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dayton philharmonic 
orchestra personnel
2007–2008 “Portraits in Sound” – 75th Anniversary Season

1st Violins
Lucas Alemán,*  
   Concertmaster 
      J. Ralph Corbett Chair
Aurelian Oprea,
   Acting Concertmaster
Dona Nouné-Wiedmann,
   Acting Associate  
   Concertmaster
      Huffy Foundation 
      Chair 
Izumi Lund,*
   Assistant  
   Concertmaster
      Sherman Standard  
      Register Foundation  
      Chair
Calvin Lewis,
   Acting Assistant  
   Concertmaster
Elizabeth Hofeldt*
William Manley
Karlton Taylor 
Mikhail Baranovsky
Louis Proske
Nancy Mullins*
Barry Berndt
Philip Enzweiler
Xiao Fu* 
Janet George

2nd Violins
Kirstin Greenlaw,
   Principal
      Jesse Philips Chair
Myroslava Bartels, 
   Assistant Principal
Ann Lin
Gloria Fiore
Marcel Lund* 
Kara Lardinois 
Tom Fetherston 
Lynn Rohr
Yoshiko Kunimitsu
William Slusser
Yen-Ting Wu

Violas
Sheridan Currie,   
   Principal
      F. Dean Schnacke 
      Chair
Colleen Braid,  
   Assistant Principal
Karen Johnson
      Grace Counts Finch 
      Chair
Chien-Ju Liao 
Belinda Burge
Lori LaMattina
Mark Reis
Scott Schilling
Kimberly Trout
Dale Kim
Tia Allen

Cellos
Andra Lunde 	
   Padrichelli,*  
   Principal
     Edward L. Kohnle 
     Chair
Christina Coletta,
   Acting Principal 
Tom Guth, 
   Acting Assistant  
   Principal
Jane Katsuyama
Nan Watson
Peter Thomas*
Mark Hofeldt
Mary Davis Fetherston*
Nadine Monchecourt
Linda Katz,
   Principal Emeritus

Basses
Deborah Taylor,   
   Principal
      Dayton Philharmonic  
      Volunteer Assn/  
      C. David Horine  
      Memorial Chair
Jon Pascolini,
   Assistant Principal

Donald Compton
Stephen Ullery
Christopher Roberts
James Faulkner
Bleda Elibal
Nick Greenberg
Maurice Todd

Flutes
Rebecca Tryon Andres,  
   Principal
     Dayton Philharmonic  
     Volunteer Assn.  
     Chair
Jennifer Northcut
Janet van Graas

Piccolo
Janet van Graas

Oboes
Eileen Whalen, Principal
      Catharine French  
      Bieser Chair
Roger Miller
Robyn Dixon Costa

English Horn
Robyn Dixon Costa
      J. Colby and Nancy  
      Hastings King Chair

Clarinets
John Kurokawa,   
   Principal
      Rhea Beerman Peal 
      Chair
Robert Gray
Anthony Costa

Bass Clarinet
Anthony Costa

Bassoons
Jennifer Kelley Speck,  
   Principal
      Robert and Elaine   
      Stein Chair

Kristen Canova
Bonnie Sherman

Contrabassoon
Bonnie Sherman

French Horns
Richard Chenoweth,  
   Principal
      Frank M. Tait  
      Memorial Chair 
Amy Lassiter
Todd Fitter
Sean Vore
Nancy Cahall*
Elisa Belck

Trumpets
Charles Pagnard,   
   Principal
      John W. Berry 
      Family Chair
Alan Siebert
Ashley Hall

Trombones
Timothy Anderson,   
   Principal
      John Reger    
      Memorial Chair
Richard Begel

Bass Trombone
Chad Arnow

Tuba
Timothy Northcut,    
   Principal
      Zachary, Rachel   
      and Natalie Denka   
      Chair

Timpani
Donald Donnett,    
   Principal
      Rosenthal Family 
      Chair in Memory of       
       Miriam Rosenthal

Percussion
Michael LaMattina,  
   Principal
      Miriam Rosenthal 
      Chair
Jeffrey Luft
      Richard A. and 
      Mary T. Whitney    
      Chair
Gerald Noble

Keyboard
Joshua Nemith,  
   Principal
      Demirjian Family 
      Chair

Harp
Leslie Stratton Norris,*  
   Principal
      Daisy Talbott    
      Greene Chair
Jing-I Jang,  
    Acting Principal

Neal Gittleman,  
   Music Director

Jane Varella,  
   Personnel Manager

William Slusser,  
   Orchestra Librarian

Hank Dahlman,  
   Chorus Director

Patrick Reynolds,  
   Assistant Conductor

Karen Young,  
   Junior String  
   Orchestra Director

*Leave of Absence

Administrative Staff
Operations Staff
Matthew Borger................................................ Director of Operations
Marina Miller........................................................Production Manager
Jane Varella..........................................Orchestra Personnel Manager
Bill Slusser.............................................................................Librarian

Marketing Staff
David Bukvic..................... Director of Marketing and Public Relations
Steve Myers............................................................Outreach Manager
Elizabeth Dwenger................................................... Account Manager
Joe Aiello....................................................Communications Manager
Janet Clarke................................................................Events Manager

IATSE Local #66 Schuster Center Stage Crew
Kim Keough–Head Carpenter
Clarence Rice–Assistant Carpenter
Steve Williams–Master Electrician
Keith Thomas–Audio Engineer
Doug Atkins–Piano Technician 
Lloyd Bryant–Recording Engineer/Broadcast Host

Executive Staff
Curtis Long............................................................. Executive Director
Jessica Harris..................Manager, Office and Artistic Administration

Development Staff
Melanie Boyd.................................................Director of Development
Connie McKamey........................................................Grants Manager
Toni Donato Shade.................................... Special Events Coordinator  
Cherie Adams.................................................... Database Coordinator
Laurie Cothran.............................................Development Coordinator

Education Staff
Gloria Pugh.........................................................Director of Education
Ellen Bagley Barnett..............................................Education Assistant
Emalee Weisman................................................. Education Volunteer

Finance Staff
Peter Klosterman...................................................Director of Finance
Debbie Phillips.................................................... Accounting Manager
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NEAL’S NOTES
“Listening with Your Eyes”

My back is to you most of the 
time, but I know your secret… 
Sometimes you close your eyes 

during the music! How do I know? Because 
I do, too, sometimes, when I’m in the 
audience. (Lisa thinks I’m snoozing, but 
I swear, I’m listening intently!) But when 
we perform Stravinsky’s Petrushka ballet 
music in February, you want to be sure to 
keep those peepers open if you don’t want 
to miss out on the fun. 

Almost 20 years ago I was talking to an 
Artist Manager—someone who handles 
the careers of conductors and soloists. 
He was pitching me one of his artists, a 
famous television and radio announcer 
who had developed a pretty cool shtick: he 
had written narrations to some of the great 
tone-poems—like Strauss’s Till Eulenspeigel 
and Don Quixote—and would appear as 
a soloist with orchestras telling the story 
while the orchestra played the music. I 
thought it was a brilliant idea—a sure-fire 
way to help the audience “get it.”  The only 
problem, of course, was the intrusion of a 
voice on the musical experience. It’s hard 
to listen to the beautiful clarinet solo over a 
narrator’s voice—especially a well-known 
“announcerly” baritone. I never hired the 
manager’s client. But I loved the idea…

A few years later, the Milwaukee 
Symphony was scheduled to perform 
Don Quixote on a classical subscription 
program. As it happened, the subscription 
concerts were just before one of the MSO’s 
educational concerts for high school 
students. Here was the perfect opportunity 
to play a great, exciting piece of music 
that should really appeal to high school 
kids and their teachers. It was already 
rehearsed and ready to go. All we needed 
was a way to get the idea of the music 
across. And so, MusicTitles were born.
The idea of MusicTitles was a simple one: 

STARS of TOMORROW SCHEDULE

it’s the narrator idea without the narrator. 
Replace voice-over narration with silent-
movie-style titles projected on a screen 
above the orchestra giving a blow-by-blow 
description of what’s happening in the  
music. There’d be no doubt when Don 
Quixote was charging at windmills and 
when he was attacking flocks of sheep. 
There’d be no confusing Sancho Panza’s 
music with Dulcinea’s. There’d be no way 
to think the Don was floating on a river 
when in fact he was flying through the air. 

Working with a computer graphics 
specialist who designed corporate slide 
presentations, I developed a 45-slide 
scheme telling the story of Strauss’ Don 
Quixote. Then I prepared a score specially 
marked-up with slide cues to so the right 
slide was onscreen at the right time. 
Thanks to the MusicTitles, the MSO’s  
Don Quixote High School Concert was a  
big success.

In subsequent years, MusicTitles have 
proven to be a powerful tool for enhancing 
audiences’ concert experience. And not just 
student audiences! I’ve created MusicTitles 
for Vivaldi’s The Four Seasons, Strauss’  
Till Eulenspiegel, Act I of Tchaikovsky’s 
Nutcracker ballet, Bartok’s Miraculous 
Mandarin, Ravel’s Daphnis and Chloe, and 
many other programmatic and dramatic 
works, including Stravinsky’s Petrushka. 

For the DPO’s last performance of 
Petrushka—in October 1995—the 
MusicTitles were very well received. Lots of 
folks said they were surprised at how much 
they had liked the music—modern though 
it was—because they understood what was 
going on. 

For this season’s performances, I’ve 
revised the titles, reformatting them for an 
opera-style SuperTitles screen rather than 
a full-size screen. And thanks to a dozen 

years of technological innovation, they’re 
no longer slides: they’re images projected 
directly from a PowerPoint presentation. 
But the idea behind the MusicTitles remains 
unchanged, as does their power to connect 
listeners with the music. 

One of my delights in preparing the 
Petrushka titles is how it reaffirms the  
genius of Stravinsky’s score. I confess that 
in some other MusicTitles presentations 
I’ve let the storyteller in me run a little 
wild, putting in things that were more 
from my own imagination rather than 
the composer’s. But between the stage 
instructions printed in the score, the 
detailed scenario in George Balanchine’s 
101 Stories of the Great Ballets, and the 
graphic brilliance of Stravinsky’s writing, I 
didn’t have to make anything up this time. 
The story you’ll read on the screen is the 
story Stravinsky told and the story you’ll hear 
the orchestra play—with a little bit of your 
own imagination added, too. 

There’s only one small technical detail that 
we haven’t yet solved. The microphone 
cables that Lloyd Bryant uses to make our 
radio broadcast recordings cast wonderful 
shadows on the SuperTitles screen. We could 
avoid the shadows by using rear-projection 
from an onstage projector, but then you’d 
hear the projector’s fan noise, magnificently 
amplified by the Schuster Center’s acoustical 
shell. Or Lloyd could change his microphone 
placements, but that would compromise 
the high quality of our Dayton Public Radio 
rebroadcasts. So please forgive the mic 
cables’ shadows.

Or maybe you could think of them as 
Petrushka’s puppet strings!

“Please Note: Performance times for the Young 
People’s Concerts on February 20 and May 13 
have been changed to 9:30am and 11:10am 
(see Education Schedule on page 18 of this 
program book).”
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A Touch of Fantasy
Lise de la Salle, piano
   Benjamin and Marian Schuster Endowed Young Classical Artist
Saturday Night’s Sponsor: Victory Wholesale Group

The DPO would like to recognize the Education Underwriters
at Saturday night’s performance.

Maurice Ravel 	 Ma Mére L’oye (Mother Goose Suite) 
(1875–1937)	 I. 	Pavane de la Belle au Bois dormant  
			   Lent 
	 II.	Petit Poucet  
			   Très modéré 
	 III.	 Laideronnette, Impératrice des Pagodes  
			   Mouvt de Marche 
	 IV.	 Les entretiens de la Belle et da la Bévé 
			   Mouvt de Valse modéré 			 
			   Animez peu à peu 
	 V.	Le jardin féerique  
			   Lent et grave

Camille Saint-Saëns	 Concerto No. 2 in G Minor for Piano and  
(1835–1921)	 Orchestra, Op. 22 
		  Andante sostenuto 
		  Allegro scherzo 
		  Presto 
		  Lise de la Salle, piano

	 - I N T E R M I S S I O N -

Igor Stravinsky	 Petrushka 
(1882–1971)
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Taft Stettinius & Hollister LLP
www.taftlaw.com

B-3.2
Philharmonic Program Ad

5.25” x 4” black and white

Our attorneys
work in concert
to deliver the best 
performance for 
your company.

Taft, Dayton’s fastest growing 

law firm, congratulates the

Dayton Philharmonic Orchestra

on its 75th anniversary.

Thursday

Feb. 14
2008
8:00 PM
Schuster Center
Saturday

Feb. 16
2008
8:00 PM
Schuster Center

Official Automobile Dealership
of the Dayton Philharmonic Orchestra

Official Hotel of the
Dayton Philharmonic Orchestra

Classical Series Presented By Media Partner

Listen for Philharmonic  
Portraits on Classical 88.1

Concert Broadcast on 
Saturday, May 24, 2008,  

at 10 a.m.

Media Partner

Classical concert
Presented by Kettering Health Network & Taft Stettinius & Hollister LLP 

Dayton Philharmonic Orchestra
Neal Gittleman, Music Director
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Maurice Ravel
Biography

Maurice Ravel (1875–1937) was a man of  
contradictions. He wrote music that  
evoked foreign countries before visiting  

them instead of after, he was an undistinguished  
conservatory student despite the fact that he 
was a perfectionist and meticulous musical 
craftsman, and above all else, he composed 
extraordinarily sensuous music despite the fact  
that he was a cold, calculating person who had  
very few close emotional attachments. 
Perfectionism pervaded all aspects of his life,  
including his appearance—he was easily the  
best-dressed composer of all time. We often  
think of Ravel and Debussy as a pair, especially  
as Impressionist composers, but Ravel has 
more in common with his friend Stravinsky. 
Both composers had an Apollonian aesthetic 
and obsession with minute details. As a result, 
Ravel gave us only a small body of works, but 
some are justifiably regarded as masterpieces.

Ravel’s career focused on composition. He did  
not have the need or desire to teach, perform,  
or conduct. Early success earned him a place  
among the Parisian intellectual and artistic 
elite. He was turned down for several major 
prizes, including the Prix di Rome, but this was  
due in part to his stubborn insistence on 
writing music in his own unique style that 
often violated the rather formal rules followed  
by the conservative leaders of musical  
institutions. Critics often reacted to the lack 
of emotion in Ravel’s work, ironically  
pointing to the lack of style but abundance of  
musical substance. Today he is considered 
one of the great masters of orchestration and  
his music is widely studied and admired for 
its remarkable craft and precision. Ravel 
suffered from poor health, which tragically 
interfered with his ability to compose in the 
last years of his life. He died a frustrated man,  
physically unable to write down the music 
that still flowed through his brain and soul. 

Mother Goose Suite 
Instrumentation: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons,  
2 French horns, timpani, percussion, harp, celesta, strings.

The DPO last performed this piece on Thursday,  
January 23, 1992 with Isaiah Jackson conducting.

Ravel adored children. When he was  
around them, the reserve and formality  
of his public persona would melt away 

and he would reveal the true warmth of his  
personality. He was quite fond of Jean and  
Mimie, the children of artist Cyprian Godebski.  
When they began formal piano study, Ravel 
decided to compose a four-hand piece with 
their limited range and technique in mind. 
He created a suite based on the children’s 
favorite fairy tales. Many commentators 
consider it his most expressive work. It was 
too difficult for the Godebski children, so 
Jeanne Leleu and Genevieve Durony, ages 
six and seven, premiered the work in April 
1910. Ravel orchestrated it later that year 
and added several new numbers to make it 
a ballet in 1911.

The movements are perfectly shaped,  
unpretentious miniatures that have an  
innocent clarity. The first is a mere twenty 
measures but it contains a beautiful  
progression of melodies. The second movement  
depicts the story of Tom Thumb, lost in the 
forest, unable to find his way since the birds 
have devoured his breadcrumb trail. Ravel 
musically depicts Tom as he bumbles, lost and  
confused, and we hear the birds in the violins.  
Ravel shows his fascination with oriental 
exoticism in the third movement, writing in  
the score that the empress “undresses herself  
and gets into her bath. Soon pagodas and 
pagodines begin to sing and play instruments.  
Some have theorbos made of walnut shells, 
others have viols made of almond shells, for 
the instruments had to be proportioned to 
their height.” Ravel deftly depicts this with 
xylophone, woodblock, and glockenspiel. The  
fourth movement is a conversation between 
beauty and the beast represented by a clarinet  
melody for beauty and a grumbling melody in  
the contrabassoon for the beast. Ravel ends 
the suite with a soaring, beautiful melody 
developed through the last movement.

–Christopher Chaffee
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Camille Saint-Saëns
Biography

To say that Camille Saint-Saëns 
(1835–1921) was a child prodigy is 
an understatement. Like Mozart in 

the previous century, his extraordinary 
gifts were clear from an early age. His first 
composition, which is now on display at the 
Paris Conservatory, came at age three. His 
professional piano debut, where he played 
two difficult works from memory, then offered 
to play any Beethoven sonata by memory as 
an encore, was at age ten. We may see this 
as the limited gifts of a savant—he had a 
photographic memory and perfect pitch—but 
his intelligence was manifest in more than 
music. By age seven, he read Latin, studied 
philosophy, and possessed an insatiable 
curiosity for the natural sciences. He used 
the profits from his first composition sale to 
purchase a telescope and became an elected 
member of the Astronomical Society of 
France. In addition to his prolific composition 
career, he also published two volumes of 
poetry, plays, and a philosophical tract. 

Saint-Saëns personal life was rife with  
tragedy. His father died the year he was 
born and he was understandably attached 
to his mother. A series of childhood illnesses 
further cemented this bond. At the age of 
forty, he entered into a disastrous marriage  
with a nineteen year old, much to his mother’s  
chagrin. They had two sons who died tragic 
deaths; one from illness in infancy, the other 
fell from a fourth story window when he was 
two and a half. While on holiday in 1881, 
Saint-Saëns simply walked away from his wife  
and never saw her again. For the rest of his 
life he lavished attention on his dogs and spent  
his abundant paternal energy on his students. 

Early in his life, Saint-Saëns was a proponent  
of the newer tendencies in French music. He 
was also an advocate for the music of  
Wagner, Mozart, and Liszt through both 
performances and articles published in 
various music journals. His sarcasm and 
combative tone often created conflict with 
other composers and intellectuals. In his 
later years, Saint-Saëns allied himself with 
conservatives who were opposed to Debussy 
and other progressive French elements. The 

progressives fought back, calling Saint-Saëns  
a composer of “bad music well written” and 
the enemy of progress. This backlash did not 
prevent several of his works, including the 
Piano Concerto in G Minor, from becoming  
some of the most beloved in the modern 
concert tradition.

Concerto No. 2 in G Minor for 
Piano and Orchestra, Opus 22
Instrumentation: 2 flutes, 2 oboes, 2 clarinets,  
2 bassoons, 2 French horns, 2 trumpets, timpani, strings.

The DPO last performed this piece on Wednesday,  
September 21, 1994 with Gisèle Ben-Dor conducting.

Saint-Saëns was friends with several 
other leading composers throughout 
his long life, from Rossini and Berlioz 

to Stravinsky and Ravel. The second piano 
concerto stems from his friendship with 
Russian pianist-conductor-composer Anton  
Rubenstein. After hearing a concert together  
at the Salle Pleyel in Paris, Rubenstein 
decided he needed to conduct an orchestra in  
that city. They inquired and learned that the  
Salle Pleyel would be available in three weeks.  
Saint-Saëns offered to compose a concerto in  
that short time. He completed the work in just  
seventeen days, and served as the pianist for  
the somewhat shaky premier. As he described  
it, “except for the scherzo…it did not go well.” 
 Nevertheless, Rubenstein subsequently 
adopted the piece as a staple in his 
repertoire, calling it a “first rate warhorse.”

As we might expect from a collaboration of  
two legendary pianists, the concerto is a  
virtuoso showpiece. The first movement opens  
with a dramatic cadenza, and continues 
with fiendishly difficult passages. The Scherzo  
is equally dazzling, but lighthearted enough 
that it became a favorite accompaniment 
for comedies in the era of silent films. The 
last movement shows us just how skilled the 
pianist friends must have been.

–Christopher Chaffee
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Maurice Ravel
Biography

Maurice Ravel (1875–1937) was a man of  
contradictions. He wrote music that  
evoked foreign countries before visiting  

them instead of after, he was an undistinguished  
conservatory student despite the fact that he 
was a perfectionist and meticulous musical 
craftsman, and above all else, he composed 
extraordinarily sensuous music despite the fact  
that he was a cold, calculating person who had  
very few close emotional attachments. 
Perfectionism pervaded all aspects of his life,  
including his appearance—he was easily the  
best-dressed composer of all time. We often  
think of Ravel and Debussy as a pair, especially  
as Impressionist composers, but Ravel has 
more in common with his friend Stravinsky. 
Both composers had an Apollonian aesthetic 
and obsession with minute details. As a result, 
Ravel gave us only a small body of works, but 
some are justifiably regarded as masterpieces.

Ravel’s career focused on composition. He did  
not have the need or desire to teach, perform,  
or conduct. Early success earned him a place  
among the Parisian intellectual and artistic 
elite. He was turned down for several major 
prizes, including the Prix di Rome, but this was  
due in part to his stubborn insistence on 
writing music in his own unique style that 
often violated the rather formal rules followed  
by the conservative leaders of musical  
institutions. Critics often reacted to the lack 
of emotion in Ravel’s work, ironically  
pointing to the lack of style but abundance of  
musical substance. Today he is considered 
one of the great masters of orchestration and  
his music is widely studied and admired for 
its remarkable craft and precision. Ravel 
suffered from poor health, which tragically 
interfered with his ability to compose in the 
last years of his life. He died a frustrated man,  
physically unable to write down the music 
that still flowed through his brain and soul. 

Mother Goose Suite 
Instrumentation: 2 flutes, 2 oboes, 2 clarinets, 2 bassoons,  
2 French horns, timpani, percussion, harp, celesta, strings.

The DPO last performed this piece on Thursday,  
January 23, 1992 with Isaiah Jackson conducting.

Ravel adored children. When he was  
around them, the reserve and formality  
of his public persona would melt away 

and he would reveal the true warmth of his  
personality. He was quite fond of Jean and  
Mimie, the children of artist Cyprian Godebski.  
When they began formal piano study, Ravel 
decided to compose a four-hand piece with 
their limited range and technique in mind. 
He created a suite based on the children’s 
favorite fairy tales. Many commentators 
consider it his most expressive work. It was 
too difficult for the Godebski children, so 
Jeanne Leleu and Genevieve Durony, ages 
six and seven, premiered the work in April 
1910. Ravel orchestrated it later that year 
and added several new numbers to make it 
a ballet in 1911.

The movements are perfectly shaped,  
unpretentious miniatures that have an  
innocent clarity. The first is a mere twenty 
measures but it contains a beautiful  
progression of melodies. The second movement  
depicts the story of Tom Thumb, lost in the 
forest, unable to find his way since the birds 
have devoured his breadcrumb trail. Ravel 
musically depicts Tom as he bumbles, lost and  
confused, and we hear the birds in the violins.  
Ravel shows his fascination with oriental 
exoticism in the third movement, writing in  
the score that the empress “undresses herself  
and gets into her bath. Soon pagodas and 
pagodines begin to sing and play instruments.  
Some have theorbos made of walnut shells, 
others have viols made of almond shells, for 
the instruments had to be proportioned to 
their height.” Ravel deftly depicts this with 
xylophone, woodblock, and glockenspiel. The  
fourth movement is a conversation between 
beauty and the beast represented by a clarinet  
melody for beauty and a grumbling melody in  
the contrabassoon for the beast. Ravel ends 
the suite with a soaring, beautiful melody 
developed through the last movement.

–Christopher Chaffee
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Camille Saint-Saëns
Biography

To say that Camille Saint-Saëns 
(1835–1921) was a child prodigy is 
an understatement. Like Mozart in 

the previous century, his extraordinary 
gifts were clear from an early age. His first 
composition, which is now on display at the 
Paris Conservatory, came at age three. His 
professional piano debut, where he played 
two difficult works from memory, then offered 
to play any Beethoven sonata by memory as 
an encore, was at age ten. We may see this 
as the limited gifts of a savant—he had a 
photographic memory and perfect pitch—but 
his intelligence was manifest in more than 
music. By age seven, he read Latin, studied 
philosophy, and possessed an insatiable 
curiosity for the natural sciences. He used 
the profits from his first composition sale to 
purchase a telescope and became an elected 
member of the Astronomical Society of 
France. In addition to his prolific composition 
career, he also published two volumes of 
poetry, plays, and a philosophical tract. 

Saint-Saëns personal life was rife with  
tragedy. His father died the year he was 
born and he was understandably attached 
to his mother. A series of childhood illnesses 
further cemented this bond. At the age of 
forty, he entered into a disastrous marriage  
with a nineteen year old, much to his mother’s  
chagrin. They had two sons who died tragic 
deaths; one from illness in infancy, the other 
fell from a fourth story window when he was 
two and a half. While on holiday in 1881, 
Saint-Saëns simply walked away from his wife  
and never saw her again. For the rest of his 
life he lavished attention on his dogs and spent  
his abundant paternal energy on his students. 

Early in his life, Saint-Saëns was a proponent  
of the newer tendencies in French music. He 
was also an advocate for the music of  
Wagner, Mozart, and Liszt through both 
performances and articles published in 
various music journals. His sarcasm and 
combative tone often created conflict with 
other composers and intellectuals. In his 
later years, Saint-Saëns allied himself with 
conservatives who were opposed to Debussy 
and other progressive French elements. The 

progressives fought back, calling Saint-Saëns  
a composer of “bad music well written” and 
the enemy of progress. This backlash did not 
prevent several of his works, including the 
Piano Concerto in G Minor, from becoming  
some of the most beloved in the modern 
concert tradition.

Concerto No. 2 in G Minor for 
Piano and Orchestra, Opus 22
Instrumentation: 2 flutes, 2 oboes, 2 clarinets,  
2 bassoons, 2 French horns, 2 trumpets, timpani, strings.

The DPO last performed this piece on Wednesday,  
September 21, 1994 with Gisèle Ben-Dor conducting.

Saint-Saëns was friends with several 
other leading composers throughout 
his long life, from Rossini and Berlioz 

to Stravinsky and Ravel. The second piano 
concerto stems from his friendship with 
Russian pianist-conductor-composer Anton  
Rubenstein. After hearing a concert together  
at the Salle Pleyel in Paris, Rubenstein 
decided he needed to conduct an orchestra in  
that city. They inquired and learned that the  
Salle Pleyel would be available in three weeks.  
Saint-Saëns offered to compose a concerto in  
that short time. He completed the work in just  
seventeen days, and served as the pianist for  
the somewhat shaky premier. As he described  
it, “except for the scherzo…it did not go well.” 
 Nevertheless, Rubenstein subsequently 
adopted the piece as a staple in his 
repertoire, calling it a “first rate warhorse.”

As we might expect from a collaboration of  
two legendary pianists, the concerto is a  
virtuoso showpiece. The first movement opens  
with a dramatic cadenza, and continues 
with fiendishly difficult passages. The Scherzo  
is equally dazzling, but lighthearted enough 
that it became a favorite accompaniment 
for comedies in the era of silent films. The 
last movement shows us just how skilled the 
pianist friends must have been.

–Christopher Chaffee
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Igor Stravinsky
Biography

Igor Stravinsky’s (1882–1971) first three 
ballets, The Firebird (1910), Petrushka 
(1911), and The Rite of Spring (1913) 

announced the arrival of modern music with  
a resounding crash. Audiences were stunned,  
fascinated, and in some cases, frightened by  
the driving rhythms, discordant dissonances,  
and exotic (to those outside of Russia) folk 
melodies found in each ballet. Stravinsky 
was an overnight sensation who quickly 
became the leading figure of modern music, 
a position he held for the next six decades. As  
many scholars argue, he did not “invent” what  
we call modern music; he simply dominated 
every new trend with superior skills. Not all  
of his masterpieces are widely performed 
today. Music he composed after the spectacular  
ballets does not garner as much attention, 
despite extensive performances and critical  
acclaim during his lifetime. After the ballets,  
Stravinsky turned to a more ordered, austere  
composition style. He experimented with 
various “isms,” including neo-classicism 
and serialism, but adamantly refused to 
identify his music with labels, dismissing 
them as meaning “absolutely nothing.”

As early as 1921, he espoused an Apollonian,  
thoroughly intellectual (and somewhat elitist!)  
attitude, writing about his music, “It is futile  
to look in it for passionate impulse or dynamic  
brilliance. The music is not meant to please 
an audience, nor to arouse its passions.  
Nevertheless, I had hopes that it would appeal  
to some of those persons in whom a purely 
musical receptivity outweighed the desire to 
satisfy their sentimental cravings.” We are 
still debating the merit of this attitude and 
the accessibility of some of his later music. 
This prickly aesthetic stance sometimes 
strained his relationships with other musicians  
and artists, and was part of the reason his  
attempt to write for Hollywood proved 
embarrassingly unsuccessful. Stravinsky 
remains a Promethean idol for some, a cold, 
difficult person for others, but is always the 
object of considerable respect.

Stravinsky’s father was a leading singer in  
the St. Petersburg Opera. His exposure to music  
was nearly constant: listening to his father 
practice, attending concerts, and astutely 

shared his nascent idea for a ballet that 
depicts pagan rites in prehistoric Russia, 
which would later become The Rite of Spring,  
and Diaghilev enthusiastically agreed. 
Stravinsky had other plans. He had been 
thinking about an orchestral work with a 
prominent piano part and he soon devoted 
his attention to this project instead of The Rite.  
An image haunted him. As he wrote in his 
Autobiography, “In composing the music, I 
had in mind a distinct picture of a puppet, 
suddenly endowed with life, exasperating the  
patience of the orchestra with diabolical 
cascades of arpeggios. The orchestra in 
turn retaliates with menacing trumpet 
blasts. The outcome is a terrific noise 
which reaches its climax and ends in the 
sorrowful and querulous collapse of the 
poor puppet.”  

When Diaghilev arrived in Switzerland to 
visit Stravinsky and check on the progress 
of The Rite he was astonished to learn that 
Stravinsky had composed an entirely different  
piece. Stravinsky played portions of the 
score and outlined the scenario. Diaghilev’s 
skepticism quickly turned to enthusiasm. He  
assembled famous artists to produce the 
ballet. Alexandre Benois designed the scenery,  
the elaborate choreography was by Michael 
Fokine, and Pierre Monteux conducted. The  
incomparable Nijinsky played the title role of  
the puppet. The Paris premier was a triumph  
and a continental tour by the Ballet Russes 
quickly followed. Reception was not always 
favorable. It is hard to imagine today that 
Petrushka was once considered shockingly 
dissonant. Among other daring features, 
Stravinsky employed polytonality, meaning 
the simultaneous occurrence of two distinct  
keys, a technique used extensively in  
subsequent modern music. Stravinsky  
revised the score in 1947 but today’s  
performance is a restored version of the 
1911 score with editing by Neal Gittleman. 

The story of Petrushka resonates on many 
levels. Petrushka is a tragic figure, the  
Russian counterpart to Punch, Pierrot, or 
Harlequin, the “immortal and unhappy hero 

absorbing the vibrant music of the Russian 
peasants wherever his landed, upper middle 
class family traveled. At his father’s urging he  
studied law, but music was a distraction and 
he spent more energy preparing for private 
composition lessons with Nikolai Rimsky-
Korsakov than he did on his studies. When 
his father passed away, Igor dropped out of 
school and devoted himself to composing. 
Rimsky-Korsakov became a second father 
and his five years of private study with the 
Russian master constitutes the only formal 
musical training he ever received.

Stravinsky was truly a world citizen—widely 
traveled, capable of conversing in several 
languages, recognized on every continent—
but he remained loyal to his Russian roots even  
when he lived in France, Italy, Switzerland, 
and finally in the United States. Friends of 
the family observed that Russian customs and  
language remained dear to him despite his 
decades of nomadic living. World events 
chased him from one place to another. During  
and after the Russian revolution he took up 
residence in Switzerland and France. Just 
before the outbreak of World War II, he was 
invited to lecture at Harvard University and 
once he arrived in the USA, he stayed until 
his death. Americans embraced him as a 
cultural icon as they had since his first trip 
here in 1925 when he conducted several  
different orchestras, including a well- 
documented appearance in Cincinnati. He is 
buried in Italy, near the grave of Diaghilev, 
the impresario who commissioned the early 
Ballets and introduced Stravinsky to the world. 

–Christopher Chaffee

Petrushka
Instrumentation: 4 flutes, 4 oboes, 4 clarinets, 4 bassoons,  
4 French horns, 4 trumpets, 3 trombones, tuba, timpani, 
percussion, celesta 4-hands, pianoforte, strings.

The DPO last performed this piece on Wednesday, October 
11, 1995 with Neal Gittleman conducting.

After the phenomenal success of The 
Firebird, impresario Serge Diaghilev 
immediately asked Stravinsky to 

compose another ballet score. Stravinsky 

of every fair in all countries,” as Stravinsky 
described him. The ballet falls into four  
sections played without pause. In brief, this 
is the scenario:

Scene I: An 1830s Shrovetide fair in St. 
Petersburg. There is much celebration. The 
opening flute theme represents the carnival 
spirit.  Showmen perform, dance, and add 
to the revelry. Suddenly a Magician appears 
with three puppets—Petrushka, the Balle-
rina, and the Blackamoor. He charms them 
to life with his magical flute solo, and they 
begin to dance.

Scene II: Petrushka’s cell. The magician has 
endowed Petrushka with human feelings, but  
Petrushka is unhappy with his appearance  
and thinks of himself as an outsider. He decides  
to fall in love with the Ballerina, and pays her  
a visit. She rejects his advances, leaving him 
despondent and angry with the magician.

Scene III: The Blackamoor’s Cell. Despite the  
fact that he is slow-witted and arrogant, the  
Blackamoor (a formulaic representation of 
the exotic “other” with dangerous social 
implications that we do not often consider,  
even in the 21st century!) is dressed in flowing,  
unusual attire and uses his charms to seduce  
the Ballerina. Petrushka storms in and 
interrupts in a jealous rage.

Scene IV: The Fair has peaked—lots of 
dancing and celebrations, stock characters 
appearing (trained bears and the like), even 
offstage fireworks. Suddenly the three  
puppets burst onto the scene—the Blackamoor  
is chasing Petrushka with his sword, while 
the Ballerina tries to restrain him. The 
Blackamoor beheads Petrushka and he and 
the Ballerina disappear, leaving the crowd 
to gasp at the brutal scene. The Magician  
re-appears and assures the crowd that it was  
all magic, and Petrushka was merely wood 
and sawdust. The crowd disperses, leaving 
the Magician to contemplate what happened.  
As he drags the headless puppet off the stage,  
Petrushka’s ghost appears on the roof of the 
theater, jeering and mocking everyone.

–Christopher Chaffee
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Igor Stravinsky
Biography

Igor Stravinsky’s (1882–1971) first three 
ballets, The Firebird (1910), Petrushka 
(1911), and The Rite of Spring (1913) 

announced the arrival of modern music with  
a resounding crash. Audiences were stunned,  
fascinated, and in some cases, frightened by  
the driving rhythms, discordant dissonances,  
and exotic (to those outside of Russia) folk 
melodies found in each ballet. Stravinsky 
was an overnight sensation who quickly 
became the leading figure of modern music, 
a position he held for the next six decades. As  
many scholars argue, he did not “invent” what  
we call modern music; he simply dominated 
every new trend with superior skills. Not all  
of his masterpieces are widely performed 
today. Music he composed after the spectacular  
ballets does not garner as much attention, 
despite extensive performances and critical  
acclaim during his lifetime. After the ballets,  
Stravinsky turned to a more ordered, austere  
composition style. He experimented with 
various “isms,” including neo-classicism 
and serialism, but adamantly refused to 
identify his music with labels, dismissing 
them as meaning “absolutely nothing.”

As early as 1921, he espoused an Apollonian,  
thoroughly intellectual (and somewhat elitist!)  
attitude, writing about his music, “It is futile  
to look in it for passionate impulse or dynamic  
brilliance. The music is not meant to please 
an audience, nor to arouse its passions.  
Nevertheless, I had hopes that it would appeal  
to some of those persons in whom a purely 
musical receptivity outweighed the desire to 
satisfy their sentimental cravings.” We are 
still debating the merit of this attitude and 
the accessibility of some of his later music. 
This prickly aesthetic stance sometimes 
strained his relationships with other musicians  
and artists, and was part of the reason his  
attempt to write for Hollywood proved 
embarrassingly unsuccessful. Stravinsky 
remains a Promethean idol for some, a cold, 
difficult person for others, but is always the 
object of considerable respect.

Stravinsky’s father was a leading singer in  
the St. Petersburg Opera. His exposure to music  
was nearly constant: listening to his father 
practice, attending concerts, and astutely 

shared his nascent idea for a ballet that 
depicts pagan rites in prehistoric Russia, 
which would later become The Rite of Spring,  
and Diaghilev enthusiastically agreed. 
Stravinsky had other plans. He had been 
thinking about an orchestral work with a 
prominent piano part and he soon devoted 
his attention to this project instead of The Rite.  
An image haunted him. As he wrote in his 
Autobiography, “In composing the music, I 
had in mind a distinct picture of a puppet, 
suddenly endowed with life, exasperating the  
patience of the orchestra with diabolical 
cascades of arpeggios. The orchestra in 
turn retaliates with menacing trumpet 
blasts. The outcome is a terrific noise 
which reaches its climax and ends in the 
sorrowful and querulous collapse of the 
poor puppet.”  

When Diaghilev arrived in Switzerland to 
visit Stravinsky and check on the progress 
of The Rite he was astonished to learn that 
Stravinsky had composed an entirely different  
piece. Stravinsky played portions of the 
score and outlined the scenario. Diaghilev’s 
skepticism quickly turned to enthusiasm. He  
assembled famous artists to produce the 
ballet. Alexandre Benois designed the scenery,  
the elaborate choreography was by Michael 
Fokine, and Pierre Monteux conducted. The  
incomparable Nijinsky played the title role of  
the puppet. The Paris premier was a triumph  
and a continental tour by the Ballet Russes 
quickly followed. Reception was not always 
favorable. It is hard to imagine today that 
Petrushka was once considered shockingly 
dissonant. Among other daring features, 
Stravinsky employed polytonality, meaning 
the simultaneous occurrence of two distinct  
keys, a technique used extensively in  
subsequent modern music. Stravinsky  
revised the score in 1947 but today’s  
performance is a restored version of the 
1911 score with editing by Neal Gittleman. 

The story of Petrushka resonates on many 
levels. Petrushka is a tragic figure, the  
Russian counterpart to Punch, Pierrot, or 
Harlequin, the “immortal and unhappy hero 

absorbing the vibrant music of the Russian 
peasants wherever his landed, upper middle 
class family traveled. At his father’s urging he  
studied law, but music was a distraction and 
he spent more energy preparing for private 
composition lessons with Nikolai Rimsky-
Korsakov than he did on his studies. When 
his father passed away, Igor dropped out of 
school and devoted himself to composing. 
Rimsky-Korsakov became a second father 
and his five years of private study with the 
Russian master constitutes the only formal 
musical training he ever received.

Stravinsky was truly a world citizen—widely 
traveled, capable of conversing in several 
languages, recognized on every continent—
but he remained loyal to his Russian roots even  
when he lived in France, Italy, Switzerland, 
and finally in the United States. Friends of 
the family observed that Russian customs and  
language remained dear to him despite his 
decades of nomadic living. World events 
chased him from one place to another. During  
and after the Russian revolution he took up 
residence in Switzerland and France. Just 
before the outbreak of World War II, he was 
invited to lecture at Harvard University and 
once he arrived in the USA, he stayed until 
his death. Americans embraced him as a 
cultural icon as they had since his first trip 
here in 1925 when he conducted several  
different orchestras, including a well- 
documented appearance in Cincinnati. He is 
buried in Italy, near the grave of Diaghilev, 
the impresario who commissioned the early 
Ballets and introduced Stravinsky to the world. 

–Christopher Chaffee

Petrushka
Instrumentation: 4 flutes, 4 oboes, 4 clarinets, 4 bassoons,  
4 French horns, 4 trumpets, 3 trombones, tuba, timpani, 
percussion, celesta 4-hands, pianoforte, strings.

The DPO last performed this piece on Wednesday, October 
11, 1995 with Neal Gittleman conducting.

After the phenomenal success of The 
Firebird, impresario Serge Diaghilev 
immediately asked Stravinsky to 

compose another ballet score. Stravinsky 

of every fair in all countries,” as Stravinsky 
described him. The ballet falls into four  
sections played without pause. In brief, this 
is the scenario:

Scene I: An 1830s Shrovetide fair in St. 
Petersburg. There is much celebration. The 
opening flute theme represents the carnival 
spirit.  Showmen perform, dance, and add 
to the revelry. Suddenly a Magician appears 
with three puppets—Petrushka, the Balle-
rina, and the Blackamoor. He charms them 
to life with his magical flute solo, and they 
begin to dance.

Scene II: Petrushka’s cell. The magician has 
endowed Petrushka with human feelings, but  
Petrushka is unhappy with his appearance  
and thinks of himself as an outsider. He decides  
to fall in love with the Ballerina, and pays her  
a visit. She rejects his advances, leaving him 
despondent and angry with the magician.

Scene III: The Blackamoor’s Cell. Despite the  
fact that he is slow-witted and arrogant, the  
Blackamoor (a formulaic representation of 
the exotic “other” with dangerous social 
implications that we do not often consider,  
even in the 21st century!) is dressed in flowing,  
unusual attire and uses his charms to seduce  
the Ballerina. Petrushka storms in and 
interrupts in a jealous rage.

Scene IV: The Fair has peaked—lots of 
dancing and celebrations, stock characters 
appearing (trained bears and the like), even 
offstage fireworks. Suddenly the three  
puppets burst onto the scene—the Blackamoor  
is chasing Petrushka with his sword, while 
the Ballerina tries to restrain him. The 
Blackamoor beheads Petrushka and he and 
the Ballerina disappear, leaving the crowd 
to gasp at the brutal scene. The Magician  
re-appears and assures the crowd that it was  
all magic, and Petrushka was merely wood 
and sawdust. The crowd disperses, leaving 
the Magician to contemplate what happened.  
As he drags the headless puppet off the stage,  
Petrushka’s ghost appears on the roof of the 
theater, jeering and mocking everyone.

–Christopher Chaffee
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Lise de la Salle
Biography

Born in 1988, Lise de la Salle is 
a native of the northern French 
town of Cherbourg. Her family 

background involves both painting and 
vocal music (her mother sings in choirs). 
Lise declared her passion for the piano 
at the age of four. She played her first 
concerto, Beethoven’s No. 2 (learned in 
just a few days in Avignon at the age of 
thirteen), bravely standing in for another 
pianist with dazzling results.

After a number of first prizes elsewhere, 
her Special Prize at the 2004 Young 
Concert Artists International Auditions 

in New York led to a series of concert 
appearances in key American musical 
centers. In the same year, she made 
debuts in Japan and at the Schleswig- 
Holstein Music Festival. She has also 
recently been a much-fêted guest at 
the French summer Mecca for pianists, 
the Festival of La Roque d’Anthéron in 
Provence. She is a true musician with a 
precocious mastery of balance.

Lise de la Salle is the Benjamin and 
Marian Schuster Endowed Young  
Classical Artist.
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