient and
pleasurable experience for all patrons, the
Musical Society has implemented the following
policies and practices:

Starting Time for Concerts

The Musical Society will make every attempt
to begin its performances on time. Please
allow ample time for parking. Ushers will
seat latecomers at a predetermined time in
the program so as not to disturb performers
or other patrons.

Children

We welcome children, but very young children
can be disruptive to a performance. Children
under three years of age will not be admitted
to any performance. Children should be able
to sit quietly in their own seats throughout a
performance. Children unable to do so, along
with the adult accompanying them, may be
asked by an usher to leave the auditorium.
Please use discretion in choosing to bring a
child. Remember, everyone must have a ticket,
regardless of age.

A Modern Distraction

Please turn off or suppress electronic beeping
and chiming digital watches or pagers during
performances.

Cameras and Recorders
Cameras and recording devices are strictly
prohibited in the auditoria.

Odds and Ends

A silent auditorium with an expectant and
sensitive audience creates the setting for an
enriching musical experience. To that desired
end, performers and patrons alike will benefit
from the absence of talking, loud whispers,
rustling of program pages, foot tapping, large
hats (that obscure a view of the stage), and
strong perfume or cologne (to which some
are allergic).




Ticket Services

Phone Orders and Information:
University Musical Society Box Office
Burton Memorial Tower

Ann Arbor, M1 48109-1270

on the University of Michigan campus

313.764.2538

Weekdays 10 A.M. to 6 P.M.
Saturday 10 A.M. to 1 p.M.

Fax Orders
313.747.1171

Visit Our Box Office in Person

At our Burton Tower ticket office on the
University of Michigan campus. Performance
hall box offices are open 90 minutes before
performance time.

Gift Certificates

Tickets make great gifts for any occasion.
The Musical Society offers gift certificates
available in any amount.

Returns

If you are unable to attend a concert for which
you have purchased tickets, you may turn in
your tickets up to 15 minutes before curtain
time. You will be given a receipt for an income
tax deduction as refunds are not available.
Please call (313) 764-2538, 10 A.M. to 6 P.M.

Monday — Friday and 10 A.M. to 1 p.M. Saturday.

INTERIOR DESIGN

Nat Lacy
~

|
INTERIOR

DEVELOPMENT, INC

1319 Franklin Blivd. Ann Arbor = 996.4222

Certified
ROGOW G
& Accountants
3135 S. State
LONEY Ann Arbor

RC.

Is Pleased to Support
The University Musical Society
in its 115th Season

(313) 741-0400

South Main Market
609 S. Main
662.6682
Kerrytown

407 N. Fifth Ave.
668.1666

West Ann Arbor
2370 W. Stadium
769.0655

Traver Village
Nixon & Plymouth Rd
761.8032

Anywhere You Are!

BAKE
A European-style bakery

BEGINNING A SECOND
CENTURY OF
- COMMUNITY SER!

893-1993
DOBSON-McOMBER

Insurance & Risk Management

301 N. Main, Ann Arbor, MI
Telephone: (313) 741-0044

Auto = Home = Business
Life = Disability




611 south main « south main market
ann arbor » 313.662.1175

# Hot, fresh, right out of the oven
¢ Awesome cookies, superb cinnamon rolls
& audacious brownies

2220 South Main
996-8890
tuesday-saturday, 7:00 AM—6:00 pm

If you don't belong to
your credit union, now's
the time to join
because...

Welcoming UM faculty, staff,
alumni

333 E. William
662-8200

University

Musical Society
of the University of Michigan

Now in its 115th season, the University Musical
Society is one of the oldest continuing perform-
ing arts presenters ranking with Carnegie Hall,
Lincoln Center, Boston Celebrity Series, and
the Washington Performing Arts Society at the
Kennedy Center as among the finest presenters
in the country.

The Musical Society began in 1879 when a
group of singers from Ann Arbor churches
gathered together to study and perform the
choruses from Handel’s Messiah under the
leadership of Professor Henry Simmons Frieze
and Professor Calvin B. Cady. The group soon
became known as The Choral Union and gave
its first concert in December 1879. This
tradition continues today. The University
Choral Union performs this beloved oratorio
each December.

The Choral Union led to the formation in 1880
of the University Musical Society whose name
was derived from the fact that many members
were affiliated with the University of Michigan.
Professor Frieze, who at one time served as
acting president of the University, became the
first president of the Society. The Society
comprised the Choral Union and a concert
series that featured local and visiting artists and
ensembles. Today, of course, the Choral Union
refers not only to the chorus but the Musical
Society’s acclaimed ten-concert series in Hill
Auditorium.

Through the Choice Series, Chamber Arts
Series, Choral Union Series, and the annual
May Festival celebration, the Musical Society
now hosts approximately 50 concerts each
season of the world’s most praised dance
companies, chamber ensembles, recitalists,
symphony orchestras, opera, theater, popular
attractions and presentations from diverse
cultures.The Musical Society has flourished
these 115 years with the support of a generous
music- and arts-loving community, which has
gathered in Hill and Rackham Auditoria and
Power Center to experience the artistry of such
outstanding talents as Leonard Bernstein,
Vienna Philharmonic Orchestra, Sweet Honey
in the Rock, Enrico Caruso, Jessye Norman,




James Levine, the Philadelphia Orchestra,
Urban Bush Women, Benny Goodman, Andrés
Segovia, Betty Carter, Beaux Arts Trio, Alvin
Ailey, Cecilia Bartoli, and the Chicago
Symphony Orchestra. In May of 1993, the
Musical Society celebrated its 100th Ann Arbor
May Festival with performances by the
Metropolitan Opera Orchestra led by Maestro
James Levine, Itzhak Perlman, Eartha Kitt, the
Detroit Symphony Orchestra, the University
Choral Union, and other artists.

Under the leadership of only five directors in
its history, the Musical Society has built a
reputation of quality and tradition that is
maintained and strengthened through educa-
tional endeavors, commissioning of new works,
programs for young people, and collaborative
projects.

While it is proudly affiliated with the Univer-
sity of Michigan and is housed on the Ann
Arbor campus, the Musical Society is a
separate, not-for-profit organization, which
supports itself from ticket sales, corporate and
private contributions, and endowment income.

Leading the way
In digifal imagino.

IMAGING
(@ 2E NG EL R

Westgate Shopping Ctr. ¢ Stadium Blvd. at Jackson Rd.
665-3686

per-formeance (par-for-mans) #.

1. The act or style of performing a work or role

before an audience.

2. What you can expect from First of America
Bank, whether you're looking for outstanding
customer service, convenient locations or
innovative banking and investment services.

1 FIRST °F
AMRICA

Member FDIC




il "/“’@ES ¢ University Choral Union

One hundred fifteen years ago, a group of Ann
Arbor church choir members met to sing choruses
from Handel’s Messiah. The singers called them-
selves the University Choral Union, and from their
efforts the University Musical Society was created.

CAFE

Enjoy the show
& relax afterwards with...

The University Choral Union remains best known
for its annual performances of Messiah each
December. This year, the Choral Union enhanced
this tradition, adding performances with the Detroit
Symphony Orchestra in Orchestra Hall as well. The
chorus is enjoying its first season under new music
director and conductor, Dr. Thomas Sheets.

Coffee, Tea, and Dessert!

open Mon.- Fri. 7am - midnight

Sat. 9am - midnight Sun. 2am - 11pm
2 5 The University Choral Union is open to all

university and community singers by audition.
Auditions are held throughout the concert season.
In addition to Messiah, this year the University
Choral Union joined the Detroit Symphony
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Live Music every Friday and Saturday
8pm - 11:00pm

O\OUCh of fhe

oY
desserts o pastries e soup e salads e sandwiches e juices

o Orchestra in performances of Beethoven’s Ninth
g 123 West Washington St. Symphony, Tchaikovsky’s incidental music from
&  (comer of Washingfon the Snow Maiden, and will perform a program of
(5{9 87(6,25;;?/]) “Great Opera Choruses” in Ann Arbor and Detroit.

For audition information, call (313) 763-8997.

asian teas e eurcpean tortes e

CAMPUS INN

Situated in the heart of Ann Arbor’s theater
district, the Campus Inn is the perfect place to
stay after experiencing a dazzling performance!

*S
99 UMS Program Package for two includes:

&3 Deluxe guest room for &9 $5 towards AsQuared
one night. Grill breakfast buffet.

&3 Gourmet dinner with  £9 Complimentary parking.
a glass of wine in the

AsQuared Grill. ¢ Van transportation to
and from the perform-

ance upon request.

CAMPUS INN

One hotel rises above the rest

615 E. Huron, Ann Arbor, MI
For reservations call 313-769-2200 or 800-666-8693

*Valid through April 24, 1994. Ask for the "UMS Program Package". Subject to availability. Based on
double occupancy. Excludes Graduation. Advanced reservation required for hotel and restaurant.
Taxes and gratuities additional. May not be combined with other offers or prior bookings.
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Rackham Auditorium

For over 50 years, this intimate and unique
concert hall has been the setting for hundreds
of world-acclaimed chamber music ensembles
presented by the University Musical Society.
Before 1941, chamber music concerts in Ann
Arbor were few and irregular. That changed
dramatically, however, when the Horace H.
Rackham School of Graduate Studies came
into being through the generosity of Horace H.
and Mary A. Rackham.

The Rackham Building’s semi-circular
auditorium, with its intimacy, beauty, and fine
acoustics, was quickly recognized as the ideal
venue for chamber music. The Musical
Society realized this potential and presented its
first Chamber Music Festival in 1941, the first
organized event of its kind in Ann Arbor. The
present-day Chamber Arts Series was launched
in 1963. The Rackhams’ gift of $14.2 million
in 1933 is held as one of the most ambitious
and liberal gifts ever given to higher education. GF‘RAL IgHS
The luxurious and comfortably appointed LANDSCAPE NURSERY

1,129-seat auditorium was designed by

2351 E. Delhi Rd. / Ann Arbor

: v X Hours: Monday thru Saturday 9-5
architect William Kapp and architectural Phone: 313-663-0313

sculptor Corrado Parducci. The UMS cel-
ebrated 50 years of chamber music in this
magnificent hall with a special concert by the
Juilliard String Quartet on September 29, 1991.

Our Sgaso?z finale

In the Spirit of Diaghilev

University Dance Company * Power Center * Feb. 3 - 6

Major Barbara by George Bernard Shaw
Theatre Dept » Mendelssohn Theatre * Feb. 10 - 13

The Magic Flute by Wolfgang Amadeus Mozart
Opera Theatre * Mendelssohn Theatre * Mar. 24 - 27

The Heidi Chronicles by Wendy Wasserstein
Theatre Dept. * Trueblood Theatre * Mar. 31 - Apr. 3,7 - 10

The Most Happy Fella by Frank Loesser
Musical Theatre Program ¢ Power Center ¢ Apr. 14 - 17

UM School of Music | A

id Call 764-0450 for tickets




Power Center for the
In Ann Arboy, Performing Arts

P ]’BD ’ L
S T t SeerC The dramatic mirrored glass that fronts the
Power Center seems to anticipate what awaits
Work for you' the concertgoer inside. The Power Center’s
dedication occurred with the world premiere of
Truman Capote’s The Grass Harp in 1971. Since
e Personal Trust Services then, the Center has been host to hundreds of

prestigious names in theater, dance, and music,
including the University Musical Society’s first

* Investment Management

¢ Estate Settlement Services

* Employee Benefit Administration Power Center presentation —Marcel Marceau.

* Cash Management Services The fall of 1991 marked the twentieth anniver-

* Planned Giving Services sary of the Power Center. The Power Family —
Eugene B. Power, a former regent of the

John E. Oberdick James L. Meretta University of Michigan, his wife Sadye, and

995-8207 995-8182 their son Philip — contributed $4 million toward

the building of the theater and its subsequent
improvements. The Center has seating for 1,414
in the auditorium, as well as rehearsal spaces,
dressing rooms, costume and scenery shops, and
an orchestra pit.

The right bank can make a difference. In November, 1993, UMS hosted the Stratford

Festival of Canada in a week-long residency at
the Power Center.
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Hill Auditorium

Completed in 1913, this renowned concert hall
was inaugurated by the 20th Annual Ann Arbor
May Festival and has since been home to
thousands of Musical Society concerts,
including the annual Choral Union series,
throughout its distinguished 80-year history.

Former U-M regent Arthur Hill saw the need
at the University for a suitable auditorium for
holding lectures, concerts, and other university
gatherings, and, with his bequest of $200,000,
construction of the 4,169-seat hall commenced.
Charles Sink, then UMS president, raised an
additional $150,000.

Upon entering the hall, concertgoers are greeted
by the gilded organ pipes of the Frieze
Memorial Organ above the stage. UMS
obtained this organ in 1894 from the Chicago
Columbian Exposition and installed it in old
University Hall (which stood behind the present
Angell Hall). The organ was moved to Hill
Auditorium for the 1913 May Festival. Over
the decades, the organ pipes have undergone
many changes of appearance, but were restored
to their original stenciling, coloring, and layout
in 1986.

Currently, Hill Auditorium is part of the U-M’s
capital campaign, the Campaign for Michigan.
Renovation plans for Hill Auditorium have
been developed by Albert Kahn and Associates
to include elevators, green rooms, expanded
bathroom facilities, air conditioning, artists’
dressing rooms, and many other necessary
improvements and patron conveniences.

(313) 668-7652
Mon-Sat 9-10 ® Sun 11-6
303 S. State at Liberty in Ann Arbor

BOOKESHOP
Borders
In mid 1994
look for us on Liberty Street

one block from our current location

After words | |

Books within your budget. Thousands of titles
in all subject areas, including a delightful
selection of books for young readers.
All at 30-90% off publishers’ retail prices.

The Discount Bookstore
996-2808 219 S. Main Ann Arbor, MI
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Ann Arbor Art J Association

Celebrating the Fine Art
of Living Well

April 23, 1994
with Honorary Chair, Robert Haas,

Founder and Chairman of Vineyard Brands, Inc.

Beginning with winetasting and a sumptuous buffet by forty area culinary perfectionists
Proceeding to a lively auction of 150 lots including wines, travel, restaurant dinners, winetastings
Concluding with desserts, coffee, champagne

WineFest benefits the community art programs of the Ann Arbor Art Association.
Call 994-8004 for ticket information.




In the heart of
Ann Arbor!

restaurant

Voted Ann Arbor's best restaurant value!
(Ann Arbor News, People's Choice Awards)

314 E. Liberty « 662-1111

“] QAT L
FROZEN MUSIC.”

— Goethe
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Burton Memorial Tower

A favorite campus and Ann Arbor landmark, Burton
Memorial Tower is the familiar mailing address
and box office location for UMS concertgoers.

In a 1921 commencement address, University
president Marion LeRoy Burton suggested that a
bell tower, tall enough to be seen for miles,

be built in the center of campus to represent the
idealism and loyalty of U-M alumni. Burton served
as president of the University and as a Musical
Society trustee from 1920 until his death in 1925.

In 1935 Charles M. Baird, the University’s first
athletic director, donated $70,000 for a carillon

and clock to be installed in a tower dedicated

to the memory of President Burton. Several
organizations, including the Musical Society,
undertook the task of procuring funds, and nearly
1,500 individuals and organizations made contribu-
tions. The gift of the UMS totalled $60,000.

Designed by Albert Kahn, Burton Memorial
Tower was completed in 1940, at which time the
University Musical Society took residence of the
first floor and basement.

A renovation project headed by local builder
Joe O’Neal began in the summer of 1991. As a
result, the UMS now has refurbished offices on
three floors of the tower, complete with updated
heating, air conditioning, storage, lighting, and
wiring. Over 230 individuals and businesses
contributed to this project.

The remaining floors of Burton Tower are
arranged as classrooms and offices used by the
School of Music, with the top reserved for the
Charles Baird Carillon. During the academic
year, visitors may observe the carillon chamber
and enjoy a live performance from noon to
12:30 p.m. weekdays when classes are in session
and most Saturdays from 10:15 to 10:45 a.m.

Heikkinen Piano Shop

Since 1964
Voicing Piano Hammers
A distinctive speciality
313.662.0915
800.719.0915
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T‘odny‘s volatile investment environment generates thousands of contradictory signals.
At Beacon Investment Company, we decipher them and chart a course that protects and
rewards our clients. The result: based on actual, verified investment returns, we are
ranked among the best money managers in the nation.

While past performance is no guarantee of future success, we remain committed to
an investment philosophy that emphasizes careful research, intelligent analysis, and per-
ceptive decision-making. Over the years, this proven approach has always been the

best guide to superior investment performance.
For information on how Beacon’s approach to investment might be relevant to your financial goals,

call Robert Parker at (313) 662-1200. Or seud for our brochure. Our mininum account is
$500,000.

Beacon Investment Company
Conservative Investing for Superior Performance
A Registered Tnvesiment Adviser

First NATIONAL BUitiNG 200 SO T MAIN STREET  ANN ARBOR, MICHIGAN

The harbor lights at 5t. Joseph, Michigan have been guiding ships in southern Lake Michigan since 1




"Music is the only form of art that touches the infinite."
-Schopenhauer

SKR Classical is: free in-store concerts,
receptions for visiting artists,
stimulating music lectures,
weekly new-release parties...

Plus: a broad selection of printed music, including
chamber and piano editions by G. Henle, study
scores by Eulenberg, Dover and Philharmonia, and
a wide ranging, in-depth selection of compact discs,
cassettes and videos comprising some 30,000 titles.

Come join us in our love of music!

539 East Liberty St.
Ann Arbor, Mi. 48104
(313) 995-5051

Open every day
Mon.-Sat. 10-9
Sun. 12-6

mmm= For mail orders call: (800) 272-4506




JANUARY 25-30, 1994 « UNIVERSITY MUSICAL SOCIETY
CENTER FOR RUSSIAN AND EAST EUROPEAN STUDIES
DEPARTMENT OF SLAVIC LANGUAGES AND LITERATURES * UNIVERSITY MUSEUM OF ART
UNIVERSITY OF MICHIGAN + ANN ARBOR




TABLE OF CONTENTS

Greetings 2
Concert and Conference Schedule........... 4
About the Concerts 8
About the Artists 27
About the Exhibitions 32
Extracts from:

Shostakovich A Life Remembered...............32
About the Collaboration......eeiins 34
Map of Rackham 35
Map of Ann Arbor 36

GREETINGS TO ALL
SHOSTAKOVICH
ENTHUSIASTS:

It is my pleasure to be part of
., this five-day conference and
presentation of concerts. The
collaborative work of the

P Musical Society, the Center for
?/ . Russian and East European
Studies, the Department of

Slavic Languages and Literatures, and the
University Museum of Art, has enabled us to
produce an event beyond the scope of our
individual resources. Our enthusiasm for this
fusion of scholarship and performance is
mirrored in the huge response we have had from
scholars, performers, media, and Shostakovich
devotees here and abroad. The University
Musical Society welcomes you to Shostakovich:
The Man and His Age, 1906-1975.

Kenneth C. Fischer

Executive Director

The University Musical Society of the
University of Michigan

2. One of the intellectually
exhilarating consequences of
the collapse of the Soviet Union
. is the possibility of achieving a
more authentic understanding
of twentieth-century history.

¥ 8 Up to now, the history of
Soviet culture and politics has been distorted by
lack of information and the imposition of
inappropriate stereotypes to explain artistic
creativity, the behavior of artists, and the
significance of works of art produced in the
USSR. By bringing together scholars from both
Russia and the West, as well as performing
artists and people from the intellectual milieu in
which Shostakovich lived, the Shostakovich
Conference will make a fresh and profound
contribution to the rewriting of the history of
culture in the Soviet period.

Jane Burbank

Director, Center for Russian and East
European Studies

Department of History

University of Michigan



The Department of Slavic
Languages and Literatures is
proud to co-sponsor the
conference on Dmitri
Shostakovich, one of the most
fascinating figures in Russian

¥ twentieth-century culture. The
conference on Shostakovich, combined with a
rare performance of the complete cycle of his
string quartets, will be an occasion to reevaluate
not only his oeuvre, but also his role in the cultural
life of the Soviet era. The conference will be a
truly interdisciplinary event. Since Shostakovich’s
life and work are at the important intersection of
art and politics — his personal relationship with
Stalin is a unique chapter in the history of arts in
a totalitarian regime — the conference will have
important ramifications for many different fields
and disciplines. We warmly welcome all of you
to Ann Arbor for this extraordinary event.

Bogdana Carpenter

Chairman, Department of Slavic
Languages and Literatures
University of Michigan

On behalf of the University of
+| Michigan Museum of Art | would
like to invite you to visit the
Museum galleries to enjoy a
special loan exhibition of eight
Soviet “Socialist Realist” paintings.
Working during the darkest
days of Stalin’s dictatorship these artist, like 0
integrity against the demands of a totalitarian

| Istate. The results are fascinating. The works
in the exhibition have been lent by the Elvehjem
Museum at the University of Wisconsin and are
part of a larger group assembled by Joseph E.
Davies, American Ambassador to the Soviet
Union from 1936-38. Also on view are a
number of American realist pictures from the
1930s and 1940s which we hope will provide a
provocative comparison.

William J. Hennessey
Director
University of Michigan Museum of Art

I” The historic occasion of the
3 J Borodin String Quartet’s visit
to Ann Arbor to perform the

Shostakovich presents an ideal
opportunity for scholars and
musicians to undertake a major
review of the life and works of one of the
twentieth century’s greatest composers. Such a
review is long overdue, particularly now that the
collapse of Soviet power has removed the last
remaining obstacles to open and objective
discussion of Shostakovich and his legacy. As
one of the most interesting cultural figures of his
time, whose music raises crucial questions as to
the relation between art and society,
Shostakovich’s work has been subject to much
political speculation, not all of which has been of
value. Despite his popularity and stature, the
composer to this day remains an elusive and
complex figure, whose colossal significance has
yet to be adequately assessed. It s the aim of
this conference therefore to establish an
objective and authentic picture of Shostakovich’s
life and work. By bringing together specialists
working in Russian literature, history, cinema and
architecture as well as in music, the conference
will also provide a rare but vital opportunity for
Shostakovich’s work to be discussed in the
context of the art and politics of his era. We are
honoured that members of the Borodin Quartet
will take part in this debate by contributing their
unique memories of working with Shostakovich,
their beloved and respected colleague. It is to
be hoped that the conference will have
ramifications not only for Shostakovich
scholars and literary and cultural historians of
the Soviet era, but for all those with an interest
in the fate of art in a totalitarian regime.

Rosamund Bartlett,
Conference Director
Department of Slavic Languages
and Literatures

University of Michigan
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Please consult this complete schedule for all conference presentation, concert, reception and exhibit information.

TUESDAY, JANUARY 25

6:00 p.m.
Reception a la russe

Rackham Assembly Hall
$15.00 admission

7:00 p.m.
Philips Educational Presentation
Laurel Fay, Shostakovich Biographer and Specialist

Rackham Fourth Floor Amphitheatre
Free admission

8:00 p.m.
CONCERT |
Borodin String Quartet
Quartets Nos. 2,1,3

Rackham Auditorium
Paid admission

10:00 a.m.-5:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union

University Museum of Art
525 S. State Street
Free admission

12:00-8:00 p.m.
Archive and Avant-Garde: Two Exhibitions

Rackham Gallery West
915 E Washington
Free admission

WEDNESDAY, JANUARY 26

8:00 p.m.
CONCERT II
Borodin String Quartet
Quartets Nos. 64,5

Museum of Art
525 S. State Street
Paid general admission

* Conference pass may be obtained at the UMS Box Office in
Burton Tower for $30. Please call 313.764.2538 for further
information.

10:00 a.m.-5:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union

University Museum of Art
525 S. State Street
Free admission

12:00-8:00 p.m.
Archive and Avant-Garde: Two Exhibitions

Rackham Gallery West
915 E Washington
Free admission

THURSDAY, JANUARY 27

4:00-5:30 p.m.
CONFERENCE SESSION |
Opening of Conference and Keynote
Address “Shostakovich and Us”
Richard Taruskin, University of California, Berkeley

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass*

Reception for all Conference
participants follows in Assembly Hall

8:00 p.m.
CONCERT Ill
Borodin String Quartet
Quartets Nos. 9,7,8

Museum of Art
525 S. State Street
Paid general admission

10:00 a.m.-5:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union
University Museum of Art
525 S. State Street
Free admission

12:00-8:00 p.m.
Archive and Avant-Garde: Two Exhibitions
Rackham Gallery West

915 E Washington
Free admission




FRIDAY, JANUARY 28

9:00-10:30 a.m.

CONFERENCE SESSION 2
Shostakovich’s Musical Legacy: New
Interpretations (1)

Chair: Laurel Fay

“A New Insight Into the Tenth Symphony of
Dmitri Shostakovich”
Nelly Kravetz, Bar-llan University

“Between ‘Social Demands’ and the ‘Music of
Grand Passions”: The Years 1934-36 in

Shostakovich's Life”
Inna Barsova, Moscow Conservatory

“Shostakovich’s Eighth: C minor Symphony
Against the Grain”
David Haas, University of Georgia

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

10:30-11:00 a.m.
Break Assembly Hall

11:00 2.m.-12:30 p.m.
CONFERENCE SESSION 3
Shostakovich and Soviet Cultural Politics
Chair: Harlow Robinson

“Shostakovich and the Cultural Politics of the 1930s”
Sheila Fitzpatrick, University of Chicago

“The Cultural Context of Shostakovich’s Nose”
Katerina Clark, Yale University

“Shostakovich and the Cultural Revolution”
Amy Nelson, Virginia Polytechnic Institute

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

12:30-2:00 p.m.
Lunch

1:30 p.m.-2:00 p.m.
Archive and Avant-Garde Gallery Talk:
“Russian Avant-Garde Sheet Music Design”
Erika Wolf, University of Michigan
Rackham West Gallery

915 E Washington
Free admission

1:30-2:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union—Public Tour
Museum of Art

525 S. State Street
Free admission

2:00-3:30 p.m.
CONFERENCE SESSION 4
Shostakovich and the Cinema
Chair: Katerina Clark

“Eisenstein’s October: Shostakovich’s Music and
Eisenstein’s Vertical Montage”
Herbert Eagle, University of Michigan

“Polyphonic Structure in the Works of Shostakovich
as Reflected by Cinema (The Viola Sonata)”
Lily Avrutin, University of Alberta

“Shostakovich and Shakespeare”
Harlow Robinson, State University of
New York, Albany

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

3:30-4:00 p.m.
Break Assembly Hall

4:00-5:30 p.m.

CONFERENCE SESSION 5
Shostakovich’s Musical Legacy: New
Interpretations (2)

Chair: Malcolm Hamrick Brown,
Indiana University

“Shostakovich and the Russian Approach to
Dodecaphony”
Anna Ferenc, University of British Columbia

“The Relationship Between Shostakovich's String
Quartets and Symphonies”
Danuta Gwizdalanka, Poland

“Musorgsky’s Rayok, Shostakovich'’s Anti-formalist
Rayok and the Traditions of Russian Musical Satire
from Alexander Il to Brezhnev”

Manashir Yakubov,

Shostakovich Family Archive, Moscow

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass



8:00 p.m.

CONCERT IV
Borodin String Quartet
Quartets Nos. 10,1 1,12
Museum of Art

525 S. State Street
Paid general admission

10:00 a.m.-5:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union

University Museum of Art
525 S. State Street
Free admission

12:00-8:00 p.m.
Archive and Avant-Garde: Two Exhibitions

Rackham Gallery West
915 E. Washington
Free admission

SATURDAY, JANUARY 29

9:00-10:30 a.m.
CONFERENCE SESSION 6
In Search of the ‘Real’ Shostakovich
Chair: Margarita Mazo, Ohio State University

“Shostakovich, LASM and Asafiev”
Laurel Fay, New York

“Writing about Shostakovich: Performing
Shostakovich”
David Fanning, University of Manchester

“Contemporary Perception of Shostakovich
Elizabeth Wilson, Turin, Italy

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

10:30-11:00 a.m.
Break Assembly Hall

11:00 a.m.-12:30 p.m.
CONFERENCE SESSION 7
Forum with Members of the Borodin String
Quartet
Chairs: Elizabeth Wilson, Stephen Shipps,
University of Michigan

Valentin Aleksandrovich Berlinsky, cello
Mikhail Samuilovich Kopelman, violin

12:30-2:00 p.m.
Lunch

1:00-1:30 p.m.
Socialist Realism: 20th Century Paintings
from the Soviet Union — Public Tour
Museum of Art

525 S. State Street
Free admission

1:30-2:00 p.m.
Archive and Avant Garde Gallery Talk:
“Pages from the Life of Shostakovich”
Manashir Yakubov, Curator, Shostakovich
Family Archive, Moscow
Rackham Gallery West

915 E. Washington
Free admission

2:00-3:30 p.m.
Conference Session 8
Shostakovich and Russian Literature
Chair: Michael Makin

“Songs and Dances of Death and Survival:
Shostakovich, Tsvetaeva, and Pushkin in the
Shadow (or Echo) of Musorgsky”

Caryl Emerson, Princeton University

“Shostakovich and Chekhov”
Rosamund Bartlett, University of Michigan

“Shostakovich and Tsvetaeva”
Marina Katseva, Boston

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

3:30-3:45 p.m.
Break Assembly Hall

3:45-4:45 p.m.
CONFERENCE SESSION 9
New Perspectives on Shostakovich’s Works
for Voice and Piano
Chair: David Fanning

“When Shostakovich Touches Bass:
A Singer’s Thoughts”
Sterling Beckwith, York University

“Is Shostakovich’s Pianistic Testimony Credible?”
Sofia Moshevich, York University

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

4:45-5:00 p.m.
Break  Assembly Hall



5:00-6:00 p.m.

CONFERENCE SESSION 10

Shostakovich’s Settings of Pushkin and
Tsvetaeva for Voice and Piano
Performed by Sterling Beckwith,
Caryl Emerson, Sofia Moshevich, and
Constance Cooper

Rackham Assembly Hall
Admission with Conference Pass

8:00 p.m.

CONCERT V
Borodin String Quartet
Quartets Nos.14,13,15

Rackham Auditorium
Paid admission

10:00 a.m.-5:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union

University Museum of Art
525 S. State Street
Free admission

12:00-8:00 p.m.
Archive and Avant-Garde: Two Exhibitions

Rackham Gallery West
915 E. Washington
Free admission

SUNDAY, JANUARY 30

9:00-11:00 a.m.
CONFERENCE SESSION 11
Shostakovich’s Contemporaries: Russian
Writers and their Fates in the Soviet Period
Chair: Caryl Emerson

“Arrested Development: The Fate of Nikolai
Klyuev and his Texts”
Michael Makin, University of Michigan

“l Wished to Remain My Own Man, But Became
Someone Else’s: The Fate of Vsevolod Ivanov in
the 1930s and 1940s”

Elena Krasnostchekova, University of Georgia

“The Death of the Book a la russe:
Poetry Under Stalin”
Clare Cavanagh, University of Wisconsin

“After After Russia: Marina Tsvetaeva's Journey
From Life Into Legend”
Laura Weeks, Wheaton College

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

11:00-11:15 a.m.
Break Assembly Hall

11:15 a.m.-1:00 p.m.
CONFERENCE SESSION 12 AND
CONCLUDING FORUM
Art Under Totalitarianism
Chair: Rosamund Bartlett

“Socialist Realism in the Visual Arts: Repressive
Variations on a Totalitarian Aesthetic Theme”
Anatole Senkevitch, University of Michigan

DISCUSSION

Rackham Fourth Floor Amphitheatre
Admission with Conference Pass

2:00-2:30 p.m.
Archive and Avant Garde Gallery Talk
Erika Wolf

Rackham Gallery West
Free admission

12:00-5:00 p.m.
Socialist Realism: 20th-Century Paintings
from the Soviet Union

University Museum of Art
525 S. State Street
Free admission

12:00-4:00 p.m.
Archive and Avant Garde: Two Exhibitions

Rackham Gallery West
915 E. Washington
Free admission

Monday, January 3 |—Friday, February 4
12:00-6:00 p.m.
Archive and Avant Garde: Two Exhibitions
Rackham Gallery West

915 E. Washington
Free admission




ABOUT THE CONCERTS

THE STRING QUARTETS OF DMITRI
SHOSTAKOVICH

Laurel E. Fay

For most people, the measure of Shostakovich’s
greatness as a composer hinges on his cycle of |5
symphonies. The symphonies do, of course, loom
large in the biography of the composer and in the
history of Soviet music. The success of his
conservatory graduation piece, the First
Symphony (1925), launched the young
composer's successful international career. The
Fifth Symphony (1937) marked a triumphant
comeback from the devastating attacks leveled at
Shostakovich in 1936 at the same time as it
exemplified the model “Socialist Realist”
symphony. The Seventh Symphony, “Leningrad”
(1941), became an unprecedented symbol of
heroic resolve and resistance during World

War Il. And so on. Despite the prominence of
the symphonies as historical and even political
documents, however, they are extremely
inconsistent in overall quality. Some — the
curious hybrids Nos. 2, “To October” (1927),
and 3, “The First of May” (1929), for instance, the
explicitly programmatic Nos. | I, “The Year
1905"(1957), and 12, “The Year 1917 (1961),
and the symphonic vocal cycles Nos. 13,

“Babiy Yar” (1962), and 14 (1969) —even
stretch the designation “symphony” to the limits
of credibility.

Often overlooked is the fact that Shostakovich
also wrote a cycle of 15 string quartets. These
works encompass a range of expression and a
diversity which parallel that of the symphonies;
by comparison, however, they form a more
substantial, consistent and musically satisfying
cycle. If, in his symphonies, Shostakovich
sometimes succumbs to excessive bombast and
long-winded rhetoric, in the quartets he confines
these unfortunate impulses within more artistic
limits. Shostakovich's cycle of string quartets, a
significant contribution to the twentieth-century
repertory, shares little with the other great cycle
of the century, that of Bartok. Instead, the
sound world of Shostakovich's quartets, their
psychological scope and emotional force suggest
most immediate and direct comparison with the

legacy of Beethoven. The points of contact
between individual works are innumerable.
More telling, however, are the broad parallels,
especially in the late quartets. In these works of
Beethoven and Shostakovich we sense both
composers’ evident disengagement from the
world around them, a liberating refusal to make
artistic concessions that allows them to push the
creative envelope to new expressive horizons.

The quartets reflect a less public side of
Shostakovich’s creative personality. They are
more purely abstract than the symphonies, and,
while they convey an emotional intensity no less
charged, and a range of expression no less
breathtaking, they are not as readily matched to
the external milestones and crises of
Shostakovich’s public career. With the possible
exception of the “autobiographical” Eighth
Quartet (1960), none of Shostakovich’s quartets
is explicitly programmatic. [f, in his symphonies,
Shostakovich was addressing a mass audience, the
traditional perspective of the string quartet as
appealing to a more elite, cultured audience was
equally true. For Shostakovich the string quartet
was a medium of philosophical reflection and
intimate confessions, not the high-profile arena
for attesting political, moral or aesthetic values.

Shostakovich came to the quartet medium
relatively late, completing his first full-fledged
effort only in 1938. Though the composer was
still only 32, he had five symphonies, two operas,
three ballets, and a sizable portfolio of film and
incidental music already under his belt. He had
in fact flirted with the string quartet somewhat
earlier; in Batumi, Georgia, where he found
himself in the company of the Vuillaume Quartet,
Shostakovich arranged two of his most
distinctive tunes — the famous “Polka” from The
Age of Gold and Katerina's Act | aria from Lady
Macbeth of the Mtsensk District — overnight on
October 31, 1931, surprising the performers
with the score before their departure the next
morning. And he included |2 preludes for string
quartet in his score to the film Girlfriends in
1934-35. Reflecting back on his career from the
half-century mark in 1956, Shostakovich credited
hearing the performances by next door
neighbors of trios and quartets of Mozart,
Haydn, Beethoven, Borodin and Tchaikovsky as a
formative childhood experience.



Despite good intentions, the incessant pestering
of performers, and the welcome though
premature announcement, in 1935, that he had
begun composition of a quartet as a preliminary
to the composition of the Fourth Symphony,
Shostakovich approached his First Quartet as an
occasional experiment, an intellectual exercise in
a medium he considered one of the most
difficult. Not a small part of Shostakovich’s
reputation at that time stemmed from his
masterful command of the orchestral palette.
Like many other composers of the period,
Western and Soviet, his tastes and personal style
ran more in the direction of differentiated
ensembles — making the most of dissimilar,
contrasting timbres, textures and sound qualities
— rather than exploring the intricate subtleties
and blend of complementary instruments. For
this reason alone the string quartet medium
posed a challenge. In 1944, the composer was
asked his opinion of chamber music: “Chamber
music demands of a composer the most
impeccable technique and depth of thought.

| don’t think | will be wrong if | say that
composers sometimes hide their poverty-
stricken ideas behind the brilliance of orchestral
sound. The timbral wealth which is at the
disposal of the contemporary symphony
orchestra is inaccessible to the small chamber
ensemble. Thus, to write a chamber work is
much harder than to write an orchestral one.”

When he returned to the quartet medium in
1944 with the Second Quartet and especially
with the composition of the powerful Third
Quartet in 1946, Shostakovich demonstrated a
masterful assurance and a commitment to the
genre that would never abandon him. He
continued to produce quartets regularly
throughout the rest of his career; the largest gap
between them was four years, and in each of the
years 1960 and 1964 he wrote two. The steady
production of quartets stood in contrast to a
marked decline in Shostakovich’s interest in pure
symphonic composition. This change in
emphasis was also paralleled by the gradual shift
toward the more austere and economical style
of his late period.

With the Second Quartet, too, Shostakovich’s
collaboration with the members of the
Beethoven Quartet became firmly established, a

collaboration inseparable from the composition
of the cycle. Having helped to needle him into
its composition, the Glazunov Quartet had given
the world premiére of the First Quartet. The
Beethoven Quartet, who gave the Moscow
premiére of the First, was entrusted with the
premiéres of every succeeding quartet until the
final one; it was only the death of the cellist
Sergei Shirinsky after a rehearsal that prevented
the premiére of the last quartet by this
ensemble. Instead, the Fifteenth was first
performed by the Taneyev Quartet.

The identification of Shostakovich’s quartet legacy
with the Beethoven Quartet was more than a
matter of circumstance. The composer admitted
the influence of the players’ performing style on
his music. Shostakovich regularly attended the
rehearsals before the premiére of a new quartet
and used them as a kind of laboratory for
exploring the expressive means of each
instrument, as well as for adjusting tempos,
dynamic markings, and phrasing. Shostakovich
acknowledged the participation and influence of
the Beethoven Quartet in other ways, too. He
dedicated six of his quartets to the ensemble and
its individual members; most of the rest are
dedicated to close friends and family members.
Shortly before his own death, Shostakovich began
to think about his next quartet, the Sixteenth.
Since by that time three of the four original
members had died or been replaced, the
composer expressed his intention to dedicate his
next quartet to the “new’”” Beethoven Quartet.
Unfortunately, composition of the quartet got no
further than the planning stage.

As the years progressed, even though
Shostakovich realized that the Beethoven
Quartet no longer played with the undisputed
mastery of its early years, he remained faithful in
entrusting the premiéres of his quartets to it; its
longevity as an ensemble gave him a sense of
continuity and security. But he became
increasingly eager to hear how the Borodin
Quartet would approach his new works and,
from the late 1940s, he worked closely with
those musicians as they refined their
interpretations. In 1953, judging that they played
it better, he flirted briefly with the idea of
granting the Borodin Quartet the right to give
the first public performance of the Fourth



Quartet. The Borodin Quartet remained a
dedicated and distinguished advocate of
Shostakovich's quartets. For many years, it was
the Borodin's recordings of the first |3 quartets
that made them accessible to Western listeners.

Sometime after he became addicted to the
quartet medium, at least by the time of the
composition of the Seventh Quartet in 1960,
Shostakovich hatched the incredible idea to
compose a cycle of 24 quartets, one in each
major and minor key. In the cycle of symphonies
he had already repeated himself — the Eighth
Symphony (1943) repeated the C-minor tonality
of the Fourth (1936) and the Ninth (1945) the E
flatc-major of the Third, for instance — but in the
15 completed quartets no key is repeated.
There are perceptible patterns in the choices of
keys, especially the circle of fifths in the last six
quartets, though there doesn't seem to be any
overall plan or pattern of interconnections. Each
waork stands independently.

From symphony to symphony Shostakovich
adopted sometimes radically different
approaches, as well as radically different
instrumentation. There is no predictable
formula, stylistic or structural, that underlies the
cyde of string quartets either. Without
exploiting novel instrumental techniques to any
great extent, Shostakovich coaxes an astounding
range of color, texture, and density from the
four string instruments. In a number of the
waorks, the texture becomes so dense with
chordal writing and arpeggiation, the level of raw
energy so staggering, that the ensemble
threatens to burst its physical limiations. At the
other extreme, Shostakovich also knew how to
rivet the listener’s attention with very modest
means. In places, individual instruments must
sustain the line of concentration with the
simplest of musical material. The simplification
of means, the preference for exploring the
emotional vulnerability of exposed, individual
voices over the combination of instruments
became imcreasingly pronounced from the
Bleventh Quartet onwards, as Shostakovich
seardhed for ever greater concentration and

diritty of expression.

inorezsed comcan to cydic unity within each

quartet. The means for achieving this internal
unity varies. At its simplest it can be seen in the
linking of movements by attacca markings —
which becomes a standard procedure from the
Third Quartet onwards — or the use of
transitional material to effect a seamless
transition between movements. In the Sixth
Quartet, each of the four movements concludes
with an identical cadential figure. In more than
half of the quartets, including — with the
exception of the Twelfth — all from the Ninth
onwards, the form is rounded by the
recapitulation of themes from earlier movements
in later ones. The Eighth Quartet, where
Shostakovich's personal motto forms the motivic
basis of the entire quartet, is unique. And the
Thirteenth Quartet shows Shostakovich in an
uncharacteristically constructivist vein: Itis cast
in a symmetrical, one-movement arch form.

When it appeared in 1968, the Twelfth Quartet
seemed to mark a radical departure in style for
Shostakovich. Here, for the first time in his music,
he used, and used conspicuously, |2-tone rows
like those associated with the music of
Schoenberg. In music by a Western composer,
this development would likely have been passed
over without fanfare. In the music of
Shostakovich — who as an official mouthpiece for
the cause of Socialist Realism had often voiced his
disdain of such decadent Western tendencies — it
was sensational. Certainly, for any Soviet
composer to have used such rows before the
cultural thaw following Stalin’s death would have
been unthinkable. What was overlooked, though,
was the fact that Shostakovich used the rows
melodically, making no attempt to adopt a serial
or any other “system” of composition. Such rows
represented no more than his naturally chromatic
language condensed to its barest essence; it
heralded the equivalent irreducible concentration
of other late works such as the Violin Sonata
(1968), the Fourteenth Symphony (1969), and the
Thirteenth Quartet. Shostakovich's opposition to
the pretensions of any intellectual compositional

system remained unchanged.

lts capacity to surprise is one of the great appeals
of Shostakovich's music. The mercurial shift of
colors, textures and moods within a work, the
absence of any stereotyped structural formulas,
even as tangible links to tradition are preserved,




keep the listener’s attention constantly engaged.
Amid the austerity, the gloominess, the
transparent textures and chromatic reduction of
so many of his late works, for instance, the
Fourteenth Quartet sings out as an unexpectedly
warm and “romantic” lyrical interlude. No two
of the quartets are alike. Even the progression
of quartets is marked by unexpected contrasts
and epiphanies; this is one of the reasons that
performances of the complete cycle inevitably
provide an experience vastly more enriching than
the sum of its individual quartets.

Listening to the Fifteenth Quartet (1974), it is
hard to believe that the composer did not intend
this to be his final work. Shostakovich’s all-too-
human vulnerability, his obsession with the stark
inevitability of death is nowhere more marked
than in this devastating sequence of six slow
movements, replete with Funeral March and
Elegy; the work is widely regarded as the
composer’s private requiem. From the cheerful,
childlike simplicity of Shostakovich’s First
Quartet to the introspective, bleak asceticism of
the Fifteenth is a very long way. The path
between Shostakovich’s first and last quartets,
however, is paved with waltzes, gallops, marches,
passacaglias, tragic conflicts, infectious wit and
lyrical flights that represent much of the finest
music that he ever composed.

alz
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Dmitri Shostakovich

Quartet No. 2 in A Major, Op. 68

Overture (Moderato con moto)
Recitative and Romance (Adagio)
Walz (Allegro)
Theme and Variations (Adagio. Piu mosso)

Quartet No. | in C Major, Op. 49

Moderato
Moderato
Allegro molto
Allegro

INTERMISSION

Quartet No. 3 in F Major, Op. 73

Allegretto
Moderato con moto
Alllegro non troppo

Adagio ]
Moderato

J-attacca; without break
Large print programs are available upon request from your usher.
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NOTES ON THE PROGRAM

Laurel E. Fay

Quartet No. 2 in A Major, Op. 68 (1944)
By the time he returned to the medium six years
after completion of his First Quartet,
Shostakovich had penned three more
symphonies, including the legendary Seventh
(‘Leningrad’, 1941) and the tragic Eighth (1943).
In the interim he did not abandon chamber music;
an accomplished pianist, he wrote himself into his
Piano Quintet (1940), a work that scored
immediate and lasting success. He also produced
another durable masterwork, the Piano Trio No.
2 in E minor, dedicated to the memory of his
cherished friend, Ivan Sollertinsky. Immediately
on completion of the Trio in late summer 1944,
the composer started work on his Second
Quartet, which he dedicated to composer
Vissarion Shebalin in commemoration of the 20th
anniversary of their friendship. The Piano Trio
and the Second Quartet were unveiled together
in Leningrad on 14 November 1944.

Shostakovich’s Second Quartet is more
ambitious and substantial than its predecessor in
scale, in emotional range, in texture, in just about
every respect. Each of its four movements
carries a descriptive title. The designation
Overture may be a bit misleading for an opening
movement in reasonably orthodox first-
movement sonata form, complete with repeated
exposition. The movement is based on two
themes, the first a robust, modal tune over a
rustic drone (transfigured at the beginning of the
development section into a lilting waltz) and the
second a refluent, chromatic line with the weak-
beat accentuation of a mazurka. The first violin
solo in the opening section of the second
movement, Recitative and Romance, divulges —
against sustained chordal harmonies — intense
private anguish in an almost human voice. (It
foreshadows the poignant bassoon recitative in
Shostakovich’s next symphony, the Ninth,
composed the following year.) The Romance
suggests release through a wistful waltz, but it
gradually yields to mounting anxiety and a return
to the Recitative.

The third movement Waltz is in the minor mode
and is played in its entirety with mutes, aspects

which contribute to the eerie atmosphere. A
brief slow introduction, a pointed dialogue
between the lower strings and the first violin,
anticipates the appearance of the main theme of
the final movement, Theme and Variations, in

A minor. Expanded from an idea in the Piano Trio,
this is a 14-measure melody of characteristic
lyrical expansiveness. Itis presented first by
viola unaccompanied, then traded among the
instruments in a series of progressive variations
that arch through textures dense with dramatic
tension back to Schubertian calm and lucidity.
The tempo gradually broadens and the
movement concludes with a reprise of the
introductory material.

Quartet No. | in C Major, Op. 49 (1938)
Still shell-shocked and insecure after the Lady
Macbeth debacle and his hard-won return to
official favor with his 5th Symphony,
Shostakovich took pains to dampen expectations
for his next major work, his first full-fledged
essay in the quartet medium, a work radically
different in spirit from the previous symphony: -
“Don’t expect to find special depth in this, my
first quartet opus. In mood it is joyful, merry,
lyrical. | would call it ‘spring-like. ” The
composer stressed that he had begun it
tentatively, as an exercise, and that its
completion had been fortuitous.

He needn’t have worried. The critics required
no excuse for the composer’s “lyrical
intermezzo,” — begun on his daughter’s
second birthday, just a few weeks after the
birth of his son, and premiéred in Leningrad on
10 October 1938 — they were uniformly
charmed by the fresh, childlike simplicity of the
new work, by it sunny disposition, unclouded
by conflict or gloom. The First Quartet’s
lyrical impulse, the clarity of musical ideas and
the transparency of their setting as well as the
composer’s instant and seemingly effortless
mastery of the idiom has led more than one of
its admirers to compare Shostakovich’s
accomplishment to the poetry of Pushkin.

The quartet is modest in scale; its four
movements are miniature but classically
proportioned. What contributes to
Shostakovich’s recognizable signature are the
remote key relationships and unpredictable



rhythmic and metric shifts. The quiet serenity of
the chorale-like initial theme of the first
movement (expanded from triple to duple meter
on its reprise) contrasts with a singing secondary
theme accompanied by a delicate ostinato and
playful cello glissandi. The second movement is a
series of variations on a theme, initially presented
by the viola, contained in a cumulative ternary
form. The wispy scherzo, with its lilting trio in
the center, is played in its entirety with mutes.
The final movement actually began as the first:
during the course of composition Shostakovich
reversed the order of first and last movements.
At moments, the raw energy hints of things to
come in future quartets. Throughout, the
boisterous enthusiasm and wit are irresistible.

Quartet No. 3 in F Major, Op. 73 (1946)

By the time Shostakovich sat down to tackle his
Third Quartet, World War Il was finally over
and the composer had resettled with his family in
Moscow, where he took up a teaching position
at the Moscow Conservatory. Shostakovich
dedicated his new quartet, completed on 2
August 1946, to the members of the Beethoven
Quartet, who gave the premiére in Moscow on
16 December 1946. The peaceful respite did not
last long. Between the dates of completion and
premiere, Russia’s artistic intelligentsia was
shaken by fresh upheavals. The composer
himself had renewed cause for alarm: though
overshadowed by official decrees on literature
and drama and by the vilification of writers Anna
Akhmatova and Mikhail Zoshchenko, a ruthless
attack on Shostakovich and his Ninth Symphony
also appeared. Even after the Third Quartet was
suppressed in1948 — along with most of his
finest works — Shostakovich continued to
regard it as one of his most successful works.

Like his Eighth and Ninth Symphonies,
Shostakovich cast the Third Quartet in five
movements. The structural parallels with the
former are particularly striking: while the
opening movement of the Third Quartet has
temperamental affinities with the Ninth, the
inner movements — including a fourth-
movement passacaglia — have their direct
conceptual counterparts in the Eighth. The main
theme of the Quartet’s sonata-form first
movement skips along like a carefree polka.
Concerned lest the humor in this music be

misinterpreted, Shostakovich instructed that the
movement should be played not cockily, but with
tenderness. Noteworthy in the second
movement is the synchronous staccato
‘tiptoeing’ of the four instruments in the middle
section.

The effect of the brusque chords of the third
movement, the aggressive, hard-edged
insistence of its headlong drive (intensified here
by the unpredictability of alternating meters), is
something that Shostakovich returns to in
subsequent quartets. The dotted rhythms of
the quasi-passacaglia (the repetitions of the
theme are not entirely continuous), as well as
the characteristic funeral march accompaniment
that makes its appearance on the fourth
repetition, also herald an obsession with the
theme of death that will increase in later
works. The final movement, to which the
closing measures of the fourth movement lead
without pause, has the character of a lilting
barcarolle, with somewhat pensive overtones.
At the emotional climax of the movement,
Shostakovich brings back the passacaglia theme
in canon between viola and cello (ffff expressivo).
Reminiscences of themes from earlier
movements, as well as the seamless linking of
movements, are among the composer’s
favorite techniques for achieving a sense of
cyclic unity.
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Dimiti Shostakovich
Quartet No. 6 in G Major, Op. 101

Allegretto
Moderato con moto
Lento
Lento . Allegretto ]

Quartet No. 4 in D Major, Op. 83

Allegretto
Andantino
Allegretto
Allegretto ]

INTERMISSION

Quartet No. 5 in B-flat Major, Op. 92
Allegro non troppo
Andante
Moderato
Allegretto
J-attacca; without break

Large print programs are available upon request from your usher.

Thank you to Hagopian World of Rugs for the donation of the rug
used in tonight’s performance.

Thirty-first Concert of the | | 5th Season * Special Concert

15



NOTES ON THE PROGRAM

Laurel E. Fay

Quartet No. 6 in G Major, Op. 101 (1956)
Shostakovich endured what for him was a
lengthy fallow period in his creativity after the
composition of his Tenth Symphony (1953),
producing only a few utilitarian scores until his
Sixth Quartet (1956). In December 1954, his
first wife, Nina, died suddenly, leaving the
composer to care for two teenage children. A
year later Shostakovich’s mother died. In March
1956, Shostakovich’s hopes to see the revival of
are revised version of his opera, Lady Macbeth of
the Mtsensk District, were cruelly rebuffed.

The Sixth Quartet, however, betrays none of the
torment or grief the composer must have
suffered. Composed during August 956, the
Sixth Quartet is a work of singular radiance and
serenity. The composer told friends that he had
written the quartet, which bears no formal
dedication, as a present to himself for his 50th
birthday. It received its premiere in Leningrad
shortly after that event, on 7 October 1956.
What surely also influenced the mood of the
quartet was the fact that it was written by a man
on his honeymoon; in June, Shostakovich had
impulsively taken a new, young bride, Margarita
Kaynova. (The marriage would prove short-
lived; Shostakovich divorced her in 1959.)

The most distinctive feature of the Sixth
Quartet, enhancing the sense of integral unity, is
the use of the same simple cadence to conclude
each of the four movements. Additionally, the
main themes of the first and last movements
share similarities in contour: the ascending
major thirds that initiate the lyrical first theme of
the former are inverted in the main theme of the
latter. The additive pattern of repeated notes in
the viola that introduces the singing duet for two
violins at the beginning of the first movement
assumes added significance as the first
movement unfolds.

The second movement, in a relaxed triple meter,
is also lyrical in impulse. The third movement
takes the form of passacaglia, its 10-measure
theme introduced by the cello with the other
voices entering one by one at each repetition.

By contrast to other passacaglias by the
composer (in the Third Quartet, for example),
this movement is peaceful and contemplative
rather than mournful or tragic. It leads without
pause to the finale, with its principal theme of
pastoral lyricism. At the climax of the
movement, the passacaglia theme is recapitulated
in canon between cello and viola. Other fleeting
reminiscences (the additive rhythmic pattern
from the first movement, for instance) are heard
before a restatement of the pastoral theme leads
to the now familiar final cadence.

Quartet No. 4 in D Major, Op. 83 (1949)
Pilloried savagely in the Soviet cultural purge of
1948, Shostakovich was summarily stripped of
both teaching positions and prestige. His music
— branded with the dreaded label ‘formalist’ —
was banned from study and performance. As if
this was not enough, he was subjected to the
further humiliation of being paraded by Stalin in
March 1949 as a member of the Soviet
delegation to the Peace Congress in New York.
For public consumption during this difficult
period, and to feed his family, Shostakovich
dutifully produced patriotic music to order. To
nurture his creative soul, he continued to write
highly individual works that he knew could not
possibly find public acceptance in the current
climate: the Violin Concerto (1947-8), the song
cycle From Jewish Folk Poetry (1948), the Fourth
and Fifth (1952) Quartets. Well-known to the
composer’s intimates through private
performances, these works nevertheless had to
wait until after Stalin’s death to receive their
public premiéres.

The Fourth Quartet was begun in 1949, shortly
after Shostakovich’s return from his ill-fated trip
to New York, and completed in late December.
The composer dedicated it to the memory of
Pyotr Vil'yams (1902-47), an artist and friend
who had been designer at the Bolshoi Theater.
The quartet was given its official premiére on 3
December 1953 in Moscow.

This is not a work that betrays its times plainly.
The composer reverts here to a four-movement
layout, modest aspirations and predominantly
lyrical impulses that are reminiscent of the First
Quartet. In what is one of Shostakovich’s more



unusual introductory movements, fully a third of
the pastoral movement unfolds over a bagpipe
drone on the tonic before there is a change in
harmony. The second movement is a romance,
the poetic melody sung chiefly by the first violin
to an accompaniment in sarabande rhythm. The
third movement, in C minor and played
throughout with mutes, shows the composer in
his mysterious vein. It bridges directly into the
last movement, the longest of the quartet and its
clear center of gravity. As he had done
previously in his Piano Trio, the Violin Concerto
and in From Jewish Folk Poetry, here Shostakovich
conspicuously fashions his themes from the
melodic modes and distinctive gestures of Jewish
folk music (enough by itself to dictate the
necessity of withholding the quartet at a time
when Stalin’s “anti-cosmopolitanism” campaign
was gaining momentum). Moving through a
range of moods, from the grotesque to the
tragic, the movement ends quietly, with subdued
allusions to earlier movements.

Quartet No. 5 in B-flat Major, Op. 92 (1952)
Between the Fourth and Fifth Quartets,
Shostakovich continued to divide his musical
production between the earnestly “public” and
the intensely “private.” Noteworthy in this latter
category is his set of 24 Preludes and Fugues
(1950-51) for piano. Shostakovich composed his
Fifth Quartet in the fall of 1952, completing it on
| November. It received its premiére on |3
November [953. As was the case with the
Third Quartet, the composer dedicated the
work to the members of the Beethoven
Quartet, this time on the occasion of the
ensemble’s 30th anniversary.

The Fifth is one of Shostakovich’s most dramatic
and richly textured quartets. Its three
movements are linked by transitions and by
integrated motivic relationships. The first
movement, in sonata form with repeated
exposition, presents as its basic material a rising
three-note chromatic motive answered by a five-
note skipping turn, both quickly swept away in a
harsh, relentless swirl of motion. The second
theme, by contrast, is a rocking waltz-like
melody that gently tugs against a duple
accompaniment. The development builds on
these ideas gradually and inexorably to a climax

of almost unbearable tension, where
Shostakovich introduces a new theme, played in
octaves at the highest reach of the violins. This
is a borrowed theme, taken from the remarkable
Trio for Clarinet, Violin and Piano (1949) by
Galina Ustvolskaya, one of Shostakovich’s
favorite students. lts presence here
(Shostakovich would use the theme again in one
of his last works, the Suite on Verses of
Michelangelo Buonarroti; 1974), even though it is
recognizable only to the knowledgeable few, pays
eloquent homage to his former student. In the
coda of the movement, the Ustvolskaya theme
reappears, muted, in augmentation in the first
violin, offset by pizzicato accompaniment.

The bleak simplicity of the slow movement, the
high octave doublings in spare counterpoint with
a continuously unfolding melody look forward to
Shostakovich’s late style. A central section, with
its gentle syncopations, evokes memories of
Borodin. After a brief transition passage
outlining the contours of a diminished fourth, the
main theme of the last movement, an
unpretentious waltz tune, is introduced in the
viola. The development is not untroubled;
tension builds inexorably to a brutal climax,
where the Ustvolskaya theme is heard once
again, before the waltz is recapitulated in its
initial aspect. The distinctive contours of the
transition passage that launched the movement

return to preside over the extended coda.
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Dmitri Shostakovich
Quartet No. 9 in E-flat Major, Op. 117

Moderato con moto
Adagio
Allegretto
Adagio
Allegro

INTERMISSION

Quartet No. 7 in F-sharp minor, Op. 108

Allegretto
Lento
Allegro

Quartet No. 8 in C minor, Op. 110

Largo
Allegro molto
Allegretto
Largo
Largo

J-attacca; without break
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Laurel E. Fay

Quartet No. 9 in E-flat Major, Op. 117
(1964)

In November 961, Shostakovich confessed to a
friend that he had finished his Ninth Quartet but,
utterly dissatisfied with the result, he had burned
it. This marked only the second time in his
career (the first was in 1926, when he torched
his juvenile manuscripts) that he had felt
compelled to destroy one of his compositions.
In the event, the Ninth Quartet that he
preserved dates from three years later; it is
separated from its predecessor by the Twelfth
(‘1917; 1961) and Thirteenth Symphonies
(‘Babiy Yar’; 1961-62) and by the first
performance of the long-suppressed Fourth
Symphony (1961) and the rehabilitation of
Katerina Izmaylova (the revised version of Lady
Macbeth;1962). Shostakovich dedicated the
Ninth Quartet, written in May 1964, to his new
wife, Irina, whom he had married in 1962. It was
premiéred, together with the Tenth Quartet, in
Moscow on 20 November |964.

After the spare economy of the Seventh Quartet
and the autobiographical focus of the Eighth,
Shostakovich returns in the Ninth to a more
expansive approach to the genre, although the
seamless linking of its five movements is by now
standard procedure, as is the recycling of motivic
elements contributing to cyclic unity. The
undulating minor seconds in the second violin
that open the quartet prove to be a principal
motivic element throughout the work. An
ascending octave figure in the middle of the
movement will reappear in the third movement
and again at the end of the quartet. The theme of
the chorale-like second movement bears a
resemblance to the opening of Marie’s lullaby
from Alban Berg’'s Wozzeck. This may well have
been intentional: in his youth, Shostakovich had
valued both the opera and composer highly.

At the center of the quartet is a bouncy dance
movement that affirms the aging composer had
not relinquished his cheeky sense of humor. In
its waning moments, eerie sustained lines in the
violins foreshadow the theme of the fourth
movement which then unfolds in octaves against

undulating minor seconds. This movement, with
its silences, its enigmatic monologues, looks
forward to the last quartets of the composer.
The last movement, the most extended in the
cycle, takes off from many of the motivic
elements already introduced, including the minor
seconds. Hard-driven, it passes through several
stages; a grotesque waltz, a clumsy country
dance (replete with drones and “clucking”
accompaniment), a fugal working-out of the
opening theme, and an unexpected detour for a
reprise of the fourth movement monologue in
the cello. A long coda, incorporating themes
from previous movements, gradually rebuilds the
tension to an exhilarating conclusion.

Quartet No. 7 in F-sharp minor, Op. 108
(1960)

After a gap of four years — during which he
completed his Symphony No. |1, “The Year
1905” (1956-7) and his Cello Concerto No. |
(1959), among other works — Shostakovich
produced two quartets, the Seventh and Eighth,
in quick succession in 1960. The Seventh was
completed in March and received its premiére in
Leningrad on |5 May. Recently extricated from
an unfortunate second marriage, and perhaps
waxing a trifle sentimental, Shostakovich
dedicated the quartet to the memory of his first
wife, Nina.

The briefest of Shostakovich’s quartets — its
three movements, performed without pause, last
barely 13 minutes — the Seventh is not, on the
whole, a work of stormy passions or high drama.
It is a quartet of diaphanous textures and
subdued dynamics, economical, introspective,
elusive; in these traits it foreshadows many of
the composer’s late works. Initially,
Shostakovich assigned titles to the movements,
“Scherzo,””’Pastorale” and “Fugue,” but he
removed them before publication.

In the first movement a motive in a favorite
rhythmic pattern of two sixteenths followed by
an eighth note rolls gently downward to subdued
staccato repetitions. After a stealthy secondary
theme introduced by the cello, the main theme is
recapitulated, now with the rhythmic pattern
expanded to even pizzicato beats. In the second
movement — a direct precursor of the
Nocturne of the Fifteenth Quartet — the violin



and later the cello spin a gossamer thread of
melody over rocking arpeggiation. The
instruments retain the mutes donned in the first
movement into the beginning of the finale.
Inverting the gentle falling motive from the
opening of the first movement into rising battle
whoops, the final movement erupts
unexpectedly in a churning fugal whirlwind. The
ferocity of the outburst stands in sharp contrast
to the preceding quietude, but after belligerent
reminders of the themes from the second and
then the first movement, the aggressive urge
loses its steam. The fugue theme is recast as a
lyrical waltz-like melody and the quartet is
rounded out by an extensive epilogue
recapturing the wistful mood (and reinstating the
main theme) of the first movement.

Quartet No. 8 in C minor, Op. 110 (1960)
The best-known of the series, the Eighth
Quartet was written in Dresden in three days in
mid-July 1960, ostensibly in response to the war-
time devastation of the city and dedicated to
“the memory of the victims of fascism and war.”
It received its first performance in Leningrad on
2 October 1960. Long famous for its
“autobiographical” use of quotations from
Shostakovich’s earlier works and its elaboration
of the composer’s personal musical motto, it
comes as no surprise that the real “victim” the
composer intended to commemorate in this
work was himself. To his great dismay, shortly
before embarking on the quartet he had found
himself unable to muster sufficient willpower to
withstand the monstrous coercion brought to
bear on him to join the Communist Party. In a
state of morbid depression and self-loathing, he
contemplated his own mortality: “| reflected on
the fact that if | were to die sometime, then it
wasn't likely that someone would write a work
dedicated to my memory. So | decided to write
one myself. On the cover it could have been
inscribed ‘dedicated to the memory of the
author of this quartet.’ ” [from the composer’s
letter, dated |9 July 1960, to Isaak Glikman]

Once the emotional trauma that precipitated the
Eighth Quartet had receded, even Shostakovich
was able to marvel at the beauty of the work’s
formal integrity. The five movements in this
private “requiem,” performed without pause, are
woven together tautly by the pervasive use of
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the motto derived from the initials of
Shostakovich’s first and last names (D.SCH., in
German transliteration): D-E-flat-C-B-natural. A
musical monogram that appears in many of the
composer’s works, in this quartet the composer
mines its rich potential most fully.
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Shostakovich’s motto, proffered in solemn
fugato, opens the quartet and paves the way for
the first of the prominent self-quotations, a
wistful reminiscence of the opening of his First
Symphony. Quotations from many other works
follow, including the Second Piano Trio (second
movement), the First Cello Concerto (third
movement), and Lady Macbeth of the Mtsensk
District (fourth and fifth movements). Fleeting
allusions to many other works — the Fifth,
Eighth and Tenth Symphonies, for example —
can also be heard; the composer identified
additional references to the funeral march from
Wagner's Gotterdimmerung and a theme from
Tchaikovsky’s Sixth Symphony. The most
extended and poignant quotation of a foreign
work is the inclusion in the fourth movement,
immediately preceded by the composer’s
transposed motto, of the well-known
revolutionary funeral march associated with the
deaths of incarcerated prisoners,“Tormented by
Grievous Bondage.”
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PROGRAM

Dmitri Shostakovich

Quartet No. 10 in A-flat Major, Op. 118
Andante
Allegretto furioso
Adagio
Allegretto ]

Quartet No. I | in F minor, Op. 122

Introduction (Andantino)
Scherzo (Allegretto)
Recitative (Adagio)
Etude (Allegro)
Humoresque (Allegro)
Elegy (Adagio)
Epilogue (Moderato)

INTERMISSION

Quartet No. 12 in D-flat Major, Op. 133

Moderato
Allegretto

J-attacca; without break

Large print programs are available upon request from your usher.

Thank you to Hagopian World of Rugs for the donation of the rug
used in tonight’s performance.

Thirty-third Concert of the | 15th Season * Special Concert
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NOTES ON THE PROGRAM

Laurel E. Fay

Quartet No. 10 in A-flat Major, Op. 118
(1964)

Composition of the Tenth Quartet followed
directly on completion of the Ninth. Written
while Shostakovich was relaxing in Dilizhan,
Armenia, the Tenth Quartet was completed
there on 20 July 1964. The composer dedicated
it to his friend and colleague, composer Moisey
Vaynberg (b. 1919). While still working on his
Tenth Quartet Shostakovich joked that since
Vaynberg had overtaken him by producing nine
quartets (to his own eight), he had set his sights
on catching him and re-taking the lead. Both
Ninth and Tenth Quartets were unveiled on 20
November |964.

As frequently transpired from work to work
during Shostakovich’s career, the successive
quartets are contrasting in character. The four
movements of the Tenth Quartet are not tightly
integrated in their motivic development and only
the last two are linked by an attacca marking.
The first movement is introductory in character:
the opening phrases in the first violin suggest
harmonic ambiguity, uncertainty, mystery, an
effect enhanced towards the end by the use of
sul ponticello markings.

If the first movement inhabits the quiet end of
the dynamic spectrum, the second movement
catapults to the opposite extreme; it is
unremittingly loud and dissonant. In its stark
savagery it is a forerunner to “The Zaporozhian
Cossacks’ Answer to the Sultan of
Constantinople” from the Fourteenth Symphony
(1969). Nowhere does Shostakovich threaten
more forcibly to smash the limitations of the
quartet idiom; during long stretches all four
instruments play in frenzied double stops
spanning more than four octaves. (Not
surprisingly, this quartet, along with the Eighth,
has enjoyed a successful second career in an
arrangement for string orchestra by Rudolf
Barshai.) Release from the almost unbearable
tension arrives only with the subsequent
movement, one of Shostakovich’s most
expressive passacaglias. The nine-measure
theme, with metric shifts that bestow a sinuous

flexibility, remains for much of the movement in
the warm upper register of the cello. The finale
is based on a sprightly dance-like theme. At the
dramatic crest of the movement, the passacaglia
theme reappears in an impassioned reprise and,
in the coda, themes from the first movement
return to bind the cycle together.

Quartet No. I | in F minor, Op. 122 (1966)
From the late 1950s, Shostakovich was plagued
constantly by illness and physical disability.
VWeakness and loss of mobility in his legs and
right hand (eventually diagnosed as a rare form
of poliomyelitis) gradually forced him to give up
performing. During long hospital stays and
recuperation periods he had ample opportunity
to contemplate his own frailties. The deaths of
people close to him also fueled his reflections;
his late works mirror his increasing
preoccupation with mortality. The Eleventh
Quartet was completed in January 1966 and
dedicated to the memory of Vasily Shirinsky
(1901-65), until his death the second violinist of
the Beethoven Quartet. It received its premiere
on 28 May 1966 at a concert of Shostakovich’s
works in Leningrad in which, despite his nerves
and misgivings, the composer accompanied some
of his vocal works. The concert came off
successfully, but overnight, Shostakovich suffered
a heart attack.

The Eleventh is one of Shostakovich’s more
intimate, elusive quartets; sparse and
economical, it speaks in poetry rather than
prose. The number of movements
notwithstanding, it is also one of the composer’s
briefest quartets. Played continuously, several of
the seven movements slip by swiftly. Their titles
suggest a suite of discrete, “mood” pieces, but
the close interrelationship of motivic ideas
throughout and the significance of cyclic unity —
the Epilogue, for instance, acts as a coda weaving
together strands from previous movements —
recommend consideration of the quartet as a
single, tightly integrated structure.

The arching melody of the solo violin that opens
the Introduction leads to a melodic “turn” in the
cello part, narrow in range and rhythmically
distinquished by its initial repeated notes. This
melodic motive permeates the rest of the
quartet. With its rhythms evened out, the
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“turn” forms the basis for the fugue theme —
naive as a child’s jingle — in the Scherzo. The
Recitative erupts with sustained dissonances in
the lower strings and dry double stops in the
violin; they are pacified by a warm, chorale
statement of the “turn” motive. In similar
chorale form, against the agile perpetuum mobile
of the violin (and later cello) it also underpins the
Etude, as well as the subsequent Humoresque.
With characteristic dotted rhythms, it is
converted into a funeral march in the Elegy. The
Epilogue, its reminiscences drawn chiefly from
the first two movements, fades away peacefully.

Quartet No. 12 in D-flat Major, Op. 133
(1968)

At a juncture in his career when many presumed
his finest works already behind him, Shostakovich
continued to confound expectations. In his late
works, especially the Fourteenth Symphony
(1969), the late vocal cycles and the last four
string quartets, he plumbed new and occasionally
disquieting expressive depths, paring down his
musical utterances to their fundamental essence.
The Twelfth Quartet was immediately perceived
as a pivotal work, utterly unpredictable and
original. Completed in March 1968 and
dedicated to Dmitri Tsyganov, the first violinist of
the Beethoven Quartet, on the occasion of his
65th birthday, Shostakovich described the
Twelfth, of which he was justifiably proud, to its
dedicatee as a “symphony.” It received its
premiére in Moscow on 14 September 1968.

The Twelfth Quartet is formally cast in two
movements of unequal length; comprised of
several contrasting sections, the second
movement lasts considerably longer than the first.
The extended melodic “upbeat” in the cello
which opens the first movement, resolving from
tonal ambiguity to the stability of D-flat Major
(also from disjunct to conjunct motion), is a
series of twelve non-repeating pitches. Such
chromatically concentrated “tone rows” can be
heard frequently throughout the quartet; they act
chiefly as thematic motives in an overall tonal
context, not according to any rules of serial
technique. The interval of the perfect fourth
outlined in the opening “upbeat” also becomes a
pervasive motive. The main theme of the
movement, with its smoothly oscillating diatonic
ascent, is offset by a craggy waltz theme.

The isolated trills traded off vigorously among
the three upper strings and the simple
descending motive in the cello in the initial
“scherzo” section of the second movement
receive extensive development, often harrowing
in its dissonance and complexity. The tempo
eventually broadens into an elegiac Adagio. Its
plaintive cello monologue, interspersed with a
chorale of funereal dotted rhythms and mournful
minor seconds, places it among the composer’s
most tragic. A more animated central section,
introduced by pizzicato in the first violin, acts like
a development section for the entire quartet,
incorporating themes from the preceding “scherzo”
and Adagio as well as from the first movement,
before a brief reprise of the Adagio is heard,
followed by an abbreviated restatement of the
first movement themes. The concluding section
restores the tempo, the trills and the descending
motive of the initial “scherzo,” resolving all tonal
ambiguities firmly in the tonic key.
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Dmitri Shostakovich
Quartet No. 14 in F-sharp Major, Op. 142

Allegretto
Adagio ]

Allegretto

Quartet No. 13 in B-flat minor, Op. 138
Adagio
Doppio movimento

Tempo primo

INTERMISSION

Quartet No. I5 in E-flat minor, Op. 144

Elegy (Adagio)
Serenade (Adagio)
Intermezzo (Adagio)
Nocturne (Adagio)
Funeral March (Adagio molto)
Epilogue (Adagio)

J-attacca; without break

Large print programs are available upon request from your usher.
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NOTES ON THE PROGRAM

Laurel E. Fay

Quartet No. 14 in F-sharp Major, Op. 142
(1973)

Shortly after completion of his Fifteenth
Symphony in the summer of 1971, Shostakovich
suffered his second heart attack. His heart
improved, but his physical strength and mobility
deteriorated significantly. A year later, while in
hospital for kidney stones, a cyst was discovered
in his left lung and he began radiation treatments.
(The cause of Shostakovich’s death, in 1975, was
lung cancer). What bothered him considerably
more than his myriad disabilities and failing
health, however, was the creative dry spell that
they brought on; throughout his life the need for
the sustenance of composing was on a par with
his need for food. His mood improved markedly
in the spring of 1973, when the spell was finally
broken with the composition of his Fourteenth
Quartet.

Dedicated to the one remaining member of the
original Beethoven Quartet who had not yet
received individual recognition, the cellist Sergey
[Seryozha] Shirinsky, Shostakovich personalized
the dedication both by featuring his instrument
and by imbedding a quote from his Act IV of his
opera, Katerina Izmaylova, (“Seryozha, my fine
one”) in the last movement. (The same
quotation, incidentally, had already appeared in
the Eighth Quartet.) Additionally, in the opening
pizzicato motive of the last movement,
Shostakovich spelled out the musical equivalent
of the dedicatee’s name. The Fourteenth
Quartet was given its premiére in Leningrad on
12 November 1973.

The Fourteenth Quartet is in three movements,
the second and third played without pause. In
sharp contrast to his previous two quartets, in
the Fourteenth Shostakovich makes no use of
twelve-note writing. Chromaticism is present,
but its tonal contexts are more clearly defined;
the sound is more “traditional.” The cello
introduces both main themes in the sonata-form
first movement. The initial theme, with its
simple descending, then ascending sequences
reflects back to a more innocent, carefree past.

Cadenzas for the viola and later the cello lead to
a coda that brings the movement to a tranquil
conclusion. The opening theme of the second
movement is a fluid, expressive melody that
evolves over a long span; much of the
movement is in rarefied two-part texture. A
central episode presents a ravishing duet for
cello above the first violin. (Shostakovich
referred to this uncharacteristicly sentimental
departure as his “Italian bit.”) The final
movement contains crisp pointillistic
fragmentation of themes from both first and
second movements and concludes with an
extensive reprise of the themes, including the
“Italian” duet, from the slow movement.

Quartet No. 13 in B-flat minor, Op. 138
(1970)

The composition of the Violin Sonata (1968) and
the Fourteenth Symphony (1969) separate the
Twelfth from the Thirteenth Quartets, all of
these works in which the composer continued
to prune his expressive means and to explore
the possibilities of concentrated, twelve-note
thematic writing without employing any dogmatic
compositional system. In the Thirteenth
quartet, the only of his quartets cast in a single
movement, Shostakovich pursued the goal of
cyclic unity to a logical conclusion by casting the
work in a concise, symmetrical arch form in
which the main events of the first half find a
mirror reflection in the second.

Shostakovich dedicated his Thirteenth Quartet,
completed in August 1970, to Vadim Borisovsky,
as a belated present for his 70th birthday. Due
to ill health, the longtime violist of the Beethoven
Quartet by this time had already ceded his place
in the ensemble to his student Fyodor Druzhinin.
The quartet received its premiére in Leningrad
on |3 December 1970. The composer honored
its dedicatee by assigning the viola a prominent
role in the composition: the viola both opens
the work with a solo statement of the main
theme and, in a lengthy monologue accompanied
only by tapping of the bow on the belly of the
violin, brings the work to its final sonority.

Of all Shostakovich’s quartets the Thirteenth is
tonally the most ambiguous, in disposition the
most dark and desolate. Its form is divided into
five sections that can be graphically represented



as ABCBA; the elegiac opening and closing
sections (A) of the quartet are marked Adagio
while the central sections double the tempo.
The viela solo that opens the quartet sculpts a
twelve-note row into distinctive sequential
motives; the interval of the descending minor
second, prominent in so much of the composer's
late music, assumes special significance. As the
tempo quickens, tentative staccato repetitions in
the violin are transformed into violently struck
chordal dissonances before splintering among the
instruments. In the central section of the work
(€), the instruments flit in a macabre dance over
a pizzicato ostinato figure, eerily punctuated by
the hollow taps of bows on wood. The
recapitulation of the earlier sections is rounded
out by a coda for the viola that climbs gradually
to a final, harrowing crescendo for the three
upper instruments in unison on a stratospheric
B-flat. (The precedent for this unusual ending
can be found in the Fourteenth Symphony.)

Quartet No. 15 in E-flat minor, Op. 144
(1974)

Nowhere in his instrumental music is
Shostakovich's preoccupation with death more
evident than in his last quartet, the Fifteenth.
Completed in hospital in May 1974, the Fifteenth
was the first quartet since the Sixth (and one of a
total of only three) that Shostakovich did not
provide with a dedication, although the bleak
introspection of the quartet left no doubt in his
contemporaries’ minds that it was to be regarded
23 2 persenal requiem. Shestakovich, however,
dirdl mott @nd Iis composing career with the
Fificenth Quartet. Hard on its heels, in a burst of
areative aetivity, he produced the Suite om Verses
off Mirdheliamgelo Buemaneti and the Four Verses of
Capiaim Lesbyadiin im the summer of 1974. In the
2wt the Beethoven Quarrtet began rehearsing
e mexw quartet; the sudden deatth of cellist
Siestaikomiih’s degiision to cangign the premidre
1 tihe Taimeyey Quairtet, wio perfonmed it im
Lemiingrad @m 115 Niowesmiber 1974

Tt frirm off tihe: Fifieeniih Quarrtet is
unprecedemed. Al six of its movements,
prfemmred witihout 2 birezlk, aire muaiiked Adigio.
Tiihee @inlly comurast iim tempo iis prowiided by the
it et (Fumenall Mizncth), thougih,
sigmificamtdly, its tempo it owerr tivm thet of the

other movements. The consistency of tempo is
matched by a unity of key: the tonic key of E-flat
minor dominates the entire quartet. Within
these restraints, however, Shostakovich achieves
a maximum degree of variety and contrast. The
Elegy exemplifies the austerity and concentration
that prevails throughout. The mirror-like theme,
introduced fugally, is archaic in its simplicity. The
texture is modal and transparent, and the
dynamic level rarely rises above piano. The
opening of the second movement, Serenade, with
its harsh, overlapping crescendos and strident
dissonance, makes a terrifying contrast. It paves
the way for a fragmentary strains of a waltz
which fails to gain momentum before it is
suppressed by destructive forces.

The Intermezzo, with a cadenza-like flourish for
the violin over a sustained pedal in the cello acts
as a transition to the Nocturne. Here the warm,
lyrical melody played by muted viola is framed by
the gently undulating arpeggiations of violin and
cello. Toward the end, the intrusion of a dotted-
note rhythmic motive heralds the Funeral March,
where emphatic chordal reiteration of the
dotted motive alternates with impassioned
statements by individual instruments. With rapid
trilling effects, the Epilogue weaves together brief
reminiscences from the earlier movements into a
cyclic whole.
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ABOUT THE ARTISTS

Mikhail Kopelman (violin)
Andrei Abramenkov (violin)
Dmitri Shebalin (viola)
Valentin Berlinsky (cello)

The Borodin String Quartet is unquestionably one
of the few great string quartets of the last 50
years. They regularly play to capacity houses on
extensive tours outside their native Russia,
whether performing the central quartet
repertoire (they are currently working through
the Beethoven cycle), established Russian
masterpieces (Borodin, Tchaikovsky,
Shostakovich, Prokofiev), or the works of
contemporary colleagues such as Alfred Schnittke,
whose First Quartet was written for them.

Emerging from the Moscow Conservatory
immediately after World War Il, and known
initially as the Moscow Philharmonic Quartet,
they were to take the name Borodin Quartet in
1955. The father of Dmitri Shebalin, (a founder-
member of the Quartet with Valentin Berlinsky),
was the composer Vissarion Shebalin. He was a
close friend of Shostakovich, who taught at the
Conservatory. Before their public debut in 1945,
the Quartet played Shostakovich's First Quartet
there under the composer’s supervision.

Shostakovich’s Quartets were all premiéred by
the Beethoven Quartet, (friends and former
fellow students of the composer). However, as

each new work emerged, it would be studied by
the younger Quartet and played through with
Shostakovich before they performed it
themselves in public. Their early association with
one of the most important composers for the
medium has certainly played a part in making the
Borodin Quartet’s performances so significant in
concert life today. This has been especially
apparent from their performance of the complete
Shostakovich cycle.

Throughout the 1950s and 1960s the Borodin
Quartet established themselves as one of the
most respected ensembles in the Soviet Union,
and became legendary in the West through the
emergence of recordings which quickly acquired
classic status. They have always worked
regularly with many of their most celebrated
compatriots, including Rostropovich, Gutman,
Bashmet, Virsaladze and Richter.

Since the middle of the 1970s, when the two
original members were joined by a new leader
and second violin, Mikhail Kopelman and Andrei
Abramenkoy, their reputation worldwide has
continued to flourish with concert tours in many
countries which continue today. In the 1980s
new recordings appeared on HMV/Melodiya,
including a complete Shostakovich cycle.

From | November 1990 the Borodin Quartet
took up their posts as Artists-in-Residence at
Aldeburgh. The quartet will play a prominent
part in the year-round concert programme of
the Aldeburgh Foundation, centered on the
Snape Maltings Concert Hall, and will maintain a
close association with the Britten-Pears School
for Advanced Musical Studies, coaching the
individuals and ensembles from throughout the
world who attend the courses at Snape.
Although the Quartet will keep their Russian
citizenship and their homes in Moscow, the
members and their families have second homes
in Aldeburgh which will provide a base for their
international touring activities, which include,
over the next few seasons, visits to every
continent.

Since 1988, the Borodin Quartet have enjoyed
an exclusive relationship with the enterprising
Virgin Classics company, for whom a complete
recorded Beethoven cycle is well under way.



Much of the Quartet's repertoire will be
recorded at the Snape Maltings Concert Hall.

Mikhail Samuilovich Kopelman

Mikhail Kepelman, born into a tailor’s family in
1947 in the Ukrainian city of Uzhgorod, began
learning the violin when six years old, and
subsequently went on to study in Moscow from
1960 with Yankelevich and Glezarov. In 1973,
the year of his graduation from the Moscow
Conservatory, he won second prize at the
International Thibaud Competition in Paris. That
same year he joined the Bolshoi Theatre
Philharmonic Orchestra. In 1976 he was invited
to become a member of the Borodin String
Quartet. Since 1981, Mikhail Kopelman has been
active at the Moscow Conservatory, specializing
in quartet tuiton.

Andrei Fedotovich Abramenkov

Andrrei Abramenkov was born in Mescow in
1935. His background was very musical; his father
played the viok in the Bolshei Theatre Orchestra,
Iniis motherr was a trained pianist, and as a boy he
fiirst sang 2s 2 treblk in the Bolshoi Theatre Choir.
In 1942 he entered the Central Music School
studlyiing the viiliim witth Yankelevich. Four years
Intteir I wemit on to study 2t the Moscow
Conseirvanorny wikh Sibor and Mostras. In 1956,
e wes 2 pirize-winmnesr 2t the 2il-Soviet
Comipetition. Wiille stifll 2 student at the
Comsimvatainy, e wes invited t jiin the Moscow
Chemibesr Ordhestra under the leadirship of
Rurdielff Bairsihrii, witth wihom he pleyed for
seweimieein yeans. Since 11974, Andirei Albramenkaow
thess tbreim 2 mrmiberr of the Berodim Quairtet.

Dxeeiitrii Wissariomevich Shelbalin

Dremisrii Sredbediim wiess teirm iim Mioseom iim 1330,
ke wenit 1o sty 2t e Ceturall Miusic Sdhoel im
Mroarww ait tihe 2ge off seweim aimd oin gradivatiing
fiiom tiere went on 1o studly comdueting 2t the
IMieseiw Conmsirvatwiny, aradiuaing iim 1347.

I hreanme 2 memiber of the Boredim Stting
Queirtestiim 1954; 2md iim 2didiiion to s emammous
T RS wilth tthe Quaintess, e hes heam
teaaititgim e Mioscow Comseivateny for
omeniyyie yeans.

s wiffe i 2l 2 prioifessiomall vidist amd plhys
witth tihee Russinm Mimismmy off Culvne Qralhestie

under Gennadi Rozhdestvensky, and his son,
Fyodor, studies the violin at the Central Music
School in Moscow.

Valentin Alexandrovich Berlinsky

Born in 1925 in Irkutsk, Valentin Berlinsky began
studying music at the age of seven with his
father, who was a violinist, but the lessons did
not last very long. Only when he was thirteen
did he start again when he took up the cello. He
went on to study at the Central Music School in
Moscow graduating in 1941 and subsequently
went on to the Moscow Conservatory studying
in KozolunoV's class, finally graduating from
there in 1946. In the year he started playing in a
quartet known then as the Moscow
Philharmonic Quartet which then became the
Borodin String Quartet. He also began teaching,
firstly in a music school (cello and quartet
classes), then in the Gnesin Musical Pedagogical
Institute in Moscow, where he still teaches to
this day.

His wife is a retired lawyer and he has two
children, Viktor and Ludmilla.



EXTRACTS FROM
SHOSTAKOVICH:
A LIFE REMEMBERED

by Elizabeth Wilson
reproduced with kind permission of Faber and Faber Ltd.

Mstislav Rostropovich

Cellist

| got to know the whole Shostakovich family
very closely after winning the All-Union
Competition. In the winter of 1945/46, as a
result of my first prize, | was given the
opportunity to go to the lvanovo “House of
Creativity and Rest.” A very interesting group of
people gathered there at
the time, including
Shostakovich, Prokofiey,
and Khachaturian.
Shostakovich’s young son,
Maxim used to run up and
down the corridors
shouting and screaming, and
| think that Prokofiev was
longing to box his ears. He
used to slink out of his
room, and hiss: “Can’t you
be a bit quieter?” | played
charades with Maxim,
which made us very happy.
We went skiing. And on
one occasion | got soaked
through to the skin. It was
there that Dmitri
Dmitriyevich subsidised my
first concert dress, a dinner
jacket which we bought in a second-hand
commission shop in the town of Ivanovo. He
gave me a thousand roubles towards this
purchase. The Ivanovo retreat lay outside the
town, and we were taken into town by horse-
drawn sleigh. After we had acquired the dinner
jacket, Dmitri Dmitriyevich decided we must
celebrate and we went to the booths in a small
market where Dmitri Dmitriyevich selected
some “moonshine” liquor to wash down our
purchase. The bottle had a piece of paper stuck
down its neck serving as a stopper. On our
return we went downstairs to the dining room
where there was always some pickled cabbage
available. Dmitri Dmitriyevich opened the bottle
of moonshine. | was only |8 at the time, and not

Mistislav Rostropovich

too experienced. We immediately threw back a
glass of the stuff. | have to say that in all my life |
have never tasted anything so terrible. | nearly
fainted. And Dmitri Dmitriyevich’s face went
into complete convulsions. He said, “You
understand, Slava, the woman, the woman who
sold us this bottle, but she had a face with such a
noble aspect! That’s why | bought it from her,
she had such a noble face. And to think she
could sell us such a thing. How dishonourable!”

Mikhail Meyerovich

Composer

| learned a lot from Shostakovich. Being in his
company meant always learning something. He
radiated a kind of charm |
can’t describe. He was
exaggeratedly polite, and
made an effort never to
hurt people’s feelings. He
was always the first to greet
you. His conversation was
very mundane, even
intentionally so. He was
not like a great thinker
pronouncing on every

* subject. But in that

~ mundane conversation,

learn. We once played
through Mahler’s Fourth
Symphony on the piano
four hands. Suddenly he
stopped and said, “what a
marvelous passage this is.”
He showed me why it was wonderful, and we
played it over again. Without him | might never
have noticed that passage.

It is said that Isaac Babel, the great writer, once
met Shostakovich when he was a youth. Babel
didn’t know who Shostakovich was, but he had
an intuitive understanding of people. Apparently
he wrote that he had just met a2 young man who
had a hypnotic effect on people. | also
experienced this quality in Shostakovich as a
positive influence. Once | came to see him. |
was depressed for some reason, everything had
been going wrong for me. | left him a different
person. | suddenly saw what | should do to
improve my affairs. Shostakovich had this effect



on many people. His presence was calming; it
was enough to boost your self-confidence.

Shostakovich never scolded his pupils in class,
although he sometimes made fun of them. He
had pupils of all kinds, including ones that were
ignorant or without talent. He treated them
with a gentle irony, but he never said a harsh
word to them. Somehow he was able to affect
them is such a way that even the most hopeless
of them began to soar a little. They didn’t fly
high, but they produced music to the best of
their ability.

All Shostakovich’s pupils imitated him, even in his
mannerisms. You could tell a Shostakovich pupil a
mile off; they all wore glasses, both those who
needed them and those who didn’t. They imitated
his jerky movements and stuttering manner of
speech. They all seemed to look like him.

Yury Lyubimov

Theatre Director

After 1948 Shostakovich was dismissed from
teaching posts in two conservatoires—in
Moscow and in Leningrad. His pupils were
forced to repent of having studied under a
formalist. Undoubtedly, despite his wit and irony
Shostakovich was deeply hurt. He realised it was
in the nature of the time for children to
denounce their parents, let alone pupils their
teacher; but all the same he was hurt.

People close to him told me that he used to carry
a briefcase with a change of underwear and a
toothbrush in constant expectation of arrest.
Many people did that. Itis also recounted how he
waited for his arrest at night out on the landing by
the lift, so that at least his family wouldn’t be
disturbed if they came to get him. Many people
went into hiding and survived. But Shostakovich
never got over the trauma of those days.

For all his nervousness assumed the character of
panic, a kind of conditioned reflex. He used to
say, “I'd sign anything even if they hand it to me
upside down. All | want is to be left alone.: |
think he was only pretending he didn’t care. He
knew what it implied when he signed such letters
and deep down he suffered. Perhaps he was
afraid for his family, especially for his son whom
he dearly loved. He was always ready to admit
his “mistakes,” but | think that this was done

cynically and in cold blood. —"Yes, yes, yes, I've
been wrong. Of course, I'll write an operetta
which the People will easily understand.” —
Akhmatova took the same line when talking to
foreigners. Zoshchenko, however, tried to justify
himself, “on the other hand....but on the other...”,
and he was punished for it. Because he sought
rational explanations, he was not allowed to exist
as an artist. On the other hand, Akhmatova was
able to keep going after a fashion.

Shostakovich, however, was a man with
exposed nerves and a keen perception. The
fact that he was more vulnerable and receptive
than other people was no doubt an important
feature of his genius.

Zoya Tomashevskaya

Architect

Dmitri Dmitriyevich would sometimes phone
[Zoshchenko] up, and in his tragic quick-voiced
patter ask him to come by immediately to see
him — “I need to talk.” Mikhail Mikhailovich
would go. Dmitri Dmitriyevich would sit him
down in an armchair, and then starts to pace up
and down the room in a frenzy. Gradually he
would calm down, and finally, soothed and radiant,
would say to Zoshchenko in a tired voice, “Thank
you, thank you dear friend, | so much needed that
talk with you.”

Edison Denisov

Composer

| see Shostakovich's importance on many levels,
and this includes all the oblique contradictions
which in fact make up the true essence of his
nature and evolution. Shostakovich was full of
paradox. He was very nervous by nature; he
never sat still, and while speaking he usually
paced up and down. When he was silent, he
might sit in a comfortable chair, but then he was
always fiddling with something — his hands were
always in motion.

Once | came to see him and found him sitting at
a table writing furiously. He asked me to wait till
he had finished. Soon he completed the score
he was writing. Then he took it and tore it up
into tiny shreds and threw them into the waste-
paper basket. | was dumbfounded: “But Dmitri
Dmitriyevich, that was your score....” He
answered “Well, I'm finding it hard to compose,



it just won’t come to me, and I'm not used to
sitting about without working, so I've decided to
orchestrate all Rimsky-Korsakov’s Romances.
I've got the complete volume of his songs and |
orchestrate them one by one. As soon as I've
finished doing one, | tear it up and threw it into
the wastebin.”

Dmitri Dmitriyevich manifested an inner nervous
agitation, whereby the work process always
functioned whether or not he was able to
compose music. This was a feature of his highly
strung personality.

Sofia Gubaidulina
Composer

The figure of Shostakovich
is the most important
figure for people of my
generation, not only in
terms of his music, but of
his personality. We grew
up at a time when
everything around us
became one unending
question. We were
obsessed with asking
questions, because at the
time there was a complete
absence of information
about everything from
politics to art. The crude

attacks on literature and A\ A VA/N ML
music that appeared in our - Gennadi Rozhdestvensky

press were utterly

bewildering. One day you're in love with a story
by Zoshchenko or a poem by Akhmatova; then
suddenly these writers were proclaimed to be
“bad” and “terrible.” Their works were

aggressively attacked in all the major newspapers.

It’s difficult now to imagine what a young person
felt in such a situation. Suppose that you are 14 or
|5 years old, you discover with delight a particular
work by Shostakovich, and suddenly it turns out
that this work is suspect, even dangerous. You are
left with a suspended question, and there is no
answer to be had anywhere.

My personal acquaintance with Dmitri
Dmitriyevich could never be close because of

our age difference. My own teacher, Peiko had
been Shostakovich’s assistant at the Moscow
Conservatory, and they retained a close
friendship after Shostakovich. was dismissed from
his Professorship. Peiko introduced me to the
circles in which he moved. | used to visit
Shebalin, and we played four-hand music on the
piano. | met Dmitri Dmitriyevich on several
occasions and | hung on to his every word.
When | was in my fifth year at the Conservatory,
Peiko took me to see Shostakovich so that |
could show him a youthful Symphony that | was
working on. He listened to it, and made some
remarks, generally praising
he music. But what struck
me most was his parting
phrase — “Be yourself.
Don’t be afraid of being
ourself. My wish for you is
that you should continue on
your own, incorrect way.”

One phrase said to a young
person at the right moment
can affect the rest of his life.
. | am infinitely grateful to

{ Shostakovich for those
words. | needed them at
that moment, and felt
fortified by them to such an
extent that | feared nothing,
# any failure or criticism just
washed off my back, and |
was indeed able to pursue
my own path.

Shostakovich’s sensitivity to a musical
phenomenon which lay outside his own sphere
stemmed from his own vulnerability and
experience. In this instance it allowed him to
sense my pain. Despite his outward irony, and
his manner of expressing himself in paradoxes,
he felt and understood the suffering that
Russians are doomed to endure, and the manner
in which it defines their behaviour and
relationships. In this way Shostakovich belongs
to the Russian humanitarian tradition.

Gennadi Rozhdestvensky

Conductor

This [1974] production of The Nose was the first
to take place in Russia since the original Leningrad



staging in 1930, Dmitri Dmitriyevich attended
almost all the rehearsals at the underground
theatre at Sokol where the Moscow Chamber
Theatre has its home. He was by then very ill,
and his arms and hands hardly functioned. He
would sit in the stalls, completely absorbed in
following the singers, mouthing their every note
and word, | remember how during the Epilogue,
when Kovalyov reappears with his nose in place
and everything, so it seems, is once again in
order, the singers and the words, “Dushechka,
Raskrasotochka.,” Dmitri Dmitriyevich shouted
out from the stalls, *Not dushechka, but
dushenka, that's how it is in Gogol.”

Seme extraordinary things happened during this
rehearsal period. For instance, once Dmitri
Dmitriyevich stopped me after the orchestral
entracte and asked, “Why did the harpist play a
stopped note instead of the natural harmenic
that was written?” | couldn’t believe my ears —
this was in the middle of a loud full tutti section,
where it was hard to distinguish any detail. |
approached the harpist and asked her what she
had plhyed. She replied, “Excuse me, | played a
stopped note at ordinary pitch instead of the
harmonic mariked in my part”

Shostakovich: A Life Remembered,

by Blizabeth Wilson, will be published later
thiis year by Faber and Faber in England and
by Primceton University Press in the United
States.

%

ABOUT THE EXHIBITIONS

ARCHIVE AND AVANT-GARDE:
TWO EXHIBITIONS

Rackham West Gallery
Curated by Erika Wolf

Archive and Avant-Garde: Two Exhibitions
offers the public a rare view of Shostakovich’s
life in the context of the cultural milieu which
shaped it. The display is composed of two parts:

PART | - ARCHIVE

Dmitri Shostakovich:

Pages From His Life and Work

This exhibition presents an array of materials
and photographs from the Moscow archive of
Manashir Yakubov, who has been collecting
Shostakovich memorabilia for over a decade.
For this exhibition, Yakubov has selected some
of the more precious and unusual items from
his vast archive of photographs, caricatures,
scores, posters, and publications. The materials
on display include: a manuscript fragment of a
piano piece the composer wrote when he was
13; the program from the Bolshoi Theater's
notorious production of Lady MacBeth of
Misensk, attended by Stalin in 1936; the proofs
of a censored book about the 7th Symphony;
secret satirical works written in the thirties;
and a letter from Pasternak sent in support of
Shostakovich after the 1948 Zhdanov decrees.
The exhibition also indudes a selection of
photographs which feature the composer and
other leading musicians of his day, induding the
Borodin String Quartet, Mstiskav Rostropavidh,
and Sviatoskaw Ridhter.

The documents sellected not anly illlustrate the
exuraordinarny events of Shostalkavidh’s liffe bt
show tihe particulr conditions in wihidh Soviet
miusiic had to exist under the tyrammy of the
Soviiet regime.

PART lil - AVANT-GARDE

Russizin Avant-Garde Sheet Music Design
T colleirfiull emsemiblie off sheet music covers



reveals the diversity of Soviet visual and
musical culture of the 1920s. The exhibition
includes graphic designs by well known artists,
such as Aristarkh Lentulov, Kasimir Malevich,
and Piotr Miturich, as well as works of great
creativity by lesser-known and anonymous
artists. The covers reflect a wide range of
avant-garde visual styles, including Cubism,
Futurism, Suprematism, and Constructivism.
The music itself ranges from popular music hall
songs to folk music to avant-garde
compositions by Artur Lurie, Nikolai Roslavets,
and Igor Stravinsky. State-published agitational
propaganda music is juxtaposed with privately
published songs with decadent themes from
the New Economic Policy. The subjects
depicted in the graphics also shed light on the
diverse cultural currents of the period.
Conventional Soviet themes of sport, industrial
technology, and revolutionary history are
contrasted with Americana ranging from Mary
Pickford to Ford automobiles. The covers also
reflect the birth of Soviet jazz during the 1920s
and the vogue for African-American culture
which accompanied it. These works are on
loan from the comprehensive private collection
of Russian and Soviet sheet music of the Helix
Art Center in San Diego, California.

SOCIALIST REALISM:
TWENTIETH CENTURY
PAINTINGS FROM

THE SOVIET UNION

MUSEUM OF ART

The shape and style of the new socialist culture
was hotly debated in the early years of the
Soviet Union. During the 1920s a struggle
erupted between traditional studio painters
and avant-garde artists, many of whom rejected
traditional art and easel painting as a corrupt
bourgeois cultural form. While avant-garde
artists such as Tatlin, Popova, or Malevich are
better known in the West, realism became the
dominant Soviet style at an early date.

The Soviet government was the main patron
of the arts after the revolution and it
increasingly favored artists working in the
realist styles. In the new socialist state, fine

art was no longer meant for an elite but was
intended to reach all members of the
collective. Art’s function was to provide
society with educational and uplifting images
and symbols. More accessible to workers and
peasants, realist art was thought to be best
suite to this task.

The term “Socialist Realism” was already in
use by 1932, but it was not until 1934 that it
was established as the only suitable mode for
Soviet art and literature. At the First
Congress of the Writer’s Union in 1934
which instituted the doctrine, Andrei
Zhdanov defined Socialist Realism as the
“true and historically concrete depiction of
reality in its revolutionary development
(aimed at) educating the workers in the spirit
of Communism.” The paintings exhibited
here date from the early years of Socialist
Realism, when the major theme of Soviet art
was the industrial, agricultural, and cultural
transformation of life in the Soviet Union.
The works on display here have been lent by .
the Elvehjem Museum of Art at the University
of Wisconsin, Madison, They are part of a
larger collection assembled by Joseph E.
Davies, American ambassador to the Soviet
Union from 1936 to 1938. Fascinated with the
vitality and subject matter of paintings which he
saw in Moscow, Ambassador Davies decided to
assemble a representative collection of Soviet
art with the distinct purpose of making it
available for the American public. In 1937
Davies donated this collection the the
University of Wisconsin, where it has survived
as a unique legacy of Soviet culture in the
1930s. %
o
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ABOUT THE COLLABORATION

SHOSTAKOVICH: THE MAN AND HIS AGE
1906-1975
WAS MADE POSSIBLE THROUGH THE
COLLABORATIVE EFFORT OF THE FOLLOWING
UNIVERSITY OF MICHIGAN DEPARTMENTS AND
THEIR SPONSORS:

University Musical Society

Now entering its | | 5th season, The University
Musical Society of the University of Michigan
(UMS) is one of the oldest continuing
performing arts presenters ranking with
Carnegie Hall, Lincoln Center, Boston’s
Celebrity Series, and the Washington
Performing Arts Society at Kennedy Center as
among the finest presenters of music in the
country. The UMS hosts approximately 50
concerts each season of the world’s most
acclaimed chamber ensembles, recitalists,
symphony orchestras, opera, and world music
ensembles as well as popular attractions,
dance, and the theatrical arts. Although it is
proudly affiliated with the University of
Michigan and is housed on the Ann Arbor
campus, the UMS is a separate not-for-profit
organization, which supports itself from ticket
sales, contributions, and endowment income.

Concerts Sponsored by:

DWARD
ROVELL

CO./REALTORS

/é\}—
Supported by the Michigan Council for Arts and Cultural Affairs

Center for Russian and

East European Studies

The Center for Russian and East European
Studies (CREES) is one of the nation’s leading
institutes for interdisciplinary analysis of
Russian and East European affairs — past and
present. With a sixty-member core faculty
from the University’s colleges and professional
schools, CREES offers over 100 courses per
year on Eastern Europe and the countries of

the former Soviet Union, and offers
interdisciplinary B.A. and M.A. degrees.

Department of Slavic Languages

and Literatures

The Department of Slavic Languages and
Literatures offers a wide range of
undergraduate and graduate courses in Russian
language, literature, and linguistics, as well as
interdisciplinary courses examining Russian and
Slavic culture, including art, folklore, music,
theatre, and film. Training is also provided in
Armenian, Czech, Macedonian, Polish, Serbo-
Croatian, and Ukrainian by the Department’s
fourteen-member faculty.

Conference Sponsored by:

Center for Russian and East European Studies,
Department of Slavic Languages and Literatures,
Copernicus Endowment, Horace Rackham School of
Graduate Studies, Institute for Social Research,
International Research and Exchanges Board,
Michigan Humanities Council, National Endowment
for the Humanities, Office of the Vice President for
Research, University Museum of Art, University
Musical Society

Ry MOHGAN

s HUMANITIES
"% COUNCIL

Individual Conference donors:

Kathleen Charla, Comerica Inc., Robert Donia,
Warren Dwyer, Bruce and Cheryl Elliot, Zvi
Gitelman, Robert and Linda Gorlin, Rita and Peter
Heydon of The Mosaic Foundation, Arthur and
Georgia Herold, Joan Lowenstein and Jonathan Trobe,
John Martell, Don McDonald, Alfred Meyer, Marysia
Ostafin and George Smillie, Donna Parmelee, Millard
Pryor, Sally and Phil Sanfield, Ned Shure, Fred and Pat
Shure, Robert Slusser, Helmut Stern, Howard Topcik,
The Samuel L. Westerman Foundation, and
Zingerman's Bake House.

Museum of Art

The University of Michigan Museum of Art
houses a rich permanent collection with
representative holdings from both the Western
and Asian traditions. In addition to its permanent
collection, the Museum offers a changing series of
special exhibitions, family programs, chamber
concerts, and a full complement of interpretive
programs.

NV
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Youth Program

More than 25,000 school children have attended
UMS concerts as part of the UMS Youth Program,
which began in 1990 with special one-hour
performances for local fourth graders of Puccini’s
La Bohéme by the New York City Opera National
Company.

Now in its fifth year under the Education
Department, the UMS Youth Program continues

to expand, with a performance by the Stratford
Festival for high school students, two fourth-grade
opera performances, a dance program tailored for
sixth- through eighth-graders and discounted tickets
to virtually every concert in the UMS season.

The Stratford Festival residency included many
workshops and seminars on the U-M campus, as
well as a special full-length performance of
Shakespeare’s A Midsummer Night’s Dream for
high school students on Friday, November 19, 1993.

The New York City Opera National Company’s
one-hour performance of Puccini’s Madama
Butterfly for fourth graders will be held Thursday,
March 3, 1994.

The African-American Dance Troupe, Urban Bush
Women, will present a performance for sixth-
through eighth-graders combining elements of the
African origins of popular social dance with the
African-American singing traditions and vocaliza-
tion styles, followed by a question and answer
session. The Youth Dance Performance will be held
in the Power Center on Thursday, March 10, 1994.

Discounted tickets are also available as part of the
Youth Program to encourage students to attend
concerts with their teachers as a part of the regular
curriculum. Parents and teachers are encouraged to
organize student groups to attend any UMS events,
and the UMS Youth Program Coordinator will work
with you to personalize the students’ concert
experience, which often includes meeting the artists
after the performance. Although only in its fifth
year, the UMS Youth Program has been widely
praised for its innovative programs and continued
success in bringing students to the performing arts
at affordable prices. To learn more about how you
can take advantage of the various programs offered,
call Education Coordinator Helen Siedel at
313.936.0430.

Underwriters of the Youth Program for the 1993/94
season are ERIM, the Benard L. Maas Foundation,
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Member, Custom Tailors and Designers
Association of Americas
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The Alternative Schools
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Elementary Middle School
K-5 6-8

5425 Scio Church Road ¢ Ann Arbor, Ml 48103
313/665-5662
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Lee Ann King, Director
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1994 Winter Season of Performances and
Philips Educational Presentations Schedule

Trio Tchaikovsky

Works by Mozart, Shostakovich
& Smetana

Saturday, January 15, 8 p.M.
Rackham Auditorium

Borodin String Quartet’
Shostakovich String Quartet Cycle
Tuesday-Saturday, January
25-29, 8 .M.

Rackham Auditorium/U-M
Museum of Art

Made possible by a gift from
Edward Surovell Co./Realtors
‘Free Philips Educational Presenta-
tion: Dr. Laurel Fay, Shostakovich
biographer, Shostakovich: His Life &
Times. Jan. 25, 7 p.M., Rackham. Also
call for information on free films and
talks at SKR Classical.

Moscow Virtuosi,

Vladimir Spivakov,
conductor/violinist

Works by Haydn, Shchedrin,
Shostakovich & Peirt

Thursday, February 3, 8 p.m.
Rackham Auditorium

Made possible by a gift from Curtin
and Alf

Hungarian State Folk Ensemble
Friday, February, 11, 8 p.m.
Power Center

Pilar Rioja and Company"
Dance from the Spanish Flamenco
Tradition

Saturday, February 12, 8 p.m.
Power Center

‘Free Philips Educational
Presentation: Flamenco Dance
Workshop with Maria del Carmen.
A 60-90 minute demonstration/
workshop about the art of flamenco
dance. For all levels. Sunday,
February 6, 2:30-4 p.M., Power
Center Rehearsal Room.

James Galway, flutist’
Christopher O’Riley, pianist
Works by Doppler, Fauré, Mozart,
Saint-Saéns & Widor

Sunday, February 13, 4 p.m.

Hill Auditorium

‘Free Philips Educational
Presentation: Penelope Fischer,
President, National Flute Association

and Director, Ann Arbor School for the
Performing Arts. The Galway
Phenomenon. 3 p.m., Rackham

Amphitheatre.

Lincoln Center Jazz Orchestra’
Works by composers including Count
Basie, Duke Ellington, Thelonius
Monk & Jelly Roll Morton in a
multi-media presentation.

Tuesday, February 15, 8 p.m.

Hill Auditorium

Presented in conjunction with the
U-M office of Major Events (MEO)
‘Free Philips Educational Presenta-
tion: Jeffrey Magee, Executive Editor
of MUSA and Adjunct Asst. Professor
of Music. Great American Compos-
ers featured on LCJO’s Program.

7 .M., Rackham East Lecture Room.

New York City Opera National
Company”®

Puccini’s Madama Butterfly
Tuesday, March 1, 7 p.m. (Family
Show)

Thursday-Friday, March 3-4, 8 p.m.
Saturday, March 5, 2 p.M.

Power Center

Made possible by a gift from Joe
O’Neal and O’Neal Construction
‘Free Philips Educational
Presentation: Julie Jafee Nagel,
Ph.D. Butterflies: Understanding
Stage Fright. Friday, 7 p.M.,
Rackham West Conference.

Chicago Symphony Orchestra’
Kenneth Jean, conductor

Philip Sabransky, pianist

Works by Respighi, Grieg & Debussy
Tuesday, March 8, 8 p.M.

Hill Auditorium

Made possible by a gift from Jacobson’s
‘Free Philips Educational
Presentation: Joe Laibman, composer
and co-owner of L & S Music. The
Ocean in Music 7 p.m., Rackham.

Urban Bush Women'

Friday, March 11, 8 p.m.

Power Center

This project is supported by Arts Midwest
members and friends in partnership with
Dance on Tour, the National Endowment
Jor the Arts, and the Michigan Council
for Arts and Cultural Affairs. Also made
possible by McKinley Associates, Inc.

‘Free Philips Educational
Presentation: Community Sing.

Join with the members of UBW

in learning and singing folk songs
from Africa and the Caribbean.

For all ages. Wednesday, March 9,
7:30 p.M., Michigan Union Ballroom.

Kronos String Quartet
Hermeto Pascoal et Grupo
“Sing Sing: J. Edgar Hoover”
by U-M’s Michael Daugherty*
& works by Franghiz Ali-Zadeh’,
H. M. Gorecki®, John Oswald*
& Hermeto Pascoal’
Saturday, March 12, 8 p.m.
Rackham Auditorium

‘Works written for the Kronos
String Quartet

Moscow Philharmonic
Vassily Sinaisky, conductor
Gil Shaham, violinist

Works by Glinka, Tchaikovsky,
& Stravinsky

Friday, March 18, 8 p.M.

Hill Auditorium

‘Free Philips Educational
Presentation: Michael Daugherty,
U-M Professor of Composition.
7 p.M., Rackham.

U-M School of Music Faculty
Artists Concert

Works by Boccherini, Mozart,
Ponchielli, & Saint-Saéns
Sunday, March 20, 4 p.M.
Rackham Auditorium

Guitar Summit®

Pepe Romero, Leo Kottke,

Joe Pass, Paco Pena

Monday, March 21, 8 p.M.
Rackham Auditorium

Made possible by a gift from
Regency Travel

‘Free Philips Educational
Presentation: Herb David of Herb
David Guitar Studio. The Variety of
Guitar Styles heard on Tonight’s
Program. 7 p.M., Rackham East
Lecture Room.

Murray Perahia, pianist
Works by Brahms, Chopin &
Beethoven

Wednesday, March 23, 8 p.M.
Hill Auditorium



Emerson String Quartet’
Quartets by Beethoven & Ives
Friday, March 25, 8 p.M.
Rackham Auditorium

‘Free Philips Educational
Presentation: Steven Moore
Whiting, Assistant Professor of
Music History and Musicology,
U-M. From Alpha to Omega:
the Continuity of Beethoven’s
Technique. 7 p.M., Rackham East
Lecture Room.

Joshua Bell, violinist

Works by Beethoven, Corigliano,
Handel, Sarasate & Tchaikovsky
Tuesday, April 5, 8 p.M.
Rackham Auditorium

Detroit Symphony Orchestra’
Neeme Jarvi, conductor
University Choral Union

Thomas Sheets, music director
Famous opera choruses

Sunday, April 17, 4 p.M.

Hill Auditorium

‘Free Philips Educational
Presentation: The Role of the
Chorus in Opera. 3 p.M., Rackham.

Beaux Arts Trio

Works by Beethoven, Mendelssohn
& Baker

Monday, April 18, 8 p.m.
Rackham Auditorium

In honor of Norman Herbert by the
members of the UMS Board of
Directors

Dresden Staatskapelle’
Giuseppe Sinopoli, conductor
Works by Beethoven, Schumann,
& Wagner

Thursday, April 21, 8 p.m.

Hill Auditorium

‘Free Philips Educational
Presentation: Jim Leonard,
Manager, SKR Classical. Diary
of a Madman: Schumann’s Second
Symphony. 7 p.M., Rackham
Amphitheatre.

101st Ann Arbor
May Festival
Thursday, May 12 —
Saturday, May 14, 1994

FORMAL WEAR

WEDDING
SEECIALISTS

MARTY'S

MENSWEAR
& FORMALWEAR

310 S. State St.
Ann Arbor
668-6338 « 668-6023

Birmingham

410 N. Fourth Ave. e
e Rochester e

Furniture designed for homes,
not museuns.

Ann Arbor
Grand Rapids

e 668-4688
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Group Tickets
G- — —| It’s easy to impress your group when you take
@ _M U S I C __| them to a UMS event! No matter what your
group — company, family, club, religious
_71 5 N O RTH ~| congregation — the University Musical Society
"U N IV€ RSITY =] has an event to make you smile. And when you

purchase your tickets through the UMS Group
Sales Office, you’ll be smiling all the way to the
bank, with terrific discounts available for nearly

Compact Discs and Tapes every performance:
Special Orders Welcome B Adult Groups of 20 to 46 receive a 15%
discount per ticket and 1 complimentary ticket
10-8 ® Adult Groups of 47 or more receive a 20%
= discount per ticket and 2 complimentary tickets
Monday-Satu r day m For select performances, adult groups of 20 or

more and student or senior groups of 10 or more
receive a 25% discount per ticket and 1

1-5 complimentary ticket
Sunday m Senior groups (65+) of 10 or more receive a
20% discount per ticket and 2 complimentary
tickets.
(313) 769-9960 m College Student Groups of 10 or more

receive a 20% discount per ticket and 2
complimentary tickets.

Just Shut The Door And Go

Allison Hale and Marjorie
Tompkins can’t talk right
now - - they’re off to a
Musical Society program.
The heated Glacier Hills
bus can take them to the
performance with door
to door service. If you'd
like information about a
more carefree lifestyle,
call 769-6410 for a color
brochure.

a) Glacier Hills Retirement Center 1200 Earhart Road Ann Arbor, MI 48105
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Your Group Sales representative offers many
benefits to your group including block seating,
free promotional materials, assistance with
group dining arrangements, free bus parking,
Philips Educational Presentations, and more.
During its four-year history, the UMS Groups
Sales Program has brought more than 500
groups numbering over 10,000 people to UMS
performances at Hill Auditorium, Rackham
Auditorium, and the Power Center. Estimated
Savings: $45,000. Now that’s a discount!

For information, call your UMS Group Sales
Coordinator at (313) 763-3100.

Before buying, selling, appraising,
cleaning, or repairing your
Oriental rug, check with

Porsian

HOUSE OF IMPORTS
Since 1972
Over 30 years experience
320 E. Liberty ® 769-8555

A QUALITY REAL ESTATE FIRM IS
LIKE A FINE CONCERT HALL

It's a product of vision, experience,
dedication, and careful attention to detail.

Reinhart

the Charles Reinhart Company Realtors
ian

The University of Michigan Hill Auditorium

BenefitSource, Inc.

230 Huron View Blvd.
Ann Arbor, MI 48103
(313) 994-4445

Steven Friend
Tom Huntzicker

Larry Cohn

Our clients throughout Southeast Michigan are singing a happy tune
by providing their employees with cost effective Flexible Benefit Plans.
Call us if you want to hum along.
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® The quickest, most convenient route to the heart of
Detroit and Windsor.

® Your connection to great shopping, dining and
entertainment.

¢ Currency exchange booths located at both sides of the
border.

® Visit our Duty Free Shop located to your right, after the
toll booth.

The law firm of

Miller, Canfield, Paddock and Stone

and
our Ann Arbor partners salute the

University Musical Society

Gary A. Bruder Robert E. Gilbert Susan H. Patton
Edmond F. DeVine Allyn D. Kantor J. David Reck

John B. DeVine David N. Parsigian Erik H. Serr

David A. French Timothy D. Sochocki

Miller, Canfield, Paddock and Stone
101 North Main Street, 7th Floor
Ann Arbor, Michigan 48104-1400

(313) 663-2445

Ann Arbor  Bloomfield Hills Detroit Grand Rapids Howell Kalamazoo Lansing  Monroe
Boca Raton, Florida  Gulf Breeze, Florida Washington; D.C.  Gdansk, Poland Warsaw, Poland
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University Musical Society

Membership Support

For over twenty years, members of the
University Musical Society have supported
UMS in making possible its spectacularly rich
and varied programs. These include activities
such as our youth education program which
reaches, teaches, and inspires thousands of
youngsters throughout Southeastern Michigan.

By becoming a member, you are entitled to a
range of benefits including advanced perfor-
mance notices, priority seating, newsletter,
special event invitations and at various levels,
the UMS discount card and parking privileges.
Join us...your membership makes our season
possible.

For more information or to become a supporter,
please call (313) 747-1178.

Join Us Because Music Matters
Business Members

$10,000 or more, Bravo Society

$5,000 or more, Concertmasters

$2,000 or more, Leaders

$1,000 or more, Guarantors

$500 or more, Sponsors

Individual Members

$10,000 or more, Bravo Society
$5,000 or more, Concertmasters
$2,000 or more, Leaders
$1,000 or more, Guarantors
$500 or more, Sponsors

$200 or more, Benefactors
$100 or more, Patrons

$50 or more, Donors

O I wish to join/continue my support with this
tax-deductible gift.

O I wish to make an additional gift.

University Musical Society

of the University of Michigan
Burton Memorial Tower

Ann Arbor, Michigan 48109-1270

Name(s)

Please list your name(s) exactly as you wish it to
appear in the Musical Society gift programs.

Street

City

State Zip

Enclosed is my check for $ , made

payable to the University of Michigan.

O Please charge to my Visa/MasterCard (For
contribution of $50 or more) $

Account Number

Expiration Date

Name(s) as it appears on card

[0 My company will match this gift; enclosed is
a completed form from my employer.



An Extraordinary Exhibition

Volunteers

Volunteers are always welcome and needed to
assist the UMS staff with many projects and
events during the concert season. Projects
include helping with mailings, ushering for the
Philips Educational Presentations, staffing the
Information Table in the lobbies of concert halls,
distributing publicity materials, assisting with the
Youth Program by compiling educational
materials for teachers, greeting and escorting
students to seats at performances, and serving as
good-will representatives for UMS as a whole.

If you would like to become part of the Univer-
sity Musical Society volunteer corps, please call
(313) 747-1175 or pick up a volunteer applica-
tion form from the Information Table in the
lobby. We look forward to hearing from you!

/ The 1994 Ann Arbor

Flower & Garden Show -Q
Once Upon A Time_———

Show Hours Thur. - Sat., March 24 - 26,

9-9p.m., Sun., March 27,9 - 5 p.m.
g :

&

ocation Washtenaw Farm Council Grounds

Sponsored By the Universityof Michigan
MatthaeiBotanicalGardens

For information (313) 998-7002 /

JCPenney

Briarwood Mall
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UMS Ushers

Absolute chaos. That is what would ensue

Recov
without ushers to help concertgoers find their . ¢
seats at UMS performances. Ushers serve the lS POSSlb i

essential function of assisting patrons with
seating and distributing program books. With
their help, concerts begin peacefully and

pleasantly.

The UMS Usher Corps comprises 275 indi-

viduals who volunteeli' their It)ime to make Chél €a ArbOl'
concertgoing easier. Music lovers from the Suﬁs?a ce Abuse Services
community and the university constitute this

valued group. The all-volunteer group attends Comprehensive services including
an orientation and training session each fall. evaluations, from residential
Ushers are responsible for working at every through outpatient.

UMS performance in a specific hall (Hill,

Power, or Rackham) for the entire concert Locations in Ann Arbor,

season. Chelsea and Jackson.

The ushers must enjoy their work, because
85% of them return to volunteer each year. In 313/930-0201
fact some ushers have served for 30 years or 1-800/828-8020

er. Bravi !
long 1 Ushers A Joint Program of the

University of Michigan Medical Center
and Chelsea Community Hospital

Our

commitment to
greater reliability... rom e e

automotive testing facility in the world to sun-baked desert and snow-covered
arctic, General Motors subjects its cars and trucks to some of the most

demanding driving conditions imaginable.

knows no
b()undS o The process continues around the clock,

seven days a week. That’s another reason why a new GM car or truck

is an investment you can make with confidence.

CHEVROLET ¢ PONTIAC * OLDSMOBILE ¢ BUICK * CADILLAC * GMC TRUCK
®
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A N N AL RSB O R : s
ood inspired by the /. 7=
Qﬁgﬂﬂpflﬂnp @rﬁ}lmrd- Italian regions and “3¥ /373,
SAMUEL WONG, MUSIC DIRECTOR served In an Intimate
atmosphere.
65th Anniversary--Spring Season «
Potpourri Sat. Jan 15 118 W. Liberty 5
Harry Sargous, Oboe (Between Main & Ashley)
Franck Symphony in D minor, Zwilich Oboe Concerto,
Harbison Concerto for Double Brass Choir and Orchestra Call for Reservations © 995-2107
Evening with Feltsman Sat. Feb 12 M°“d§l3l’n‘§:‘“;igg’ _Sé?go'plgioopm
Vladimir Feltsman, Pianist and Conductor Y2 §

|

Beethoven Symphony No. 8 in F major,

Beethoven Coriolanus Overture,

Mozart Piano Concerto in A major, K. 488 MORE THAN J UST CLASSICAL

Viva L'Italia Sat. Mar 5
Ann Benson, Soprano

Respighi Pines of Rome, Puccini and Verdi arias,
Mendelssohn Symphony No. 4 "Italian"”

Graduation Ball Sat. Apr 30
Anton Nel, Piano

Brahms Academic Festival Overture, Schumann Piano
Concerto in A minor, Strauss-Dorati Graduation Ball,
Daugherty Oh Lois! and Lex

CLASSICAL ADVERTISING RESULTS!
PUT WQRS TO WORK FOR YOU! CALL 355-1051

Gilbert Company

General Contractors, Inc.
Complete Construction Services

COMMERCIAL - RESIDENTIAL ¢ INDUSTRIAL

New Construction or Renovations/Additions
Design/Build Services
Land Development
Pre-engineered "Metallic" Builder

(313) 426-3433

fax (313) 426 1625
3611 Central Dexter, Ml 48130




Cheers!

Cheers! is a group of young UMS supporters
dedicated to involving and encouraging young
singles or couples in UMS activities. Cheers!
members host several pre-and post-concert
social events. Proceeds from these events help
benefit the UMS Youth Program.

Individuals interested in Cheers! are encour-
aged to attend the pre- and post-concert
festivities sponsored by Maude’s Restaurant
(314 S. Fourth Avenue) for informal get-
togethers after Hill Auditorium and Power
Center concerts. Additional activities will be
planned. If you would like to participate in
organizing these events please call the UMS
Development office at (313) 747-1175.

J
Sunday, April 17, 1994
4th Annual Benefit Brunch and Art Auction
for the
University of Michigan
Comprehensive Cancer Center

Get the card
that gives
peace of mind

» Prepaid Emergency Road Service

» Maps, Triptiks® and TourBooks®

» Full-Service Travel Agency

» Special member discounts at hundreds of
retailers statewide.

» Auto, Home, Boat, & Life Insurance

AAA Michigan e 2650 Carpenter Road in Ann Arbor e 973-2800

- Weapplaud the
anverszty Musical Society
for making the arts.

a good partfof our lives

S SAnn Arbor
'\ ACURA

Driven to satisfy you

Free service pick-up and delivery




Musical Signposts

Musical terms that appear on concert program
pages indicate various movements of a work,
but they actually do much more than that. Many
terms denote tempo or speed, and, when
combined with descriptive words, they give
special insights into the character of the music.
So that you may take full advantage of these
musical signposts, we offer the following brief
glossary of terms that appear most often.

accelerando. Faster.

adagio. Slow, at ease.

allegro. Quick, lively.

allegretto. Graceful.

andante. An even, walking pace.
appassionata. Impassioned.

assai. Very.

ausdruck, mit. With expression.
bedichtig. Deliberate, slow.

beweglich. Nimbly.

bewegt. Moving, agitated.

cadenza. An elaborate passage performed by a
soloist near the end of a movement (especially in
a concerto or other work with accompanying
ensemble).

cantabile. Singing.

coda. A passage ending a movement.

con brio. With spirit.

con fuoco. With fire.

con moto. With motion.

divertimento. A light, instrumental piece.
doch. Yet, still, nevertheless.

dolce. Sweet, usually soft.

dolente. Sad.

einfach. Simple.

empfindung. Feeling, sentiment.
entschieden. Decided, resolute.
feierlich. Festive, solemn.

fliessend. Flowing.

forte. Loud, strong.

gemachlich. Comfortable, slow.
gemessen. Moderate, sedate.

giocoso. Humorous

grazioso. Gracefully.

innig. Heartfelt, sincere.

kraftig. Forceful, energetic.

landler. Alpine dance in the character of a
slow waltz.

langsam. Slow.

largo. Very slow, broad.

lebhaft. Lively.

lento. Slow.

lustig. Merry.

ma. But.

maestoso. Majestically.

marcato. Stressed, emphasized.

massig. Moderate.

mehr. More.

meno. Less.

minuet. Moderate, stately dance.

moderato. Moderate.

molto. Very, much.

mosso. Moved, agitated.

moto. Motion.

nicht. Not.

non troppo. Not too much.

ohne. Without.

ostinato. A short, musical pattern repeated
throughout a composition or section of one.
pit. Some, a little.

pizzicato. On stringed instruments, plucked
notes rather than bowed.

poco. Little.

presto. Very fast.

quasi. Nearly.

rondo. A form in which the leading theme is
repeated in alternation with other themes.
rubato. An expressive nuance (accelerating or
slowing down), subject to the performer’s
discretion.

ruhig. Calm, peaceful.

scherzo. Vivacious, often humorous movement
with marked rhythms and sharp contrasts.
schleppen. To drag.

schnell. Fast.

sehr. Very.

semplice. Simple, without ornament.

sonata. An instrumental composition usually in
three or four extended movements, contrasted in
theme, tempo, and moods.

sonata-form. The usual form of the first
movement of a sonata or symphony, with sections
of exposition, development, and recapitulation of
themes.

sostenuto. Sustained, prolonged.

spiccato. A short stroke on bowed instruments,
played at rapid tempos so that the bow bounces
slightly off the string after each note.
stiirmisch. Stormy, passionate.

symphonic poem. Also called a tone poem;
orchestral music based on an extra musical idea,
either poetic or realistic.

troppo. Too much.

vivace. Lively.

ziemlich. Rather.

zingarese, alla. In the gypsy style.
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Kochel, Hoboken, & Co.

Just what are those mysterious designations
attached to some compositions? They explain the
cataloguing of the works of each composer in
chronological order. Here is a partial list of the
most important cataloguers:

Alfred Wotquenne. Belgian musicologist and
compiler of the Carl Philipp Emanuel Bach
catalog, e.g. W. (or Wq.) 98.

Wolfgang Schmieder. German musicologist and
cataloguer of J.S. Bach’s works. Schmieder’s
numbers conform to BWYV (Bach Werke
Verzeichnis) listings, e.g., S. 1064 = BWV 1064.

Anthony van Hoboken. Dutch music bibliogra-
pher and cataloguer of the works of Franz Josef

Haydn, usually listed by volume, followed by a

number, e.g., H. (or Hob.) X VI, 17.

Ludwig von Kochel. Austrian musicologist and
cataloguer of the works of Mozart, e.g., K. 612.

Ralph Kirkpatrick. American harpsichordist and
musicologist, cataloguer of the keyboard music of
Domenico Scarlatti, e.g., K. 67. (Alessandro
Longo’s earlier catalog has been superseded by

Women’s Designer Apparel on Consignment

* Creative Career & Evening Wear
* Fall Consignments Welcome

1952 S. Industrial, Colonial Lanes Plaza ® 994-4646
Store Hours: M-F 11-7, Sat 10-6, Closed Sun

14K & 18K -

Rolling Rings,

Russian Wedding Ring,
or The Trinity.

What ever name you
knowitby . ..

We have them.

schlanderer

JEWELRY AND FINE WATCHES
1113 South University Avenue

that of Ralph Kirkpatrick.) 662-3773
h': sSSP RS -’-J';-';-';f;f;-’:a'{fb';f:aii Leleds s .-:.
3 i
¢ ) 2 3
(S e :
& b
-:. X
-}: X
4 JOIN US :
o o
Award Winning Restaurant 7 TERTHE SHOW!!! ps
Outdoor Cafe » Beer & Wine ._‘-} 3
300 Detroit Street ¢ 665-0444 E=f} OIS HIINELONE 004 =0D11] 5
; 7| AT ASHLEY n
al Catherine across from the Farmer's Market .f'wvmmm s
'J' P P r e e

— Tunkish Cuisine

Dine-in » Take-out » Cateri
: 662-1711

$$°m
&
SES/

COURTYARD CAFE

1703 Plymouth Road * Ann Arbor
| ———located in the Courtyard Shops—]

lots of natural &
organic edibles

People’s Food Co-op

740 Packard ™ Sar 930-9 Sun {0-0
212 N.4th Ave. M F 9-9 Sat 8 7.Sun 10-8



Bodman,
Longley
& Dahling

BL

&D

ur best wishes to the

Universz'ty Musical Society

Attorneys John S. Dobson
in our Mark W. Griffin
Ann Arbor  Thomas A. Roach
office Randolph S. Perry

Harvey W. Berman
Jerold Lax

Susan M. Kornfield
Patricia D. White
Sandra L. Sorini
Stephen K. Postema
Lydia P. Loren

Law offices in Detroit * Ann Arbor * Troy * Cheboygan

UMSCard

Subscribers who purchase at least $100 worth of
tickets and supporters at the $100 level and
above receive the UMSCard. The UMSCard is
your ticket to savings all season for discounts on
purchases at the following fine stores and

restaurants:
Amadeus Cafe SKR Classical
Gandy Dancer Washington Street
Kerrytown Bistro Station
L & S Music Zingerman’s “Next
Maude’s Door”

Gift Certificates

What could be easier and more welcome than

a University Musical Society gift certificate?
The perfect gift for every occasion worth
celebrating. Give the experience of a lifetime —
a live performance — wrapped and delivered
with your personal message.

Available in any amount, just visit or call the

UMS box office in Burton Tower, 313.764.2538.

Our dIrangements harmonize YOUr evepy,

Sound the right note at your next University conference or event : Call one of our Conference
Management and Hospitality Services departments for assistance from prelude to finale

Catering Services

professional catering -

from coffee breaks to elegant dinners -
provided anywhere on campus
764-2142

Conferences and Seminars
comprehensive year-round
conference planning services
764-5304

Oxford Conference Center

quality meeting rooms, dining services and
lodging at moderate cost - perfect for small
conferences, retreats, and social events
764-9944

Cambridge House
unique hotel rooms with deluxe furnishings
and old world charm, conveniently

located on central campus

747-2402

-JOUTCCEVe fhe gppppysE:

@ The University of Michigan Housing Division. A Unit of Student Affairs
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“Desert Island Discs”

Co-produced by the University Musical Society
and Michigan Radio. Desert Island Discs is heard
every Saturday morning from 8:00 A.M. to

10:00 a.M. Each program features a distinguished
castaway who is asked, “If you were stranded on a
desert island, which recordings would you like to
have with you and (perhaps most revealingly)
why?” Tune in Saturday mornings. WUOM-91.7
FM, Ann Arbor; WVGR-104.1 FM, Grand Rapids;
WFUM-91.1, Flint.

College Work-Study

Students working for the University Musical
Society as part of the College Work-Study
program gain valuable experience in all facets

of arts management including concert promotion

and marketing, fundraising, and event planning
and production. If you are a college student who
receives work-study financial aid and who is
interested in working for the University Musical
Society, please call 764-2538, 763-0611,

or 747-1175.

Ann Arbor’s premier homgt
for more than 30 years. EXp
craftsman specializing in qu%l‘i’? %
custom home building and r

s

I :
s ARG g

4
st
Martin

Corporation

Best Wishes to the Musical Society

115 Depot Ann Arbor, Michigan 48104
(313)994-5050 Fax (313)761-6151

Thomas & Company

Certified Public Accountants

v

Nonprofits « Reviews « Audits « Bookkeeping
Tax Consulting < IRS Problem Solving

Will, Estate & Trust Planning
Foreign Taxes g

Visit Thomas & Company
at their new location

Atrium Office Center, 900 Victors Way, Ann Arbor Mi
Telephone (313) 663-4683

. CALLANETICS
":’4/ Body Shaping Classes

N Will Change Your Bottom Line!

> Flatten your stomach
.+ Lift& tighten your behind

s Reduce your hips |
s~ Great for all fitness levels
- Relief from back problems

Present this ad for a $5 introductory CALLANETICS (lass

Callanetics Studio by Diane
313- 668-0710

Once per year the
Michigan Jewelers
ssociation sends
' one design to repre-
~ sent Michigan in a
| National Contest in
' New York.
~ In 1993 it's from
‘g Austin Diamond.

Brenda J. Warburton
1st Place Design by a
Professional Goldsmith

1993 Best in Show
Michigan Jewelers
Association

Austin Diamond Company
Fine Diamonds & Gems since 1959
217 East Washington, Ann Arbor 663-7151

Tues.-Sat. 10 a.m.-6 p.m. Open Thurs. and Fri. until 9 p.m.
Other evenings by appointment.



e The finest in home audio equipment and
home theatre

¢ A friendly staff with over 80 years com-
bined experience

* Expert custom installations

Located at 618 South Main, Ann Arbor

662-1812

Keith Moorman, Ouner

Ann Arbor’s
Wholistic
Metaphysical
Bookstore.

World Class Beers

Ashley’s features the largest
selection of imported and|
micro-brewed draft beers available
including Pilsner Urquell and
Fullers ESB.

Many fine Ports and|
Single Malt Scotch Whiskies.

Our kitchen is open late for
after the show dining.

Join us for 2 Pinf or 2 Dram after the show!
Ashley’s, 338 S. State St. Ann Arbor, 996-9191

HAWK

BAR & GRILL

316S. STATE @ N. UNIVERSITY
ANN ARBOR 48104
(313) 994-4004
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Advertising with the
University Musical
Society

Three years ago, UMS began publishing
expanded program books that included
advertising and detailed information about
UMS programs and service. As a result,
advertising revenue now pays for all printing
and design costs.

UMS advertisers have written to tell us how
much they appreciate advertising in the UMS
program books to reach you, our world-class
audience. We hope that you will patronize the
businesses who advertise with UMS and tell
them that you saw their ad in the UMS program
book so that we can continue to bring you

the program notes, artists’ biographies, and
general information that illuminate each UMS
presentation. For information about how your
business can become a UMS advertiser, call
(313) 764-6199.

Acknowledgements

In an effort to help reduce distracting noises
and enhance the concertgoing experience,
the Warner-Lambert Company is providing
complimentary Halls Mentho-Lyptus Cough
Suppressant Tablets to patrons attending
University Musical Society concerts. The
tablets may be found in specially marked
dispensers located in the lobbies.

The Bell Tower Hotel, conveniently located
at 300 South Thayer, Ann Arbor, across from
Hill Auditorium and Burton Tower, phone
313.769.3010, and the Campus Inn, 615 E.
Huron, Ann Arbor, phone 313.769.2200, also
located within easy walking distance of the
auditoria, are the official hotels of the
University Musical Society.

Thanks to Ford Motor Company for the use
of a 1994 Lincoln Town Car to provide
transportation for visiting artists.



Butzel Long

A PROFESSIONAL CORPORATION
ATTORNEYS AND COUNSELORS

proudly

supports the %

niversit:
; : y A Trio of Century old

M;us:cal warehouses full of shops,
a | y cafes & restaurants.
OClety e A lovely place to visit on
e a Sunday or any day!

Suite 400
121 West Washington
Ann Arbor, Michigan 48104 :
. (313) 9953110 er's Downtown

Farm

Dermis Office market Ann Arbor
e ek wed-82¢
(313) 225:7000 662-422 1
Grosse Pointe Farms, Michigan 48236 4th Ave & King31ey

(313) 8865446

&‘ hen it comes to investment management, Society® has
been a leader in managing personal assets for nearly 100 years.

To see how we can put this experience to work for you, call

David Ellies at 747-7997.

Society

Investment Management and Trust Services

Where to Srow.
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You‘ae INITSD TOA
STARLGHT EVENING AT
314 S. Fourth Ave.
WERE STAYING OFEN
1.Ale ™ seRvE You
SPEQAL COFFEES

CAPPACLING, DESSERTS,

ANY LATE PINNERS.

MAUPES.

NOTE: NOT HaVING FUN 19 STRIcTLY FORBIDPEAN. VIOLATORS WILL BE MAPE TO LAUGH.
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Hagopian

Harmony House
Heikkinen Piano Shop
Interior Development
Jacobson’s

JC Penney
Katherine’s Catering
Kerrytown Shops
King's Keyboards

L & S Music

Marty’s Menswear

Matthaei Botanical
Gardens

Matthew Hoffmann
Maudes

Michigan Radio

Miller Canfield Paddock
& Stone

Mundus & Mundus
NBD

Overture Audio

Pen in Hand

People’s Food
Cooperative

Persian House of
Imports

Professional
Automotive Technicians

Red Hawk

Charles Reinhart
Company

Rogow and Loney
Schlanderer

Seva

SKR Classical

Society Bank

Edward Surovell
Company

Sweetwater Cafe
Sylvia Studio of Dance
Thomas & Co, CPA

The Toledo Museum
of Art

Top Drawer

Chris Triola

U-M Cancer Center
U-M Credit Union
U-M Museum of Art
Ulrich’s

University Productions
Whole Foods Market

Woodbridge Capital
Management

Workbench
WQRS
Zingerman's Next Door




Versed In The Art
Of Celebration. . .

-

Harmony House

SR A-N-R-N-N-N-X-]

AT ERING HarMoNY House CrassicAL
.. .and Special Events 2412 E-XgODWARD AVENUE
i BETWEEN 3
) b } } 930_4270 MILE RDS. IN ROYAL OAK
sqcictzl oc;absizz.s & OPEN 10-9 SUNDAY 12-5 398-0422
RV Celebrating 45 years in business

DEARBORN MUSIC

CLASSICAL STORE

Over 15,000 Classical Titles
Impressive Listening Library
Weekly Label Sale

22000 Michigan Avenue, Dearborn, Ml 48124

561-1000

41




101st Annual Ann Arbor

Thursday, May 12 through Saturday, May 14, 1994

Hill Auditorium. Michigan League

The dawn of a new century of music made
glorious in the rich tradition of May Festivals
past, with the anticipation and excitement of a
bright future. Watch for the 101st May Festival

announcement in mid-February.




Some things in life you shouldn’t even think about doing
without the help of an experienced team.

Take investing Go it alone and you could be blindsided by a quickly \x 7

changing environment. That's why we provide an experienced team of - 1
: ; . =y OODBRI D(xh

over 50 professionals to help our clients reach their investment goals. CAPITAL MANAGEMENT

For more information call 313-222-7870. A Registered Investment Advisor. A Subsidiary of Comerica



MATTHEW C. HOFFMANN

jewelry design
ANN ARBOR ANN ARBOR CHICAGO
340 MAYNARD 16 NICKELS ARCADE 970 N. MICHIGAN

31326657692 313266592122 31226646373

Terrance Shukle

Terrance Shukle



