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As Board Chair, my primary job is to ensure 
the Dayton Philharmonic remains a great 

orchestra and fiscally sound organization 
that can continue to serve our region and 
delight our audiences for decades to come. 
We are currently engaged in two initiatives 
that will do just that: one short-term and 
one long-term that will “Protect and Secure” 
our future. As you know from newspaper  
articles, Program Book letters, Neal’s stage 
talks, and new programming designed to 
attract a wider audience, we are passionate 
and committed to this single goal. 

Supporting our Protect and Secure campaign to 
raise $1.4 million is a great way you can help, 
now, in the short-term. We embarked on a three-
year plan to “rightsize” the orchestra and 
needed time and additional operating funds to 
make these changes. Redesigning an orchestra 
is like turning an ocean liner. Because we 
program 18-24 months ahead, sign contracts 
with musicians and guest artists and through 
those commitments have programming that 
cannot be quickly “turned”. This measured 
approach has served us well, avoiding the 
work stoppages, bankruptcies, and other 
difficulties our business has seen in recent 
years. Our strategy has paid off, but we still 
need your help to implement it fully. Please 
consider making a gift, which may be paid 
over three years, to this special campaign. 
Every dollar you give now will be matched 
by The Charles D. Berry Challenge! If you 
need further convincing, I urge you to watch 
the very moving four-minute presentation by  
Neal on our website. Tears came to my eyes 
and his words made me so proud to be a part 
of this great orchestra. 

So how does this fit in with the other initiative 
I know you have heard about – the study to 
look at a potential merger with the Ballet 
and Opera? Well, consider our “rightsizing” 
as a short-term, crucial action to stay fiscally 
sound. The merger study is a long–term 
strategy for our future. This exciting idea 
was born in our Business Model Review 
Group, which convened two years ago and 
is composed of current and former board 

members, community leaders, and staff. We 
approached both the Ballet and the Opera 
with the idea last fall. From those first 
meetings, we have all been ignited by a 
spark – a vision that includes preserving these 
art forms in Dayton and enhancing their 
presentation. It might include live music at  
all productions and subscription “samplers” 
that combine the art forms in new ways. 
It might involve a comprehensive K-12 
education program combining dance, voice 
and music. Currently no such model like 
this exists, where an orchestra, ballet and 
opera become one organization. Think 
about it, though. Dayton, with its rich 
history of innovation and invention, might 
be the ideal place to break new ground and 
potentially became a national model. Now  
that’s exciting! 

But I want to be clear: a study is not a merger. 
We have 6-9 months of hard work ahead 
to look at the feasibility of this idea. David 
Ramey of Strategic Leadership Associates in 
Beavercreek, a firm I have worked with before 
at WPAFB, is leading the study. Generous 
underwriting by the Dayton Foundation is 
making it possible. We have willing partners 
at the table from the Ballet and Opera, and 
the climate is right to seriously investigate this 
potential model. I don’t know the outcome, 
but I do know that always looking forward, 
always planning ahead in both the short-  
and long-term is our collective responsibility 
and a worthy goal. 

I have been honored and privileged to be 
Board Chair for these last two years. I return 
to Vice Chair in June for one last year and 
will continue to stay very involved in all 
these initiatives and in our Gala planning. 
Don’t forget to Save the Date – October 
1, 2011 – to attend a night of glitter and 
dancing to the orchestra on the Mead  
stage! I leave you in the capable hands of 
Dick DeLon, the incoming Board Chair, who 
is a great community volunteer, gifted with  
a great business sense and with a love of  
this orchestra that’s unsurpassed.

Dayton Philharmonic 
Orchestra Personnel
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It’s a pretty audacious idea, using the Roman 
Catholic Mass liturgy as the basis for a Broadway 
show. But that’s exactly what Leonard Bernstein 
did in 1971 when he composed Mass: A Theatre 
Piece for Singers, Players, and Dancers for the 
opening of the Kennedy Center in Washington, DC.

Mass was controversial. 1971 was the middle 
of the Vietnam War, with all the associated 
domestic unrest. Anything that challenged 
the “establishment” (as the story of Mass 
certainly does) was bound to stir up people’s 
emotions. Some of you may remember the furor  
surrounding its performance at the Cincinnati  
May Festival in spring 1972.

When Bernstein wrote Mass, Catholics were 
still adjusting to the new era ushered in by the 
Second Vatican Council, which opened the door  
to untraditional approaches to celebrating the 
liturgy. Some people liked the new approach. 
Others hated it. So any new “take” on the Mass 
liturgy was bound to upset some people. After 
“Vatican Two” the Church surely expected  
things like folk Masses, rock Masses, ethnic  
Masses, and maybe even “hippie Masses”. But  
they couldn’t have anticipated a Lenny Mass!

It wasn’t just the idea of Mass that caused 
controversy. There was the music, too. Today 
we’re accustomed to hearing (and embracing)  
lots of musical styles. Crossovers and musical 
gumbos don’t faze us. But in 1971, musical 
boundaries weren’t as porous as they are today. 
Bernstein’s eclectic mix of classical, rock, blues, 
jazz, and gospel had something to annoy everyone.

Now, 40 years later, lots has changed, and 
many of Mass’s challenges don’t seem so  
challenging anymore.

Except for two things...

First, there’s the central idea of theatrical  
Mass. Jesus Christ, Superstar and Godspell  
had paved the way for Bernstein, but with  
Mass Lenny was taking a big “leap of faith” –  
too far a leap for some, I’m sure. 

There’s a deep, fundamental link between liturgy 
and theatre. Any number of commentators 
(including music’s own Richard Wagner) have 
argued that Western theatre arose from religious 
ritual. But it’s one thing to acknowledge theatre’s 
liturgical roots and another thing to turn  
someone’s solemn religious rite into a musical. No 
matter how you do it, it’s bound to offend.

And if it offends you, I’m sorry.

Then there’s the second thing...

The story line of Mass is pretty straightforward.  
A man, The Celebrant, disillusioned with 
complicated, impersonal worship, longs for a 

simpler way to show his faith (“Simple Song”).  
He finds himself serving as spiritual leader of a  
rag-tag group of street people.

As time goes on and they work their way  
through an impromptu celebration of the Mass,  
The Celebrant’s followers invest him with more 
power and authority. He finds himself losing his 
way and losing touch with the idea of simple, 
natural worship. The more authority his  
followers give The Celebrant, the more restive  
they become and the more they resent him  
(“God Said”). The Celebrant wants them to just  
love God. They want something in return (“I  
Believe in God”).

At the climax of the piece (“Dona Nobis Pacem”), The 
Celebrant completes his priestly pre-Communion 
duties, turns to his congregation, and finds them in 
the middle of a full-blown riot. His response echoes 
Moses’ reaction when he descended from Mount 
Sinai and found the Israelites worshipping the 
Golden Calf: The Celebrant loses his temper (and 
perhaps his mind), and smashes the communion 
vessels. The ensuing mad scene (“Things Get 
Broken”) shows that The Celebrant understands 
and regrets his horrible act. The street people, in 
turn, accept The Celebrant and his path (“Secret 
Songs”). They complete their Mass with a spiritual –  
if not literal – communion (“Almighty Father”).

Bernstein forgives his protagonist. But devout 
audience members may not. The Celebrant’s 
motivations and Biblical antecedents 
notwithstanding, he does desecrate the  
communion vessels. To those – Catholic or  
not – whom The Celebrant’s sacrilege offends,  
again I say, I’m sorry. 

Why do we present a piece that may offend some 
listeners? I believe that Mass is a great, and 
beautiful work of art whose good points and whose 
fundamental message redeems its potentially 
offensive moments. It’s a piece that changed my 
life and has changed the lives of many people who 
have performed it or seen it performed. And I hope 
that you in our DPO audience will have a similarly 
transformative experience, an experience that 
supersedes Mass’s flaws, challenges and offenses. 

I’ll end with the closing lines of Shakespeare’s  
A Midsummer Night’s Dream, where Puck  
implores the audience to remember that it’s just  
a play, offered in good faith:

Gentles, do not reprehend:
if you pardon, we will mend:
And, as I am an honest Puck,
If we have unearned luck
Now to ‘scape the serpent’s tongue,
We will make amends ere long;
Else the Puck a liar call;
So, good night unto you all.
Give me your hands, if we be friends,
And Robin shall restore amends.

Neal’s Notes 
“Mea Culpa, Mea Maxima Culpa”

Neal’s Notes Continued 
“Lenny and Me: A Tale of 14 Words”

Every time I conduct music of Leonard Bernstein 
or talk about music Lenny-style, I get the same 
question: “Did you ever study with Bernstein?” 

The simple answer is “no”. 

But the simple answer isn’t exactly true. Of  
course, I studied with Leonard Bernstein. Just 
not one-on-one. I learned to love classical  
music watching his televised New York  
Philharmonic Young People’s Concerts. I grew  
up humming “Tonight” and “America” and  
“Officer Krupke”. At home for spring break  
during college, I had the good luck to hear a  
practice session for one of his Norton Lectures. 
It’s no secret that my approach to talking about  
music to audiences of all ages is modeled  
directly on Lenny. Like many classical musicians 
of my generation, I do what I do because  
Leonard Bernstein did what he did. 

But I only met him once. And got a great  
story from it!

In the spring of 1973, during my freshman year  
at Yale, I played Second Violin in the Yale 
Symphony’s production of Bernstein’s Mass: A 
Theatre Piece for Singers, Players, and Dancers.  
It was one of the most powerful musical  
experiences of my life. Mass has always been a 
controversial, and misunderstood work. 

Composed for the opening of the Kennedy  
Center, it’s not a Mass in the sense of Bach’s  
B Minor Mass or Beethoven’s Missa Solemnis. 
Though it follows the structure of the Catholic  
Mass liturgy and has deep spiritual  
underpinnings, Mass is really a musical about 
faith, power, responsibility, leadership, alienation, 
and reconciliation. Musically, it was an attempt 
to create true a fusion of classical, folk, jazz, 
pop, rock, blues, and gospel music. Spiritually,  
it was an attempt to honor the deep links  
between Christianity and Bernstein’s Jewish faith. 

The Yale Symphony production I played 
in – conducted by Bernstein protégé John  
Mauceri – was the first new production mounted 
after the Kennedy Center premiere. It was a 
great success. Lenny came and loved what he 
saw. (He didn’t like that the actor who played 
The Celebrant had Bernstein-style gray hair.  
The Celebrant is a Lenny-figure, but Bernstein 
wanted his protagonist to be a Young-Lenny, not  
an Old-Lenny!) When plans formed for a  
summer 1973 European premiere in Vienna, the 
Yale Symphony was chosen for the gig. 

A couple of weeks after the end of classes the  
entire cast (with a new, younger Celebrant 
and with me bumped up into the First Violin 
section) reassembled in New Haven for a week of  
rehearsals. Then we flew to Vienna for another 
week of rehearsals and a week of performances. 

That’s when I met Bernstein. 

It was the night of the premiere. The performance 
was wildly received, and everyone was in high 
spirits at the post-concert reception. We’d been 
told there would be a receiving line and we 
were all invited to say hello to The Great Man. 
I had prepared a little speech about how much 
Mass meant to me, how it inspired me, and how  
thankful I was to be even a small part of it. As 
I stood in the receiving line I rehearsed in my  
mind, preparing to use my fleeting seconds with 
Leonard Bernstein efficiently and sincerely. 

Finally, the big moment came. I was at the head of 
the line, face to face with my hero. I took a deep 
breath, extended my hand, and was ready to begin 
my tribute when he spoke first: “I smell dope. Is 
that you?” (Words one through six.)

It wasn’t. 

I was then (and still am) Mr. Straight-Arrow. I  
was likely the only person in the whole cast  
who’d never smoked pot. It was a hot summer in 
pre-air-conditioning Vienna, so after two hours 
fiddling my heart out in my heavy wool suit 
in the steamy pit of the Wiener Konzerthaus, 
Lenny might have smelled something – but it sure  
wasn’t Mary Jane! 

Flustered, I said, “Uh, no.” and tried to restart  
my thank-you speech. But before I could get a  
word out, Lenny said, “Well, if you find some,  
let me know.” (words seven through 14) and 
reached to shake hands with the next person  
in line. 

It’s hilarious now, but at the time, I was baffled, 
disappointed, and a little bit crushed. I didn’t 
understand it fully then, but at that time in his 
life, being seen as young, cool, and hip was the 
important to Bernstein. I wanted to reach out  
to him – by sharing my enthusiasm for his music. 
He wanted to reach out to me – by toking up. 

Oh well…

But no harm done, in the end. I still love Mass.  
I still love Lenny’s music. And I still love Lenny!
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Miami Valley and Good Samaritan Hospitals

CLASSICAL SERIES
Dayton Philharmonic Orchestra
Neal Gittleman, Music Director

Bernstein’s Mass
A collaborative production between the Dayton Philharmonic 
Orchestra and the Wright State University Department of Theatre, 
Dance, and Motion Pictures and the Wright State University 
Department of Music

Neal Gittleman	 Music Director and Conductor
Greg Hellems	 Stage Director
Gina Gardner-Walther	 Choreographer
Pamela Knauert Lavarnway	 Designer
Hank Dahlman	 Choir Director
Natalie DeHorn	 Children’s Choir Director
Matt Benjamin	 Lighting Design
Keith Thomas	 Sound Design
Joy Galbraith	 Costume Design
Kay Carver	 Stage Manager
Preston McCarthy	 Assistant Stage Manager
Rosanne Brown & 	 Rehearsal Accompanists 
Amanda Roberts

Assistant Choir Directors: James Tipps and Drew Collins
Producers: W. Stuart McDowell and Paul Helfrich

The role of the Celebrant is sung by John Wesley Wright 
 
Presenting Sponsor: Miriam Rosenthal Memorial Trust Fund
Weekend Sponsor: The Allegro Fund of The Dayton Foundation
Supporting Sponsor: Wright State University
Saturday Night Sponsor: The Milt Kantor Family

Leonard Bernstein	 MASS: A Theatre Piece for Singers, Players,  
(1918-1990)	 and Dancers

	 I. DEVOTIONS BEFORE MASS
		  1.	Antiphon: Kyrie eleison (pre-recorded)
		  2.	Hymn and Psalm: “A Simple Song” 
		  3.	Responsory: Alleluia (pre-recorded)

	 II. FIRST INTROIT: Rondo
		  1.	Prefatory Prayers
		  2.	Thrice-Triple Canon: Dominus Vobiscum

	 III. SECOND INTROIT
		  1.	In nomine patris (pre-recorded)
		  2.	Prayer for the Congregation  
			   (Chorale: “Almighty Father”)
		  3.	Epiphany (pre-recorded)

Friday

May 13,
2011
8:00 PM
Schuster Center

Saturday

May 14,
2011
8:00 PM
Schuster Center
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Official Hotel of the
Dayton Philharmonic Orchestra

Season Media Partners:

Official Automobile Dealership
of the Dayton Philharmonic Orchestra

Series Sponsor:

Concert Broadcast on Saturday,  
September 24, 2011, at 10 a.m.

IV. CONFESSION
1. Confiteor
2. Trope: “I Don’t Know”

Descant
3. Trope: “Easy”

V. MEDITATION No. 1 (orchestra)

VI. GLORIA
1. Gloria tibi
2. Gloria in excelsis
3. Trope: “Half of the People”
4. Trope: “Thank You”

VII. MEDITATION No. 2 (orchestra)

VIII. EPISTLE “The Word of the Lord”

IX. GOSPEL-SERMON “God Said”

X. CREDO
1. Credo in unum deum (pre-recorded)
2. Trope: “Non credo”
3. Trope: “Hurry”
4. Trope: “World without End”
5. Trope: “I Believe in God”

XI. MEDITATION No. 3 (De profundis, part 1)

XII. OFFERTORY (De profundis, part 2)

XIII. THE LORD’S PRAYER
1. Our Father
2. Trope “I Go On”

XIV. SANCTUS

XV. AGNUS DEI

XVI. FRACTION: “Things Get Broken”

XVII. PAX: COMMUNION (“Secret Songs”)

These performances are by arrangement with Boosey & Hawkes, Inc., Sole Agent for  
Leonard Bernstein Music Publishing Company LLC, publisher and copyright owner.
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Gina’s career has spanned over 23 
years and has included performing, 

choreographing, and teaching. As a 
professional dancer, she performed 
works by many of modern dances’ 
most influential choreographers; they 
include: Dwight Rhoden, Ulysses Dove, 
Donald McKayle, Merce Cunningham, 
Talley Beatty, Anna Sokolow, BeBe 
Miller, Donald Byrd, and many more. 
While performing with The Dayton 
Contemporary Dance Company from 
1990-1998, Gina toured Germany, 
Russia, France, and throughout the 
United States. During her tour of the 
United States, she had the honor of 
performing at Lincoln Center, The 
Kennedy Center, and The Joyce Theatre. 
In 1997 she was featured in the PBS 
special “Free to Dance,” dancing the 
lead duet in Talley Beatty’s “The Stack 
Up.” Gina finished up her professional 
dance career by winning the 1997 Josie 
Award for Outstanding Female Concert 
Dancer. With a desire to share her love 
of dance, Gina began teaching and 
choreographing after her retirement 

from concert dance and has become 
a sought after teacher/choreographer 
throughout the country. Her teaching 
experience includes RDA Pacific Festival 
2010 (WA), Point Park University (PA), 
New Arts Festival (FL), RDA Craft of 
Choreography Conference (UT & PA), 
Dayton Contemporary Dance Co. (OH), 
Dance On Tour (NM), New Castle 
Regional Ballet (OH), Vineland Regional 
Ballet Company (NJ) and South Dayton 
Dance Theatre. Gina’s choreography 
has won several choreographic awards 
including the prestigious Project Tier 
award and received Gala Status four 
times at the RDA/NE Regional Ballet 
Festival. Most recently the New York 
Times called her work Still Present set 
on DCDC in 2008 “a stirring dance” that 
“served as a sparkling introduction to 
the troupe.” Gina received her B.F.A. 
in Dance from Southern Methodist 
University and is currently an Assistant 
Professor of Dance at Wright State 
University. She happily married her 
husband Jamey in 1999 and lives in 
Spring Valley, Ohio.

Gina Gardner-Walther, choreographer 
Biography

Hank Dahlman is Professor of Music 
and Director of Choral Studies 

at Wright State University, where he 
serves as the conductor of the WSU 
Collegiate Chorale. He serves as the 
Artistic Director of WSU’s annual 
Dinners and Holidays in the Heartland. 
Dahlman is also Director of CELIA, the 
State of Ohio’s Center of Excellence for 
Collaborative Education, Leadership, 
& Innovation in the Arts, based at 
WSU. Wright State choirs under his 

direction tour regularly in the U.S. 
and abroad, and have been invited 
to sing numerous times for regional 
and state conferences of the American 
Choral Directors Association (ACDA) 
and other professional organizations. 
Choirs directed by Dahlman have also 
appeared on stage with such notable 
and varied performers as Robert Shaw,  
Bill McLaughlin, Anonymous 4, Leon 
Bates, Simon Carrington, Marvin 
Hamlisch, and Kenny Rogers. Dahlman 

Hank Dahlman, choir director 
Biography

has prepared world or regional 
premieres of new works by such 
composers as William Bolcom, Robert 
Xavier Rodriquez, Steven Winteregg, 
James McCray, Robert Yeager, and Drew 
Collins. Dahlman’s choirs have also 
prepared demonstration recordings 
of new choral works for several  
nationally known music publishers.

Director of the Dayton Philharmonic 
Orchestra Chorus, Dahlman also 
serves as a guest conductor with the 
Dayton Philharmonic Orchestra, and 
founded the Dayton Philharmonic 
Chamber Choir in 2000. Dr. Dahlman 
conducted the Dayton Philharmonic 
Orchestra Chorus in performance 
with professional orchestras such as 
the Czech Chamber Philharmonic in 
Prague and at the Salzburg Cathedral 
celebrating Mozart’s 250th birthday 
in 2006. He conducted in his Carnegie 
Hall debut in 2008, and in June 2010 
conducted the DPOC and other choirs 
in performance at Avery Fisher Hall  
in New York’s Lincoln Center. 

Dr. Dahlman regularly appears as 
a guest conductor, presenter, or 
adjudicator at festivals and conferences 
at the international, national, and 
regional levels. For five years he was 
the host of VOICES, a radio program 
tracing the history, development, 
and current trends of the choral 
art, heard weekly on Dayton Public  
Radio. He has served as an adjudicator 
at semi-final and final rounds of 
the National Student Conducting 
Competitions sponsored by the ACDA, 
and was invited to be one of four 
experts on conducting pedagogy to 

be featured at the inaugural national 
convention of the National Collegiate 
Choral Organization. 

Dahlman’s Choral Pronunciation Guide 
to Carl Orff’s Carmina Burana has 
been called an industry standard, 
and used by over 100 universities, 
professional orchestras, and choruses 
on f ive continents. His research 
writings and reviews have appeared  
in Choral Journal, Triad, Resound, the 
Missouri Journal of Research in Music 
Education, and other professional 
journals and publications. Dahlman 
has also served regularly as a board 
member for several state and regional 
divisions of the ACDA and state  
music education associations. 

Dahlman holds the Doctor of Musical 
Arts degree in conducting from the 
Conservatory of Music at the University 
of Missouri-Kansas City, the Master 
of Music degree in choral conducting 
and literature from the University of 
South Florida, and the Bachelor of 
Music Education degree (magna cum 
laude) from Longwood University. 
Notable teachers have included Eph 
Ehly, James McCray, Rey Longyear, 
Wesley K. Morgan, Randall Pembrook, 
and Robert Summer.

Hank is the fortunate husband of 
Cindy, and the proud father of James 
and Amanda. He and Cindy recently 
completed their first marathon while 
raising funds for the Leukemia and 
Lymphoma Society. Besides his love of 
running, Hank is also an avid cyclist 
and golfer.

Hank Dahlman Continued
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Gina’s career has spanned over 23 
years and has included performing, 

choreographing, and teaching. As a 
professional dancer, she performed 
works by many of modern dances’ 
most influential choreographers; they 
include: Dwight Rhoden, Ulysses Dove, 
Donald McKayle, Merce Cunningham, 
Talley Beatty, Anna Sokolow, BeBe 
Miller, Donald Byrd, and many more. 
While performing with The Dayton 
Contemporary Dance Company from 
1990-1998, Gina toured Germany, 
Russia, France, and throughout the 
United States. During her tour of the 
United States, she had the honor of 
performing at Lincoln Center, The 
Kennedy Center, and The Joyce Theatre. 
In 1997 she was featured in the PBS 
special “Free to Dance,” dancing the 
lead duet in Talley Beatty’s “The Stack 
Up.” Gina finished up her professional 
dance career by winning the 1997 Josie 
Award for Outstanding Female Concert 
Dancer. With a desire to share her love 
of dance, Gina began teaching and 
choreographing after her retirement 

from concert dance and has become 
a sought after teacher/choreographer 
throughout the country. Her teaching 
experience includes RDA Pacific Festival 
2010 (WA), Point Park University (PA), 
New Arts Festival (FL), RDA Craft of 
Choreography Conference (UT & PA), 
Dayton Contemporary Dance Co. (OH), 
Dance On Tour (NM), New Castle 
Regional Ballet (OH), Vineland Regional 
Ballet Company (NJ) and South Dayton 
Dance Theatre. Gina’s choreography 
has won several choreographic awards 
including the prestigious Project Tier 
award and received Gala Status four 
times at the RDA/NE Regional Ballet 
Festival. Most recently the New York 
Times called her work Still Present set 
on DCDC in 2008 “a stirring dance” that 
“served as a sparkling introduction to 
the troupe.” Gina received her B.F.A. 
in Dance from Southern Methodist 
University and is currently an Assistant 
Professor of Dance at Wright State 
University. She happily married her 
husband Jamey in 1999 and lives in 
Spring Valley, Ohio.

Gina Gardner-Walther, choreographer 
Biography

Hank Dahlman is Professor of Music 
and Director of Choral Studies 

at Wright State University, where he 
serves as the conductor of the WSU 
Collegiate Chorale. He serves as the 
Artistic Director of WSU’s annual 
Dinners and Holidays in the Heartland. 
Dahlman is also Director of CELIA, the 
State of Ohio’s Center of Excellence for 
Collaborative Education, Leadership, 
& Innovation in the Arts, based at 
WSU. Wright State choirs under his 

direction tour regularly in the U.S. 
and abroad, and have been invited 
to sing numerous times for regional 
and state conferences of the American 
Choral Directors Association (ACDA) 
and other professional organizations. 
Choirs directed by Dahlman have also 
appeared on stage with such notable 
and varied performers as Robert Shaw,  
Bill McLaughlin, Anonymous 4, Leon 
Bates, Simon Carrington, Marvin 
Hamlisch, and Kenny Rogers. Dahlman 

Hank Dahlman, choir director 
Biography

has prepared world or regional 
premieres of new works by such 
composers as William Bolcom, Robert 
Xavier Rodriquez, Steven Winteregg, 
James McCray, Robert Yeager, and Drew 
Collins. Dahlman’s choirs have also 
prepared demonstration recordings 
of new choral works for several  
nationally known music publishers.

Director of the Dayton Philharmonic 
Orchestra Chorus, Dahlman also 
serves as a guest conductor with the 
Dayton Philharmonic Orchestra, and 
founded the Dayton Philharmonic 
Chamber Choir in 2000. Dr. Dahlman 
conducted the Dayton Philharmonic 
Orchestra Chorus in performance 
with professional orchestras such as 
the Czech Chamber Philharmonic in 
Prague and at the Salzburg Cathedral 
celebrating Mozart’s 250th birthday 
in 2006. He conducted in his Carnegie 
Hall debut in 2008, and in June 2010 
conducted the DPOC and other choirs 
in performance at Avery Fisher Hall  
in New York’s Lincoln Center. 

Dr. Dahlman regularly appears as 
a guest conductor, presenter, or 
adjudicator at festivals and conferences 
at the international, national, and 
regional levels. For five years he was 
the host of VOICES, a radio program 
tracing the history, development, 
and current trends of the choral 
art, heard weekly on Dayton Public  
Radio. He has served as an adjudicator 
at semi-final and final rounds of 
the National Student Conducting 
Competitions sponsored by the ACDA, 
and was invited to be one of four 
experts on conducting pedagogy to 

be featured at the inaugural national 
convention of the National Collegiate 
Choral Organization. 

Dahlman’s Choral Pronunciation Guide 
to Carl Orff’s Carmina Burana has 
been called an industry standard, 
and used by over 100 universities, 
professional orchestras, and choruses 
on f ive continents. His research 
writings and reviews have appeared  
in Choral Journal, Triad, Resound, the 
Missouri Journal of Research in Music 
Education, and other professional 
journals and publications. Dahlman 
has also served regularly as a board 
member for several state and regional 
divisions of the ACDA and state  
music education associations. 

Dahlman holds the Doctor of Musical 
Arts degree in conducting from the 
Conservatory of Music at the University 
of Missouri-Kansas City, the Master 
of Music degree in choral conducting 
and literature from the University of 
South Florida, and the Bachelor of 
Music Education degree (magna cum 
laude) from Longwood University. 
Notable teachers have included Eph 
Ehly, James McCray, Rey Longyear, 
Wesley K. Morgan, Randall Pembrook, 
and Robert Summer.

Hank is the fortunate husband of 
Cindy, and the proud father of James 
and Amanda. He and Cindy recently 
completed their first marathon while 
raising funds for the Leukemia and 
Lymphoma Society. Besides his love of 
running, Hank is also an avid cyclist 
and golfer.

Hank Dahlman Continued
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Dr. James W. Tipps (Associate 
Professor of Music Education) came 

to Wright State University in the Fall 
of 1992. Dr. Tipps is the conductor 
of the Wright State University Men’s 
Chorale, and his teaching load includes 
conducting, research, and methods 
classes at both the undergraduate  
and graduate levels.

Active as a choral clinician and 
researcher, Tipps has presented 
workshops in regional, national, and 
international venues. He has served on 
the Ohio Music Education Association 
state board, and served as advisor for 
the Ohio Collegiate Music Education 
Association, as well as the WSU chapter. 
He is currently on the editorial board  
of Contributions to Music Education.

Under his leadership, the Wright 
State University Men’s Chorale has 
been selected to perform at OMEA 

professional conference, Central 
Division Convention of the American 
Choral Directors Association, and the 
National Seminar for Intercollegiate 
Men’s Choruses. They have worked 
with guest conductors such as Charlene  
Archibeque, Simon Carrington, Jefferson  
Johnson, R. D. Mathey, and James 
Gallagher, as well as composers David 
Conte and Moses Hogan.

Tipps also conducts Cappella, the 
secondary school component of the 
Kettering Children’s Choirs. In the 
summer of 2006 the group toured 
Germany, Austria, and Italy, where 
they performed at St. Mark’s Basilica 
in Venice, and in 2009 toured China 
and Hong Kong. He is also a former 
conductor of the Dayton Boys Choir, 
and has performed throughout 
the United States and Canada with  
that ensemble.

James Tipps, assistant choir director 
Biography

Dr. Drew Collins has studied 
with some of this country’s top 

choral pedagogues, with degree work 
at Concordia College (MN), Boston 
University, and Cincinnati Conservatory. 
He has served as Associate Director 
of Choral Studies and Music Education 
at both Augustana College (IL) and, 
currently, at Wright State University. 

As a guest artist, he has been a festival 
conductor for several honor choirs, 
guest conducted semi-professional 
choirs, toured domestically and 
internationally, and, head-lined in 

Carnegie Hall. All told, he has conducted 
symphonic, early music, community, 
school, treble, male, church, collegiate, 
jazz, chamber, festival, changing voice, 
and professional choral ensembles. In 
addition to his primary post at Wright 
State, Dr. Collins is Artistic Director of 
the Festival Choir of Madison, Senior 
Choral Editor for the Neil A. Kjos Music 
Co., and Artistic Advisor for both The 
Singers: Minnesota Choral Artists and 
The San Diego North Coast Singers.

One of this country’s leading advocates 
of living composers, he works to further 

Drew Collins, assistant choir director 
Biography

Tenor John Wesley Wright is 
known for his artistic and soulful 

interpretations of music from baroque 
to Broadway. Holding degrees from 
Maryville College (’87) and the University 
of Cincinnati College-Conservatory of 
Music (’90), his diversity as an artist 
has afforded him, among other things, 
a nationally televised concert for the 
Belgian Royal Family, and tours as a 
soloist and in professional ensembles 
throughout the United States, Europe, 
and Japan. 

With a host of opera and oratorio 
roles, art songs, spirituals, and cabaret  
music in his repertoire, Wright is a 
member of the internationally acclaimed  
American Spiritual Ensemble which 
recently made its New York and 
Kennedy Center debuts. His signature 
rendition of “Here’s One” is highlighted 
in the PBS documentary “The Spirituals: 
Featuring the American Spiritual 
Ensemble,” released nationally in 2007. 
Most recently, Wright performed a 
Rodgers and Hammerstein program 
with Greensboro Opera and Eastern 
Music Festival, appeared with the 
Atlanta Gay Men’s Chorus in their 
production of Lush Life: A Tribute to 
Billy Strayhorn, sang the Evangelist 
and tenor roles in Bach’s Christmas 
Oratorio with the Delaware Choral 

Society and the Evangelist in Bach’s  
St. John Passion with the Bach Society  
of Dayton.

Having worked with such conductors 
as Nicolas McGegan, Ton Koopman, 
and Robert Page, many of Wright’s 
concert career experiences have 
been collaborations with the Dayton 
Philharmonic Orchestra under the 
baton of Neal Gittleman. With Gittleman 
and the DPO he has sung the title roles 
of Bach’s St. John and St. Matthew 
Passions, Britten’s War Requiem, 
Handel’s Messiah, Einhorn’s Voices of 
Light, and most recently Monteverdi’s 
Vespers of 1610. 

John Wesley Wright is the gold medalist 
and top prizewinner of the Savannah 
Music Festival’s American Traditions 
Vocal Competition 2000 and has 
claimed top prizes from the National 
Federation of Music Clubs, Metropolitan 
Opera National Council, Bel Canto 
Regional Artists, Ohio’s Vocal Resource 
Network Art Song Competition, and the 
International Schubert Competition in 
Vienna, Austria.

A native of Rome, Georgia, John is 
a leader of workshops on African 
American song tradition, a member of  
the National Association of Teachers of 

John Wesley Wright, The Celebrant, guest artist 
Biography

the choral art as an new music reviewer 
for Choral Journal, the repertoire 
columnist for Choral Director Magazine, 
and editor of a series of innovative 
choral scores for Curtis Music Press. 

As a composer/arranger, his music is 
published in the catalogs of Earthsongs,  
E. C. Schirmer, Hal Leonard, Kjos, 
Mark Foster, Odhecaton, and Walton 
Music Company.

Drew Collins Continued
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Biography
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at Concordia College (MN), Boston 
University, and Cincinnati Conservatory. 
He has served as Associate Director 
of Choral Studies and Music Education 
at both Augustana College (IL) and, 
currently, at Wright State University. 

As a guest artist, he has been a festival 
conductor for several honor choirs, 
guest conducted semi-professional 
choirs, toured domestically and 
internationally, and, head-lined in 

Carnegie Hall. All told, he has conducted 
symphonic, early music, community, 
school, treble, male, church, collegiate, 
jazz, chamber, festival, changing voice, 
and professional choral ensembles. In 
addition to his primary post at Wright 
State, Dr. Collins is Artistic Director of 
the Festival Choir of Madison, Senior 
Choral Editor for the Neil A. Kjos Music 
Co., and Artistic Advisor for both The 
Singers: Minnesota Choral Artists and 
The San Diego North Coast Singers.

One of this country’s leading advocates 
of living composers, he works to further 

Drew Collins, assistant choir director 
Biography

Tenor John Wesley Wright is 
known for his artistic and soulful 

interpretations of music from baroque 
to Broadway. Holding degrees from 
Maryville College (’87) and the University 
of Cincinnati College-Conservatory of 
Music (’90), his diversity as an artist 
has afforded him, among other things, 
a nationally televised concert for the 
Belgian Royal Family, and tours as a 
soloist and in professional ensembles 
throughout the United States, Europe, 
and Japan. 

With a host of opera and oratorio 
roles, art songs, spirituals, and cabaret  
music in his repertoire, Wright is a 
member of the internationally acclaimed  
American Spiritual Ensemble which 
recently made its New York and 
Kennedy Center debuts. His signature 
rendition of “Here’s One” is highlighted 
in the PBS documentary “The Spirituals: 
Featuring the American Spiritual 
Ensemble,” released nationally in 2007. 
Most recently, Wright performed a 
Rodgers and Hammerstein program 
with Greensboro Opera and Eastern 
Music Festival, appeared with the 
Atlanta Gay Men’s Chorus in their 
production of Lush Life: A Tribute to 
Billy Strayhorn, sang the Evangelist 
and tenor roles in Bach’s Christmas 
Oratorio with the Delaware Choral 

Society and the Evangelist in Bach’s  
St. John Passion with the Bach Society  
of Dayton.

Having worked with such conductors 
as Nicolas McGegan, Ton Koopman, 
and Robert Page, many of Wright’s 
concert career experiences have 
been collaborations with the Dayton 
Philharmonic Orchestra under the 
baton of Neal Gittleman. With Gittleman 
and the DPO he has sung the title roles 
of Bach’s St. John and St. Matthew 
Passions, Britten’s War Requiem, 
Handel’s Messiah, Einhorn’s Voices of 
Light, and most recently Monteverdi’s 
Vespers of 1610. 

John Wesley Wright is the gold medalist 
and top prizewinner of the Savannah 
Music Festival’s American Traditions 
Vocal Competition 2000 and has 
claimed top prizes from the National 
Federation of Music Clubs, Metropolitan 
Opera National Council, Bel Canto 
Regional Artists, Ohio’s Vocal Resource 
Network Art Song Competition, and the 
International Schubert Competition in 
Vienna, Austria.

A native of Rome, Georgia, John is 
a leader of workshops on African 
American song tradition, a member of  
the National Association of Teachers of 

John Wesley Wright, The Celebrant, guest artist 
Biography

the choral art as an new music reviewer 
for Choral Journal, the repertoire 
columnist for Choral Director Magazine, 
and editor of a series of innovative 
choral scores for Curtis Music Press. 

As a composer/arranger, his music is 
published in the catalogs of Earthsongs,  
E. C. Schirmer, Hal Leonard, Kjos, 
Mark Foster, Odhecaton, and Walton 
Music Company.

Drew Collins Continued
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Singing and has been vocal consultant 
for the singers and actors at Disney  
and Epcot Center. John served as 
Artist-in-Residence at the University of  
Dayton from 1995-2006 and has spent 
summers as a guest artist, teacher and 
stage director at the North Carolina 
School of the Arts, the Kentucky 

Governor’s School and most recently, 
the Maryland Summer Center for the 
Arts held at Salisbury University. Wright 
joined the Salisbury University music 
faculty in 2006 where he coordinates 
the voice area, teaches private voice 
and directs the Opera Workshop.

John Wesley Wright Continued

The Kettering Children’s Choir has 
established a local and national 

reputation of choral excellence and is 
one of the largest and most successful 
children’s choral programs in the state 
of Ohio.

Founded in 1986, and now includes 
over 200 singers from 9 counties and 
30 Miami Valley communities. Singers 
range in age from 8 to 18 and are 
admitted to the program by audition. 
Four of the choirs rehearse weekly at 
Rosewood Arts Centre in Kettering. 
Cappella, a regional high school honors 
choir, is a college prep program in 
residence at Wright State University. 
The choir has collaborated with some 
of Dayton’s premier arts organizations 
and artists including the Dayton 
Philharmonic Orchestra, Bach Society 

of Dayton, Dayton Opera, WSU and 
UD Music Departments, and the US  
Air Force Band of Flight. 

The upper-level choirs tour nationally 
and internationally. Past performance 
tour highlights include Mozart 
Festival – Salzburg, Austria; Concert 
with Czech Philharmonic Children’s 
Chorus – Prague, Czech Republic; 
Epcot Candlelight Processional with 
Disney Orchestra – Orlando, FL; 
performances at Westminster Abbey 
and Coventry Cathedral – England; and 
in-concert at the National Cathedral –  
Washington D.C. Singers have also 
had the opportunity to share the 
stage with some of the outstanding 
artists of our time, including The 
King’s Singers, Marvin Hamlisch, and  
Peter Nero. 

Kettering Children’s Choir, guest artists 
Natalie DeHorn, director 
Biography

Greg Hellems is a professor at Wright 
State University in the Department 

of Theatre, Dance and Motion Pictures. 
His directing and choreography credits  
over the last quarter century include 
regional theatres such as Mountain 
Playhouse, Ensemble Theatre of 
Cincinnati and Cincinnati Hot Summer 
Nights, as well as national and 
international productions for Cruise 
Lines, Theme Parks and Industrial 
clients. Recent works includes assisting 
Tina Landau for the regional premiere 
of Sycamore Trees written by Ricky Ian 
Gordon at the Tony Award winning 
Signature Theatre in Washington, 
DC. Wright State directing and/or 
choreography credits include: Jekyll 
and Hyde, Anything Goes, Smokey  

Joe’s Café, Lady Be Good, Aida, Grease, 
the critically acclaimed Ragtime South 
Pacific, How To Succeed In Business… 
We Tell the Story: the Flaherty and 
Ahrens, Merrily We Roll Along, Falsettos 
and Phantom. 

Since 2003 Greg has been the director  
of the High School Musical Production 
at the Interlochen Arts Festival. 
Productions there include: Guys and 
Dolls, Rags, Pajama Game, and Babes 
in Arms. Greg received his Master of 
Fine Arts degree in Directing from 
the University of Cincinnati College- 
Conservatory of Music, and trained 
with Anne Bogart at the Saratoga 
International Theatre Institute.

Greg Hellems, stage director 
Biography

Pam Lavarnway is professor of theatre 
and coordinator of the Theatre 

Design and Technology program at 
Wright State University. During her 20 
years at Wright State, she has designed 
scenery for over 40 shows, including 
August: Osage County; Proof; Lady; 
Be Good! Thoroughly Modern Millie, 
Aida; and Into the Woods. Her designs 
for Dayton’s Human Race Theatre 
Company include The Sunset Limited, 
The Mineola Twins, Quilters, Beehive, 
and Having Our Say. 

Pam has also designed sets for The 
Gin Game at the Victoria Theatre, The 
Abridged Works of William Shakespeare 
at Cincinnati Playhouse in the Park,  
and several shows for Town Hall 
Theatre in Centerville. Before moving 
to Dayton, she taught for four years 
at Binghamton University and was a 
scenic charge artist for three major 
regional theatres. She is a member of 
United Scenic Artists, Local 829.

Pam Lavarnway, designer 
Biography
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Singing and has been vocal consultant 
for the singers and actors at Disney  
and Epcot Center. John served as 
Artist-in-Residence at the University of  
Dayton from 1995-2006 and has spent 
summers as a guest artist, teacher and 
stage director at the North Carolina 
School of the Arts, the Kentucky 

Governor’s School and most recently, 
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Bernstein Mass Choir Personnel

Wright State University Collegiate Chorale
Hank Dahlman, Conductor

Wright State University Men’s Chorale
James Tipps, Conductor

Wright State University Women’s Chorale
Drew Collins, Conductor

Brian Cashwell and Debbie Lindley, Accompanists

Amanda Hughes, Graduate Assistant
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must have done so. And the tunes  
were passed down in an oral tradition, 
without any notation. 

Church reformers, for both liturgical 
and political reasons, had codified 
these chant settings of the Mass in the 
last part of the first millennium A. D. 
But settings of the Mass by individual 
composers did not appear until the 14th 
century with Guillaume de Machaut’s 
Notre Dame Mass. Machaut’s music 
sets the five parts of the Ordinary: 
the Kyrie, Gloria, Credo, Sanctus, 
and Agnus Dei. Composers continued  
this practice down to our own time. 
Whether acting out of personal 
devotion, or fulfilling a commission to 
honor a patron, or to commemorate an 
occasion, almost all of the composers 
of the notated western music tradition 
wrote Masses, from Dufay in the 15th 
century to Stravinsky in the 20th.

Bernstein’s Mass in several ways fits 
within this tradition. It was written 
as a commission: Bernstein was asked 
by the family of President Kennedy to 
write music to celebrate the opening in 
September, 1971 of the John F. Kennedy 
Center for the Performing Arts in 
Washington, D.C. And Mass includes  
all the parts of the Mass Ordinary, sung 
in Latin. But, in many ways the work is 
far from traditional. This break from 
older practice is evident right on the 
title page where we learn that Mass is 
a “Theatre Piece for Singers, Players, 
and Dancers.” And throughout the 
setting, Bernstein includes numerous 
comments on or supplements to the 
traditional parts of the liturgy. These 
addition use a musical style that includes 
avant-garde dissonance, gospel music, 
rock-and-roll, and musical theater. 
(One of his collaborators was Stephen 
Schwartz who had worked on the 
musical Godspell.) The score of Mass 

is so elaborate that the premier of the 
work required over 200 performers. 

Given these disparities in style, and that 
the Mass is so important to Catholics, 
we should not be surprised that the  
work has provoked some controversy. 
It was generally well-received at its 
premiere, but the music critic for 
the New York Times lambasted its  
combination of musical styles and 
called it superficial and pretentious. 
And several members of the Catholic 
clergy condemned it outright for what 
they perceived as its disrespectful tone. 
But, despite this critical and clerical 
drubbing, when the first recording of 
the work was released shortly after  
the premier, sales were spectacular. 

From forty years distance we can 
perhaps see Bernstein’s Mass more 
dispassionately. The Catholic church 
appears reconciled with the work: 
it was performed, with the church’s 
blessing (but without dancers) in 
the Vatican in 2000. A Carnegie Hall 
education program for children uses 
Mass as a way to inspire budding 
composers. And it has served as a 
starting point for discussions on the 
divergent approaches to religious 
faith exemplified by the Catholic and  
Jewish traditions. 

Other critics have dismissed Mass for 
being dated, too tied to the era in 
which it was premiered. But, whatever 
critics may say, it still strikes a 
chord, however sweet or acrid, with 
audiences today. And that timeless  
resonance makes Mass part of the 
important tradition behind it, a tradition 
many thoughtful listeners must still  
grapple with. 

– Dennis Loranger, Instructor in music 
and English at Wright State University

Mass Continued

“L eonard Bernstein was like a star 
in a constant state of explosion.” 

A friend described him with this 
delightful quote in the early 1990s which 
captures the essence of the composer, 
conductor, pianist, educator, celebrity, 
and unstoppable force of nature 
that was Bernstein. Born to Russian 
immigrant parents, he was a brilliant 
child. As a teenager, he had almost 
total recall of music, conversations, and 
literature, and spent countless hours 
at the piano, composing, practicing, 
and absorbing all musical styles. After 
earning a degree at Harvard, he studied 
conducting with Fritz Reiner at Curtis, 
and was a student of Koussevitzky 
during Tanglewood’s inaugural years.

With the help of his mentors, he secured 
a position as assistant conductor of 
the New York Philharmonic in 1943, 
a position that usually entailed little 
public exposure. In a legendary stroke 
of luck, he was called to replace an 
ailing Bruno Walter on November 14, 
1943. His debut was a stunning success, 
earning him international attention.  
He was never out of the spotlight for  
the next five decades.

American orchestras were still the 
domain of European conductors 
in the 1940s and 50s, and despite 

several infamous occasions where he 
was nominated but passed over for 
a permanent post, he did not earn 
an appointment until 1958, when he 
became the first American-born music  
director of the New York Philharmonic. 
Bernstein did not suffer during the 
interim; he traveled widely as a guest 
conductor, composed successful ballets, 
musicals, and symphonies, and broke 
into the relatively new world of television. 
His tenure with the Philharmonic was 
a period of extraordinary growth and 
achievement, including his popular 
Young People’s concerts. Today it is 
hard to imagine that during the height  
of the television broadcasts, parents 
were signing up for tickets as soon as 
their children were born, hoping to 
move up the waiting list in time. 

Bernstein’s overwhelming charm and 
charisma were unparalleled. He was not 
without critics and his celebrity status 
was often tainted by his flamboyant 
public behavior. As we look back now, 
we see a bright star that never stopped 
burning, the likes of which we may 
never see again.

– Christopher Chaffee
Associate Professor of Music
Director of Graduate Studies in Music
Wright State University

Leonard Bernstein (1918-1990) 
Biography

Musical settings of the Mass, the 
central ritual of the Catholic 

religion, have a long history. Some 
of the settings derive from tradition. 
An extensive repertory of chant – 
sometimes called Gregorian chant – 
allowed celebrants to sing all the parts 

of the Mass, both those parts that 
change with the season, the Proper, 
and those that remain the same, the 
Ordinary. These traditional tunes can 
be seen as a kind of folk music: no one 
knows who composed any particular 
melody, although some one individual 

Mass
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MASS  LIBRETTO 
 

This libretto was created for the May 2011 Schuster Center 
audience.  It includes all the non-English texts used in MASS, 
along with their translation. For the tropes and the other sections 
of the piece that are in English, I’ll rely on the performers’ 
diction to get the words across to you in the radio/streaming 
audience. Considering how hard I rode the cast on their diction 
(I think I may have even heard the term “Diction Nazi” 
whispered from time to time!), I’m pretty sure you’ll understand 
what they’re saying and singing. To the extent that you do 
understand the English words, that’s the result of their diligence 
and commitment. To the extent that you don’t blame me for not 
being tougher!  
 
The artwork you see in the libretto is by artist Ann Bain, who 
created a large of book of stunning artwork inspired by 
Bernstein’s MASS. The book was displayed in the Schuster 
Center lobby back in May 2011 and Ann allowed the 
Philharmonic to use some of the images in this libretto.   
 

— Neal Gittleman 
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Time for the Cast Party! 
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THEATRE

Bernstein’s MASS: A Theatre Piece for 
Singers, Players, and Dancers fused the 
talents of the Dayton Philharmonic 
Orchestra (DPO) and the Wright State 
University’s departments of Music and 
Theatre, Dance, and Motion Pictures. 

“This was really a major event for the 
Dayton region,” said DPO Music Director 
Neal Gittleman, who pointed out that 
patrons from at least 10 states came to the 
Benjamin and Marian Schuster Performing 
Arts Center for the performances.

The piece uses the structure of a 
Catholic Mass to tell the story of a personal 
spiritual journey. Though portions of 
the show are sung in Latin, English 
lyrics by Broadway composer Stephen 

Schwartz (Wicked, Pippin, Godspell) provide much of MASS’s humor and irony. It was first 
commissioned by former First Lady Jacqueline Kennedy for the opening of the national 
arts center named in honor of her late husband, the John F. Kennedy Center for the 
Performing Arts in Washington, D.C. The work premiered as part of the Kennedy Center’s 
opening festivities on September 8, 1971.

MASS is rarely performed in its entirety due to its massive scope. The Schuster 
show featured a chorus of 60 singers, 19 actors in a “street chorus,” 10 dancers and a 
19-member children’s choir. Musicians included a 90-piece orchestra, a five-piece rock 
band and a three-piece blues band.

“It was a huge challenge logistically to put it all together,” said W. Stuart McDowell, 
chair and artistic director of Wright State’s Department of Theatre, Dance, and 
Motion Pictures.

Pulling off a production of such epic proportions required a creative team from several 
disciplines. DPO’s Gittleman conducted both sold-out performances. Wright State’s 
faculty involvement included choral direction by Hank Dahlman of the Department of 
Music, as well as stage direction by Greg Hellems, choreography by Gina Gardner-Walther 

MASSive undertaking
Wright State collaborates with the Dayton Philharmonic Orchestra
By Cory MacPherson

Last spring, audiences got a once-in-a lifetime chance to 
see the most complex and controversial work of composer 
Leonard Bernstein in a production that boasted nearly 200 of 
Dayton’s most talented performers, including more than 100 
Wright State students and faculty.

ng
Typewritten Text
From the Wright State University Magazine, Fall 2011
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and scenic designs by Pam Knauert, all of the Department 
of Theatre, Dance, and Motion Pictures.

The production also included the Kettering Children’s 
Choir under the direction of Natalie DeHorn and noted 
tenor John Wesley Wright in the crucial role of 
“The Celebrant.”

“Even though MASS was written in the ’70s, there’s 
not anything in the show that isn’t relevant today,” said 
Hellems. For example, he pointed to a lyric about “oiling 
the seas,” recalling how eerie it is in the wake of the 2010 
Gulf oil spill. 

While MASS gave Wright State students an excellent 
chance to perform with a professional arts organization, it 
also gave them a rare opportunity to work with their 
fellow students.

“The music and theatre departments are both so busy 

that we don’t get the chance to work with 
each other very often,” said Dahlman. “This 
is probably the largest collaborative effort 
between the two departments, at least in my 
memory, and I’ve been here 20 years.”

“When different facets of the arts come 
together, it makes for a truly unforgettable 
experience,” said Samantha Helmstetter, 
a musical theatre major who performed in 
the show’s street chorus. “MASS was 
unlike any other performing experience 
I’ve ever had, and I’m grateful to 
have been part of it.”

MASS 
is rarely 

performed 
in its 

entirety 
due to its 

massive 
scope.




