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Preface

Orchestral conductors occupy a broad swath of music history. The modern concept of the conductor dates from around the turn of the nineteenth century, and any book claiming to be a comprehensive history would need to be either very long or very concise. In conductor documentation, one approach has been to focus on the towering few while largely ignoring the majority of worthy individuals practicing their craft. On the other hand, a comprehensive directory-style volume of biographical facts would be a useful reference tool but not make for very stimulating reading. Our approach has been to provide short biographical and critical essays and to impose certain parameters to make our work both manageable and meaningful. We have limited inclusion to three categories: people born in the U.S., naturalized U.S. citizens, and foreign conductors holding a permanent appointment in the U.S. Limiting the book to only the first two categories would have presented a distorted picture of professional orchestral activity in the U.S. due to the high proportion of noncitizens occupying the podiums of orchestras, especially at the higher levels. In addition, all individuals included had to have been active as conductors at the start of the new millennium. Thus, we claim that this book is about American conductors and conductors in America in the twenty-first century. If such a date smacks of gimmickry, it serves as well as any other to impose realistic limits on our endeavors. Indeed, the millennial marker (01/01/2001) also acts as a buffer between what has been and what may likely come to be in the orchestral and operatic fields in the new century. At that date, certain individuals were coming to the end of long and distinguished careers with roots in an even earlier age, while others were just setting out. In providing a collection of sketches of individuals currently or recently practicing the conductor’s art, we hope to provide insight into the state of orchestral music-making in the U.S. as it is, has been, and may become.

We included all the music directors of the top three tiers, based on each orchestra’s budget, of member institutions published by the American Symphony Orchestra League (which changed its name to The League of American Orchestras in January of 2008) in the January 2006 issue of Symphony magazine—please see appendix B for a list of these orchestras and their tiers. Most internationally known American conductors not holding permanent appointments in the U.S. at that date were also included, as were distinguished foreign conductors who had held and then relinquished music directorships with American orchestras between 2001 and 2006. In addition, we included a few conductors from less wealthy orchestras whom we felt demonstrated special merit (e.g., Benjamin Zander) and several upcoming female conductors to provide a fairer gender balance.

Each entry is a biographical essay containing the essential facts of the conductor’s birth, education, and career. In addition, we have included assessment and commentary gleaned from articles, interviews, reviews, and, in some cases, personal observation. It was our intention to present as rounded and fair-minded a portrait of each artist as possible. We tried to allow for the fact that critics can be biased and conductors can be caught on a night when either they or their orchestras are in less than top form. The length of essay varies with the eminence of the conductors, which is more or less determined by their reputation and the standing of the orchestras with which they work. Another factor is that much more information about top-level artists is available. Thus, a conductor of one of the so-called Big Five orchestras (an oft-disputed designation that refers to the New York PO, Boston SO, Chicago SO, Cleveland O, and Philadelphia O) gets much more space than the music director of a third-tier regional orchestra. As we discuss more fully in the introduction, all the artists included in this book are remarkable and highly gifted individuals.

We have adopted a number of conventions throughout the book. Names appearing in bold are cross-references to a separate entry for that person. Institutions mentioned frequently are always abbreviated, thus The Met for The Metropolitan Opera, Harvard for Harvard University, and Juilliard for The Juilliard School of Music. We have used the abbreviations U.S. for United States, SO for Symphony Orchestra, PO for Philharmonic Orchestra, CO for Chamber Orchestra, YO for Youth Orchestra, YSO for Youth Symphony Orchestra, and so on. Within each entry, we refer to, say, the Buffalo PO at its initial appearance and the BPO subsequently.

The annotations appended to each entry consist of Further Reading and Selected Recordings. In the latter category, we have limited choices to five or fewer. In terms of conductors who have made many hundreds of recordings, this is unfortunately a rather inadequate sampling. What we have tried to do is provide a representative selection that relates to the previous text. Thus, they are selected as opposed to recommended recordings, although they are intended to show the practitioner in the most favorable light. The recordings are mostly in CD format, but occasionally video recordings (DVDs) were selected as being particularly apropos. We have tried to provide recordings and videos that are currently obtainable via the Web. The citations for Further Reading are almost all in English. The exceptions are marked as such and were included as being particularly relevant and without an English equivalent.

In compiling this book, we are greatly indebted to the resources provided by Western Illinois University Libraries and the following student assistants: Liz Hornbaker, Becky Parmer, and Stacy Ervin. We reserve special thanks for Chrissy Wainwright, who helped set up the project and worked on the initial research. Our thanks also extend to Alan Blyth and John Canarina for providing valuable insight, suggestions, and encouragement. We also express our deep appreciation for the patience, understanding, and assistance of Dan and Krista, our respective spouses.


Introduction

Conductors exhibit a unique set of skills and abilities, some of which can be developed and others of which seem to be innate.1 The biographical sketches that follow document some of these highly talented individuals, whose necessary qualities include acute hearing, vivid musical imagination, phenomenal memory, charisma, and effective communication skills. The act of conducting requires its practitioners to anticipate and signal what is about to happen through gesture and body language, while at the same time monitor what they are actually hearing. Conductors take inspiration from what they conceive to be the composer’s intentions, gleaned, usually, from the printed score, but influenced by a familiarity with performance practice and their own musical experience.2 They seek to realize their conception in private study and propagate their vision during the rehearsal process, leading to a performance, or series of performances, which will be faithful, inspirational, and moving to players and listeners alike—or else preserve in archival form (recording) the most intense thoughts of which they are capable at that particular time. Great conductors have the ability to grasp the architectural span of a piece of music as a whole, in which individually crafted musical gestures combine to form an integral whole. When conductors achieve the status of music director, they may be responsible for planning not only individual programs but also entire seasons, consulting with administrators and agents about which soloists and guest conductors to invite, often several years in advance.3 In addition, they are increasingly expected to be cultural icons, social schmoozers, and fundraisers for their constituencies, roles some relish and others do not.4

Unlike their instrumental and vocal colleagues, novice conductors get little opportunity to practice their art. In Europe the traditional route to the podium has been to progress through the ranks of provincial opera houses, starting out as a repetiteur coaching singers and becoming intimately acquainted with the standard operatic repertoire through daily hands-on experience. In the U.S., conductors have tended to be the product of academia, gaining as much experience as they can through student, youth, and community orchestras. The enterprising ones will form their own groups, often focusing on contemporary music. Others have emerged from the ranks of orchestral musicians, observing many conductors at work and appraising their strengths and weaknesses. The next step is to secure a position as an assistant conductor to some orchestra, hoping to impress through the opportunities to conduct pops, educational, and family concerts, with the possibility that, should the maestro one day be “indisposed,” he or she can step up at short notice and make a big impression.5

Competitions are another vehicle that traditionally has been a step-up in the profession. Many of the individuals featured in this book, both native and foreign, have been successful contestants, and winning has bolstered their careers.6 It is also true, though, that some winners of these same events are rarely heard of again. Conducting competitions wax and wane: the two most famous, the Mitropoulos and the Stokowski, both based in New York City, petered out, and the ill-fated Maazel/Vilar barely established itself before its unseemly demise. Realizing the transient nature of even the most famous of these, attempts to provide training opportunities of a more substantial nature have been made. Most prominent of these was the Exxon/Arts Endowment program, which apprenticed young conductors to leading orchestras such as the Pittsburgh and National SOs, giving them exposure and mentoring over several years. Similar opportunities have been supplied by Michael Tilson Thomas’s New World Symphony, the American Symphony Orchestra League’s Conductors Guild and Conducting Fellows Program, the Los Angeles Philharmonic Institute, Leonard Slatkin’s National Conducting Institute, the Aspen Music Festival’s American Academy of Conducting, and, of course, many years of summer school programs for conductors at Tanglewood.

However, exposure and success too soon may have drawbacks for promising conductors faced with inflated expectations and lacking sufficient basic experience or knowledge of the repertoire. Novices are obliged to take on heavy schedules involving a good deal of rushing about in order to seize every available opportunity, which may result in premature burnout. Add to this the fickleness of a public seeking out the next sensational wunderkind, and it is hardly surprising that some fall by the wayside or fail to live up to their initial promise. The difficulty of bridging the gap between the conservatory and professional life is one of the factors that discourage the promotion of native-born talent. Another is simply bias. Orchestra boards, promoters, and the public view a (sometimes inferior) foreigner—especially one with an exotic name—as more of a box office draw than an equally talented or superior American. Marin Alsop, who has had to contend with the additional gender bias, states, “It doesn’t appear that America strives to nurture and promote its own talent.”7 One can only marvel that conductors with ordinary-sounding names like John Nelson or David Robertson have done so well!

The increase in the number and quality of American orchestras, thanks to the wealth of talented instrumentalists being produced by music schools and universities over recent decades, has provided increasing opportunities for the aspiring American conductor. Many have achieved distinction among the second- and third-tier orchestras (whose performance standards often rival those of the so-called top tier). Writing in 1982, Roger Dettmer identified fifty or so American conductors employed by leading regional orchestras, most prominently, then, Previn in Pittsburgh, Slatkin in St. Louis, and Zinman in Rochester.8 In a 1990 piece, Donal Henahan argued that boards should be duty bound to choose native conductors even if it resulted in a temporary lowering of standards, in the belief that sooner or later a crop of Leonard Bernsteins would surely emerge.9 The success of Michael Tilson Thomas, Andrew Litton, Steven Sloane, David Robertson, and Marin Alsop would tend to support that forecast. Writing about Thomas’s success in San Francisco, Anthony Tommasini suggested that in view of the myriad extracurricular activities the music director is required to perform, “American orchestras would do better having energetic musicians (ideally Americans) in charge day to day and to bring in the eminent masters, Europeans or otherwise, as invaluable guests.”10 However, there is still a tendency for boards and management at lower levels to opt for foreign talent, thereby perpetuating a long-standing anti-U.S. bias. Music director search committees, even when they include representation from the players and audience, are usually dominated by managers and administrators whose approach is based on their business experience and who find it hard to make decisions based purely on artistic merit and potential. At the time of writing (2006), a survey of the country’s top forty orchestras found that fourteen (35%) conductors qualified as “Americans” (including Lorin Maazel, who was actually born in Paris, and Paavo Järvi, an Estonian-born, naturalized U.S. citizen).11 Of the rest, six orchestras were led by Germans, five by Britons, two each by Austrians and Finns, and one each by an Argentinian/Israeli, a Swiss, a Brazilian, a Mexican, a Peruvian, and an Indonesian. Of the traditionally labeled “Big Five” orchestras (Boston, Chicago, Cleveland, New York, Philadelphia), two were led by Americans (Lorin Maazel and James Levine), the highest percentage ever. A recent preconcert survey of Baltimore SO patrons during the orchestra’s director search revealed a very low preference for leadership by an American conductor. In the event, the poorly handled appointment of Marin Alsop in 2005 was a momentous and controversial snafu in which bias, both national and gender, played a role. Cultural snobbery and a harking back to a golden age of the maestro, epitomized by the likes of Toscanini, Szell, Reiner, Stokowski, and Walter, with only Bernstein rivaling foreign dominance, has resulted in a mindset that only foreigners can really be any good. Indeed, despite Bernstein’s breakthrough at the New York PO, the hope that this precedent would open up top orchestral posts to native talent went largely unfulfilled; what may have been anticipated as a flood proved to be no more than a trickle.

Bernstein also did the lion’s share of mentoring. After abandoning his role as musical evangelist to the American man-and-woman in the street, he devoted his considerable pedagogical prowess to nurturing young talent. The roster of his protégés includes a number of the individuals featured in this book, among them Michael Tilson Thomas, Marin Alsop, Eiji Oue, Justin Brown, Uri Segal, and Michael Stern. One must also acknowledge the contributions of teacher/conductors the likes of Pierre Monteux, Max Rudolf, Harold Farberman, Gunther Schuller, and Jorge Mester. In academia the names of Jean Morel, Otto-Werner Mueller, Sixten Ehrling, and Gustav Meier frequently occur in the résumés of the artists contained in this book.

There is a natural rhythm to the stages of a music director appointment: selection of a shortlist of candidates, tryouts, appointment, honeymoon period, maturation with satisfaction or disillusionment, resignation/retirement—and the cycle begins over again.12 The mystique surrounding the hiring has been likened to a mating ritual in which conductors and orchestras sniff each other out, so to speak. The process may take, on average, two to three years, or even as long as five in some instances.13 As Bernard Holland observed: “Symphonic matrimony is rarely for life and not always for love.”14 Or, to hear some tell it, the whole process is fixed by shadowy agents and managers manipulating the interested parties like pawns in a glorified chess game.15 The pundits have engaged in much soul-searching speculation as to what constitutes a good fit. There is still a sense that the constituency involved in the selection process (one hopes reflecting the views of the players, the management, the artists’ agents, and the audience) tends to play it safe, valuing caution and tradition over challenge and innovation. In weighing risk vs. no-risk, the conservative faction can point to a number of instances when a bolder choice back-fired.16 In general, the feeling is that it is better to opt for the tried and tested for music director (what Norman Lebrecht, in typically acerbic fashion, characterized as those who are “punctual, polite, and infinitely practical—which explains the deadly tedium at the heart of concert life”17) and invite the firebrand as a guest. Not wanting to offend or alarm the existing, albeit aging and diminishing, audience is an important consideration at a time when orchestras are more than ever dependent on box-office receipts because the revenue stream from recording contracts has dried up, the draw of superstar conductors has diminished, and the economic and political climate has led to a reduction of sponsorship and subsidy. On the other hand, progressive or struggling management teams see the need for innovation and rejuvenation of the kind that a gifted young conductor with good communication skills can bring in order to attract a potential clientele.18 Another factor in selection is the tendency to appoint a successor with an opposite temperament or outlook to the most recent incumbent: Zinman succeeded by Termirkanov in Baltimore, Slatkin by Vonk in Saint Louis, and de Waart by Oue in Minnesota are obvious examples.

The early years of the new millennium saw a remarkable opportunity to evaluate the selection process due to an unprecedented spate of vacancies on podiums in the U.S. and around the world. This unusual coincidence generated a plethora of metaphors such as “seismic shift,” “changing of the guard,” “baton revolution,” and “domino effect.” The departures of Ozawa (Boston), von Dohnanyi (Cleveland), Masur (New York), and Sawallisch (Philadelphia) indicated a major generational shift. Rather than heralding an era of unadulterated innovation, the dozen or more vacancies that arose and were filled in North America resulted in an interesting mix of conservative and progressive choices. The wealthier and more venerable institutions tended to take a more cautious approach: Maazel19 to New York, Eschenbach to Philadelphia, and Levine to Boston. In the mildly controversial choice of Welser-Möst to lead in Cleveland, the orchestra adhered to a belief, still prevalent especially among older players, that Austro-German conductors represent the authority and tradition that safeguards the core repertory. The leading second-tier orchestras made more adventurous choices, even providing opportunity to a couple of the younger generation of indigenous talent: Spano in Atlanta and Robertson in Saint Louis. For the rest, the move of Paavo Järvi to Cincinnati, Mario Venzago to Indianapolis, and Osmo Vänskä to Minnesota ushered in a new and exciting generation of Europeans. The orchestras of Houston and Milwaukee were perhaps looking for a happy medium by appointing two relatively young Europeans: Hans Graf, an Austrian, and Andreas Delfs, a German, respectively.

Personalities aside, the approach and attitude of conductors are constantly evolving. The tyrannical maestro epitomized by Toscanini, Szell, and Reiner would not be tolerated by today’s musicians. Nor would the following generation’s maestro mystique, typified by Bernstein, Solti, and Karajan, who, as figureheads of their respective record companies, enjoyed iconic status. The jet-setting superstar ensconced on his pedestal is human, and exceptional prowess in a field such as conducting does not necessarily make for a well-rounded or even appealing personality. In mythology, the hero is often fatally flawed; this is true of conductors too, as Norman Lebrecht showed in his book The Maestro Myth by exposing the soft underbellies of some of the twentieth century’s major figures.20 Addressing the Conductors Guild in 1993, Kurt Masur, the recently appointed music director of the New York PO, spoke about orchestral music-making as “a creative partnership between conductor and orchestra.”21 This primus inter pares model is one frequently espoused in the biographical portraits that follow. Players and conductors are frequently on first name terms, and, with mutual respect established, there is less of the blind deference shown to conductors than was the norm thirty years ago. For their part, conductors are more willing to allow players’ ideas to shape and mold performances.

Managing a professional symphony orchestra is highly complex and expensive to boot. The inherent fiduciary dilemma of orchestras and arts organizations in general was identified as long ago as 1966 by two Princeton professors.22 Their main thesis, Baumol’s Cost Disease as it came to be known, claims orchestras will always be chasing their tails because their output can never keep up with costs that persistently rise at a rate higher than inflation. And if their “product” becomes less appealing to the market (audiences, charitable foundations, local and national government funding agencies, etc.)—which seems to have been the case over recent decades—this has to be offset by aggressive marketing, innovation, and high ticket prices. This economic “flaw” affects labor relations and repertoire choices, among other factors. Just as the orchestral world saw extensive changes in leadership in the early years of the twenty-first century, so also was there a marked increase in the number of orchestras in financial straits and/or involved in acrimonious labor disputes with their musicians. The dysfunctional collective bargaining process led to a number of strikes/lockouts,23 and the increasing financial pressures due to economic and political factors in the environment at large resulted in many orchestras amassing sizeable deficits and, inevitably, a number of bankruptcies.

The latter half of the twentieth century saw a rapid expansion in the number of orchestras because there was a large pool of talented instrumentalists in the post–World War II boom.24 As recovery continued, many communities beyond the Northeast and the West Coast were eager to present themselves to the world as cultured and sophisticated. The acquisition of a symphony orchestra served as a marker. Horowitz quotes a study from 1939 which claims that the number of orchestras had grown from 17, pre–World War I, to 270.25 Dettmer’s 1982 article identifies 72 first- and second-tier orchestras compared with 15 in 1943.26 Describing the increase in opportunity that orchestras of the second and third tiers should be providing to young American conductors, a 1989 Newsweek article states that there were 161 such then in existence compared with 63 twenty years earlier (an increase of 155 percent).27 Clearly, the twentieth century witnessed exponential growth in the number of concerts given by orchestras across the U.S. In the peak year of 2000 they attracted audiences totaling 32 million, generating revenue of $1.27 billion. At the same time, orchestras nationwide were experiencing financial strains. Between 1980 and 2000 at least six orchestras went bankrupt, although four of these were later resuscitated. ASOL (The American Symphony Orchestra League) claims a membership of around 1,800 orchestras currently operating in the U.S. (2006), broken down into eight categories by budget. They range from full-time salaried, to part-time professional pay-per-service, collegiate, community, and youth orchestras.

Conductors operate upon the broader canvas of live orchestral concertizing. It is hardly necessary to point out that they don’t produce any sound of their own. The health of the musical environment in which they operate is vital to their artistic survival and prosperity. It may just be coincidence, but the turn of the new millennium precipitated one of classical music’s periodic crises, and an apparently serious one. Unforeseen events, notably those of September 11, 2001, and the dot-com bust, seemed to combine with cultural trends to deliver a severe body blow. The deteriorating economy in the early years of the new century affected the principal pillars of financial support on which orchestras had increasingly come to depend: grants and contributions from corporations and wealthy donors. But other more endemic problems seem to lie within the classical music business itself. These problems include the aging and diminishing of audiences, further marginalization of the genre in the culture at large, reduction of music curriculum in public schools, and a string of orchestras in financial crisis leading to labor unrest between players and management. Add to these difficulties rapacious agents and the growing discrepancy between what star conductors and rank-and-file musicians get paid, spiraling ticket prices, the failure to endear audiences to the product of contemporary composers, and an increasing sense of classical music as a museum art mired in ritualistic and archaic conventions. These are generalizations, of course, and there are many notable instances of individuals and orchestras introducing innovation and outreach to stem the decline. The following essays reveal many conductors who are deeply concerned about the future of classical music and how to assure its survival.

The cellist Julian Lloyd Webber, writing in 2002, claimed that classical music as a profession had changed more in the recent four or five years than in all the previous thirty.28 He added: “musicians—and everyone else involved in classical music—have been forced to step outside their comfort zones and discover reality.” In adapting, orchestras face a dilemma, it seems. They can either maintain an archival role as custodians of the great orchestral masterpieces or they can metamorphose into what Pierre Boulez has labeled “ensembles of possibilities” that incorporate the flexibility of cross-cultural, cross-media presentations exploiting more fragmented formats, often in nontraditional venues. At the risk of “falling between two stools,” they can try to do both. One of the most wholeheartedly innovative approaches in the U.S. has been Houston’s Orchestra X, founded in 1997, the brainchild of dynamic, if eccentric, conductor John Axelrod, who attempted to present classical music (Beethoven, indeed!) in an “interactive, multicultural, multi-disciplinary, almost confrontational environment that still preserves the integrity of the music.” Similar efforts have been conducted by Jonathan Sheffer, first with the Eos Orchestra (1995–2004) and then, since 2001, with Red {an orchestra}. But whichever route orchestras choose, they run the risk of alienating their existing (if diminishing) audience and/or failing to attract a new one, which could likely spell doom in the short term. Too often, repertoire choices are driven with an eye to the bottom line. Most believe that if orchestras do not present a substantial menu of the traditional and familiar, audiences will quickly dissipate.

This dilemma is being addressed in a variety of ways. One is the effort didactically inclined conductors are making to increase the audience’s comfort zone through preconcert, or preperformance explications.29 Musical educators such as conductor/composer Rob Kapilow continue to evangelize for classical music with presentations that seek to shatter any mystique and make the listening experience meaningful to diverse audiences. Reevaluating cultural relevancy within communities is another priority. Recently, Esa-Pekka Salonen was praised for helping make the Los Angeles PO “the hippest, hottest cultural ticket in town.” Themed concerts or even entire seasons have become a very common approach. Adapting to twenty-first century lifestyles is another requirement. Concerts have become more casual, with flexible scheduling to include such concepts as early evening “commuter concerts.” To attract audiences from a wider demographic, orchestras must divest themselves of the aura of snobbism and reduce ticket prices to realistic levels. As the provision of music education in the public schools has declined, orchestras have stepped in to fill the void with alliances, workshops, and special performances. It seems that the ears of younger generations are somewhat more attuned to moderately atonal contemporary music familiar to them from film soundtracks and other media than to the standard classical repertory. Orchestras are beginning to exploit modern technology to enhance not only concert promotion but the actual listening experience. Some have installed “Big Screens” for interactive presentations and close-ups of performers, in effect combining the live and TV concert experience. A couple of California geeks devised the Concert Companion, a hand-held electronic device that provides a real-time commentary as the music is performed. Michael Christie has devised something similar that he calls Keeping Score. Orchestras have also seized on technology to provide opportunities for downloading their performances. The classical music world was heartened to learn that 1.37 million people had taken advantage of a free download of all nine Beethoven symphonies offered by the BBC. Classical music downloads continue to grow significantly, accounting for 12 percent of the market in 2006 compared with 3–4 percent of sales in stores. Most encouraging was the agreement, signed in August 2006, between forty-eight classical music institutions and the American Federation of Musicians to implement a new fee payment structure that allows recording and distribution of live performances. Orchestras are seeking out viable niches for themselves within the cultural environment. Smaller regional orchestras, for example, are looking to find an identity and programming that is not in direct competition with more prestigious orchestras in the same region. Such schemes as Composer in Residence and dedicated series such as the Chicago SO’s MusicNOW and the Pacific SO’s American Composers Festival are attempting to attract audiences for contemporary music.

Perhaps the greatest challenge that classical music faces is the listening experience itself. Very few people in the U.S. have cause to listen to music in a more than superficial way. The music that they ubiquitously hear in stores, restaurants, elevators, and the like is nothing but sound wallpaper filling an aural void. When people go to live rock concerts the atmosphere is charged with spectacle and euphoria, and the required aural attention span is rarely stretched to more than a few minutes at a time. The intense kind of concentrated, disciplined, and prolonged listening that has become the tradition at orchestra concerts is quite alien to most people. It wasn’t always so, of course. Eighteenth- and nineteenth-century concerts and soirees were not the pious and well-mannered affairs that they are today. Although a class of listeners that C. P. E. Bach described as “connoisseurs and amateurs” has always existed, it wasn’t until well into the nineteenth century that the hallowed reverence and expectations of at least reasonable listening behavior from audiences became the norm. Why? The perception of music changed. People understood that music, by its very nature, was complex and could be perceived and understood on a number of levels. One of the principal elements for its complexity is the dichotomy between its Apollonian (head/intellect) and Dionysian (heart/passion) elements. In his book Flow, Mihaly Csikszentmihalyi has expounded his belief that it is in complexity that we experience our most fulfilling states of mind.30 This helps explain why, when one “gets” it, classical music becomes so totally absorbing, enthralling, and necessary. Bearing this in mind, we have to be cautious about innovations that, in trying to broaden classical music’s appeal, undermine or devalue its essential nature. Classical music is never going to be an easy sell because it demands so much from its listeners. The audience (often without realizing it) is a vital component in what Benjamin Britten described as “this holy triangle of composer, performer, and listener” that is the very heart of live music-making.

If orchestras need to adapt to survive, so be it. But that they continue to play a vital, if marginal, role in American culture is essential. Any classical music enthusiast can stay at home and listen to the gamut of Western art music in high fidelity on an iPod to his/her heart’s content, but there is no substitute for the shared concert experience. Orchestras must continue to provide the outlet for some of the finest manifestations of the human spirit of the past 200–300 years. As Michael Tilson Thomas has said recently, it is an art form which “like no other . . . unflinchingly looks at life as it actually is, as we actually feel it!”31
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Adams, John (Coolidge)

Born 15 February 1947 in Boston, Massachusetts

Although known primarily as one of the most successful and oft-performed composers of his generation, Adams has also been active as a conductor of his own and others’ music. Trained as a clarinetist, he began composition lessons at the age of ten, and he conducted a community orchestra in a work he had written when he was fourteen. He attended Harvard and took composition lessons from Roger Sessions and David Del Tredici, among others. San Francisco became his home in 1971, where he taught at the conservatory and directed the New Music Ensemble. In 1978 he began a long and fruitful association with the San Francisco SO, which premiered a number of his most important compositions: Harmonium (1981), Grand Pianola Music (1981–82), Harmonielehre (1985), and El Nino (2000).

His first two operas, Nixon in China (1987) and The Death of Klinghoffer (1991), treated political themes, not without controversy, and have received many performances worldwide. A New York PO commission, On the Transmigration of Souls, is a twenty-five-minute oratorio commemorating the events of 11 September 2001. Other important works include a third opera, I Was Looking at the Ceiling and Then I Saw the Sky (1995), Century Rolls (1996), Naïve and Sentimental Music (1999), and Guide to Strange Places (2001). His opuses have been extensively recorded, and he has received numerous honors and awards around the world.

Adams’s conducting was furthered by a period as creative chair of the Saint Paul CO (1988–90) and conductor of the Ojai and Cabrillo Music Festivals. Conducting his own compositions alongside those of mainly twentieth-century composers, he has appeared with many of the world’s leading orchestras: London SO, BBC SO, Concertgebouw Orchestra, Hallé Orchestra, Berlin SO, Chicago SO, Los Angeles PO, New York PO, Montreal SO, and the Ensemble Moderne. His repertoire includes music by Ives, Debussy, Ravel, Stravinsky, Sibelius, Copland, and Ellington, as well as contemporaries Steve Reich, Philip Glass, and Frank Zappa.

Website

http://www.earbox.com/
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Marshall, Ingram. “John Adams on Conducting Ives.” In The John Adams Reader: Essential Writings on an American Composer, edited by Thomas May, 264–80. Pompton Plains, N.J.: Amadeus, 2006.
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Alsop, Marin

Born 16 October 1956 in Manhattan, New York

One of the most prominent and accomplished practitioners of her generation, Alsop must be viewed as a trailblazer and role model for all aspiring female conductors. She has achieved international recognition in this male-dominated profession, appearing with most of the leading orchestras in the U.S. and Europe. With her appointment as principal conductor of the Bournemouth SO in September 2002, she became the first woman to head a leading British orchestra. Her July 2005 appointment to succeed Yuri Temirkanov as music director of the Baltimore SO poked another hole in the glass ceiling that prevents women from rising to the top of the conducting profession. Her success is no fluke, but the result of innate musical ability, initiative, determination, and achievement.

The highly gifted child of professional musicians, her epiphany came at around the age of ten when she was taken to a concert conducted by Leonard Bernstein. She had already been playing the piano since the age of two and violin since age five, and she later studied classical guitar. She entered the precollege division at Juilliard when she was seven, enrolled at Yale at sixteen, and completed her formal education with a master’s degree in violin performance from Juilliard in 1978. Her experience as a professional musician was eclectic from the outset, playing session violin and founding String Fever, a ten-piece string swing band. The Concordia Orchestra, which performed a mixture of jazz and European music, was formed later, providing an opportunity for her to cut her conducting teeth.

She studied conducting with Carl Bamberger and later with Harold Farberman. In 1988 she won the Stokowski Conducting Competition with the American SO and received a Leonard Bernstein Conducting Fellowship to the Tanglewood Music Center, where she worked with Gustav Meier, Seiji Ozawa, and Bernstein himself, who proved to be her main guiding influence. As a mentor, he taught her that communicating with musicians and the audience was the key to a successful career. Alsop relates how, in theory, Bernstein encouraged individual expression—which in practice meant conducting the way he did! This same year she became associate conductor of the Richmond (Va.) SO. The following year she won the Koussevitzky Conducting Prize at Tanglewood, and in 1990 she accompanied Bernstein to Japan to assist in the founding of the Pacific Music Festival in Sapporo. Their close association over the next few years, which resulted in her being dubbed his favorite pupil, served to bring Alsop to the public’s attention.

Her first permanent directorships came in 1989 with appointments to the Eugene (Ore.) SO and the Long Island (N.Y.) PO. Guest appearances with the Philadelphia Orchestra and the Los Angeles PO followed. She was appointed music director of the Cabrillo Festival, which specialized in contemporary music, in 1991, and her career experienced a major boost with the directorship of the Colorado SO in 1993, a post she was to occupy for ten years. For her work with these organizations she received two commendations from ASCAP for adventurous and imaginative programming.

In the following ten years her reputation expanded exponentially with guest appearances throughout the USA and Europe. She embarked on a recording schedule specializing in works by American composers, including a six-CD collection for Naxos of the orchestral works of Samuel Barber with the Scottish National Orchestra. She became that orchestra’s principal guest conductor in 1999, a distinction she also held at the same time with the City of London Sinfonia. She has recorded Tchaikovsky’s Fourth Symphony with the Colorado forces and Saint-Saëns with the BBC PO; no doubt other recordings of the standard repertoire will follow. As well as in the UK, where she has regularly conducted the London SO and the London PO, she has appeared in Austria, Germany, France, Holland, Finland, Sweden, Italy, Australia, and Japan. Bernstein’s Candide with the New York PO is one of a number of her concert performances of opera. She has since moved into the theater to direct La Traviata, Rigoletto (English National Opera), and Nixon in China.

Such achievements could not have occurred without a good deal of critical acclaim. The critic of the Daily Telegraph described her as a conductor who can make a difference and the Times commented that since she took over in Bournemouth “each concert has raised the roof higher and higher.” Reviewing the second disc in her Barber series, which includes the Cello Concerto and the famous Adagio for Strings, the BBC Music Magazine praised her “keen sensitivity” in balancing rhetoric and clarity. Her debut performance with the NYPO for the 1999 Copland Festival was described as “supple, vibrant . . . an impassioned performance.” The inaugural disc of a planned Brahms symphony cycle with the London PO (2005) met with universal critical approval, attracting plaudits such as energetic, lithe, deft, spirited, and gracefully pliant. An important aspect of her progress has been her ability to establish rapport with orchestral players, accounting for a considerable portion of her success in overcoming gender prejudice. More surprising and regrettable, then, was the publicly aired furor that greeted her appointment to lead the Baltimore SO. Ostensibly a conflict between the players and management over procedures, communication, and power, the former believed that more time should be taken to assess all likely candidates. This stance may have been justified since most searches take longer than six months, but it may also have been a stalling tactic. Alsop’s strong personality, popular appeal, and track record as an advocate for American and contemporary music convinced the Baltimore board that it had found the right person to rejuvenate the orchestra artistically and economically (the orchestra was reportedly suffering a debt of $10–$12 million). Having made up its mind, it excluded the seven-member players’ delegation from further deliberation before proceeding to make its rumored decision public. This exclusion provoked a virulent response from the players; an e-mailed memo claimed that the vast majority were opposed to Alsop’s appointment “on artistic grounds” and also questioned “her offstage leadership skills.” Given her sterling credentials and the fact that she had successfully collaborated with the orchestra as a guest conductor on at least seven previous occasions, this implacable hostility is hard to understand except as the players’ resentment of the high-handed attitude of the board, or as a blatant case of gender prejudice—but no one would admit to that. The whole affair, in which Alsop herself played no part other than accepting the post when offered, was a publicity nightmare. One hopes any bad feeling will have dissipated as conductor and orchestra begin their professional relationship (2007), and that together they will find the chemistry to restore the lively, progressive, and innovative reputation the organization enjoyed under David Zinman’s directorship.
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Amado, David

Born 26 July 1968 in Meriom, Pennsylvania

Appointed musical director of the Delaware SO in 2003, Amado is a young conductor with a track record of outreach to audiences. As cofounder, conductor, and managing director of Sequitur, a dynamic contemporary crossover group in New York City, he set about attracting an avant-garde audience not only for music but for theater and dance as well. As director of the Saint Louis SO’s Community Partnership Program, he attracted a wide audience through programs designed to enrich arts appreciation in local communities and activities such as special event, outdoor, educational, family, and outreach concerts, preconcert lectures, and radio and television interviews. Similarly, in Delaware he aims to raise the orchestra’s profile within the community through new and innovative programming. By involving other musical traditions than the purely classical, he is attempting to dissolve some of the formal barriers which are part of the traditional concert scene. A three-year extension to his contract, taking it to 2009, attests to his success.

Amado attended Juilliard as a piano student of Herbert Stessin and earned a master’s degree from Indiana University in 1993. He then returned to Juilliard to study conducting with Otto-Werner Mueller and won the Bruno Walter Memorial Scholarship. After a stint as apprentice conductor with the Oregon SO, he became the Saint Louis SO’s conducting assistant in 1997, progressing to associate conductor in 2000. He was appointed to conduct the Saint Louis SYO in 1999. He has been guest conductor with the Detroit SO, the Rochester PO, the New World Symphony (America’s Orchestral Academy in Miami, Fla.), the Royal Stockholm PO, and the Orquesta Sinfónica de Xalapa (Mexico), among others.
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Ansbacher, Charles

Born 5 October 1942 in Cincinnati, Ohio

Ansbacher is conductor of the Boston Landmarks Orchestra, principal guest conductor of the Sarajevo (Bosnia) PO, and conductor laureate of the Colorado Springs SO. This gives some indication of the interesting life he has led. After being music director of the Colorado Springs orchestra for almost twenty years (1970–89), he dutifully accompanied his wife, Swanee Hunt, to Austria upon her appointment as the U.S. Ambassador. Conducting opportunities were not easy to come by in Vienna, but he did find work at the Vienna State Opera and with the Vienna CO. Then came an invitation to conduct the SPO, which had been struggling to survive during the Balkan upheavals. Conditions were grim, but Ansbacher was able to garner enough spirit among the players that the success of the New Year’s Eve concert of 1996 seemed to celebrate the end to hostilities in a very concrete way. He has since taken the orchestra on international tours, including an appearance at the prestigious Ravenna Festival in 1998. His success in Bosnia led to invitations from a number of East European orchestras, not least the Moscow SO.

The Ansbachers returned to live in the U.S. when Swanee was recruited to teach at Harvard in 1997. In the Boston area Charles saw the opportunity to fill a gap in the music scene, where little in the way of free concerts or outdoor summer events was on offer. Thus, in 2001, he created the Boston Landmarks Orchestra, made up of local professional players, to perform free concerts at venues with historical or architectural importance. By 2003 it was giving over forty concerts a year. Reviewing the opening concert of the 2006 season, Boston Herald critic T. J. Medrek commented on the diverse makeup of the audience, “an impressive sea of singles, couples and families, of all ages and generations (although skewing noticeably younger) out for an evening of—gasp!—Mozart,” which convinced him that classical music is still a central part of the city’s life.

Ansbacher was born into a family of psychologists and educated at Brown University. He received a master’s degree in 1968 and a DMA degree in 1979 from the University of Cincinnati. After an apprenticeship with the Kingsport (Tenn.) orchestra, he was appointed music director of the Middle-town (Ohio) SO in 1967. He moved to Colorado Springs three years later, where he was responsible for expanding the orchestra’s activities and supervising its move to a purpose-built auditorium, the Pikes Peak Center, in 1982. In addition to conducting, he has been involved in the fields of design and architecture.
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Baker, Robert Hart

Born 19 March 1954 in Bronxville, New York

Baker’s professional conducting career has been occupied with three appointments over roughly the same time period. Appointed music director of the Asheville (N.C.) SO for the 1980–82 season, he remained its conductor until 2004. After leading the Saint Louis PO as a guest conductor in 1981, he was chosen to be its director in 1983, the same year that he took up the post as conductor of the York (Pa.) SO. He continues to hold both appointments. Until the 1999–2000 season he regularly led the York YSO. (He had previously [1977–81] directed the New York YSO.) As a student at Harvard he conducted the Cambridge Bach Society (1972–74) and founded and directed the Connecticut PO (1974–84) while a graduate student at Yale. From 1979 to 1981 he directed the Danbury (Conn.) Little Symphony and the Putnam SO in Brewster (N.Y.). He was an assistant conductor at the Spoleto Festival of Two Worlds (1979–84), where, among his other duties, he directed Barber’s Anthony and Cleopatra at the Italian venue. Other forays into opera have included Carmen at the Brevard Music Center, Madame Butterfly with the Connecticut Opera, and La Traviata, Rigoletto, and Le nozze di Figaro at the Cullowhee Music Festival.

Baker’s musical education began with oboe lessons at the age of nine, expanded when piano lessons were added five years later, and extended to conducting and composition in his late teens. He spent the summer of 1971 in Europe, studying oboe at the Academie Internationale in Nice and conducting at the Mozarteum in Salzburg under the tutelage of Herbert von Karajan, where he was given the distinction of leading a concert with the Mozarteum Orchestra. He received his undergraduate degree cum laude from Harvard (1974), and two master’s degrees, MM (1976) and MMA (1978), from Yale, where he studied with Leonard Bernstein. He completed his DMA at Yale in 1987.

Baker has appeared as guest conductor and clinician across the U.S. and has traveled abroad to conduct in Korea, Spain, Italy, and Switzerland. He took the opportunity afforded by the breakup of the Soviet Bloc to record with an East European orchestra. With the Szeged SO in Hungary he recorded the complete piano concertos of Liszt with pianist Richard Frank. Among his other recordings he lists: Symphony no. 1 by Ernest Bloch, Brahms’s First and Third Symphonies, Symphony no. 4 by Mahler, and Mozart’s Fourteenth Piano Concerto. He is engaged in making the first recordings of orchestral works by Caryl Florio, who served as composer-in-residence at the Biltmore Estate near Asheville, N.C., around the turn of the twentieth century.

On leaving the Asheville SO in 2004, he was dubbed “beloved maestro,” appointed conductor laureate, and praised for consistently improving the quality and scope of the orchestra over twenty-two years.

Further Reading
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Barenboim, Daniel

Born 15 November 1942 in Buenos Aires, Argentina

Building on his prestige as a piano wunderkind, Barenboim established his credentials as a conductor in the late 1960s in recordings of Mozart concertos and symphonies with the English CO. He studied conducting with Igor Markevitch at the age of nine while a student at the Salzburg Mozarteum, appearing before a student ensemble during the Salzburg Festival of 1952. His professional debut occurred in 1962 when on tour in Australia, and he first conducted the Israel PO that same year. It was his close association with the English CO, lasting for some ten years, that set him firmly on the path to a dual career as pianist and conductor.

What distinguished these early Mozart recordings and performances was a fresh, romantic approach that demonstrated a fine ear for balance and texture. Already under the spell of Furtwängler and influenced by his collaboration with Klemperer, Barenboim’s essays with larger forms and forces were often less successful: brilliant insights interspersed with wayward, inconsistent, and self-indulgent tempi. Even as his art has matured, his performances have always retained a sense of improvisation, for, as he himself has said, without risk music is nothing.

Barenboim was the offspring of pianists who taught him from the age of five. His must have been a prodigious talent, for two years later he was to give his debut concert playing Mozart and Beethoven (Appassionata) sonatas. Shortly thereafter the family moved to Salzburg, where Daniel attended the Mozarteum and worked at piano repertoire with Edwin Fischer. He then spent some time studying with Nadia Boulanger in Paris and subsequently at the Accademia Nazionale di Santa Cecilia in Rome, becoming, at age fourteen, the youngest recipient of its diploma. He made his American debut in 1957 playing Prokofiev’s First Piano Concerto under the direction of Stokowski. At this stage his parents were living in Israel and wisely decided to limit his concert-giving to three months a year, allowing him to have some general education and live a “normal” life with pursuits such as chess, soccer, and even boxing! As his career as a solo pianist blossomed, he began to enjoy a reputation in a third area of musical activity, that of chamber music, where he forged a number of significant partnerships with artists such as Perlman, Zuckerman, his first wife Jacqueline Du Pré, and singers Dietrich Fischer-Dieskau and Janet Baker. He had a high profile at the opening of London’s Queen Elizabeth Hall and directed South Bank Music there from 1968 to 1970.

In the meantime his conducting career was beginning to take off. His American debut occurred on tour with the Israel PO in 1967, and he first appeared on the rostrum in New York as a last-minute substitute conductor for the London SO the following year. He conducted his first opera, Don Giovanni, at the Edinburgh Festival in 1973 and began a long association with the Berlin PO in 1979. His first major appointment was with the Orchestre de Paris in 1975. This eventually led him to the post of artistic director of the newly opened Bastille Opera in 1985. These appointments both terminated in 1989 when Barenboim was involved in a dispute with the politically appointed intendant. In 1981 he began a close association with the Bayreuth Festival conducting Tristan and, five years later, his first complete Ring cycle. From 1993 he was director of the Berlin Staatsoper and largely responsible for its transition into a company of international stature.

Barenboim’s relationship with the Chicago SO goes back almost twenty years before he was appointed its ninth music director in 1989. His appointment was a surprise to some, but at least the orchestra knew what it was getting and endorsed the choice. His predecessor, Sir Georg Solti, no doubt desirous of bolstering his own legacy, supported the candidacy of a conductor whose style and approach were so very different from his own. Barenboim set about putting his own stamp on the Chicago music scene by setting high standards for himself, players, and audiences, as well as by attempting to expand the orchestra’s role through cooperation with other aspects of the city’s cultural life. His commitment to contemporary music was fulfilled through the annual residency of Pierre Boulez, the Composer in Residence program, a number of important commissions, and the MusicNOW chamber series, although some critics felt that not enough attention was paid to more approachable American contemporary composers. After the honeymoon period, it began to emerge in the press and elsewhere that there was dissatisfaction with Barenboim’s leadership among some of the players. They were bemused by his intensely cerebral manner, seeming to them condescending, aloof, and prickly. There were further misgivings about his imprecise beat and lapses in ensemble. Although a warmer string tone developed, the orchestra had some difficulty adjusting to his more flexible approach that expected players to take on some of the responsibility for creativity and ensemble—not an easy task after decades of being drilled to precision in the unforgiving acoustic of Orchestra Hall! What often emerged, it was claimed, were blurred, undiscriminated texture and performances lacking character. The occasional calamity notwithstanding (the Da Ponte/Mozart opera series, for example, which lost sponsorship and landed the orchestra with a hefty deficit), the public continued to support the orchestra through the mid-1990s with ticket sales and subscriptions. The later Wagner opera series was acclaimed a triumph. His tenure with the orchestra has also been marked by frequent appearances in the dual role of pianist and conductor. He led the orchestra on a dozen international tours, including the first to South America in 2000. When the orchestra moved once more into deficit in 2001 as a result of the faltering economy, Barenboim was again embroiled in criticism that in the credibility gap between his supporters and detractors, the orchestra had somehow lost its way. His decision to resign at the end of the 2005–6 season (a surprise announcement in 2004) indicated an unwillingness to go along with the administration’s wish to popularize concert-giving as a way of dealing with financial pressures. In this effort they wanted Barenboim to play a more public, non-musical role, which he was not prepared to do. It was at a time when the jet-setting lifestyle he had led for most of his career was beginning to take its toll. Health problems had forced the cancellation of several subscription concerts and recitals. The complex, edgy relationship he had had with the players also showed signs of fraying at the edges in public. After seventeen years at the helm, it was time to move on.

Never shying away from controversy, especially political, he immediately left for Jerusalem at the outbreak of the 1967 Arab-Israeli war and received a death threat the following year for putting on a concert at short notice in London’s Royal Albert Hall to protest the Soviet takeover in Czechoslovakia. His biggest battle has been a persistent one, to persuade the Israeli public to accept the music of Wagner. He tried unsuccessfully for the first time in 1991, finally succeeding in 2001 when he performed the Tristan prelude as a second encore during the Berlin Staatskapelle’s tour. The fulfillment of this “very personal and private” wish nevertheless caused a storm of protest in official circles as high as that of Israeli Premier Sharon, with the unrepetent Barenboim fielding accusations of deviousness. He also forged a close relationship over a number of years with the controversial Palestinian American literary critic and music-lover Edward Said, both men sharing a belief in the transcendence of art over political ideology. In practical terms this resulted in Barenboim giving master classes for Palestinian students in the occupied territories, and their joint founding of the West-Eastern Divan Orchestra, made up of Jewish and Arab players. Within an intractable political situation, such integration was frowned upon in some Israeli circles.

Barenboim’s championing of Wagner’s music in Chicago, Bayreuth, and Berlin has been one of the hallmarks of his later career. He demonstrates a love and reverence for this music which yields performances rich in color and powerful in spirit. It seems that the “Furtwängler approach” works best for him in Wagner and the later romantic repertory, where he can indulge a flexible control of tempo and conjure up a depth and nobility of expression.

Barenboim’s is a brilliant and complex personality. He is a tireless musician: brisk, alert, and confident. Articulate, intellectual, eclectic, witty (a great raconteur), and prone to practical jokes, he is Siegfried-like in his fearlessness. To Edward Said, the “nature of his extraordinary music making” is that it “seems to flow from him and into the nature of music itself.” The dual nature of his career as pianist and conductor has not been without its strains, however, and one suspects that the total control he exerts over the keyboard cannot be so easily commanded from an orchestra. The wellspring of his music-making has always been to recapture something of the spirit of Furtwängler, from whom he learned that creativity in performance depends on solid “scientific preparation in rehearsal.” His performances have matured over the years; to youthful spontaneity has been added a cerebral detachment and a sense of inevitability.
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Barenboim, Daniel, Edward Said, and Ara Buzelimian. Parallels and Paradoxes: Explorations in Music and Society. New York: Pantheon Books, 2002.

Barenboim, Daniel, Michael Lewin, and Phillip Huscher. A Life in Music. New York: Arcade Publishers, 2003.

Hart, Philip. “Daniel Barenboim.” In Conductors: A New Generation, 3–44. New York: Charles Scribner’s Sons, 1983.

Kupferberg, Herbert. “Daniel Barenboim: A 50-year Career Just Keeps on Growing.” American Record Guide 63 (November–December 2000): 6–8.

Rhein, John von. “Harmonic Divergence: After 5 Seasons Together, Barenboim and the CSO Are Still Working the Kinks Out of Their Relationship.” Chicago Tribune, 26 May 1996, Arts & Entertainment, 1, 8.

Selected Recordings

Beethoven: Missa solemnis; soloists; Chicago SO. Erato 4509-91731-2.

Brahms: Violin Concerto; Maxim Vengerov (vn); Chicago SO. Teldec 17144.

Mozart: Piano Concertos: No. 20 in d, K 466; No. 27 in Bb, Concert Rondo in D; Barenboim (pf and cond); English CO. EMI 56517.

Tchaikovsky: Symphony no. 5. Verdi: La forza del destino: Overture. Sibelius: Valse triste; West-Eastern Divan O. Warner 62190.

Wagner: Der fliegende Holländer; Falk Struckmann (Holländer); Jane Eaglen (Senta); Robert Holl (Daland); Peter Seiffert (Erik); German State Op Ch and O, Berlin. Teldec 88063.
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Barra, Donald (Paul)

Born 21 August 1939 in Newark, New Jersey

Over the last twenty years the San Diego CO has become an increasingly significant cultural icon on Southern California’s musical landscape. From modest beginnings in the ritzy Rancho Santa Fe suburb, the ensemble has steadily expanded its sway geographically and enhanced its reputation artistically. In 1989 the orchestra began a series of recordings that extended its notice nationally and internationally. The driving force behind this orchestra since its formation in 1984 has been Donald Barra, emeritus professor of music and director of orchestras at San Diego State University. Through hard work, dedication, and the ability to find the right niche, he can take credit for creating and sustaining a viable professional CO. From an initial season offering of seven performances, the group has dramatically expanded its output to over forty concerts a year (2003). He achieved a high standard of performance from the start by recruiting the leading players from the San Diego SO and further afield, and by attracting solo artists of high caliber, including Lorin Hollander, Jean-Pierre Rampal, and Mischa Dichter. The orchestra’s debut recording of music by Ibert and Poulenc led to a contract with the Koch International label. A 1993 recording of music by Malcolm Arnold won a Grammy for its producer and a Best Chamber Orchestra Recording of the Year accolade for the orchestra. Barra relinquished the post of music director in 2004 to accept the less taxing one of conductor laureate. Future plans are to travel, write, and guest conduct.

After a thorough musical grounding via the Eastman School of Music (AB cum laude), Juilliard (MS), and Columbia University (EdD), as well as attendance at Tanglewood, Aspen, and the American Symphony Orchestra League’s Summer Institute, Barra spent ten years (1973–83) as music director of the Johnstown (Pa.) SO and Chorale, and as associate director of the Bedford Springs Music Festival. Among his mentors he lists Leonard Bernstein, Seiji Ozawa, Richard Lert, and Jorge Mester. In 1983 he published The Dynamic Performance: A Performer’s Guide to Musical Interpretation, and the book’s success aided his appointment in San Diego. In addition to his recordings with the SDCO, Barra traveled to Russia where he conducted the Moscow PO in a recording of piano concertos by Schnittke and Shostakovitch, with Israela Margalit as soloist.

Website

http://www.donaldbarra.com/

Further Reading

Barra, Donald. The Dynamic Performance: A Performer’s Guide to Musical Interpretation. Englewood Cliffs, N.J.: Prentice-Hall, 1983.

Brown, Royal S. “The San Diego Chamber Orchestra: Ten Years Young.” Fanfare 18, no. 3 (1995): 26–34.

Willet, John. “The Little Orchestra That Could.” San Diego Metropolitan Magazine, April 1998. http://www.sandiegometro.com/1998/apr/ear.html

Selected Recordings

Arnold: Serenade for Small Orchestra; Sinfoniettas 1 and 2; Concerto for 2 Violins and String Orchestra; Igor and Vesna Gruppman (vns); San Diego CO. Koch 3-7134-2H1.

Schnittke: Concerto for Piano and Strings. Shostakovich: Concerto for Piano Trumpet and Strings; Israela Margalit (pf); Moscow PO. Koch 3-8150-2H1.
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Bay, Peter

Born 3 March 1957 in Washington, D.C.

Music director and conductor of the Austin (Tex.) SO since 1998, Peter Bay has been credited with renewing interest in the ASO, increasing attendance, adding diversity to its programs, and generating technological recognition for the orchestra. Bay began a 45-minute weekly online live chat with Austin elementary school students. He is particularly committed to education, visiting local schools to talk about the orchestra and conducting hundreds of programs for young people. In 2000, XL Ent, an alternative entertainment weekly, named Bay one of the twenty-five most influential people in Austin.

Bay’s résumé shows a fondness for twentieth-century composers, but he says there is very little repertoire that is not rewarding. Though he began his bachelor of music education degree at the University of Maryland with the intention of becoming a high school band director, Bay discovered his heart lay with the orchestra and all the fine literature written for it. He continued his orchestral studies at Peabody Conservatory, where he earned a master’s degree in 1980. While there he was hired as assistant conductor with the Annapolis (Md.) SO under director Leon Fleisher, someone Bay credits as having had enormous influence on him. His elementary school boys’ choir director and his high school band director are the other two men who he says were wonderful because they were excellent musicians and warm people.

Bay won first prize at the Baltimore SO’s Young Conductors Competition in 1980 and at the Leopold Stokowski Conducting Competition in 1987. He was one of only two conductors selected to participate in the Leonard Bernstein American Conductors Program in 1994.

Bay completed a seven-year tenure with the Richmond (Va.) SO in 1989. Throughout that time he held the posts of assistant conductor, associate conductor, music advisor, and principal guest conductor. In 1985 Bay and the RSO performed the U.S. premiere of Benjamin Britten’s The Sword in the Stone and recorded it on Opus One Records. When Bay left the RSO, the governor of Virginia lauded his “contributions to the musical culture of the Commonwealth.” From 1989 to 1993 Bay was associate conductor of the Saint Paul CO, which he led on many regional tours. He received national attention in 1990 when he conducted a Copland Ninetieth Birthday Concert, broadcast live on National Public Radio. Another long-term association began in 1987 with the Rochester (N.Y.) PO when he was appointed assistant conductor. Subsequently he served as conductor-in-residence, music advisor, artistic director of educational programming, and principal guest conductor. His performances with them included the world premiere of Copland’s suite for the film The Heiress and the U.S. premiere of Britten’s Concerto Movement for Clarinet and Orchestra. They also recorded Voices, available on the Nexus label.

Bay served as music director of the Erie (Pa.) PO from 1996 to 1999 and has been music director of the Britt Festival Orchestra in Medford (Ore.) since 1993. He made his debut with the Austin Lyric Opera in 2002 with A Streetcar Named Desire, in which he was said to have “conducted . . . with a sensitive understanding of Previn’s varied score.” Reviewers of other Bay conducting performances also speak of sensitivity and passion, interpretations that are musically valid, vivid, and brilliant, and an infectious energy evidenced by the way he conducts with his whole body. Audiences and musicians alike respond positively.

Bay’s guest appearances have included the National SO, Saint Louis SO, Houston SO, Dallas SO, Baltimore SO, New Mexico SO, North Carolina SO, Syracuse SO, Virginia SO, West Virginia SO, Colorado SO, Hawaii SO, Richmond SO, Alabama SO, Canton SO, Bochum SO (Germany), Carinthian SO (Austria), Lithuanian National SO, Minnesota Orchestra, and Algarve SO (Portugal); the Louisiana, Buffalo, Rhode Island, and Tulsa Philharmonics; the Saint Paul CO; the Eastman and Aspen Opera Theaters; and the Theater Chamber Players of the Kennedy Center. His summer music festival appearances have included Aspen (Colo.), Grant Park and Ravinia (Ill.), Round Top (Tex.), OK Mozart (Okla.), and Skaneateles (N.Y.).

Further Reading

Blakeslee, Michael. “Spotlight on Peter Bay.” Music Educators Journal 76 (December 1989): 54–56.

Polgar, Robi. “On His Toes.” Austin Chronicle, 13 November 1998. http://www.austinchronicle.com/issues/vol18/issuell/arts.symphony.html

Selected Recordings

Britten: The Sword in the Stone, Concert Suite; Richmond SO. Opus One 100.

Voices: Music for Percussion and Orchestra; Nexus (perc); Rochester PO. Nexus Records 10317.
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Beck, Crafton

Born 18 December 1956 in Memphis, Tennessee

Although Arkansas farm boy Crafton Beck’s first musical instrument was the clarinet, and that not until junior high school, by college he had determined that “music was it.” At Ohio State University he was “turned on by score study” and went on to earn a master’s degree in conducting. He earned a doctorate at the Cincinnati College-Conservatory of Music, writing his dissertation on Debussy’s extended and complex use of accentuation markings. Following this, Beck taught and conducted orchestra for a year at Carlton College in Minnesota. A year in the apprentice program (1989) at the Cincinnati SO led to six more as assistant to conductor Erich Kunzel with the Cincinnati Pops Orchestra. Many of his arrangements have appeared on the orchestra’s numerous albums, two of which received Grammy nominations. He also was music director of Carnegie Opera Theater in Cincinnati for 1991.

In 1996 Beck left Cincinnati to take up the post of music director of the Boca Pops Orchestra in Boca Raton (Fla.). Boca was ready to exchange its somewhat staid reputation for a trendy one, so the city embraced Beck’s initiatives such as the summer series and ambitious educational outreach for schools. He continued this focus on fun and educational concerts for children when he left Boca Raton in 2000 to assume the position of music director and conductor of the Mississippi SO in Jackson. Beck has also been music director of the Lima (Ohio) SO since 1997. In 2004 a reviewer for the Lima News recognized his influence there, noting, “Largely thanks to Beck’s direction, the problems of intonation, dragging tempos and the times when entire sections slogged behind the whole are past. This is now a group of really good musicians playing challenging music with skill and enthusiasm. It’s a huge turnaround that has happened gradually over the past few years and it needs to be acknowledged.”

As a conductor he is noted for sensitivity, intensity, limitless energy, creativity, and enthusiasm. Skilled with audiences and musicians alike, Beck has developed a national reputation in the pops arena for both his conducting and his arrangements. He has appeared as guest conductor with more than thirty American orchestras, including the New World Symphony, Dayton PO, Milwaukee SO, Arkansas SO, Oregon SO, Memphis SO, New Mexico SO, Delaware SO, Sacramento SO, and the Florida Orchestra. Orchestras such as Los Angeles PO, Detroit SO, and Indianapolis SO have performed Beck’s arrangements.

Further Reading

Beck, Crafton. “The Dot as a Nondurational Sign of Articulation and Accent.” Music Research Forum 5 (1990): 63–78.

Beck, Crafton. “The Use of the Dot, Dotted Dash, and Dotted Circumflex as Markings of Accentuation in the Works of Claude Debussy.” DMA diss., University of Cincinnati, 1989.

Passy, Charles. “Boca Baton.” Symphony 47 (November–December 1996): 77–78.
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Ben-Dor, Gisèle (Ivonne Buka)

Born in Montevideo, Uruguay

Born into a musical Polish-Jewish family, Gisèle (Buka) Ben-Dor began piano studies at age four. Not only did she add guitar, accordion, recorder, and Paraguayan harp to her accomplishments, she also began putting together choruses and telling friends what and how to play and sing while she was still a child. Though she had not yet had conducting training, Ben-Dor was fourteen when her school paid her a part-time salary to conduct choirs. She loved being the teacher. When the rest of the family fled to Israel in 1973, Ben-Dor’s father was unable to join them for another three years. Since her mother couldn’t speak the language, Ben-Dor was obliged to be the family administrator, which gave her an early taste of taking charge when she was only seventeen.

Continuing to study piano, Ben-Dor also earned an artist diploma in orchestral conducting from the Rubin Academy of Music at Tel Aviv University, where she studied with Enrique Barenboim. Meanwhile she learned the violin, cello, and clarinet! Ben-Dor came to the U.S. in 1980 when she won a full scholarship to the Yale School of Music, earning a master’s degree in orchestral conducting in 1982. Six months later she made her professional conducting debut with the Israel PO. She accepted a position as music director with the Norwalk (Conn.) Youth Symphony in 1983 and won conducting fellowships at the Los Angeles Philharmonic Institute (1984) and Tanglewood Music Center (1985). In 1987 she left Norwalk to be assistant conductor for the Louisville Orchestra for one year, then headed to Texas, where she became resident conductor for the Houston SO (1988–91), music director of the Houston YSO (1988–89), and music director for the Shepherd School of Music SO (1988–90) at Rice University.

Ben-Dor went back east in 1991, accepting positions as music director for the Annapolis (Md.) SO (until 1997) and for the Boston Pro Arte CO, where she became principal conductor in 1997, then conductor emerita in 2000. Ben-Dor was only the second woman to conduct a Boston Pops concert (1994). She gained considerable attention when, in 1994 and again in 1999, she made dramatic guest appearances at the New York PO without rehearsal or scores, stepping in at the last minute for Kurt Masur and Daniele Gatti. In 1999 she joined the initial steering committee of the National Women Conductors Initiative, set up by the Women’s Philharmonic in San Francisco to mentor and assist young women conductors. Ben-Dor held a lengthy tenure as music director for the Santa Barbara (Calif.) SO from 1994 to 2006, at which point she became conductor laureate. The multilingual conductor became an American citizen in 2001.

Known for her high artistic standards and electric energy, Ben-Dor is passionate about education and outreach to a wide variety of audiences. She has organized numerous festivals to celebrate composers (e.g., Revueltas) and types of music (malambo, tango, zarzuela) that often highlight the art of Latin America. She has designed programming that involves the whole community, including collaboration with local composers and soloists. In Santa Barbara, Ben-Dor substantially increased both the orchestra’s visibility and its endowments. She conducts without a baton, preferring to use both hands as well as the rest of her body to mold sounds effectively. Described as both formidable and incandescent on the podium, she is precise, dramatic, compelling, and fiery. Ben-Dor calls herself assertive and very, very persistent. Others have added “headstrong” and “hard to get along with.” While a mainstream musician with a special interest in Mahler, she also has a deep interest in music other conductors neglect. Unafraid to mix the new and unusual with old favorites, Ben-Dor believes that modern music can elicit an active response from audiences even if it is difficult, and that the orchestra can capture people’s imaginations with anything done well and with conviction. She wants to share her profound love of music and help people to know that “classical music is not about old dead white men in powdered wigs.”

Ben-Dor has continued her world travels as a guest conductor, appearing with the Rotterdam PO, Bern SO, Brabant SO, Jerusalem SO, Israel SO, Orchestre de Cannes, New York PO, London SO, London PO, English CO, BBC National Orchestra of Wales, Los Angeles PO, New World Symphony, Israel CO, Helsinki PO, Houston SO, Minnesota Orchestra, Orchestre de la Suisse Romande, Israeli Opera, Tanglewood Young Artists Orchestra, Bavarian RSO, Ulster Orchestra, Saint Paul CO, Orchestre National d’Île de France, Phoenix SO, Toledo SO, Pacific SO, and many others throughout the U.S., Europe, and Latin America.

Website

http://giseleben-dor.com

Further Reading

Hansen, L. “A Musician in Heart and Soul: Gisèle Ben-Dor.” The Maud Powell Signature: Women in Music 1, no. 3 (1996): 9–12.

Hayes, Malcolm. “Waving, Not Drowning.” Classic CD 108 (February 1999): 24–27.

Pozen, Joanna. “The ‘MA’ in Macho: Gisèle Ben-Dor Calls Conducting a ‘Macho’ Profession.” Boston Herald, 12 June 1994, Magazine.

Reel, James. “A Conversation with Conductor Gisèle Ben-Dor.” Fanfare 24 (November–December 2000): 12, 14, 17–18.

Valdes, Lesley. “The Maestra: Myth, Mystique, and Matters of Fact.” Symphony 50 (July–August 1999): 24–28, 63–64.

Selected Recordings

Bartók: For Children; Divertimento; Romanian Folk Dances; Sofia Soloists CO; Centaur CRC 2239.

Ginastera: Estancia; Panambi; Luis Gaeta (b-b); London SO. Naxos USA 8557582.

Revueltas: La Coronela; Itinerarios; Colorines; English CO; Santa Barbara SO. Koch 3-7421-2HI.

Sims: Quintet; Night Piece; Solo in Four Movements; Flight; Concert Piece; Michael Curry (vc); Anne Black (va); Ian Greitzer (cl); Theodore Mook (vc); Beth Pearson (vc); Suellen Hershman (fl); Hanneke Provily (fl); Sandra Lechner Kott (vn); Katherine Matasy (cl); Boston Pro Arte CO; Composers Recordings CR643.

Villa-Lobos: Symphony no. 10 “Amerindia”; Carla Wood (ms); Carlo Scibelli (t); Nmon Ford-Livene (br); Santa Barbara SO; UCSB Chamber Choir. Koch 7488.

OEBPS/styles/page-template.xpgt
 

   

     
	 
    

     
	 
    

     
	 
	 
    

     
	 
    

     
	 
	 
    

     
         
             
             
             
             
             
        
    

  

   
     
  





OEBPS/images/curve.jpg





OEBPS/images/fi-01.jpg
THE SCARECROW PRESS, INC.
Lanham, Maryland ® Toronto ® Plymouth, UK

2008





OEBPS/images/fiii-01.jpg









OEBPS/images/copy.jpg





OEBPS/images/9781461669487.jpg
MAESTROS
IN AMERICA

Conductors in the 21st Century






