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DISC 1

	 Symphony	No.	1	‘Jeremiah’ (1942)  24:14
1 I. Prophecy   7:11
2  II. Profanation  6:59
3  III. Lamentation  10:04

	 Symphony	No.	2	‘The	Age	of	Anxiety’ 
  (1949, rev. 1965)  35:18
 Part I
4  The Prologue: Lento moderato –  2:03
 The Seven Ages
5 	 Variation	I:	L’istesso	tempo	–		 0:52
6  Variation II: Poco più mosso –  1:27
7  Variation III: Largamente, ma mosso –  1:19
8  Variation IV: Più mosso –  0:55
9  Variation V: –  0:50
0  Variation VI: Poco meno mosso –  1:01
!		 Variation	VII:	L’istesso	tempo	–		 1:35

 The Seven Stages
@  Variation VIII: Molto moderato, 
 ma movendo –  1:49
#  Variation IX: Più mosso 
 [tempo di valse] –  1:22
$  Variation X: Più mosso –  0:29
%		 Variation	XI:	L’istesso	tempo	–		 0:55
^  Variation XII: Poco più vivace –  0:14
&		 Variation	XIII:	L’istesso	tempo	–		 0:45
*		 Variation	XIV:	L’istesso	tempo 
 [poco più vivace]  0:31

 Part II
(  The Dirge: Largo –  6:28
)  The Masque: Extremely fast –  4:49
¡		 The	Epilogue:	L’istesso	tempo		 7:52

Jennifer	Johnson	Cano,	Mezzo-soprano	3 

Jean-Yves	Thibaudet,	Piano	4–¡

Baltimore	Symphony	Orchestra
Marin	Alsop
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DISC 2

	 Missa	Brevis (1988)  10:31
1 1. Kyrie   0:54
2  2. Gloria   2:52
3  3. Sanctus   1:17
4  4. Benedictus  1:22
5  5. Agnus Dei   1:57
6  6. Dona nobis pacem  2:09

	 Symphony	No.	3	‘Kaddish’ (Original version, 1963)  42:32
7  Ia. Invocation  3:15
8  Ib. Kaddish 1  4:58
9  IIa. Din Torah  8:15
0  IIb. Kaddish 2  8:38
!  IIIa. Scherzo  4:33
@  IIIb. Kaddish 3  2:47
#  IIIc. Finale  5:59
$  IIId. Fugue  4:07

%  The	Lark (1955) (Concert version with narrator, 
 arranged by Nathaniel G. Lew, 2008 / Marin Alsop, 2012)  16:34

Claire	Bloom,	Narrator	7–# %
Kelley	Nassief,	Soprano	0 $

Paulo	Mestre,	Countertenor	2–6 %
The	Maryland	State	Boychoir	@ $
(Artistic director: Stephen A. Holmes)
The	Washington	Chorus	7–0 $

(Music director: Julian Wachner)
São	Paulo	Symphony	Choir	1–6 %

Members	of	the	São	Paulo	Symphony	Orchestra	1 2 4 6 %
Baltimore	Symphony	Orchestra	7–$

Marin	Alsop
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DISC 3

	 Serenade	(after	Plato’s	Symposium) 
 for solo violin, strings, harp and percussion (1954)  31:18
1  I. Phaedrus: Pausanias (Lento: Allegro)  6:56
2  II. Aristophanes (Allegretto)  4:40
3  III. Erixymachos (Presto)  1:35
4  IV. Agathon (Adagio)  6:56
5  V. Socrates: Alcibiades 
 (Molto tenuto: Allegro molto vivace)  11:11

6  Facsimile:	Choreographic	Essay	for	Orchestra (1946) 18:38

	 Divertimento for orchestra (1980)  18:09
7  I. Sennets and Tuckets (Allegro non troppo, ma con brio)  1:40
8  II. Waltz (Allegretto, con grazia)  1:59
9  III. Mazurka (Mesto)  1:55
0  IV. Samba (Allegro giusto)  1:09
!  V. Turkey Trot (Allegretto, ben misurato)  1:43
@  VI. Sphinxes (Adagio lugubre)  0:46
#  VII. Blues (Slow blues tempo)  1:40
$		 VIII.	In	Memoriam:	March,	‘The	BSO	Forever’		 4:18

Philippe	Quint,	Violin	1–5

Bournemouth	Symphony	Orchestra
(Timothy Walden, Solo Cello 1–5)

Marin	Alsop
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Mass (1971)
A Theatre Piece for Singers, Players and Dancers

Text from the liturgy of the Roman Mass
Additional texts by Stephen Schwartz and Leonard Bernstein

DISC 4      
 
	 I.	Devotions	before	the	Mass
1  Antiphon: Kyrie eleison 
 (Pre-recorded tape No. 1)  2:01
 (High Soprano, Bass, Soprano 2, 
 Alto, Tenor, Baritone)
2		 Hymn	and	Psalm:	‘A	Simple	Song’		 4:11
 (Celebrant)
3  Responsory: Alleluia 
 (Pre-recorded tape No. 2)  1:09
 (Soprano 1, Soprano 2, Alto, 
 Tenor, Baritone, Bass)

	 II.	First	Introit	(Rondo)
4  Prefatory Prayers  5:00
 (Street Chorus, Soprano 1, 
 Soprano 2, Solo Soprano,
	 Celebrant,	Boy	Soprano,	Boys’	Choir)
5  Thrice-Triple Canon: Dominus vobiscum  0:42
 (Celebrant,	Boys’	Choir,	Street	Chorus)

	 III.	Second	Introit
6  In nomine Patris 
 (Pre-recorded tape No. 3)  1:58
 (Boys’	Choir,	Choir,	Celebrant)
7  Prayer for the Congregation
	 (Chorale:	‘Almighty	Father’)		 1:22
 (Choir)
8  Epiphany (Pre-recorded tape No. 4)  0:55
 (Celebrant)

 IV.	Confession
9		 Confiteor		 	 2:10 
 (Choir)

0		 Trope:	‘I	Don’t	Know’		 1:41
 (First Rock Singer and Descant, 
 Second Rock Singer, Male Street Chorus)
!		 Trope:	‘Easy’			 4:51
 (First Blues Singer, Second Rock Singer,
 Second Blues Singer, Third Rock Singer, 
 Third Blues Singer, First Rock Singer 
 and Descant, Celebrant, Choir)

@  V.	Meditation	No.	1	 5:10

 VI.	Gloria
#  Gloria Tibi   1:55
 (Celebrant,	Boys’	Choir)
$  Gloria in Excelsis  1:16
 (Choir)
%		 Trope:	‘Half	of	the	People’		 1:00
 (Street Chorus, Choir)
^		 Trope:	‘Thank	You’		 2:46
 (Soprano Solo, Street Chorus)

&  VII.	Meditation	No.	2	 3:39

*  VIII.	Epistle:	‘The	Word	of	the	Lord’  5:50
 (Celebrant, A Young Man, 
 Another Young Man, Street Chorus, 
 An Older Man, A Young Woman)

(  IX.	Gospel-Sermon:	‘God	Said’ 4:22
 (Preacher, Street Chorus, 
 Five Solo Voices)

 X.	Credo
)  Credo in unum Deum 
 (Pre-recorded tape No. 5)  1:08
 (Celebrant, Choir)
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Jubilant	Sykes,	Celebrant	●	Asher	Edward	Wulfman,	Boy	Soprano 
Morgan	State	University	Choir	(Director: Dr. Eric Conway)

Peabody	Children’s	Chorus	(Director: Doreen Falby)
Baltimore	Symphony	Orchestra	●	Marin	Alsop,	Music	Director	and	Conductor

Street	People:
Sarah Uriate Berry, Matt Boehler, Susan Derry, Celisse Henderson, Leah Horowitz, Morgan James, Amy Justman, 

Jodie Langel, Telly Leung, Theresa McCarthy, Mike McGowan, Dan Micciche, Joe Paparella, Max Perlman, 
Janet Saia, Caesar Samayoa, Timothy Shew, Kevin Vortman, J.D. Webster, Laurie Williamson.

Casting: Pat McCorkle, CSA

¡		 Trope:	‘Non	Credo’		 2:17
 (Street Chorus Male Group, 
 Baritone Solo) 
	 ‘Crucifixus’	(Pre-recorded	tape	No.	6)
 (Choir)
™		 Trope:	‘Hurry’			 1:20
 (Mezzo-soprano Solo)
	 ‘Sedet	ad	dexteram	Patris’ 
 (Pre-recorded tape No. 7)
 (Choir)
£		 Trope:	‘World	without	End’		 1:39
 (Street Chorus, Mezzo-soprano Solo)
	 ‘Et	in	Spiritum	Sanctum’	(Pre-recorded 
 tape No. 8) (Choir, Three Solo Voices) 
¢		 Trope:	‘I	Believe	in	God’		 2:07
 (Three Solo Voices, Street Chorus, 
 Rock Singer, Choir)

∞ 	 XI.	Meditation	No.	3 
 (De profundis, Part 1)  2:31
 (Choir, Celebrant)
 Ilya Finkelshteyn, Cello

§  XII.	Offertory	(De	profundis,	Part	2)	 2:13
 (Boys’	Choir,	Choir)

DISC 5  

1  XIII.	The	Lord’s	Prayer	 1:18
 (Celebrant)
2		 Trope:	‘I	Go	On’		 2:25
 (Celebrant)

3  XIV.	Sanctus	  5:10
 (Celebrant,	Boys’	Choir,	Choir, 
 Counter-tenors, Street Chorus)

4  XV.	Agnus	Dei  6:30
 (Soloists of Street Chorus, 
 Street Chorus, Celebrant, Choir)

5  XVI.	Fraction:	‘Things	Get	Broken’	 14:22
 (Celebrant)

6  XVII.	Pax:	Communion 
	 (‘Secret	Songs’)	 9:06
 (Boy Soprano, Bass Solo, Soprano 1, 
 Soprano 2, Tenor 1, Tenor 2, 
 Street Chorus, Celebrant, Choir
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DISC 6

1  Symphonic	Suite	from	On	the	Waterfront (1955)  19:25

	 Chichester	Psalms (1965) 17:53
2  I. Psalm 108 vs. 2, Psalm 100  3:31
3  II. Psalm 23, Psalm 2 vs. 1–4  5:59
4  III. Psalm 131, Psalm 133 vs. 1  8:23
 
 Three	Dance	Episodes	from	On	the	Town (1945) 10:32
5  I. The Great Lover  1:56
6  II. Lonely Town: Pas de Deux  3:26
7  III. Times Square: 1944  5:10

Thomas	Kelly,	Treble	3
Elizabeth	Franklin-Kitchen,	Soprano	2–4

Victoria	Nayler,	Alto 2–4

Jeremy	Budd,	Tenor	2–4

Paul	Charrier,	Bass	2–4

Bournemouth	Symphony	Chorus	and	Orchestra
Marin	Alsop
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DISC 7

1		 Mambo	from	West	Side	Story	(with concert ending) (1957) 2:21

2  Slava!	A	Political	Overture (1977) 4:07

3 Suite	for	Orchestra	from	1600	Pennsylvania	Avenue	
  (1976) (arr. Charlie Harmon) 17:02

	 CBS	Music (1978)* 7:16
4  I. Fanfare and Titles (orch. Sid Ramin) 2:01
5  II. Quiet Music (arr. Jack Gottlieb) 1:25
6  III. Blues (orch. Garth Edwin Sunderland) 1:18
7  IV. Waltz (orch. Garth Edwin Sunderland) 0:29
8  V. Chorale (orch. Garth Edwin Sunderland) 1:47

9  Times	Square	Ballet	from	On	the	Town	(1944) 1:10

	 A	Bernstein	Birthday	Bouquet	(1988)* 21:28
0  Luciano Berio (1925–2003): For Lenny (LB.AM.LB.M.W.IS.LB) 1:49
!		 Leon	Kirchner	(1919–2009):	N.Y.	–	Connotations	–	N.Y.	 4:05
@  Jacob Druckman (1928–1996): 
	 Variation	on	Leonard	Bernstein’s	New	York,	New	York	 2:35
#  Lukas Foss (1922–2009): For Lenny 4:12
$  John Corigliano (b. 1938): For Lenny, with love – and candor… 1:57
%  John Williams (b. 1932): To Lenny! To Lenny! 3:03
^  Toru Takemitsu (1930–1996): 
	 For	Lenny’s	Birthday,	Variations	on	a	Theme	by	Bernstein	 1:23
&  William Schuman (1910–1992): Variations on Bernstein 2:13

*WORLD	PREMIERE	RECORDING

São	Paulo	Symphony	Orchestra
Marin	Alsop
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DISC 8

1  Overture	to	Candide	(1956)  4:19

	 Fancy	Free (1944) 26:53
2  No. 1. Enter Three Sailors  3:10
3  No. 2. Scene at the Bar  1:45
4  No. 3. Enter Two Girls  2:57
5  No. 4. Pas de Deux  3:12
6  No. 5. Competition Scene  3:22
7  No. 6. Three Dance Variations. 1: 
  Galop – 1:34
8  No. 7. Three Dance Variations. 2: 
  Waltz –  2:38
9  No. 8. Three Dance Variations. 3: 
  Danzon – 3:02
0  No. 9. Finale   5:10

	 Anniversaries	for	Orchestra* 
 (orch. Garth Edwin Sunderland, 2016) 15:32
!  I. For Helen Coates 
 (July 19, 1899) (1944) 1:10
@  II. For Paul Bowles 
 (December 31, 1910) (1964) 1:14 

#  III. In Memoriam: William Kapell 
 (September 20, 1922 –  
 October 19, 1953) (1989) 0:26
$  IV. For Craig Urquhart 
 (September 3, 1953) (1989) 1:22
%  V. In Memoriam: Alfred Eisner 
 (January 4, 1941) (1964) 2:13
^  VI. For William Schuman 
 (August 4, 1910) (1964) 0:44
&  VII. For Stephen Sondheim 
 (March 22, 1930) (1989) 1:12
*  VIII. For My Daughter, Nina 
 (February 28, 1962) (1989) 2:02
(  IX. For Leo Smit 
 (January 12, 1921) (1989) 0:30
)  X. For Felicia Montealegre 
 (February 6, 1922) (1944) 2:08
¡  XI. In Memoriam: Ellen Goetz 
 (June 16, 1930 – January 27, 1986) 
 (1989) 2:10

™  Overture	to	Wonderful	Town (1953) 
 (arr. Charlie Harmon) 5:21

*WORLD	PREMIERE	RECORDING

São	Paulo	Symphony	Orchestra
Marin	Alsop
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This	film	 includes	 interviews	with	Leonard	Bernstein’s	
children – Jamie, Alexander and Nina; Gustavo 
Dudamel, Stephen Sondheim, Kent Nagano, Marin 
Alsop, Sir Peter Jonas, Christoph Eschenbach, Norman 
Lebrecht, members of the Vienna Philharmonic 
Orchestra, Craig Urquhart, and many others. 

Bonus interviews: 
Marin Alsop, Gustavo Dudamel, Kent Nagano 

Director: Georg Wübbolt
Producer: Bernard Fleischer
Camera: Paul Fenkart
Sound: Simon Fraissler, William Pierce, 
Mike Schmidt & Tim White
Sound Mix: David Wasielewski
Editor: Janine Dauterich
Colour Grading: Michael Hartl
Speaker: Daryl Jackson
Photography Research: Michaela Noa 
Production Executive: Judit Stassak
Postproduction Supervisor: Jochen Hermann
With many thanks to: Jamie Bernstein, Alexander 
Bernstein, Nina Bernstein, Craig Urquhart, Marie 
Carter, Bettina Brinker, SHMF, Dvora Lewis, LSO
Archives:	Unitel,	Deutsche	Grammophon,	New	York	

Philharmonic Archives, Photofest, Schleswig-Holstein 
Musik Festival, Sony Classical, The Leonard Bernstein 
Office,	The	Library	of	Congress,	The	LSO	Archives,	
Gerrit Glaner, Horant Hohlfeld, Kenneth Love, 
Werner Resel, Moritz Graf zu Reventlow, Hilary Scott, 
Nigel Simeone
Photography: Bert Bial, Morris Beck, Christina Burton, 
Dan Feder, Ralph Gabriner, Boris Goldenberg, William 
P. Gottlieb, Paul de Heuck, Don Hunstein, Victor Kraft, 
Siegfried Lauterwasser, Bob Philips, Edwin Querin, 
Henry Rapisarda, I.W. Schmidt, Walter H. Scott, 
Martha Swope, Henry Tregillas, Arthur Umboh
Featured Photo Archive: Leonard Bernstein at 
Work;	His	Final	Years	1984–1990	by	Steve	J.	Sherman

Head of home video and new media C Major 
Entertainment: Elmar Kruse
Home video producer: Hartmut Bender
Artwork coordinator: Kerstin Krause
Premastering: digital images GmbH, Halle (Saale)
Design: Karin Rische, Art Direction, Berlin
Subtitle translations: 
German, French, English – digital images GmbH, 
Halle (Saale)
Korean – Chun Kahyun and Huh Eunae

DVD

Leonard	Bernstein	–	Larger	Than	Life
A	film	by	Georg	Wübbolt
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“Leonard Bernstein was a thinker, teacher, author, television star, provocateur, 
humanitarian, and he was my hero. As with all true mentors, Bernstein taught me much 
more than a craft. He showed me – and the world – the enormous power of music and 
how important it is to share it with as much of humanity as is possible. He showed us 
that classical music is a powerful force that can transform lives as well as inspire and 
move people and he lived by those principles.”
  Marin	Alsop
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Leonard Bernstein, for me, was the greatest risk-taker in 
20th-century classical music. Seeing him conduct when 
I	was	only	nine	years	old	at	a	New	York	Philharmonic	
Young	People’s	Concert	convinced	me	that	conducting	
was the only thing in the world that I wanted to do. That 
alone would have been enough of a gift; but then at the 
age of 31, he took me under his wing and imparted to 
me the heart and soul of the craft. 
 Bernstein always told me that a composer spends 
his entire life writing the same piece, trying to answer 
the	 same	 unanswerable	 questions.	 Bernstein’s	 total	
engagement with the music, the orchestra and with 
us, the audience, was beyond thrilling. I fell in love with 
him on the spot and adored his rebellious embracing of 
every genre of music.
	 I	will	never	forget	going	to	a	New	York	Philharmonic	
rehearsal when Leonard Bernstein was conducting 
Tchaikovsky’s	 Fifth Symphony. I was imagining how 
many hundreds of times he must have conducted 
that symphony and wondering what kind of approach 
he would take. The two hours that followed were 
an absolute revelation and offered me insight into, 
and understanding of who Leonard Bernstein, the 
conductor, really was. This was a man whose primary 
and all-consuming commitment was to the creator, the 
composer. He was unrelenting in his dedication and 
doggedly	 devoted	 to	 uncovering	 the	 composer’s	 true	
intent. Imagine my surprise when he walked out onto the 
podium	and	announced	to	the	New	York	Philharmonic	
that	 he’d	 been	 “wrong”	 about	 Tchaikovsky’s	 Fifth 
Symphony all these years! This willingness and desire 
to re-examine every piece of music, to bring a fresh 
approach and new insights to every performance of a 
work, set Bernstein apart from everyone else. 
 One of the greatest gifts Bernstein shared with me 
was	the	significance	of	story;	 that	every	piece	has	an	
inherent story and that every composer spends his life 
trying to articulate his own personal story and answer 
those existential questions that are so consuming for 
him. I was always delighted when he would stop a 
rehearsal and say “must I tell you the story of this Haydn 

symphony?” only to have 70 musicians magically turn 
into 4 year olds with that sparkle of anticipation in their 
eyes that says “yes, please tell us that story!”  For me 
the thing that set LB apart was not only his embracing 
of the story, but his profound understanding that every 
story has a moral that connects all of us on the most 
basic human level. 
 Bernstein, the conductor, was the ultimate 
champion of the composer, committed to conveying 
every dimension of that composer, and I frequently 
had the sense that he was that composer for those 
moments, his association so strong that it blurred the 
line between conductor and creator.

Bernstein	 had	 many	 significant	 and	 wondrous	
relationships with orchestras; his relationship with the 
London Symphony Orchestra (LSO) was deep and 
enduring. Focused often on his intense connection to 
the music of Gustav Mahler, together they performed 
and recorded live many of the Mahler Symphonies. His 
debut	with	 the	LSO	 took	place	 in	 1966	with	Mahler’s	
Seventh Symphony.
 In 1986 the LSO presented a festival honouring 
to Bernstein which included works by others whom 
Bernstein	 admired,	 championed	 or	 was	 influenced	
by – Mahler, Stravinsky, Ives, Britten, Blitzstein, 
Shostakovich – and all except Mahler 1 written after 
1900. There were screenings of On the Waterfront 
and West Side Story; an exhibition of photos and 
memorabilia; and a performance of Mass by students 
at the Guildhall School. The festival included a Royal 
Gala Performance (6 May 1986) in the presence of HM 
The Queen, conducted by LB, featuring Gidon Kremer, 
Krystian Zimmerman and the teenage Aled Jones as 
the treble soloist in Chichester Psalms.
 As a result of the Bernstein Festival, the LSO and 
Bernstein became much closer, resulting in the offer 
and his acceptance of the role of President of the LSO 
in 1987, a role he held until his death in 1990. There 
had previously been only four Presidents: Lord Howard 
de Walden, Sir William Walton, Sir Arthur Bliss and Karl 
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Böhm; and there has been only one since: Sir Colin 
Davis. It was through Bernstein, during that period, that 
I	first	met	the	LSO.	
 In 1990, the LSO, Bernstein and Michael Tilson 
Thomas,	 founded	 the	Pacific	Music	Festival	 (PMF)	 in	
Sapporo, Japan. I had been awarded the Bernstein 
Fellowship to the Tanglewood Music Festival in 1988 
and 1989, where I worked intensively with Bernstein. 
Following those two summers at Tanglewood, Bernstein 
invited me to join him in Japan for this exciting new 
festival launch. Along with Leif Bjaland, I conducted 
the PMF Orchestra, often splitting programs with my 
hero and mentor, Leonard Bernstein. What an amazing 
journey, on every level.
 Serendipitously, on that trip I got to know the 
incredible musicians of the LSO and fell in love with 
the	 orchestra	 for	 the	 first	 time.	 When	 I	 conducted	
the orchestra at the Barbican later in the 1990s, I 
felt	 so	happy	 to	 reconnect	and	my	first	 impression	of	
an exceptional orchestra comprised of exceptional 
musicians	and	human	beings,	was	confirmed.
 I travelled with Bernstein as he conducted 15 
concerts across Japan. He was already suffering from 
the lung disease that would lead to his death three 
months later. In his opening remarks at PMF, Bernstein 
said that he had decided to devote what time he had 
left to education and young people because mentoring 
young people was the most rewarding way to spend his 
remaining time. 
 Those of us there on that day understood the 
profound gift Bernstein was giving to each of us. But, 
my gift from Bernstein started that day so long ago, 
when	 I	 was	 just	 9	 years	 old,	 and	 first	 dreamed	 of	
becoming a conductor. 
  Marin	Alsop

Symphony	No.	1	‘Jeremiah’	·	Symphony	No.	2 
‘The	Age	of	Anxiety'	·	Symphony	No.	3 
‘Kaddish’	·	Missa	Brevis	·	The	Lark

Leonard Bernstein may well have understood 
symphonic form better than any other 20th-century 
composer – as a conductor, he was celebrated for his 
interpretations of symphonies from the beginning of 
the genre (Haydn) to its apotheosis (Mahler). And yet 
none of his three works bearing the word “symphony” 
in	 its	 title	 is	 in	 any	 way	 traditional.	 Each	 flaunts	 the	
conventions of the form – arguably in ways that only 
Bernstein might have conceived. All are “theatrical” 
works	 which	 manifest	 the	 central	 conflict	 at	 the	 root	
of	 nearly	 all	 of	 Bernstein’s	 major	 works.	 In	 1977	 he	
said, “The work I have been writing all my life is about 
the struggle that is born of the crisis of our century, a 
crisis of faith. Even way back, when I wrote Jeremiah 
[Symphony No. 1], I was wrestling with that problem.” In 
Jeremiah, the crisis is joined; in the Second Symphony 
‘The	 Age	 of	 Anxiety’, it is discussed, probed and 
superficially	resolved;	in	the	Third Symphony ‘Kaddish’, 
it comes to a head and is resolved again – but with 
the realization that faith must be accompanied by pain.
 During the summer of 1939, Bernstein composed 
his most ambitious work to date – a setting of text from 
the Lamentations of Jeremiah for mezzo-soprano and 
orchestra. In late August he sent a copy of the score 
to his friend and mentor Aaron Copland, to whom he 
wrote, “Eventually the song will become one of a group, 
or a movement of a symphony for voice and orchestra, 
or the opening of a cantata or opera.” He set the song 
aside until, in the spring of 1942, he began composing 
the	 first	 movement	 of	 a	 symphony	 for	 a	 competition	
organized by the New England Conservatory. “I then 
realized that this new movement, and the scherzo that I 
had planned to follow it, made logical concomitants with 
the Lamentation. Thus the symphony came into being,” 
he	wrote	at	the	time	of	the	work’s	premiere.
	 Working	 out	 of	 a	 top-floor	 apartment	 on	 West	
52nd	 Street	 in	 New	 York	 City,	 Bernstein	 –	 assisted	
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by his sister Shirley and several friends – scrambled 
to	 finish	 the	 orchestration	 and	 prepare	 a	 fair	 copy	 to	
meet the 31 December competition deadline. Sadly, the 
jury	 awarded	 the	 prize	 to	Gardner	Read’s	Symphony 
No. 2. But Fritz Reiner invited the young composer to 
premiere the symphony in Pittsburgh, where Bernstein 
conducted	the	first	performance	in	January	1944.	The	
symphony was well received and went on to win the 
Music Critics Circle Award for 1943–44.
 In his program note for the premiere, Bernstein 
wrote: “The symphony does not make use to any great 
extent	 of	 actual	 Hebraic	 thematic	 material.	 The	 first	
theme of the scherzo is paraphrased from a traditional 
Hebrew chant, and the opening phrase of the vocal 
part in the Lamentation is based on a liturgical cadence 
still sung today in commemoration of the destruction of 
Jerusalem by Babylon.” Long-time Bernstein assistant 
Jack	 Gottlieb,	 however,	 asserted	 that	 the	 influence	
of liturgical motifs on the symphony was greater than 
the composer consciously knew – “a testament to his 
upbringing as a Jew both in the synagogue and at 
home.” Bernstein dedicated the work to his father.
 Jeremiah opens with a slow movement, Prophecy, 
which	 –	 in	 the	 composer’s	 words	 –	 aims	 “to	 parallel	
in	 feeling	 the	 intensity	 of	 the	prophet’s	 pleas	with	his	
people.” It avoids any suggestion of traditional sonata-
allegro form, using motivic development rather than 
themes per se to generate its musical argument. 
The primary cell consists of three notes – a minor 
second	 followed	 by	 a	 perfect	 fifth.	 It	 first	 appears	 in	
its descending form in upper woodwinds in bar 4; the 
ascending form debuts in basses and bassoons in bar 
10. It informs virtually every melodic strand in the piece. 
Often it sounds anguished, but it can also be gentle – 
as	 in	 the	 flute	 passage	 over	 gently	 throbbing	 strings	
that appears midway through the movement.
 Profanation is a wild scherzo that seeks to give “a 
general sense of the destruction and chaos brought on 
by the pagan corruption within the priesthood and the 
people.” It is rife with the asymmetrical and mixed meters 
so typical of Bernstein, wherein not only are the number 

of beats-per-measure varied, but also the number of 
pulses within the beat (sometimes two, sometimes 
three).	The	motivic	cell	from	the	first	movement	returns,	
and a brief chorale-like passage heard twice in the 
earlier movement is refashioned into a jazzy dance motif. 
The concluding Lamentation opens with a declamatory 
recitative for the soloist. Bernstein described it as “the 
cry of Jeremiah, as he mourns his beloved Jerusalem, 
ruined, pillaged, and dishonored after his desperate 
efforts to save it.” But ultimately there is consolation in 
the form of a falling motif, in parallel thirds, introduced by 
flutes.	It	returns	later,	played	on	muted	strings	–	first	solo	
quartet, then tutti.

Bernstein	 discovered	 W.H.	 Auden’s	 Pulitzer	 Prize-
winning “Baroque eclogue” in six parts, The Age of 
Anxiety, in the summer of 1947. Stunned by “one of 
the most shattering examples of pure virtuosity in the 
history of the English language,” he told journalists that 
“almost immediately the music started to sing” to him. 
He set out to compose a symphony which would parallel 
the	 structure	 of	Auden’s	 80-page	 poem	 –	 a	 series	 of	
conversations (with linking narrative) between three men 
and	 a	woman,	 set	mostly	 in	 a	New	York	City	 bar.	He	
would try to limn in musical terms the principal subject 
of	Auden’s	verse:	the	neuroses	of	contemporary	society	
(i.e. the “crisis of faith”). There would be a prominent 
concertante part for piano (causing some to claim the 
symphony is really a piano concerto in all but name).
 The new work, composed over a two-year period 
in	 locations	 as	 far-flung	 as	 Israel	 and	 New	 Mexico,	
was scheduled to premiere in Boston in early April 
1949. But January of that year found Bernstein typically 
overscheduled	–	and	the	finale	was	not	yet	finished.	As	
was so often the case, he found himself torn between the 
desire to compose and the need to conduct. Nevertheless, 
he	 finished	 The	Age	 of	 Anxiety on time; it debuted in 
Boston on 8 April, with the composer as soloist and the 
Boston Symphony Orchestra conducted by Koussevitzky 
– to whom Bernstein dedicated the work. A ballet by 
Jerome Robbins based on the symphony premiered in 
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early	1950	at	the	New	York	City	Ballet.
 The opening Prologue is a duet for two clarinets 
that Bernstein adapted from music he had written for 
a	1939	Harvard	production	of	Aristophanes’	The Birds 
(and later recycled as a musical envoi to Koussevitzky.) 
It	 leads	 via	 a	 descending,	 chromatic	 flute	 bridge	 into	
The Seven Ages, a cycle of variations that opens 
with a sweetly dissonant chorale for the piano. Each 
succeeding variation evolves out of some aspect of the 
preceding one. A second bridge passage (this time on 
piano and extending from one end of the keyboard to 
the other) leads to a second set, The Seven Stages. 
The	first	of	 these	opens	with	a	passacaglia	built	on	a	
six-note	 theme	 in	 the	 bass,	 suggesting	 the	 influence	
of Britten (Bernstein had conducted the American 
premiere of Peter Grimes at Tanglewood in 1946); the 
spirit of Shostakovich hovers over the more playful 
variations.
 The Dirge, which begins the second half of the 
symphony, commences with a bold stroke from the 
pianist: a tone row. Bernstein does not use it in any 
strict Schoenbergian sense, but it recurs throughout to 
maintain	a	feeling	of	angst,	in	spite	of	the	composer’s	
own	 reference	 to	 the	 movement’s	 “Brahmsian	
Romanticism.” The Masque which follows is the 
symphony’s	 most	 individual	 feature,	 completely	 and	
unabashedly Bernstein: a jazz frolic for piano, bass, 
timpani and percussion based on an unused song from 
On the Town. Following the premiere, the music critic 
of The Boston Globe declared it “a triumph of rhythmic 
interplay, subtle and unexpected accents, a marvelous 
distillation of the movement of jazz.”
 The Epilogue begins with an abrupt orchestral 
outburst and an unusual theatrical effect: a “pianino” 
in	 the	 orchestra	 that	 seems	 to	 mock	 the	 soloist’s	
freewheeling frenzy (Bernstein said it represented “a 
kind of separation of the self from the guilt of escapist 
living”). But solo trumpet introduces a calming motif in 
falling fourths, and strings begin a deeply felt Adagio, 
which ultimately builds to a powerful climax with 
near-cinematic	 fervor	 (anticipating	 Bernstein’s	 music	

for On the Waterfront,	written	 five	 years	 later).	 In	 the	
original version of the symphony, the piano was silent 
throughout this movement until the very end, but 
Bernstein revised the work in 1965, giving a greater 
role to the keyboard protagonist.

In	 the	 original	 version	 of	 Leonard	 Bernstein’s	
Symphony No.	 3	 ‘Kaddish’, the speaker – reciting 
words	that	no	doubt	came	directly	from	the	composer’s	
heart – proclaims, “As long as I sing, I shall live.” 
Singers,	 both	 solo	 and	 choral,	 figure	 prominently	 in	
many	of	Bernstein’s	works;	 clearly	 he	 considered	 the	
human voice one of the most expressive instruments in 
a	composer’s	arsenal.
	 Bernstein	 first	 considered	 turning	 the	 choruses	
he	 composed	 as	 incidental	 music	 for	 Jean	Anouilh’s	
L’Alouette	 (ʻThe	 Lark’) into an independent work 
shortly after they were written. In late October 1955, 
he wrote his brother, Burton: “We just returned from 
Boston where L'Alouette (ʻThe	Lark’) had its premiere 
and it seems to be a large hit. […] My music sounded 
good as hell, with marvelous voices (on tape …) but 
still	 it	 sounded	 pretty.	 I	 think	 there’s	 the	 kernel	 of	 a	
short Mass there, and I may expand it into one for 
the	 Juilliard	 commission.”	But	 it	wasn’t	 until	 33	 years	
later,	on	 the	occasion	of	Robert	Shaw’s	retirement	as	
music director of the Atlanta Symphony Orchestra, 
that Bernstein adapted the Lark music into his Missa 
Brevis. In collaboration with a young protégé, George 
Steele, he expanded his original sketches for the work. 
He added portions to the Gloria in order to include the 
full text and made other adjustments to the Agnus Dei 
and Dona nobis pacem – thus qualifying the work for 
liturgical use.
 The piece is scored for mixed chorus a cappella 
(divided into as many as eight parts), solo countertenor, 
bells and “incidental percussion” (the exact nature 
of which is left somewhat to the discretion of the 
conductor).	 Open	 fifths	 at	 the	 beginning	 of	 the	Kyrie	
immediately establish the quasi-medieval character 
which continues throughout the work. Traditional 
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triads with added seconds and sixths, however, add 
contemporary “bite” to the harmonic texture. The 
countertenor	 soloist	 often	 evokes	 the	 flowing	 lines	 of	
medieval chant.
 Bernstein belatedly composed his Third 
Symphony	 ‘Kaddish’,	 to	 fulfill	a	 joint	commission	 from	
the Koussevitzky Music Foundation and the Boston 
Symphony	Orchestra	 celebrating	 the	orchestra’s	75th	
anniversary in 1955. The mid-1950s were a remarkably 
busy time for Bernstein – between 1953 and 1957 he 
composed	a	film	score,	incidental	music	for	The Lark, 
three musicals and a violin concerto. He also assumed 
musical	 directorship	 of	 the	New	York	Philharmonic	 in	
1958, so the delay in composing the symphony was 
not surprising. He began work in earnest during the 
summer	of	1961	on	Martha’s	Vineyard,	and	continued	
during the summer of 1962 at the MacDowell Colony. 
He had just completed the orchestration when the 
tragic events of 22 November 1963, determined the 
work’s	dedication:	“To	the	beloved	memory	of	John	F.	
Kennedy.” The Boston Symphony graciously allowed 
the Israel Philharmonic to present the world premiere 
under	Bernstein’s	direction	in	Tel	Aviv	on	10	December	
1963.	Charles	Munch,	at	his	first	guest	appearance	with	
the Boston Symphony since retiring as musical director, 
conducted the US premiere in February 1964.
	 Kaddish	 is perhaps the least performed and the 
most	misunderstood	of	Bernstein’s	 three	symphonies.	
Full appreciation begins with abandoning all pre-
conceived notions of what a “symphony” is. Theatrical 
and oratorio-like, the work features not only orchestra, 
mezzo-soprano	soloist,	mixed	choir	and	boys’	choir,	but	
a	 prominent	 speaker’s	 role	 as	well.	 It	 was,	 in	 fact,	 a	
performance by his wife, actress Felicia Montealegre, 
in	Arthur	Honegger’s	Joan of Arc at the Stake (in 1958) 
that inspired Bernstein to compose a work in a similar 
narrative vein.
	 A	 complete	 setting	 of	 the	Kaddish	 prayer	 figures	
in	 each	 of	 the	 symphony’s	 three	 movements.	 The	
traditional text, a mixture of Aramaic and Hebrew, is 
recited as part of the morning service at synagogues; 

it	is	sometimes	called	the	“Mourner’s	Kaddish”	because	
it is also prayed at funerals – even though the words 
do	 not	 refer	 to	 death.	 Bernstein	 wrote	 the	 speaker’s	
text himself after an initial effort to set poems written 
for him by Robert Lowell and a subsequent attempt to 
collaborate with a young Jewish poet, Frederick Seidel, 
came to naught.
 Although it does not conform to traditional ideas 
of symphonic form or development, the symphony is a 
marvel of motivic manipulation. Much of the material is 
based on three ideas introduced at the outset: a three-
note	rising	figure	(a	minor	second	followed	by	a	minor	
sixth); a four-note sequence of rising minor sevenths; 
and a broad, four-measure phrase which Bernstein 
dubbed the “Kaddish tune.” Appearing in all three 
movements, these ideas serve as a unifying device. 
Bernstein also uses two tone rows in the piece – albeit 
only melodically (Kaddish	 is decidedly eclectic in its 
mixture	of	tonality	and	atonality).	The	first	comes	during	
the initial Kaddish in a wild, mixed-meter section the 
composer	 related	 to	David’s	 dance	 before	 the	Ark	 of	
the Covenant. The second, based on a chain of fourths, 
features in an anguished, angry orchestral outburst in 
the second movement that culminates in literal musical 
chaos: eight separate groups singing eight different 
ideas in eight different tempi quite independently of 
each other.
 The Kaddish setting which follows is a haunting 
lullaby for soprano. The unusual quintuple meter 
recalls	 Tchaikovsky’s	 similar	 transformation	 of	 the	
waltz in his Fifth Symphony. Although the prayer 
text asserts that God is “beyond all … consolations,” 
Bernstein’s	 music	 surely	 provides	 heavenly	 musical	
comfort (the composer referred to this section as the 
“Pietà”).	Strings,	harp,	woodwinds	 (including	alto	flute	
and bass clarinet), celesta and glockenspiel dominate 
the orchestration, with brass used only to reinforce 
climaxes. The movement concludes with a delicately 
ppp C major chord – a salient statement in this 
occasionally violent work.
 In the Scherzo which	opens	 the	 final	movement,	
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Bernstein develops the three-note motif and the 
Kaddish tune until, almost imperceptibly, they morph 
into an expansive, nearly Brahmsian melodic line – the 
symphony’s	 “big	 tune”	 –	 marked	 “singing	 and	 warm”	
in the score. The gossamer orchestration adds to the 
dream-like	effect,	and	as	the	speaker	describes	God’s	
children singing His praises “from corner to corner,” the 
boys’	choir	enters	with	a	five-part	round.
 An orchestral outburst at the beginning of the 
Finale leads to an impassioned passage for strings, 
which is followed by a combination of the Kaddish tune 
with the three-note motif in woodwinds. The Brahmsian 
melody returns on strings – six measures repeated 
underneath	the	speaker’s	consoling	text	by	solo	octet.	
The concluding choral fugue, energetic and joyous, 
is a contrapuntal tour de force. It builds to a series of 
overlapping Amens underneath which the “big tune” 
makes a triumphant return.
 Revising the work in 1977, Bernstein made 
significant	changes	and	cuts	to	the	narrator’s	part.	Most	
importantly, he rewrote it so that it could be recited 
by	either	a	man	or	a	woman	(the	first	version,	with	its	
references to the “Lily of Sharon” and “Daughter of 
Zion,” required a female narrator). He also had more of 
the remaining text spoken over music – thus reducing 
the length of the entire work. Because this recording 
reverts to the original narrative text, conductor Marin 
Alsop has also returned – for the most part – to 
Bernstein’s	original	score.

Bernstein was working with Lillian Hellman on Candide 
when she asked him to compose incidental music for 
her adaptation of L‘Alouette	Jean	Anouilh’s	play	about	
Joan of Arc. After its Boston tryout, the play moved 
to Broadway where it ran for 229 performances with 
stars Julie Harris, Christopher Plummer and Boris 
Karloff. The score consists of eight choruses for 
seven solo voices (including countertenor or boy alto), 
accompanied by bells and a small drum. The music was 
pre-recorded for the original production by members of 
Noah	Greenberg’s	New	York	Pro	Musica,	a	pioneering	

early music group. Bernstein complained about this 
arrangement, although not for musical reasons; he 
himself conducted the singers at the recording sessions 
held at Carnegie Hall. But he felt that because the 
producer had not rented adequate playback equipment 
the music “grizzled a bit.” Nevertheless, the music 
found favor: theatre critic Brooks Atkinson noted that 
“Leonard	 Bernstein’s	 musical	 recreation	 of	 Joan’s	
medieval voices gives the play a new dimension,” and 
choral conductor Robert Shaw wrote the composer 
to say the choruses were “absolutely (and variously) 
captivating and exciting pieces.”
 Three of the eight movements are in French and 
folk-like in character. Spring Song is based on Revecy 
venir du printams by Claude Le Jeune (1528–1600), 
and the appropriately martial Soldier’s	Song	(enhanced 
by drum and whistling) derives from a French folksong, 
Vive la Grappe. In the Court Song,	 the	 first	 soprano	
sings a melismatic, troubadour-like melody over a 
drone	bass	(“Husband,	fie	upon	your	 love!	For	 I	have	
a	lover,	elegant	and	handsome	…”).	The	remaining	five	
movements, in Latin, are more austere in their tone. 
Most use text from the liturgy; the prelude begins with a 
quote from Psalm 39 (“Hear my prayer, O Lord.”).
 In the published edition, the three French choruses 
are gathered together at the beginning, followed by the 
Latin ones. This recording, however, features a concert 
version, with added narration culled directly from 
Hellman’s	adapted	 text,	which	sets	 the	choruses	 in	a	
dramatic context and allows them to be heard in the 
same order in which they appear in the play.
	 	 Frank	K.	DeWald

Serenade	(after	Plato’s	Symposium)	·	Facsimile:	
Choreographic	Essay	for	Orchestra	·	Divertimento

Conductor, composer, educator, pianist, Leonard 
Bernstein is without question the greatest musician 
America has ever produced. Born in Lawrence, 
Massachusetts to a family of Russian Jewish origin, 
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Bernstein began piano lessons at ten against his 
father’s	 wishes.	 His	 advanced	 training	 took	 place	 at	
Harvard and the Curtis Institute where he studied 
composition with Walter Piston and conducting with 
Fritz Reiner. During the summers of World War 
II at Tanglewood, he was the assistant to Serge 
Koussevitzky	 who	 became	 Bernstein’s	 mentor.	 In	
1943 Artur Rodzinski appointed Bernstein assistant 
conductor	 of	 the	 New	 York	 Philharmonic,	 and	 on	 14	
November of that year he substituted on short notice 
for the ailing Bruno Walter in a nation-wide radio 
broadcast. This sensational debut launched his career, 
becoming the stuff of legend. The following year saw 
Bernstein’s	 early	 success	 as	 a	 composer	 with	 the	
premieres of the Jeremiah symphony, the ballet Fancy 
Free and the musical On the Town. In 1958 Bernstein 
was	named	music	director	of	the	Philharmonic,	the	first	
native-born and trained conductor of a major American 
orchestra. He became known to the general public as 
a tireless educator on behalf of classical music through 
his	televised	programs	and	Young	Person’s	Concerts.	
His profound intellectual knowledge and curiosity, as 
well as emotional and spiritual generosity, continues to 
endear him and his work to all.
	 Bernstein’s	amazing	genius	and	versatility	enabled	
him as a composer to bridge the chasm separating 
the “popular” idioms of jazz, Broadway and rock from 
classical music. His concert works still suffer from a lack 
of appreciation of their genius, and are not programmed 
as frequently as they should, which prevents their 
integration into the orchestral canon. No contemporary 
conductor has done more to correct this situation than 
the	present	conductor,	Marin	Alsop,	one	of	Bernstein’s	
greatest protégés.

Most	of	Bernstein’s	works	spring	from	a	programmatic	
impulse.	A	 re-reading	 of	Plato’s	Symposium provided 
the germ for the Serenade. A work that Bernstein himself 
called his “most satisfying,” it was commissioned by 
the Koussevitzky Foundation and is dedicated to the 
memory of Serge and Natalie Koussevitzky. Free 

from his demanding conducting schedule, Bernstein 
worked on it exclusively in the summer of 1954 while 
vacationing with his wife and daughter in Europe. He 
conducted the premiere later that year in Venice with 
the Israel Philharmonic and Isaac Stern as soloist.
 While there is no literal “program” for the work, 
Bernstein	 saw	 his	music,	 along	with	Plato’s	work,	 as	
a “series of related statements in praise of love.” The 
Serenade is	 one	 of	 the	 best	 examples	 of	Bernstein’s	
creative approach to composition, whereby unity is 
achieved not through recurring melody but a “system 
whereby each movement evolves out of elements in the 
preceding one.” Melodic motifs build one after another 
upon previous ones and serve as accompaniment as 
the music appears spontaneously to generate itself. 
The title Serenade reflects	an	expansive	approach	 to	
form (perhaps a subconscious reaction to the relaxing 
circumstances of its creation) typical of the classical 
serenade.	In	technical	demands	the	work	is	definitely	a	
concerto, the solo violin assuming the rhetorical role of 
the “speaker” in each movement.
 Phaedrus, the hypochondriacal writer, gives the 
initial speech in praise of Eros, god of love. The soloist 
delivers a slow, lyrical melody containing the ascending 
tritone	 figure	 soon	 to	 be	 immortalized	 in	 Maria in 
West Side Story. Orchestra and soloist build this into 
an intense fugato texture.	 Pausanias’s	 description	
of the lover/beloved duality is perfectly captured 
by the following sonata-form allegro with its typical 
Bernsteinian energy and verve.
 Aristophanes, “invoking the fairytale mythology of 
love,” develops themes from the opening Allegro. The 
middle section is a singing melody that explores motifs 
from the opening of the movement in canonic fashion. 
Frequent parallel double stops in the solo violin add an 
aching, sonorous intensity to the lyricism.
 Eryximachos, the physician who sees the harmonic 
workings	 of	 the	 body	 as	 a	 scientific	 model	 of	 the	
working of love patterns, is represented by a mercurial 
scherzo. Quicksilver contrasts of volume and texture 
(like heat lightning) become the “obstacle course” the 
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soloist navigates in this mix of mystery and humor. The 
movement draws its material from the middle section 
of the previous movement led by the three-note “head 
motifs” with which it begins and ends.
	 Agathon’s	 speech,	 one	 of	 the	 climaxes	 of	 the	
Symposium,	 “embraces	 all	 aspects	 of	 love’s	 powers,	
charms and functions.” It is represented in the great 
power and concentration throughout the movement. 
The	opening	of	the	first	movement	sets	the	tone	for	the	
soloist’s	transformation	of	the	scherzo motif into a noble 
statement – the muting of the violin until the cadenza 
making the expression even more intense. A chromatic 
theme in the middle section builds to a passionate 
explosion and the solo cadenza. The opening returns 
with the violin again muted, singing the three-note 
motif,	floating	in	suspended	animation.
 A stern, slow orchestral introduction based on the 
chromatic theme of the fourth movement represents 
Socrates’s	 speech.	The	 soloist	 enters	 for	 a	 rhetorical	
duo-cadenza with a solo cello before the fast main 
body of the movement exploded forth (Alcibades and 
his drunken friends gate-crashing the proceedings). 
In rondo	 form,	 elements	 of	 country	 fiddle	 music	 and	
jazz	 add	 to	 the	 excitement.	 The	 work’s	 opening	
returns presto before the end, rounding off the work in 
exhilarating fashion.

Nearly	all	of	Bernstein’s	works	are	concerned	with	the	
search for meaning in a post-modern world deprived 
of the traditional mooring of religious faith. The ballet 
Facsimile (choreography by Jerome Robbins) is a 
psychological drama in which post-war men and 
women	use	outward,	superficial	“busyness”	to	attempt	
to	 fill	 an	 inner,	 spiritual	 vacuum,	a	 common	 theme	of	
post-World	War	II	literature.	Similar	in	plot	to	Debussy’s	
Jeux, it follows three characters, The Woman, The 
Man	and	Another	Man,	as	the	men	vie	for	the	woman’s	
attention, ultimately ending in frustration and boredom 
for all. Bernstein perfectly captures the melodramatic 
atmosphere in music that is by turns acerbic and 
angular as well as solemn and tender. A concertante 

solo piano in Part Two adds a distinctive noir coloring 
as in Fancy Free. Negative reviews at the premiere only 
served to demonstrate its successful exposure of post-
war malaise, where true intimacy could be shunned for 
a cheap “facsimile” of it.

One	 of	 Bernstein’s	 final	 works,	 the	 Divertimento for 
orchestra is, in essence, a tribute to the broad diversity 
both of his compositions and the favorite works he 
conducted. It was composed for and dedicated to the 
Boston Symphony on the occasion of their centenary. 
Paying tribute to the “hometown” orchestra which 
nurtured him, along with the attendant memories 
and emotions, Bernstein heartily enjoys himself with 
many musical puns as the eight-movement form and 
breezy	 humor	 reflect	 the	 classical	 divertimento. The 
work	 is	 unified	 by	 a	 two-note	 motto	 B–C	 (Boston 
Centenary) which generates each movement. Sennets 
and Tuckets is a clear reference to the fanfares of 
Shakespeare’s	 time	but	nothing	could	be	 further	 from	
Elizabethan times than this music. The fanfare theme, 
strangely reminiscent of the Woody Woodpecker 
cartoon	 theme,	 uses	 Bernstein’s	 signature	 intervals,	
the	 final	 interval	 (strongly	 accented)	 being	 the	 B–C	
motto. The theme recalls the memorably witty, nose-
thumbing	fanfare	of	Strauss’s	Till Eulenspiegel. Jocular, 
extroverted variations of the motto and fanfare capture 
the imagination. Waltz takes the warped 5/4 meter of 
Tchaikovsky’s	 waltz	 from	 the	 Pathétique symphony 
a step further into a 7/8 meter. A graceful, romantic 
melody in the strings revolves around the motto. 
Mazurka features the somber colors of double reeds 
and harp with the motto generating both the dance 
melody and its accompaniment. A brief oboe solo before 
the end unexpectedly but gracefully quotes the famous 
oboe	cadenza	of	Beethoven’s	Fifth Symphony as the 
movement draws to a soft close. Samba begins with the 
fanfare sounded three times as clear reminiscences of 
Fancy Free come to life. Turkey Trot alternates three- 
and four-beat patterns, recalling America from West 
Side Story. With a hiccup, the movement comes to a 
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close. Sphinxes	is a mysterious slow movement full of 
portent. An ascending twelve-note melody based on the 
fanfare	appears	twice,	first	in	the	strings	and	secondly	
in the winds. These “sphinxes,” obvious references to 
the twelve-tone method of Schoenberg, are answered 
by tonal cadences. For Bernstein, this is a humorous 
version of the central statement of his creative life, the 
struggle between atonality and tonality. Blues follows 
without a break, dispelling the philosophical clouds. 
Brass with jazz mutes use the motto to generate another 
twelve-note melody in solo tuba and trombone before 
muted	trumpet	gets	the	final	“lick”	pianissimo.	The	finale	
The BSO Forever, a pun on the most famous American 
march,	Sousa’s	Stars and Stripes Forever, begins with 
a	 reflective	 canon	 based	 on	 the	motto	 for	 three	 solo	
flutes,	an	 In Memoriam for deceased members of the 
Boston Symphony family. Tribute having been paid, a 
rowdy march ensues with quotations from the Radetzky 
March	 and	 Bernstein’s	Mass. The motto and fanfare 
are found throughout, building with themes from earlier 
movements to provide a happy and exciting conclusion 
to a work which wears its learning lightly.
	 	 David	Ciucevich

Mass

After his outrageously dynamic eleven-year tenure 
at	 the	 New	 York	 Philharmonic,	 during	 which	 time	
he danced from the podium into the telesphere as 
America’s	 most	 beloved	 music	 teacher,	 Leonard	
Bernstein was anxious to get back to the business of 
composing. Best known for his Broadway masterpiece 
West Side Story, he had only produced two works 
during his legendary leadership from 1958 to 1969: the 
Kaddish symphony and Chichester Psalms.
 Jacqueline Kennedy Onassis gave Bernstein 
an opportunity to get back on the creative track, big 
time, with an irresistible commission: to compose the 
inaugural piece for the opening of the newly constructed 
Kennedy Center for the Performing Arts in Washington, 

D.C.	This	was	right	up	his	alley.	Bernstein	wrote:	“I’ve	
always wanted to compose a service of one sort or 
another, and I toyed with ecumenical services that 
would combine elements from various religions and 
sects, of ancient or tribal beliefs, but it never all came 
together in my mind until Jacqueline Onassis asked me 
to write a piece dedicated to her late husband... The 
Mass is also an extremely dramatic event in itself – it 
even suggests a theater work.”
 Bernstein was the quintessential theatrical 
composer – he even admitted once that even his 
concert works had a “theatrical core” – and ran with 
the idea like no other could. So he took the centuries-
old, musico-religious ritual, the Roman Catholic liturgy, 
and dragged it, kicking and screaming into the 20th 
century, transforming it into a battleground about the 
contemporary crisis in faith. He called it Mass: A Theatre 
Piece for Singers, Players and Dancers. It had its 
premiere on 8 September 1971. It is a visionary period 
piece that gains more relevance as time goes on.
 Born of the same Zeitgeist that produced Hair and 
Jesus Christ Superstar,	Bernstein’s	singularly	explosive	
work, featuring everything from bongos to kazoos, 
outdid the eclecticism of West Side Story and Candide, 
while continuing the religious outcries expressed in his 
Jeremiah symphony and the Kaddish. He was thinking 
bigger than ever. His zany Mass, mixing sacred and 
secular texts in wacky and original ways, would be a 
kind of “Symphony of a Thousand” of the Vietnam Era 
– to invoke the great piece of his hero, Gustav Mahler. 
It was also his War Requiem, his Carmina Burana, his 
Symphony of Psalms.
 He had about three years to put it together. But 
six months before the scheduled premiere, Bernstein 
was in a slight panic because he was in no way close 
to	 finished.	The	 born	 performer	 in	 him	 had	 not	 given	
up his globe-trotting baton, and he was also spending 
precious	 creative	 time	 working	 on	 a	 film	 score	 for	
Franco	Zeffirelli’s	Brother Sun, Sister Moon,	a	 “flower	
power” retelling of the life of St. Francis.
 Desperate for a collaborator, he tapped his sister 
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Shirley, a playwright agent, who suggested one of 
her clients, the young, hip Stephen Schwartz, freshly 
famous for the hit musical based on the life of Christ, 
Godspell. He was, literally, a godsend, and the two hit it 
off, working at a delirious pace to make the deadline.
 What they concocted was a riveting drama within 
the	 framework	 of	 the	 religious	 service	 that	 reflected	
the cultural malaise going on in America, if not the 
world, in the early 1970s. The spine of the piece was 
the standard Roman Catholic liturgical sequence: the 
Kyrie–Gloria–Credo–Sanctus/Benedictus–Agnus	 Dei. 
They	amplified	and	complicated	 the	 form	by	 inserting	
daring “tropes” and serious “meditations” which 
provided a kind of Talmudic commentary, questioning 
and challenging the handed-down passages of the 
service,	usually	recited	without	reflection.
 Mass weaves within this structure the story of the 
Celebrant and his “congregation” – which Bernstein 
calls “street people” made up of singer dancers – 
who grow increasingly disillusioned, cynical and 
exasperated with authority, divine and human. The 
Celebrant, also plagued with doubt and unable to play 
an	authority	figure,	has	a	nervous/spiritual	breakdown	
and commits a blasphemous act by hurling down the 
holy	chalice.	Yet	this	apparent	sacrilege	leads	him	back	
to the simple faith expressed at the beginning of this 
piece in the glorious A Simple Song.
 What is remarkable about this most catholic of 
Catholic Masses is that despite the kaleidoscopic jumble 
of styles – blues, rock, pop, Broadway, Middle Eastern 
dance, symphonic, marching band, contemporary 
avant-garde atonality, brutism, solemn hymn, dissonant 
counterpoint, quasi-medieval melismas – Mass holds 
together	 as	 a	 unified	 composition.	 It	 is	 not	 a	 messy	
mish-mash, even with the bongos and kazoos.
 The opening, three-note Kyrie	motif, for instance, 
reappears in different guises throughout the piece, from 
haunting	 oboe	 and	 flute	 “epiphany”	 solos,	 to	 electric	
guitar riffs. The tritone interval (the augmented fourth), 
known as the “devil in music,” also runs throughout the 
piece (as it does in West Side Story). On one hand, 

it can signify doubt, as in the I	Don’t	Know trope; the 
tritone is also manifested prominently in the Lydian 
church mode, which Bernstein cleverly employs in his 
most tender passages to signify innocence, sung by 
the	 boys’	 choir,	 as	 in	 the	Sanctus. There is plenty of 
Bernstein’s	signature	bouncy	lilt	of	alternating	meters.
 Mass also	 features	 Bernstein’s	 first	 use	 of	 the	
rock idiom. Anytime there is some sort of protest, the 
composer pulls out the electric guitars and “rock” organ 
(as opposed to the church organ, also used in the 
piece),	appropriately	given	rock’s	association	with	rage	
and revolution. And there is plenty of protest and unrest 
in the piece.
 For instance, in the Credo – which means “I 
believe” in Latin, and is the central tenet expressing 
belief in one God – the Latin text is dutifully sung in 
dispassionate, almost machine-like, automatic fashion 
by a choir on a pre-recorded tape. Right after, a “live” 
rock band kicks in singing lyrics such as “and then a 
plaster god like you has the gall to tell me what to do.” 
That is followed by the trope, “I believe in God / but 
does	God	believe	in	me?	I’ll	believe	in	any	god	/	If	any	
god there be.” The crisis comes to a crescendo in Dona 
nobis pacem,	when	the	street	people	defiantly	demand	
peace. Even more in-your-face lyrics are spewed forth, 
“We’re	not	down	on	our	knees	/	We’re	not	praying,”	and	
later,	“We’re	fed	up	with	your	heavenly	silence.”	At	the	
time of the original performance this also resonated 
politically with the anti-war movement in Vietnam. 
(Remember, Bernstein was a diehard liberal who threw 
a fund-raising party for the Black Panthers in his Park 
Avenue apartment in 1970.)
 Famous pop icon Paul Simon donated a brilliant 
quatrain, “Half the people are stoned / and the other half 
are waiting for the next election / Half the people are 
drowned / and the other half are swimming in the wrong 
direction” which sums up the lethargy and confusion of 
a generation. In the mocking God Said section, there 
are lyrics such as “God said that sex should repulse / 
unless it leads to results / and so we crowd the world / 
full of consenting adults / And it was good…”
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 But his Mass is not all groovy counterculture 
and atheistic rage. Quite the opposite, in spite of 
the disarming honesty, doubt and indignation. If you 
listen more carefully, Bernstein is constructing a kind 
of musical theology. He is making a deeply personal 
statement	 about	 getting	 lost	 and	 finding	 faith	 again	–	
the Gospel According to Lenny, you might say.
 The fantastic, unforgettable opening of Mass 
establishes	 Bernstein’s	 method	 and	 way	 of	 thinking.	
The Kyrie is pre-recorded and played in a darkened 
auditorium, during which different voices and 
percussion slam up against each other in different keys 
and tempi. The cacophony is brought to an abrupt, 
surprising	halt	with	simple	open	fifths	in	G	major.	Thus	
begins A Simple Song (which is not so simple, and was 
transplanted	 from	 the	 cancelled	 score	 for	 Zeffirelli’s 
St.	Francis	film)	that	introduces	the	central	figure	of	the	
Celebrant with guitar in hand. His joyous and uplifting 
“laudas” soar to the heavens.
 That simple song comes back at the end of 
Mass, against all odds. The mounting chaos of Dona 
nobis pacem,	 which	 finishes	 with	 a	 kind	 of	 volcanic	
jam session, drives the once-content Celebrant to 
frustration if not madness. He impulsively smashes 
the holy sacraments, but notices that the spilled wine 
resembles	 real	 blood.	 “Look,	 isn’t	 that	 odd”	 he	 sings	
in this riveting Fraction stretch. His agitated, atonal 
melody is actually quoting and recontextualizing the 
quasi twelve-tone row found in the last movement of 
Beethoven’s	Ninth Symphony.
	 The	 first	 time	 the	 Beethoven	 is	 heard	 is	 way	
back	 in	 the	 first	 half	 during	 Meditation No. 2. Here, 
Bernstein creates a menacing theme and variations 
out	of	Beethoven’s	remarkable	eleven-note	sequence.	
It is important to the overall structure and meaning of 
Bernstein’s	conception.
 The clue to this might be found in what Bernstein 
wrote two years after the premiere of Mass as part of 
his Charles Eliot Norton lectures at Harvard University, 
which were televised: “And what about the Finale of 
Beethoven’s	 Ninth	 –	 that	 sudden	 awestruck	 moment	

of recognizing the Divine Presence? … Beethoven 
suspends all tonal harmony, leaving only harmonic 
implications;	 that’s	 what	 makes	 it	 so	 suddenly	
awesome, unrooted in earth, extra-terrestrial – so that 
when earthly harmony does return the incandescent 
A	 major	 triad	 does	 indeed	 cry	 ‘Brüder!’	 –	 Universal	
brothers, all emerging together from that non-earthly 
Divinity.”
 That startling, enlightening juxtaposition is certainly 
the model for the opening of Mass, reborn near the end of 
the	searing,	soul-searching	journey.	After	the	Celebrant’s	
tormented, tour de force aria during which bits and 
pieces of what has preceded is recalled (just like those 
memory	 quotes	 in	 Beethoven’s	 finale),	 he	 is	 led	 back	
to the opening simple song (redubbed Secret Songs), 
intoned by a solo boy soprano, whose angelic voice is 
the sound of innocence. The Celebrant, a broken man, 
finds	his	 faith	again	through	this	untarnished	simplicity,	
singing in moving unison with the boy.
 This is key. That is why Bernstein refused to cut 
Meditation No. 2,	 strongly	 suggested	 by	 the	 show’s	
original director, Gordon Davidson, and his advisor, 
Schuyler Chapin, because they thought the show was 
too long. Bernstein did not budge in the end because 
that long-range connection had to be maintained.
	 But	 even	 more	 fundamental	 than	 Bernstein’s	
inspired appropriation of Beethoven is the subtle 
argument made in Mass that belief in music is a kind of
proof of the soul, which strongly suggests a divine 
presence. In the Credo, the angry rocker gives up on a 
seemingly absent God, so redirects his belief to the one 
thing he knows exists: “I believe in F Sharp / I believe 
in G.” What seems like cutesy self-referentiality actually 
has deeper implications for Bernstein.
 In the Sanctus, the Celebrant picks up on this idea, 
by drawing clever if goofy connections between solfege 
syllables and their more meaningful homonyms: “Mi 
alone is only me. But me with sol. Me with soul. Means 
a song is beginning. Is beginning to grow / Take wing 
and rise up singing / From me and my soul.” The 
music has that wistful yearning that is the hallmark of 
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Bernstein’s	style.
 In the end, if music originates in the soul and the 
soul originates with God, then music is as close a 
proof as we are going to get. Thus Bernstein and his 
theatrical double, the Celebrant, are led back to God 
through their belief in music, great mystery and miracle 
at the center of this radical, revelatory liturgy.
	 	 Robert	Hilferty

Symphonic	Suite	from	On	the	Waterfront	·	
Chichester	Psalms	·	Three	Dance	Episodes	from	
On	the	Town	

The	music	to	Elia	Kazan’s	1954	film,	On the Waterfront, 
represents	 Leonard	 Bernstein’s	 only	 original	 movie	
score. Starring a young Marlon Brando, Eva-Marie 
Saint and a surplus of stars, the Academy Award-
winning movie is widely considered one of the greatest 
films	 of	 all	 time.	 Bernstein’s	 Oscar-nominated	 score	
captures	the	essence	of	New	York,	the	city	the	musician	
called	home	for	most	of	his	 life.	Though	the	film	 itself	
was stimulating, he often found the experience 
confining,	 lamenting	 the	 lost	music	 that	 ended	 up	 on	
the	dubbing-room	floor	and	writing	to	his	 friend	Aaron	
Copland, “Hollywood is exactly how I expected it, only 
worse.” Bernstein fashioned a six-movement suite from 
the	film	score	the	following	year,	incorporating	some	of	
the discarded material. An atmospheric solo horn that 
begins the work conjures a dark, urban landscape, 
invoking the misty East River docks. Saxophones, 
muted trumpets and percussion give the work a real city 
feel. Terry’s	Theme, after the longshoreman character 
played by Brando, is heard in the middle and end of 
the suite, contrapuntally intertwined with the opening 
motif. Throughout, Bernstein contrasts anxious, frenetic 
rhythms with music of a more lyrical, human nature, a 
hallmark	of	 the	composer’s	mature	style.	The	suite	 is	
dedicated	to	Bernstein’s	son,	Alexander	Serge,	named	
in honor of Koussevitsky, Boston Symphony director 
and	Bernstein’s	mentor.

The	 1964–65	 New	 York	 Philharmonic	 season	 was	
to have been a sabbatical year for its director, as 
Bernstein wished to concentrate solely on composing.
His principal focus was on a musical adaptation of 
Thornton	Wilder’s	 The Skin of Our Teeth, partnering 
with the team of Betty Comden and Adolph Green, with 
choreography by Jerome Robbins. Although this project 
was never to get off the ground, another offer presented 
itself early in 1965. Walter Hussey, Dean of Chichester 
cathedral in the English south-coast county of Sussex, 
wrote to the composer and offered to commission a 
work for the combined choirs of Winchester, Salisbury 
and Chichester cathedrals for an annual summer 
music festival. His request coincided with one of the 
few	 moments	 of	 relative	 quiet	 in	 the	 musician’s	 life;	
Bernstein immediately got to work, composing the 
score	 in	his	New	York	apartment,	and	completing	 the	
orchestration	in	Fairfield,	Connecticut,	in	May	1965.
 Bernstein devoted much of his sabbatical year 
to experimentation in twelve-tone composition, but 
ultimately rejected the strict orthodoxy of the doctrine, 
claiming that, for him, it was not honest. He proudly 
called his Chichester Psalms “the	most	B	flat	majorish	
tonal	piece	 I’ve	ever	written,”	working	on	 the	premise	
that, in his work, tonality equals optimism. Perhaps 
because of its harmonic simplicity and universal 
text, the Chichester Psalms has become one of 
Bernstein’s	 most	 performed	 works.	 The	 honor	 of	 the	
first	performance	did	not,	 in	fact,	go	to	the	Chichester	
choir.	In	July	1965,	Bernstein	conducted	the	New	York	
Philharmonic in a slightly altered version with a mixed, 
adult	 choir.	 The	 all-male	 version	 was	 first	 performed	
later the same month in England.
 Scored for mixed choir, boy solo, strings, three 
trumpets, three trombones, two harps and percussion, 
the three-movement work sets, in Hebrew, complete 
and	 partial	 psalms.	 The	 first	 movement	 begins	 with	
a suitably rousing Psalm 108 (“Awake, psaltery and 
harp! I will arouse the dawn”) and concludes with the 
complete Psalm 100 (“Make a joyful noise unto the 
Lord all ye lands”), the latter in a dancing 7/4 meter, the 
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choir complemented by some colorful percussion. This 
music, featuring reworked material from the aborted 
The Skin of Our Teeth, dies away with the pattering of 
bongos. A tranquil A major distinguishes the second 
movement and the boy solo sweetly intoning Psalm 
23 (“The Lord is my shepherd”) is accompanied by two 
harps. A surprising interruption disrupts the calm and 
a blistering Allegro feroce is established, the shouting 
choir exclaiming Lamah	rag’shu?	(“Why do the nations 
rage?”) over a frenzied orchestra. Bernstein here uses 
music cut from the Prologue to West Side Story, and 
reworked	slightly	to	fit	the	Hebrew	text.	It	is	not	difficult	
to imagine Sharks and Jets squaring off to this music. 
But soon the plaintive A major melody returns and the 
boy	solo	 joins	a	quiet	chorus	 in	 the	final	 lines.	Brittle,	
sustained	string	chords	open	 the	final	movement,	 the	
longest of the three, before settling into a rippling 10/4 
meter of an impressionistic nature. In the coda, from 
Psalm 133 (“Behold how good and how pleasant it is 
for brethren to dwell together in unity”), Bernstein unites 
the	affirmative	text	with	sumptuous	music	 in	a	serene	
moment, the hushed choir concluding an expressive, 
final	Amen on the note G. Despite the Hebrew text, 
there is scarcely any traditional Judaic musical material 
in Chichester Psalms, as utilized in the earlier Jeremiah 
symphony, Re’ena, and the Kaddish	 symphony, 
continuing with the Mass of 1971 and the ballet Dybbuk 
of	1974,	each	an	expression	of	the	composer’s	faith.

Bernstein’s	awesome	contribution	to	American	musical	
theatre began in 1944 with On the Town, a story – a 
significant	reworking	and	expansion	of	the	earlier	ballet	
Fancy Free – of three sailors, each of whom encounters 
a particular set of adventures on shore leave in New 
York.	The	story	and	music	capture	the	gaiety	and	spirit	
of the great city. The show opened in Boston, followed 
quickly	 by	New	York,	 and	established	Bernstein,	with	
collaborators Jerome Robbins, Betty Comden and 
Adolph Green, as a potent force in musical theatre. The 
successful	show	could	claim	many	firsts:	it	was	the	first	
American musical written by a symphonic composer, 

the	 first	 show	 to	 be	 bought	 by	 a	 film	 company	 for	 a	
movie	 adaptation,	 and	 the	 first	 show	 on	 Broadway	
to feature white and black dancers together. The 26-
year old Bernstein extracted some music from the 
show and reorganized it with the title, Three Dance 
Episodes from On the Town, underscoring the leading 
role	that	dance	plays	in	the	musical.	The	first	episode,	
The Great Lover, establishes the jazzy, bustling mood; 
the central episode introduces Lonely Town, one of 
the	 composer’s	 most	 memorable	 melodies.	 But	 the	
final	episode,	Times Square, featuring lively, swinging 
tunes	of	a	peculiarly	New	York	cast,	is	the	epicenter	of	
the musical suite, much as that famous intersection is 
the	point	of	orientation	to	New	Yorkers,	as	long	as	one	
remembers, as the song instructs, “the Bronx is up but 
the	Battery’s	down.”
	 	 Sean	Hickey

Conductor’s	note

Chichester Psalms,	like	all	of	Bernstein’s	compositions,	
offers a glimpse into his soul. Simply by his choice of a 
Hebrew text for a premiere in the Church of England, 
we	see	Bernstein’s	deep	desire	to	embrace	and	include	
everyone in the experience. And in his selection of 
biblical	 psalms,	 we	 see	 Bernstein’s	 understanding	 of	
those archetypal needs we all share.
 “Awake and be joyful!,” a fun, jazzy invitation 
disarms	 us	 and	 draws	 us	 in.	 Psalm	 23	 (‘The	 Lord	 is	
my	shepherd,	I	shall	not	want…’)	transports	us	to	some	
very personal childhood moments. Bernstein features 
a	boy	soprano	with	angelic	 ladies’	voices	 to	complete	
the memory and bring to life the beautiful simplicity 
of the psalm. But life is not that simple. He interrupts 
this	moment	with	 the	reality	of	what	man	has	 inflicted	
upon himself: “Why do the nations rage and the people 
imagine a vain thing?” There is an orchestral interlude 
that speaks the abstract language that binds us all 
together and makes the transition to contrition.
	 The	 final	 a	 cappella	 moments	 of	 Chichester 
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Psalms: “Behold how good, and how pleasant it is, for 
brethren to dwell together in unity.” are the essence of 
Leonard Bernstein for me and why I miss him so very 
much.
	 	 Marin	Alsop

Mambo	from	West	Side	Story	·	Slava!	A	Political	
Overture	·	Suite	for	Orchestra	from	1600	
Pennsylvania	Avenue	· CBS	Music · Times	Square	
Ballet	from	On	the	Town	·	A	Bernstein	Birthday	
Bouquet

Choreographer Jerome Robbins, playwright Arthur 
Laurents and composer Leonard Bernstein began 
discussing ideas that would ultimately coalesce into 
West Side Story as early as 1949. Their thoughts 
began to gel in mid-1955, but Bernstein was unable to 
fully concentrate on the show until after Candide had 
premiered in December 1956. The show went through 
innumerable	revisions	but	when	 it	finally	previewed	 in	
Washington, D.C., in August 1957, all the frustrations 
and sleepless nights seemed worth it – the show was a 
triumph. West Side Story is now embedded in popular 
culture	all	 over	 the	world,	and	 is	certainly	Bernstein’s	
most beloved work.
 Mambo is one of several dances heard during 
the scene in the gym, where hot-blooded rival gang 
members focus their energies, for the time being, on 
“civilized” one-upmanship. Its rhythmic energy, fueled 
by relentless percussion and pervasive syncopation, 
makes	it	a	palpably	physical	embodiment	of	the	show’s	
underlying dramatic tensions. This standalone concert 
arrangement adds a one-measure coda to bring the 
piece to a forceful conclusion.

When cellist-turned-conductor Mstislav Rostropovich 
planned his inaugural concert as music director of the 
National Symphony in Washington, D.C. (11 October 
1977), he chose an all-Bernstein program to honor a 
friend	 and	 frequent	 collaborator	 whom	 he	 had	 first	

met	when	the	New	York	Philharmonic	went	on	a	State	
Department-sponsored tour to Russia in 1959. It was 
an auspicious occasion that included two Bernstein 
premieres: Three Meditations for cello and orchestra, 
based on music from Mass; and Slava!, a reworking 
of two numbers from 1600 Pennsylvania Avenue (The 
Grand Old Party and Rehearse).
 Slava! opens with a vaudevillian tune reminiscent 
of Gee,	 Officer	 Krupke from West Side Story. 
This is followed by a typical 7/8 Bernstein melody, 
introduced on electric guitar and treated canonically. 
After presenting this material, Bernstein stages what 
might be called an unexpected coup de théâtre – a 
pre-recorded tape of election candidates shouting 
hyperbolic political slogans and supported by a cheering 
crowd	of	conventioneers	(explaining	the	work’s	subtitle,	
A Political Overture). After this, his two themes return 
in reverse order. Near the end, trombones and electric 
guitar quote a theme from the coronation scene in 
Rimsky-Korsakov’s	 Boris Godunov, to which, in the 
opera, the chorus sings “Slava” (“Glory” in Russian), 
a word shouted by the players themselves to end this 
tribute from one great musician to another.

Once West Side Story was successfully launched, 
Bernstein vowed it would be his last musical – in part 
because two weeks before it began previews he had 
signed a contract to become music director of the New 
York	Philharmonic.	But	the	desire	–	indeed,	the	need	–	
to compose never left him, and in 1976 he mounted a 
new show with lyricist/book writer Alan Jay Lerner (best 
known for My Fair Lady). 1600 Pennsylvania Avenue 
was a troubled production and a very frustrating 
experience for Bernstein. It opened on 4 May 1976, and 
closed four days later, after only seven performances. 
	 The	 show’s	 concept	 was	 quite	 daring,	
encompassing	the	first	hundred	years	of	the	American	
presidency. A series of episodes in presidential careers 
alternated with vignettes of the backstairs staff at the 
White House. One pair of white actors played all the 
presidents	and	first	ladies,	while	a	pair	of	black	actors	
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depicted all the head servants. It was presented in a 
play-within-a-play format in which the actors stepped 
out of their roles to portray themselves rehearsing the 
show, as if to symbolize that democracy itself is always 
in rehearsal and striving for perfection. Theatrically, it 
didn’t	work.
 But even critics who savaged 1600 Pennsylvania 
Avenue	 seemed	 to	 enjoy	 Bernstein’s	 music,	 and	 the	
composer himself recycled some of it in later works. 
After his death, other hands refashioned it in two 
ways: as A White House Cantata, a concert work 
unencumbered by the failings of the stage production; 
and in the form of a symphonic suite as presented 
on this CD. The arrangement is by Charlie Harmon, 
who	 joined	 Amberson	 Music	 (Bernstein’s	 publishing	
company) in 1982 as his personal assistant. The suite 
was	 premiered	 by	 the	 New	 York	 Pops	 at	 Carnegie	
Hall on 25 April 2003. Harmon expanded the original 
orchestration to include violas and a full orchestral wind 
section	(rather	than	the	five	reed	parts	that	are	typical	
of	Broadway	pit	bands).	He	included	five	of	the	show’s	
biggest numbers, running them together in such a way 
as to provide musical continuity and contrast. The 
opening President Jefferson March features a sprightly 
gavotte	that	suggests	Bernstein	channeling	Prokofiev’s	
Classical Symphony; it is followed by a moving ballad, 
Take Care of This House (“Keep it from harm / If bandits 
break in / Sound the alarm”). Lud’s	Wedding breaks into 
a beguiling calypso, Prelude is a solemn chorale, and 
To Make Us Proud is a slowly building paean (like Make 
Our Garden Grow from Candide) to all that truly makes 
America great.

The Columbia Broadcasting System (CBS) began 
as a radio network in 1927 and celebrated its 50th 
anniversary with an unprecedented nine-and-a-half-
hour, week-long series of televised specials called CBS: 
On	the	Air	–	A	Celebration	of	50	Years.	The	final	episode,	
on 1 April 1978, opened with a visual collage counting 
the years backward from 1978 to 1928. The pictures 
were accompanied by a striking new piece of music 

composed for the occasion by Leonard Bernstein. That 
was followed by co-host Walter Cronkite (anchorman 
of the CBS Evening News from 1962 to 1981) reading 
an “ode” by fabled radio pioneer Norman Corwin, also 
accompanied by original Bernstein music. It was wholly 
appropriate for network head William Paley, also on the 
board	of	the	New	York	Philharmonic,	to	ask	Bernstein	to	
contribute to the celebration. Bernstein had appeared 
on	the	network’s	Omnibus program in the early 1950s, 
his	Young	People’s	Concerts	had	been	a	staple	of	the	
network from 1958 to 1972, and he had made numerous 
recordings	 for	 Columbia,	 the	 company’s	 recording	
branch.	In	all,	Bernstein	composed	a	suite	of	five	pieces	
for	 the	 show,	 but	 only	 the	 first	 (Fanfare and Titles, 
orchestrated by Sid Ramin) was used as written, while 
Quiet Music and Chorale were adapted and extended 
by Jack Gottlieb; the other two movements were not 
heard during the show and have been orchestrated 
for this premiere recording by Garth Sunderland, who 
has	also	re-orchestrated	Bernstein’s	original	version	of	
Chorale. The opening fanfare motif consists of three 
notes:	C,	B	flat	(B	in	German)	and	E	flat	(Es	in	German),	
thus	 trumpeting	 the	 network’s	 call	 letters.	 Bernstein	
brings	 unity	 to	 the	 work	 by	 using	 the	motif	 in	 all	 five	
movements.

On 25 August 1988, the Boston Symphony Orchestra 
began	 a	 four-day	 celebration	 of	 Bernstein’s	 70th	
birthday at its summer home, Tanglewood. The 
gala concert that evening, hosted by Beverly Sills, 
featured a galaxy of performers including Mstislav 
Rostropovich, Christa Ludwig, Midori, Gwyneth Jones, 
Yo-Yo	Ma,	Betty	Comden,	Lauren	Bacall,	Victor	Borge	
and	Bernstein’s	own	family.	Approximately	8,000	well-
wishers	were	in	the	audience,	including	the	composer’s	
90-year-old mother. The concluding Sunday afternoon 
concert opened and closed with Haydn and Tchaikovsky 
symphonies led by the honoree, but, in between, Seiji 
Ozawa led the world premiere of A Bernstein Birthday 
Bouquet, eight variations on New York, New York from 
On the Town.
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 Each of the composers selected for the commission 
had some personal or professional connection 
with Bernstein. Jacob Druckman, for example, had 
earlier written a piece (Aureole) throughout which 
he	 had	 woven	 the	 “Kaddish	 theme”	 from	 Bernstein’s	
third symphony. John Corigliano, whose father was 
concertmaster	 of	 the	 New	 York	 Philharmonic	 from	
1943	to	1966,	had	helped	produce	some	of	Bernstein’s	
Young	 People’s	 Concerts.	 Luciano	 Berio’s	 popular	
Sinfonia was commissioned by Bernstein and the 
New	York	Philharmonic	for	its	125th	anniversary.	Leon	
Kirchner had met Bernstein in the early 1940s, and 
was, like his friend, also a gifted pianist and conductor. 
Lukas Foss met Bernstein even earlier, at the Curtis 
Institute when both were students there, and the two 
enjoyed a lifelong friendship (Foss conducted the 
world premiere of Symphonic Dances from West Side 
Story). William Schuman met Bernstein when the latter 
was a junior at Harvard; Schuman was in Boston for 
the premiere of his Second Symphony and Bernstein 
was assigned to be his host for the weekend (the 
score is dedicated: “To Lenny – with love and profound 
respect	 on	 his	 70th	 birthday	 and	 the	 fiftieth	 year	 of	
our friendship”). It was Bernstein who suggested to 
Toru Takemitsu that he combine traditional Japanese 
instruments with a Western orchestra, which led 
to another Philharmonic anniversary commission: 
November Steps. Film composer John Williams 
had very close ties with Tanglewood and the Boston 
Symphony (having directed the Boston Pops Orchestra 
for many years), and later commissioned a bust of 
Bernstein from sculptress Penelope Jenks for display 
on the Tanglewood grounds.
 According to John Rockwell in The New York 
Times, there were some 14,000 people in the Shed and 
on the lawn for the concert. The suite was preceded 
by	 the	 first	 48	 bars	 from	 Times Square Ballet, part 
of Three Dance Episodes from On the Town, to 
introduce the tune as Bernstein had written it. In his 
Times review, Rockwell offered this description of 
what	 followed:	 “They	 began	 with	 Luciano	 Berio’s	

[variation], particularly amusing in its interweaving 
of famous symphonic and operatic fragments. Leon 
Kirchner’s	sounded	…	lush	…	but	no	less	personable	
for	that.	Jacob	Druckman’s	blended	in	funny	electronic	
whoopings.	 Lukas	 Foss’s	 miniature	 piano	 concerto	
…	 had	 a	 lilting,	 jazzy	 feeling.	 John	 Corigliano’s	 was	
especially deft at linking up the theme with Happy 
Birthday	 and	 a	 touch	 of	Aaron	Copland’s	Fanfare for 
the Common Man.	 John	Williams’s	was	 feathery	 and	
flashy,	nicely	juxtaposed	with	Toru	Takemitsu’s	quieter,	
impressionistic effort. The suite ended with William 
Schuman’s	 exuberant	 mélange	 of	 Bernsteiniana	
[that	 also	 references	 Copland’s	 Fanfare]. The whole 
thing	 radiated	 affection	 and	 good	 cheer.”	Corigliano’s	
variation bore the dedication, “For Lenny, with love – 
and candor,” a punning reference to his inclusion of 
another well-known New York, New York, written by 
John Kander and Fred Ebb for Martin Scorsese's 1977 
film.	 Williams	 went	 on	 to	 re-title	 and	 independently	
record his variation (now called For New York) and 
Kirchner expanded his into Music for Orchestra II. This 
is	the	first	recording	of	the	complete	work	as	heard	on	
that celebratory afternoon at Tanglewood 30 years ago.
	 	 Frank	K.	DeWald

Overture	to	Candide	·	Fancy	Free	·	Anniversaries	
for	Orchestra	·	Overture	to	Wonderful	Town

Leonard	Bernstein’s	third	Broadway	musical,	Candide 
(based	 on	 Voltaire’s	 1759	 novella),	 opened	 on 
1 December 1956, but closed after only 73 
performances. The book by illustrious playwright 
Lillian Hellman was generally deemed too serious and 
mismatched with the vitality and mocking lyricism of 
Bernstein’s	 music.	 Goddard	 Lieberson,	 president	 of	
Columbia Records, recognized the brilliance of the 
show’s	score	and	produced	an	album	of	highlights	with	
the original cast that went on to become a bestseller 
and helped build a legend around the show. A new, 
small-scale version, conceived by Harold Prince with 
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a revised book by Hugh Wheeler and additional lyrics 
by Stephen Sondheim, came to Broadway in 1974 
and was, theatrically speaking, considerably more 
successful. But musically it was a poor relation to the 
original, using a reduced orchestra and omitting a good 
portion	of	the	score.	New	York	City	Opera	presented	an	
“opera house version” in 1982, and Bernstein recorded 
the subsequent “Scottish Opera version” in 1989. For all 
the	show’s	struggles	to	find	an	ideal	blend	of	dialogue,	
music and lyrics, its sparkling overture immediately 
found a prominent place in concert programs around 
the	 world.	 Bernstein	 introduced	 it	 with	 the	 New	York	
Philharmonic on 26 January 1957 (while the original 
production was still playing on Broadway). Louis Lane 
recorded it with the Cleveland Pops Orchestra in 
August 1958, and Bernstein made his own recording 
with the Philharmonic in September 1960; dozens 
more recordings and arrangements have followed. In 
a 1964 program note, long-time Bernstein assistant 
Jack Gottlieb provided a succinct analysis of this frothy, 
rhythmic potpourri: “It begins with a fanfare built on the 
interval of a minor seventh, followed by a major second 
– typically Bernstein, which serves as a motto and as a 
basis for development, throughout the entire operetta. 
This	 seventh	 sets	 up	 an	 expectation	 of	 B	 flat	 major;	
but, instead, there is a stumbling, like a pratfall, into 
E	flat.	This,	 in	 the	body	of	 the	 show,	becomes	Battle 
Scene music. Next, a lyrical contrast from the duet 
Oh, Happy We is stated. This entire section is then 
repeated with lighter orchestration (note the devilish 
glee of the solo violin) and is succeeded by a brilliant 
codetta derived from the end of the aria Glitter and Be 
Gay. The overture concludes with a shower of musical 
sparks utilizing fragments of everything already heard.” 
The Overture to Candide	 is	 one	 of	 Bernstein’s	 most	
frequently performed works; at a memorial concert for 
the	composer	presented	by	the	New	York	Philharmonic	
in 1990, the ensemble paid tribute to their beloved 
former director by performing it without a conductor – a 
practice continued to this day.

Many	 of	 Bernstein’s	 most	 popular	 works,	 including	
three	of	his	four	musicals	and	his	single	film	score,	On 
the Waterfront, drew inspiration directly from the city 
of	New	York.	 In	 these,	he	developed	a	type	of	“urban	
Americana”	to	contrast	with	Aaron	Copland’s	more	rural	
style.	This	much-loved	side	of	Bernstein’s	art	emerged	
with	 a	 set	 of	 four	 explosive	 rimshots	 when	 his	 first	
ballet (choreographed by Jerome Robbins) premiered 
at the Metropolitan Opera House on 18 April 1944. 
Part Gershwin, part Copland, part Shostakovich, part 
Stravinsky, part Billie Holiday (with perhaps a whiff 
of Ravel and even Offenbach), Fancy Free is 100 
percent	 Leonard	 Bernstein;	 in	 many	 ways,	 it	 defines	
the composer the world would come to know in the 
decades ahead. In a 1946 program note, the composer 
provided this précis of the action: “The curtain rises on 
a street corner with a lamp post, a side street bar, and 
New	York	skyscrapers	pricked	out	with	crazy	patterns	
of lights, making a dizzying backdrop. Three sailors 
explode on the stage; they are on shore leave in the 
city	and	on	the	prowl	for	girls.	The	tale	of	how	they	first	
meet	one,	then	a	second	girl,	and	how	they	fight	over	
them, lose them and in the end take off after still a third, 
is the story of the ballet.”
 The music divides into seven scenes, creating 
an arch form leading up to and away from the central 
Pas	 de	Deux. Much of the material derives from the 
opening motif, an idea that is soon taken up by the 
solo pianist (who plays an important role throughout). 
A pop song, with words and music by Bernstein (Big 
Stuff – not included on this recording), is heard from a 
jukebox before the action begins and forms the melodic 
material of the Pas	 de	 Deux. Bernstein also uses a 
fragment of another “trunk” song, Riobamba (written for 
the	 opening	 of	 the	Riobamba	Club	 in	New	York	City,	
December 1942) for the Danzon. The longest scene is 
a set of variations (in the choreographic, not musical, 
sense). In the words of Jack Gottlieb, they spotlight 
each	sailor’s	exhibitionism:	“virtuoso	athleticism	in	the	
Galop, sinuous insinuation in the Waltz,	and	bump-’n’-
grind sensuality in the Danzon.”
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 The orchestration is notable not only for the 
concertante piano part but also for the many duets for 
like	 instruments	 (pairs	 of	 clarinets,	 flutes,	 trumpets,	
violins, etc.) that pervade the second scene. These 
provide contrasting calm to the otherwise mostly 
aggressive orchestral sound and perhaps suggest 
a feeling of loneliness. They return in the Finale, but 
another sultry blues from solo piano and rhythm section 
brings back the seductive feel; a brief but forceful 
orchestral coda sends the three sailors in pursuit of yet 
another female conquest.

Over the course of more than 40 years, Bernstein 
celebrated friends, family members, intimate 
acquaintances, colleagues and loved ones in brief 
piano vignettes that were collected into four sets of 
Anniversaries, published in 1944, 1948, 1964 and 
1989. The composer would occasionally borrow 
passages from these pieces to use in other works. 
Orchestrator Garth Edwin Sunderland heard the 
pieces in their entirety at a private concert in 2016, 
and	 “was	 transfixed	 by	 the	way	 these	works	 distilled	
the	essence	of	Bernstein’s	music	into	10	fingers	and	88	
keys.” In making his selection of 11 pieces from the 29 
published possibilities, Sunderland was guided, in part, 
by a desire to avoid music the composer had already 
repurposed, and to choose “Anniversaries with the 
greatest potential to be scaled-up – those with either 
the longest, most singing lines, the punchiest approach 
to color, the most interesting interplay of counterpoint.” 
	 From	 the	 playfulness	 of	 the	 first	 movement	
(dedicated to the woman who began giving piano 
lessons to the seven-year-old Bernstein and later 
became his lifelong personal secretary) to the poignant 
closing movement (written for a woman who was a 
passionate fan of Bernstein, often appearing backstage 
at concerts and events), the music displays a range of 
styles, textures and colors. The contrapuntal nature of 
the piano writing is evident throughout, meticulously 
preserved	 yet	 colorfully	 expanded	 by	 Sunderland’s	
orchestration.	Sunderland’s	conclusion	 is,	 in	the	great	

Bernstein tradition, a bit of theatre: “At the end, the 
orchestra gradually thins out until we are left with just 
the	original	solo	piano,	Bernstein’s	instrument	–	as	if	he	
is	waving	all	of	us	‘goodbye.’”

After writing On the Town in 1944, Leonard Bernstein 
promised his mentor Serge Koussevitzky never to write 
another musical. He kept that vow for a while, turning 
down a request from writer/director George Abbot in 
late	1949	to	turn	Betty	Smith’s	novel	A Tree Grows in 
Brooklyn into a Broadway show. But when the offer 
came from his long-time collaborators Betty Comden 
and Adolph Green to write a score for a planned musical 
based	on	Ruth	McKenney’s	popular	memoir,	My Sister 
Eileen,	 he	couldn’t	 resist.	Part	of	what	motivated	him	
to unhesitatingly say yes might have been the fact 
the score needed to be written quickly – Rosalind 
Russell was signed to play the lead, but she had other 
commitments that would take her out of the picture if 
the	show	wasn’t	 ready	 in	 four	weeks.	Bernstein	 loved	
both	the	challenge	and	the	fact	that	it	wouldn’t	take	up	
too much of his time, so he set to work with a will. It was 
a friendly collaboration; Abbott, who directed the show, 
later wrote to Bernstein, “What a joy it is to work with 
agreeable people!”
 Wonderful Town opened on 25 February 1953; it 
was a great success (eventually running for a year-
and-a-half)	and	won	five	Tony	Awards,	 including	Best	
Musical. Like On the Town, it was a love letter to New 
York	City,	centering	on	two	sisters	from	Ohio	who	are	
out to make it in the Big Apple, and populated by a cast 
of oddball characters who bring both heart and humor 
to	the	story.	Conductor	Marin	Alsop	presents	the	show’s	
overture here in an expanded symphonic arrangement 
made by Charlie Harmon. It is a “light” work – none of 
the tragedy of West Side Story here	–	as	 reflected	 in	
the selected songs: Swing, Ohio, My Darling Eileen, It’s	
Love and The Wrong Note Rag.
	 	 Frank	K.	DeWald
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Ēicha
PEREQ	1,	1–3
Ēicha	yashva	vadad	ha’ir
Rabati am
Hay’ta	k’almana;
Rabati vagoyim
Sarati	bam’dinot
Hay’ta	lamas.

Bacho tivkeh balaila
V’dim’ata	al	leḥēiya;
Ēin	la	m’naḥēm
Mikol ohaveiha;
Kol	re’eha	bag’du	va;
Hayu	la	l’oyevim.

Galta	Y’huda	mē’oni
Umērov	avoda;
Hi yashva vagoyim,
Lo	matz’a	mano’aḥ;
Kol	rod’feha	hisiguha
Bēin	hamitzarim.

PEREQ	1,	8
Ḥet	hat’a	Y’rushalayim…
Ēicha	yashva	vadad	ha’ir
…almana.

PEREQ	4,	14–15
Na’u	ivrim	baḥutzot
N’go’alu	badam;
B’lo	yuchlu
Yig’u	bilvushēihem.

Suru	tamē!	kar’u	lamo,
Suru,	suru!	al	tiga’u…

PEREQ	5,	20–21
Lama	lanetzaḥ	tishkaḥēnu…
Lanetzaḥ	ta’azvēnu…

Hashivēnu	Adonai	ēlecha…

From	“The	Lamentations	of	Jeremiah”
CHAPTER	1,	1–3
How doth the city sit solitary,
That was full of people!
How is she become as a widow!
She that was great among the nations,
And princess among the provinces,
How is she become tributary!

She weepeth sore in the night,
And her tears are on her cheeks;
She hath none to comfort her
Among all her lovers;
All her friends have dealt treacherously with her.
They are become her enemies.

Judah	is	gone	into	exile	because	of	affliction,
And because of great servitude;
She dwelleth among the nations,
She	findeth	no	rest.
All her pursuers overtook her
Within the narrow passes.

CHAPTER	1,	8
Jerusalem hath grievously sinned…
How doth the city sit solitary
…a widow.

CHAPTER	4,	14–15
They wander as blind men in the streets,
They are polluted with blood,
So that men cannot
Touch their garments.

Depart, ye unclean! they cried unto them,
Depart, depart! touch us not…

CHAPTER	5,	20–21
Wherefore dost Thou forget us forever,
And forsake us so long time?…

Turn Thou us into Thee, O Lord...

DISC 1
 
Symphony	No.	1	'Jeremiah'

3
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1 Lord, have mercy upon us
Christ have mercy upon us
Lord, have mercy upon us.

2 Glory be to God on high,
and peace on earth to men of good will.
We praise Thee, we bless Thee,
we adore Thee, we glorify Thee
we give Thee thanks for Thy great glory.
Lord God, heavenly King,
God, the Father Almighty.
Lord Jesus Christ, the only-begotten Son,
Lord God, Lamb of God, Son of the Father,
Thou, who takest away the sins of the world,
have mercy upon us; receive our prayer.
O Thou, who sittest at the right hand of the Father,
 have mercy on us.
For Thou alone art holy,
Thou alone art Lord,
Thou alone art most high, Jesus Christ.
Together with the Holy Ghost, in the glory of God the Father.
Amen.

3 Holy, holy, holy Lord God of Sabaoth.
Heaven and earth are full of Thy Glory
Hosanna in the highest.

4 Blessed is he who cometh in the name of the Lord.
Hosanna in the highest.

5 Lamb of God, that takest away the sins of the world,
have mercy upon us.
Lamb of God, that takest away the sins of the world,
have mercy upon us.

6 Lamb of God, that takest away the sins of the world
grant us peace. Alleluia.

Missa	Brevis

1 Kyrie eleison
Christe eleison
Kyrie eleison.

2 Gloria in excelsis Deo,
et in terra pax hominibus bonae voluntatis.
Laudamus te, benedicimus te,
adoramus	te,	glorificamus	te.
Gratias agimus tibi propter magnam gloriam tuam.
Domine Deus, Rex cælestis,
Deus Pater omnipotens,
Domine, Fili unigenite, Jesu Christe.
Domine Deus. Agnus Dei. Filius Patris.
Qui tollis peccata mundi,
miserere nobis; suscipe deprecationem nostram.
Qui sedes ad dexteram Patris,
 miserere nobis.
Quoniam tu solus sanctus,
tu solus Dominus,
tu solus altissimus, Jesu Christe,
cum Sancto Spiritu in gloria Dei Patris.
Amen.

3 Sanctus Dominus Deus Sabaoth.
Pleni sunt cæli et terra gloria tua.
Osanna in excelsis.

4 Benedictus qui venit in nomine Domini.
Osanna in excelsis.

5 Agnus Dei, qui tollis peccata mundi,
miserere nobis.
Agnus Dei, qui tollis peccata mundi,
miserere nobis.

6 Agnus Dei qui tollis peccata mundi,
dona nobis pacem. Alleluia.

DISC 2
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Symphony	No.	3	‘Kaddish’

Original version for female narrator
Sung	text	in	Hebrew	and	Aramaic; 
spoken	text	in	English
Speaker’s	text	by	the	Composer
Copyright ©1963 Amberson Holdings LLC.
Copyright Renewed.
All rights administered by Universal PolyGram Int.
Publishing, Inc. (ASCAP)
Used By Permission. All Rights Reserved.

7 Ia.	Invocation

SPEAKER
O, my Father: ancient, hallowed,
Lonely, disappointed Father:
Rejected Ruler of the Universe:
Handsome, jealous Lord and Lover:
Angry, wrinkled Old Majesty:
I want to pray. I want to say Kaddish.
My own Kaddish. Listen, Almighty,
With	all	Your	might;	there	may	just	be
No one to say it after me.

Do	I	have	Your	attention,	majestic	Father?
Is my end a minute away? An hour?
Is there even time to ask the question?
It could be here, while we are singing,
That	we’re	to	be	halted,	once	for	all,
Cut	off	in	the	act	of	praising	You.
But	while	I	have	breath,	however	briefly,
I	will	sing	this	final	Kaddish	for	You,
For me, and for all these I love
Here in this sacred house.

I want to pray, and time is short.
Time to begin our gallant Yit’gadal …

8 Ib.	Kaddish	1

SPEAKER
MAGNIFIED … AND SANCTIFIED …
BE THE GREAT NAME … AMEN.

CHORUS
Yit’gadal	v’yit’kadash	sh’mē	raba,	amen
b’al’ma	div’ra	chir’utē,
v’yam’lich	mal’chutē
b’chayēchon	uv’yomēchon
uv’chayē	d’chol	bēt	Yis’raēl,
ba’agala	uviz’man	kariv,
v’im’ru:	amen.

Y’hē	sh’mē	raba	m’varach
l’alam	ul’al’mē	al’maya.

Yit’barach	v’yish’tabach	v’yit’pa-ar
v’yit’romam	v’yit’nasē
v’yit’hadar	v’yit’aleh	v’yit’halal
sh’mē	d’kud’sha,	b’rich	Hu,
l’ēla	min	kol	bir’chata
v’shirata,	tush’b’chata	v’nechemata,
da-amiran	b’al’ma,
v’im’ru:	amen.

Y’hē	sh’lama	raba
min	sh’maya	v’chayim	alēnu
v’al	kol	Yis’raēl
v’im’ru:	amen.

[Translation:
Magnified	and	sanctified	be	His	great	name,	Amen
Throughout the world which He hath created
According to His will;
And may He establish His kingdom
During	Your	life	and	during	Your	days,
And during the life of all the house of Israel,
Speedily, and at a near time,
And say ye, Amen. 
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May His great name be blessed,
Forever and to all eternity.
 
Blessed	and	praised	and	glorified,
And exalted and extolled and honored,
And	magnified	and	lauded
Be the name of the Holy One, blessed be He;
Though He be beyond all blessings,
And hymns, praises and consolations,
That can be uttered in the world.
And say ye, Amen.

May there be abundant peace
From heaven, and life for us
And for Israel;
And say ye, Amen.]

SPEAKER
Amen!	Amen!	Did	You	hear	that,	Father?
Do I have your attention?
“Sh’lama	raba! May abundant peace
Descend on us. Amen.”

Great God,
Surely	You	who	make	peace	on	high,
Who manipulate clumsy galaxies,
You	who	juggle	a	spaceful	of	suns,
Bend light, spin moons…
Surely	You	can	handily	supply
A touch of order here below,
On this one, dazed speck.
And let us say again: Amen.

CHORUS
Oseh	shalom	bim’romav,
Hu	ya-aseh	shalom	alēnu
v’al	kol	Yis’raēl
v’im’ru:	amen.

[He who maketh peace in His high places,
May He make peace for us
And for all Israel;
And say ye, Amen.]

9 IIa.	Din	Torah

SPEAKER
With Amen on my lips, I approach
Your	presence,	Father.	Not	with	fear,
But with a certain respectful fury.
I	have	very	little	time,	as	You	well	know.
Do	You	recognize	my	voice?
Must I reintroduce myself?
Aní Havazélet Ha-Sharón,
Shoshanát Ha-Amakím
I am the Lily of Sharon, the Rose
Of the valleys, Daughter of Zion
I	am	that	part	of	Man	You	made
To suggest his immortality.
You	surely	remember,	Father?	The	part
That	refuses	death,	that	insists	on	You,
Divines	Your	voice,	guesses	Your	grace.
And	always	You	have	heard	my	voice,
And	always	You	have	saluted	me
With a rainbow, a raven, a plague, something.
But	now	I	see	nothing.	This	time	You	show	me
Nothing at all.

Father, understand what is happening!
I am exiled by Man, no longer cherished,
While he runs free—free to play
With	his	new-found	fire,	avid	for	death,
Voluptuous, total and ultimate death.
Lord	God	of	Hosts,	I	call	You	to	account!
And	don’t	shrug	me	off,	as	if	I	were	playing
Defiant	Daughter,	your	impudent	rebel
Who	could	do	with	a	slap.	You	know	who	I	am.
Aní Havazélet Ha-Sharón. The lily
That man has picked and thrown away!
And	You	let	this	happen,	Lord	of	Hosts?
You	with	Your	manna,	Your	pillar	of	fire?	
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You	ask	for	faith,	where	is	Your	own?
Why	have	You	taken	away	Your	rainbow,
That	pretty	bow	You	tied	round	Your	finger
To	remind	You	never	to	forget	Your	promise?
Shall	I	quote	You	Your	own	weighty	words?

“For lo, I do set my bow in the cloud ...
And I will look upon it, that I
May remember my everlasting covenant ...”
Your	covenant!	Your	bargain	with	Man!
Tin	God!	Your	bargain	is	tin!
It crumples in my hand!
And	where	is	faith	now—Yours	or	mine?

CHORUS (Cadenza)
Amen, Amen, Amen …

SPEAKER
Forgive me, Father. I was mad with fever.
Chaos is catching, and I succumbed.
Have	I	hurt	You,	Father?	Forgive	me;
In	fever	I	forgot	You	too	are	vulnerable.
If	my	faith	is	shaky,	what	must	Yours	be?
But	Yours	was	the	first,	fatal	mistake:
Creating	man	in	Your	own	image,
Fallible.	Dear	God,	how	You	must	suffer,
So far away, ruefully eyeing
Your	two-footed	handiwork—frail,	foolish,
Mortal. My sorrowful Father,
If	I	could	comfort	You,	hold	You	against	me,
Rock	You	and	rock	You	into	sleep.
Shall	I	sing	to	You?	Shall	I	tell	You	stories
Of	other	stars,	stars	that	You	love,
That	deserve	Your	love,	stars	that	do	not
Disappoint	and	disgust	and	disgrace	Your	love?
Oh,	I	hope	they	exist,	for	Your	sake,	Father.
My	heart’s	pity	boils	in	my	throat.
I can barely speak.

0 IIb.	Kaddish	2

SPEAKER
Be	comforted.	Be	magnified…
Sanctified…

SOPRANO	SOLO	AND	WOMEN’S	CHORUS
Yit’gadal	v’yit’kadash	sh’mē	raba,	amen	…

SPEAKER
Sleep,	my	Father.	Rest	Your	anger.
Dream softly.
Let	me	invent	Your	dream,	dream	it
For	You,	as	gently	as	I	can.
And	perhaps	by	dreaming,	I	can	help	You
Find	Your	image	again,	and	love	him	again.

SPEAKER
I’ll	take	You	to	Your	favorite	star.
The	world	most	worthy	of	Your	creation.
We’ll	make	it	a	sort	of	holiday;
And hand in hand, like eager children,
We’ll	watch	in	wonder,	wide-eyed,
The workings of perfectedness.

! IIIa.	Scherzo

SPEAKER
So, this is the Kingdom of Heaven, Father,
Just	as	You	planned	it.
Every immortal cliché in place.
Lambs frisk. Wheat ripples.
Sunbeams dance. Something is wrong.
The	light:	flat.	The	air:	sterile.
Do	You	know	what	is	wrong?	There	is	nothing	to	dream.
Nowhere to go. Nothing to know.
And	these	creatures	of	Your	Kingdom,
These smiling painless people—
Are	they	created	in	Your	image,	also?
You	are	serenity,	but	rage
As well. I know. I have borne it.
You	are	hope,	but	also	regret.	
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I	know.	You	have	regretted	me.
But not these—these perfect ones:
They are beyond regret, or hope.
They	don’t	exist,	Father,	not	even
In the light-years of our dream.

Come back with me, to the Star of Regret:
Come back, Father, where dreaming is real,
And pain is possible—so possible
You	will	have	to	believe	it.	And	in	pain
You	will	recognize	Your	image	at	last.

Now	I	will	show	You	a	dream	to	remember!
Real-life marvels! Genuine wonders!
Dazzling miracles! ...
Look, a Burning Bush!
Look, a Fiery Wheel!
A Ram! A Rock! Shall I smite it? There!
It gushes! It gushes! And I did it!
I am creating this dream! Now
Will	You	believe?

You	can’t	escape	yet.
I	have	You,	Father,	locked	in	my	dream,
And	You	must	remain	till	the	final	scene	...
Now!	Look	up!	High!	What	do	You	see?
A	rainbow,	which	I	have	created	for	You!
My promise, in permanent, sun-fast colors!
Look at it, Father: Believe! Believe!
Look at my rainbow and say after me:
MAGNIFIED ... AND SANCTIFIED ...
BE THE GREAT NAME OF MAN!

The colors of my rainbow are blinding, Father,
And	they	hurt	Your	eyes,	I	know.
But	don’t	close	them	now.	Don’t	turn	away.
Look.	Do	You	see	how	simple	and	peaceful
It	all	becomes,	once	You	believe?

Believe!

Believe!

@ IIIb.	Kaddish	3

BOYS’	CHOIR
Yit’gadal	v’yit’kadash	sh’mē	raba,	amen.

SPEAKER
Don’t	waken	yet!	However	great	Your	pain,
I	will	help	You	suffer	it.

O God, believe. Believe in me
And	You	shall	see	the	Kingdom	of	Heaven,
Just	as	You	planned.
Lambs will frisk. Wheat will ripple,
Believe … believe.

Sunbeams will dance. Seraphim hover.
See how my rainbow lights the scene.

Cherubim call from corner to corner
From	corner	to	corner,	chanting	Your	praises.

BOYS’	CHOIR
B’al’ma	div’ra	chirutē	...

SPEAKER
The rainbow is fading. The dream is over.
We must wake up now, and the dawn is chilly.

# IIIc.	Finale

SPEAKER
The dawn is chilly, but the dawn has come.
Father,	we’ve	won	another	day.
We have dreamed our Kaddish, and wakened alive.
Good morning, Father.
We can still be immortal,
You	and	I,	bound	by	my	rainbow.
You	can	no	longer	afford	my	death,
For	if	I	die,	You	die	with	me.
But as long as I sing, I shall live.
And as long as I live I shall continue
To	create	You,	Father,	and	You	me.	
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That is our pact; and to honor it
Is	our	honor.	It’s	not	quite	what
We bargained for, so long ago,
At the time of that Other, First Rainbow.
But	then	I	was	only	Your	helpless	infant,
Arms	hard	around	You,	dead	without	You.
We	have	both	grown	older,	You	and	I.
And	I	am	not	sad,	don’t	You	be	either.
Unfurrow	Your	brow,	look	tenderly	again
At me, at us, at all these growing Children
Of God here in this sacred house.
And	we	shall	look	tenderly	back	to	You.
O my Father, Lord and Lover:
Beloved Majesty: my Image, my Self!
We	are	one,	after	all,	You	and	I:
Together we suffer, together exist,
And forever will recreate each other.

$	IIId.	Fugue

SOPRANO	SOLO,	BOYS’	CHOIR,	AND	CHORUS
Y’hē	sh’mē	raba	m’varach	…

%	The	Lark

We regret that it has not been possible to clear the print
rights	in	Joan’s	narrated	excerpts	from	Lillian	Hellman’s
adaptation	of	the	original	text	by	Jean	Anouilh.

I.	Prelude

CHORUS
Exaudi orationem meam, Domine. Qui tollis peccata
mundi, miserere nobis. [Hear my prayer, O Lord. Thou,
who takest away the sins of the world, have mercy upon 
us.]

II.	Spring	Song

JOAN

CHORUS
Revecy venir le printemps. Laudate Dominum. Alleluia.
[See again the coming of spring. Praise the Lord.
Alleluia.]

JOAN

CHORUS
Alleluia. Amen.

JOAN

III.	Court	Song

CHORUS
Fi,	mari,	de	vostre	amour,	cor	j’ai	ami	noble	et	de	bel	a
tour.	Tout	l’aime	aussi.	Ne	sert	de	nuit	et	de	jour.
[Husband,	fie	upon	your	love!	For	I	have	a	lover,	elegant
and handsome. Everyone loves him. He honors me 
night and day.]

JOAN

CHORUS
La la la. Laudate Dominum. Alleluia.

JOAN

IV.	Benedictus

CHORUS
Benedictus qui venit in nomine Domini. Osanna in
excelsis. [Blessed is he who cometh in the name of the
Lord. Hosanna in the highest.]

JOAN
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V.	Soldier’s	Song

CHORUS
Vive la Jeanne, la jolie, jolie Jeanne. Jolie, jolou, jo la la
la. Jeannie, Jeannou, Jeanna na na. O la jolie, jolie
Jeanne. [Long live Joan, the lovely, lovely Joan.]

JOAN

CHORUS
Qui tollis peccata mundi, miserere nobis. [ Thou, who
takest away the sins of the world, have mercy upon us.]

JOAN

VI.	Sanctus

CHORUS
Sanctus, sanctus, sanctus, Dominus Deus Sabaoth.
Pleni sunt coeli et terra gloriae tuae. Osanna in excelsis.
[Holy, holy, holy is the Lord God of Hosts. Heaven and
earth	are	full	of	Your	glory.	Hosanna	in	the	highest.]

JOAN

VII.	Requiem

CHORUS
Requiem aeternam dona eis, Domine, et lux perpetua
luceat eis. Kyrie eleison. Christe eleison. Kyrie eleison.
[Grant them eternal rest, Lord, and let perpetual light
shine upon them. Lord, have mercy. Christ, have mercy.
Lord, have mercy.]

JOAN

VIII.	Gloria

CHORUS
Gloria in excelsis Deo. Gloria regi nostro clarissimo.
Gloria regi nostro illustrissimo. Electo Dei, regi clarissimo.
[Glory to God in the highest. Glory to our most brilliant
king. Glory to our most illustrious king. Our most brilliant
king is elected of God.]
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MASS

A Theatre Piece for Singers, Players and Dancers
Text from the liturgy of the Roman Mass
Additional texts by Stephen Schwartz
 and Leonard Bernstein

DISC 4

I.	Devotions	before	the	Mass

1	1.	Antiphon:	Kyrie	eleison
Tape One. In total darkness, pre-recorded sound is
heard coming from the four speakers placed in the
four corners of the house.

High	Soprano	and	Bass	Solo
Kyrie eleison.

Second	Soprano	and	Alto	Soli,	Tenor
	 and	Baritone	Soli
Christe eleison.

2 2.	Hymn	and	Psalm:	‘A	Simple	Song’
Celebrant
Sing God a simple song:
Lauda, Laude…
Make it up as you go along:
Lauda, Laude…
Sing like you like to sing.
God loves all simple things,
For God is the simplest of all.

I will sing the Lord a new song
To praise Him, to bless Him, to bless the Lord.
I will sing His praises while I live
All of my days.

Blessed is the man who loves the Lord,
Blessed is the man who praises Him.
Lauda, Lauda, Laude,
And walks in His ways.

I will lift up my eyes
To the hills from whence comes my help.
I will lift up my voice to the Lord,
Singing Lauda, Laude.
For the Lord is my shade,
Is the shade upon my right hand,
And the sun shall not smite me by day
Nor the moon by night.
Blessed is the man who loves the Lord,
Lauda, Lauda, Laude,
And walks in His ways.
Lauda, Lauda, Laude,
Lauda, Lauda di da di day…
All of my days.

3	3.	Responsory:	Alleluia
Tape Two

Six	Solo	Voices
Du bing, du bang, du bong, etc.
Alleluia! Alleluia! etc.

II.	First	Introit	(Rondo)

4 1.	Prefatory	Prayers

Street	Chorus
Kyrie eleison!
Christe eleison!
Gloria Patri et Filio,
Et Spiritui Sancto!
Sicut erat in principio
Et nunc et semper,
Et in saecula saeculorum.
Amen.

Basses
Introibo ad altare Dei.

Tutti
Ad	Deum	qui	laetificat	juventutem	meam.	
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Women
Asperges me, Domine,
Hyssopo, et mundabor.
Emitte lucem tuam,
Et veritatem tuam.
Ostende nobis, Domine…

Basses
Domine.
Women
Misericordiam tuam.

Soprani	and	Celebrant
Vidi aquam egredientem
De templo latere dextro.

Rest	of	Street	Chorus
Alleluia!

Soprani	and	Celebrant
Et omnes ad quos pervenit
Aqua ista salvi facti sunt,
Et dicent:

Tutti
Alleluia!

Boys’	Choir
Kyrie eleison.

Street	Chorus
Christe eleison.

Solo	Boy	and	Boys’	Choir
Here I go up to the altar of God.
In I go, up I go
To God who made me young,
To God who made me happy,
To God who makes me happy to be young.

Solo	Boy,	Boys’	Choir	and	Street	Chorus
Kyrie eleison.
Christe eleison!

Street	Chorus	and	Boys’	Choir
Alleluia!

5	2.	Thrice-Triple	Canon:	Dominus	vobiscum
Celebrant,	Boys’	Choir	and	Street	Chorus
Dominus vobiscum.
Et cum spiritu tuo.

III.	Second	Introit

6	1.	In	nomine	Patris
Celebrant (speaking)
In the name of the Father, and the Son, and the
 Holy Ghost.

Tape Three

Boys’	Choir	and	Choir (Men)
In nomine Patris, et Filii,
Et Spiritus Sancti.
Amen.

Celebrant (speaking)
Let us rise and pray.
Almighty Father, bless this house.
And bless and protect all who are assembled in it.

7	2.	Prayer	for	the	Congregation
(Chorale:	‘Almighty	Father’)
Choir
Almighty Father, incline thine ear:
Bless us and all those who have gathered here.
Thine angel send us,
Who shall defend us all.
And	fill	with	grace
All who dwell in this place.
Amen. 
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8 3.	Epiphany
Tape Four
Oboe	solo

Celebrant	(speaking)
I confess to Almighty God, to blessed Mary ever
Virgin, to blessed Michael the archangel, to blessed
John the Baptist, to the holy apostles, Peter and Paul…

IV.	Confession

9	1.	Confiteor
Choir
Confiteor	Deo	omnipotenti,
Beatae Mariae semper Virgini,
Beato Michaeli Archangelo,
Beato Joanni Baptistae,
Sanctis Apostolis Petro et Paulo,
Omnibus sanctis,
Et vobis, fratres:
Quia peccavi nimis cogitatione, verbo et opere:
Mea culpa,
Mea maxima culpa.
Ideo precor,
Beatam Mariam semper Virginem,
Beatum Michaelem Archangelum,
Beatum Joannem Baptistam,
Sanctos Apostolos Petrum et Paulum.
Omnes Sanctos,
Et vos, fratres:
Orare pro me
Ad Dominum Deum nostrum.

0	2.	Trope:	‘I	Don’t	Know’
Street	Chorus (Men)
Confiteor,	confiteor…

First	Rock	Singer
Lord, I could go confess
Good and loud, nice and slow,
Get this load off my chest,
Yes,	but	how,	Lord,	I	don’t	know.

What	I	say	I	don’t	feel,
What	I	feel	I	don’t	show,
What	I	show	isn’t	real,
What	is	real,	Lord,	I	don’t	know,
No, no, no…
I	don’t	know.
I	don’t	know	why	ev’ry	time
I	find	a	new	love
I wind up destroying it.
I	don’t	know	why	I’m	so	crazy-minded
I keep on kind of enjoying it.
Why I drift off to sleep
With pledges of deep resolve again,
Then along comes the day
And suddenly they dissolve again.
I	don’t	know…

First	Rock	Singer	and	Descant
What	I	say	I	don’t	feel,
What	I	feel	I	don’t	show,
What	I	show	isn’t	real,
What	is	real,	Lord,	I	don’t	know,
No, no, no…
I	don’t	know.

!	3.	Trope:	‘Easy’
First	Blues	Singer
Well, I went to the holy man and I confessed,
Look, I can beat my breast
With the best.
And	I’ll	say	almost	anything	that	gets	me	blessed.
Upon request.
It’s	easy	to	shake	the	blame	for	any	crime
By trotting out that mea culpa pantomime:
‘Yes,	yes,	I’m	sad.
I	sinned,	I’m	bad.’
Then go out and do it one more time.

Second	Rock	Singer
I	don’t	know	where	to	start.
There’s	so	much	I	could	show
If I opened my heart
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But how far, Lord, but how far can I go?
I	don’t	know.

Second	Blues	Singer
If you ask me to join you in some real good vice
Now that might be nice
Once or twice.
But	don’t	look	for	sacraments	or	sacrifice,
They’re	not	worth	the	price.
It’s	easy	to	have	yourself	a	fine	affair.
Your	body’s	always	ready,	but	your	soul’s	not	there.
Don’t	count	on	trust,
Come love, come lust.
It’s	so	easy	when	you	just	don’t	care.

Third	Rock	Singer
What	I	need	I	don’t	have,
What	I	have	I	don’t	own,
What	I	own	I	don’t	want,
What	I	want,	Lord,	I	don’t	know.

Third	Blues	Singer
If	you	ask	me	to	sing	you	verse	that’s	versatile,
I’ll	be	glad	to	beguile	you
For a while.
But	don’t	look	for	content	beneath	the	style,
Sit back and smile.
It’s	easy	for	you	to	dig	my	jim	jam	jive,
And, baby, please observe how neatly I survive.
And what could give
More positive
Plain	proof	that	living	is	easy	when	you’re	half	alive.

All	Three	Rock	Singers
If	I	could	I’d	confess.
Good and loud, nice and slow, Lord.

All	Three	Blues	Singers
Easy, easy.

Choir
Beatam Mariam semper Virginem,

Precor,
Beatum Michaelem Archangelum,
Ideo precor
Beatum Joannem Baptistam,
Sanctos Apostolos Petrum et Paulum.
Omnes sanctos,
Et vos, fratres,
Orare pro me
Ad Dominum Deum nostrum.

All	Six	Solo	Singers	and	Descant
What	I	say	I	don’t	feel,
What	I	feel	I	don’t	show,
What	I	show	isn’t	real,
What	is	real,	Lord,	I	don’t	know,
No, no, no…
I	don’t	know.

First	Rock	Singer
Come	on,	Lord,	if	you’re	so	great
Show me how, where to go.
Show	me	now,	I	can’t	wait,
Maybe	it’s	too	late,	Lord.
I	don’t	know.

First	Blues	Singer
Confiteor.

Celebrant (speaking)
God forgive you.

All	(speaking)
God forgive us all.

Celebrant	(speaking)
God be with you.

All (speaking)
And with your spirit.

Celebrant	(speaking)
Let us pray. 
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V.	Meditation	No.	1

@	Orchestra	alone

VI.	Gloria

#	1.	Gloria	tibi
Celebrant	and	Boys’	Choir
Gloria tibi,
Gloria tibi,
Gloria!
Gloria Patri,
Gloria Filio,
Et Spiritui Sancto.
Laudamus te,
Adoramus te,
Glorificamus	te,
Benedicimus te!
Gloria Patri,
Gloria Filio,
Et Spiritui Sancto.
Gloria!

Celebrant
Glory to God in the Highest and Peace on Earth to Men
of Good Will!

(He	is	interrupted	by	the	‘Gloria	in	excelsis’.)

$	2.	Gloria	in	excelsis
Choir
Gloria in excelsis Deo,
Et in terra pax hominibus bonae voluntatis.
Laudamus te,
Adoramus te,
Benedicimus te,
Glorificamus	te.
Gratias agimus tibi propter magnam gloriam tuam:
Domine Deus,
Rex caelestis,
Deus Pater omnipotens.
Domine Fili unigenite, Jesu Christe;

Domine Deus, Agnus Dei, Filius Patris:
Qui tollis peccata mundi, miserere nobis;
Suscipe deprecationem nostram;
Qui sedes ad dexteram Patris, miserere nobis.
Quoniam tu solus Sanctus,
Tu solus Dominus,
Tu solus Altissimus, Jesu Christe,
Cum Sancto Spiritu; in gloria Dei Patris.
Amen.

%	3.	Trope:	‘Half	of	the	People’
*This quatrain was a Christmas present from 
Paul Simon. Gratias. L.B.

Street	Chorus
Amen!
Half of the people are stoned
And the other half are waiting for the next election.
Half the people are drowned
And the other half are swimming in the wrong direction.*
They call it
Glorious Living,
And, baby, where does that leave you,
You	and	your	kind?

Choir
…miserere nobis;
Suscipe deprecationem nostram.

Street	Chorus
…you and your youth and your mind?
Nowhere, nowhere, nowhere.
Half of the people are stoned
And the other half are waiting for the next election…

^ 4.	Trope:	‘Thank	You’
Soprano	Solo
There once were days so bright,
And	nights	when	ev’ry	cricket	call	seemed	right,
And I sang Gloria,
Then I sang Gratias Deo.
I knew a glorious feeling of thank you and…
Thank you… 
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The bend of a willow,
A friend and a pillow,
A lover whose eyes
Could mirror my cries of Gloria…

And	now,	it’s	strange,
Somehow, though nothing much has really changed,
I miss the Gloria,
I	don’t	sing	Gratias	Deo.
I	can’t	say	quite	when	it	happened,
But gone is the… thank you…

Street	Chorus
Half the people are drowned
And the other half are swimming in the wrong direction.

Celebrant (speaking)
Let us pray.

VII.	Meditation	No.	2
(on a sequence by Beethoven)

&	Orchestra	alone

*	VIII.	Epistle:	‘The	Word	of	the	Lord’

Celebrant
Dear Brothers: This is the gospel I preach; and in its
service I have suffered hardship like a criminal; yea,
even unto imprisonment; but there is no imprisoning the
word of God…

A	Young	Man
Dearly Beloved: Do not be surprised if the world hates
you. We who love our brothers have crossed over to
life, but they who do not love, abide in death. Everyone
who hates his brother is a murderer.

Another	Young	Man
Dear Mom and Dad: Do not feel badly or worry about
me. Nothing will make me change. Try to understand:
I am now a man.

Celebrant
You	can	lock	up	the	bold	men,
Go and lock up your bold men and hold men in tow,
You	can	stifle	all	adventure
For a century or so.
Smother	hope	before	it’s	risen,
Watch it wizen like a gourd,
But you cannot imprison
The Word of the Lord.

Celebrant	and	Street	Chorus
No, you cannot imprison
The Word of the Lord.

Celebrant
For the Word was at the birth of the beginning,
It made the heavens and the earth and set them spinning,
And for several million years
It’s	endured	all	our	forums	and	fine	ideas.
It’s	been	rough	but	it	appears	to	be	winning!
There are people who doubt it and shout it out loud,
Oh	they	bellow	and	they	bluster	’til	they	muster	up
 a crowd.
They	can	fashion	a	rebuttal	that’s	as	subtle	as	a	sword,
But	they’re	never	gonna	scuttle	the	Word	of	the	Lord.

Celebrant	and	Street	Chorus
No,	they’re	never	gonna	scuttle	the	Word	of	the	Lord!

An	Older	Man
Dear Brothers: I think that God has made us apostles the 
most abject of mankind. We hunger and thirst, we are 
naked,	we	are	roughly	handled,	and	we	have	no	fixed	
abode. They curse us and we bless. They persecute us
and we suffer it… They treat us as the scum of the earth, 
the dregs of humanity, to this very day.

A	Young	Girl
Dear	Folks:	Jim	looked	very	well	on	my	first	visit.	With
his head cleanshaven, he looked about nineteen years
old.	He	says	the	prison	food	is	very	good.	For	the	first
few days he is not allowed any books except his Bible. 
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When I hugged him he smelled so good, a smell of
plain clean soap; he smelled like a child when you put
him to bed.

Celebrant
All	you	big	men	of	merit	who	ferret	out	flaws,
You	rely	on	our	compliance	with	your	science	and
 your laws.
Find a freedom to demolish while you polish
 some award,
But you cannot abolish the Word of the Lord.

Celebrant	and	Street	Chorus
No, you cannot abolish the Word of the Lord.

Celebrant
For the Word created mud and got it going,
It	filled	our	empty	brains	with	blood	and	set	it	flowing,
And for thousands of regimes
It’s	endured	all	our	follies	and	fancy	schemes.
It’s	been	tough,	and	yet	it	seems	to	be	growing!
O you people of power, your hour is now.
You	may	plan	to	rule	forever,	but	you	never	do	somehow!
So we wait in silent treason until reason is restored,
And we wait for the season of the Word of the Lord.
We await the season of the Word of the Lord.
We wait, we wait for the Word of the Lord…

(	IX.	Gospel-Sermon:	‘God	Said’

Preacher
God said: Let there be light.
And there was light.

Street	Chorus
God said: Let there be night.
And there was night.

Preacher
God said: Let there be day.
And there was day…

Street	Chorus
…day to follow the night.

Preacher
And it was good, brother…

Preacher	and	Street	Chorus
And it was good, brother…

Preacher
And it was good, brother…

Preacher	and	Street	Chorus
And it was goddam good.

Preacher
God said: Let there be storms.
Storms to bring life…

Street	Chorus
…life in all of its forms,
Forms such as herds…

Preacher
…herds and gaggles and swarms,
Swarms that have names…

Street	Chorus
…names and numbers and norms.

Preacher
And it was good, brother…

Preacher	and	Street	Chorus
And it was good, brother…

Preacher
And it was good, brother…

Preacher	and	Street	Chorus
And it was goddam good. 
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Preacher
God said: Let there be gnats.
Let there be sprats…

Street	Chorus
…sprats to gobble the gnats
So that the sprats…

Preacher
…sprats may nourish the rats,
Making them fat…

Street	Chorus
…fat,	fine	food	for	the	cats.

Preacher
And they grew fat, brother…

Preacher	and	Street	Chorus
And they grew fat, brother…

Preacher
All but the gnats, brother…

Preacher	and	Street	Chorus
They all grew fearful fat.

Preacher
And God saw it was good.

Street	Chorus
God made it be good…

Preacher
Created it good…

Street	Chorus
Created the gnats…

Preacher
…gnats to nourish the sprats…

Street	Chorus
…sprats to nourish the rats…

Preacher
And all for us big fat cats.

Street	Chorus
…us cats!

Preacher	and	Street	Chorus
Yow!

Street	Chorus
And it was good.

First	Solo	and	Street	Chorus
God	said	it’s	good	to	be	poor,
Good men must not be secure;
So if we steal from you,
It’s	just	to	help	you	stay	pure.

Soloist	and	Street	Chorus
And it was good.

Second	Solo	and	Street	Chorus
God said take charge of my zoo,
I made these creatures for you;
So	He	won’t	mind	if	we
Wipe out a species or two.

Soloist	and	Street	Chorus
And it was good.

Third	Solo	and	Street	Chorus
God said to spread His commands
To folks in faraway lands;
They may not want us there,
But,	man,	it’s	out	of	our	hands.

Soloist	and	Street	Chorus
And it was good. 
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Fourth	Solo	and	Street	Chorus
God said that sex should repulse
Unless it leads to results;
And so we crowd the world
Full of consenting adults.

Soloist	and	Street	Chorus
And it was good.

Fifth	Solo	and	Street	Chorus
God	said	it’s	good	to	be	meek,
And so we are once a week;
It may not mean a lot
But	oh,	it’s	terribly	chic.

Soloist	and	Street	Chorus
And it was good.

Preacher	and	Street	Chorus
God made us the boss.
God gave us the cross.
We turned it into a sword
To spread the Word of the Lord.
We use His holy decrees
To do whatever we please.

Street	Chorus
Yeah!

Preacher	and	Street	Chorus
And	it	was	good!	Yeah!
And it was goddam good!

Preacher
God said: Let there be light.
And there was light.

Street	Chorus
God said: Let there be night.
And there was night.

Preacher
God said: Let there be day.
And there was day…

Street	Chorus
…day to follow the night.

Preacher
And it was good, brother…

Preacher	and	Street	Chorus
And it was good, brother…
And it was…

X.	Credo

)	1.	Credo	in	unum	Deum
Tape Five

Celebrant (declaiming)
I believe in one God, the Father Almighty, maker of
heaven and earth, and of all things visible and invisible.
And in one Lord…

(He is interrupted by the recording.)

Chorus
Credo in unum Deum,
Patrem omnipotentem,
Factorem caeli et terrae,
Visibilium omnium et invisibilium.
Et in unum Dominum Jesum Christum,
Filium Dei unigenitum.
Et ex Patre natum ante omnia saecula.
Deum de Deo, lumen de lumine,
Deum verum de Deo vero.
Genitum, non factum, consubstantialem Patri:
Per quem omnia facta sunt.
Qui propter nos homines et propter nostram salutem
 descendit de caelis.
Et incarnatus est de Spiritu Sancto
Ex Maria Virgine: et homo factus est.
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 ¡ 2.	Trope:	‘Non	Credo’
Male	Group (interrupting tape)
Et homo factus est.

Baritone	Solo
And was made man…

Male	Group
And was made man.

Baritone	Solo
And you become a man.
You,	God,	chose	to	become	a	man.
To pay the earth a small social call.
I tell you, sir, you never were
A man at all.
Why?
You	had	the	choice	when	to	live,
When
To die,
And then
Become a god again.
And then a plaster god like you…

Male	Group
A God like you too…

Baritone	Solo
Has the gall to tell me what to do
To become a man,
To show my respect on my knees…

Male	Group
Be like a man.

Baritone	Solo
Go	genuflect,	but	don’t	expect	guarantees.
Oh,
Just play it dumb,
Play it blind,
But when I go
Then
Will I become a god again?

Male	Group
Possibly yes, probably no…

Baritone	Solo
Yes,	probably	no.
Give me a choice,
I never had a choice.
Or I would have been a simple tree,
A barnacle in a silent sea,
Anything but what I must be:
A man,
A man,
A man!

Male	Group
Possibly yes, probably no…

Baritone	Solo
You	knew	what	you	had	to	do,
You	knew	why	you	had	to	die.

Male	Group
Man,
Man.

Baritone	Solo
You	chose	to	die,	and	then	revive	again.
You	chose,	you	rose	alive	again.
But I,
I	don’t	know	why	I	should	live
If only to die.

Well,	I’m	not	gonna	buy	it!

Male	Group
Possibly yes, probably no…

Baritone	Solo
I’ll	never	say	credo.
How can anybody say credo?
I want to say credo… 



8.508018 50

Tape	Six

Choir
Crucifixus	etiam	pro	nobis	sub	Pontio	Pilato,
Passus, et sepultus est.
Et resurrexit tertia die, secundum Scripturas.
Et ascendit in caelum:
Sedet ad dexteram Patris,
Et iterum venturus est cum gloria judicare vivos
 et mortuos.

™	3.	Trope:	‘Hurry’
Mezzo-soprano	Solo (interrupting tape)
You	said	you’d	come	again.
When?
When things got really rough.
So you made us all suffer
While they got a bit rougher,
Tougher and tougher.
Well, things are tough enough.
So	when’s	your	next	appearance	on	the	scene?
I’m	ready.
Hurry.
Went	to	church	for	clearance	and	I’m	clean
And steady.
Hurry.
While	I’m	waiting	I	can	get	my	bags	packed,
Flags	flown,
Shoes blacked,
Wings sewn on.
Oh	don’t	you	worry:
I could even learn to play the harp.
You	know	it.
Show it.
Hurry.
Hurry and come again.

Tape Seven

Choir
Sedet ad dexteram Patris.
Et iterum venturus est cum gloria judicare vivos et
mortuos:

Cujus	regni	non	erit	finis.

£	4.	Trope:	‘World	without	End’
Street	Chorus (interrupting pre-recorded tape)
Non	erit	finis…
World without end…

Mezzo-soprano	Solo
Whispers of living, echoes of warning,
Phantoms of laughter on the edges of morning.
World without end spins endlessly on,
Only the men who lived here are gone,
Gone on a permanent vacation,
Gone to await the next creation.
World without end at the end of the world.
Lord,	don’t	you	know	it’s	the	end	of	the	world?
Lord,	don’t	you	care	if	it	all	ends	today?
Sometimes	I’d	swear	that	you	planned	it	this	way…
Dark are the cities, dead is the ocean,
Silent and sickly are the remnants of motion.
World without end turns mindlessly round,
Never a sentry, never a sound.
No one to prophesy disaster,
No one to help it happen faster.
No one to expedite the fall,
No one to soil the breeze,
No one to oil the seas,
No one to anything,
No one to anything,
No one to anything at all.

(Recording interrupts.)
Tape Eight

Choir
Et in Spiritum Sanctum,
Dominum	et	vivificantem:
Qui ex Patre Filioque procedit.
Qui cum Patre, et Filio simul adoratur, et
conglorificatur:
Qui locutus est per Prophetas.
Et unam sanctam catholicam et apostolicam Ecclesiam
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Confiteor	unum	baptisma	in	remissionem	peccatorum.
Et exspecto resurrectionem mortuorum.
Et vitam venturi saeculi.
Amen.

Three	Soli
You	chose…
Hurry and come again…
You	rose…
World without end, end of the world!
A man!
Bags packed, wings sewn…
End of the world!
A man!
Wings sewn.
Lord,	don’t	you	care?
You	chose!
Hurry!
Lord,	don’t	you	care?
You	rose!
Hurry!

¢	5.	Trope:	‘I	Believe	in	God’
Three	Soli	and	Street	Chorus
Amen! Amen! Amen!

Rock	Singer
Amen! Amen! Amen!
I believe in God,
But does God believe in me?
I’ll	believe	in	any	god
If any god there be.
That’s	a	pact.
Shake on that.
No taking back.

I believe in one God,
But then I believe in three.
I’ll	believe	in	twenty	gods
If	they’ll	believe	in	me.
That’s	a	pact.
Shake on that.

No taking back.
Who created my life?
Made me come to be?
Who accepts this awful
Responsibility?
Is there someone out there?
If there is, then who?
Are	you	list’ning	to	this	song
I’m	singing	just	for	you?

I believe my singing.
Do you believe it too?
I believe each note I sing
But is it getting through?

I believe in F sharp.
I believe in G.
But does it mean a thing to you
Or should I change my key?

How	do	you	like	A-flat?
Do you believe in C?

Choir
Crucifixus	etiam	pro	nobis	sub…

Rock	Singer
Do you believe in anything
That has to do with me?

Street	Chorus
I believe in God,
But does God believe in me?
I’ll	believe	in	thirty	gods
If	they’ll	believe	in	me.
That’s	a	pact.
Shake on that.
No taking back.

Rock	Singer
I’ll	believe	in	sugar	and	spice,
I’ll	believe	in	ev’rything	nice;
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I’ll	believe	in	you	and	you	and	you
And who…
Who’ll	believe	in	me?

Celebrant (speaking)
Let us pray.
Let us pray!

∞	XI.	Meditation	No.	3

(De profundis, Part 1)
Tape Nine

Choir
De profundis clamavi ad te, Domine;
Domine, audi vocem meam!
Fiant aures tuae intentae
Ad vocem obsecrationis meae.
Si delictorum memoriam servaveris, Domine!
Quis sustenebit?
Sed penes te est peccatorum venia,
Ut cum reverentia serviatur tibi.
Spero in Dominum,
Sperat anima mea in verbum eius.
Spero!
Sperat!

Celebrant
Memento, Domine… Remember, O Lord, Thy servants
and handmaids… (ad lib. Names of cast members)…
and all here present, whose faith is known to Thee, 
and	for	whom	we	offer	up	this	sacrifice.	We	beseech	
Thee, in the fellowship of communion, graciously to 
accept it and grant peace to our days.

§	XII.	Offertory

(De profundis, Part 2)
Boys’	Choir	and	Choir
Exspectat anima mea Dominum
Magis quam custodes auroram.
Exspectet Israel Dominum,

Quia penes Dominum
Misericordia et copiosa penes eum redemptio:
Et ipse redimet Israel ex omnibus iniquitatibus eius.
Gloria Patri!

DISC 5

XIII.	The	Lord’s	Prayer

1	1.	Our	Father…

Celebrant	(as if improvising)
Our Father, who art in heaven,
Hallowed be Thy name.
Thy kingdom come,
Thy will be done, on earth as it is in heaven.
Give us this day our daily bread
And forgive us our trespasses
As we forgive those who trespass against us.
And lead us not into temptation,
But deliver us from evil.
Amen.

2	2.	Trope:	‘I	Go	On’

Celebrant
When the thunder rumbles,
Now the Age of Gold is dead
And	the	dreams	we’ve	clung	to	dying	to	stay	young
Have left us parched and old instead,
When my courage crumbles,
When I feel confused and frail,
When my spirit falters on decaying altars
And my illusions fail,
I go on right then, I go on again.
I go on to say
I will celebrate another day…
I go on…

If tomorrow tumbles
And	ev’rything	I	love	is	gone,
I will face regret 
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All my days, and yet
I will still go on… on…
Laude, Lauda, Laude,
Lauda, Lauda di da di day.

3	XIV.	Sanctus

Celebrant (shouting)
Holy! Holy! Holy
Is the lord God of Hosts!
Heaven and earth are full of Thy glory!

Boys’	Choir	I	and	II
Sanctus, Sanctus, Sanctus
Dominus Deus Sabaoth.
Pleni sunt coeli et terra Gloriae tuae.
Osanna!
Benedictus qui venit in nomine Domini.
Osanna in excelsis!

Celebrant
Mi…	Mi…	Mi alone is only me.
But mi with sol
Me with soul,
Mi sol
Means a song is beginning,
Is beginning to grow,
Take wing, and rise up singing
From me and my soul.
Kadosh, Kadosh, Kadosh!

Choir
Kadosh, Kadosh, Kadosh
Adonai	ts’vaot
M’lo	chol	haaretz	k’vodo.
Singing: Holy, Holy, Holy,
Lord God of Hosts.
All the heavens and earth
Are full of His glory.

Three	to	Six	Counter-tenors (Choir only)
Kadosh, Kadosh, Kadosh

Adonai	ts’vaot
M’lo	chol	haaretz	k’vodo.

Choir
Baruch	ha’ba
B’shem	Adonai!

All	Voices	Onstage
Sanctus! Sanctus!

4	XV.	Agnus	Dei

Soloists	of	Street	Chorus
Agnus Dei, qui tollis peccata mundi,
Miserere nobis!
Miserere nobis!

Street	Chorus
Agnus Dei, qui tollis peccata mundi,
Miserere nobis!
Agnus Dei, qui tollis peccata mundi;
Dona nobis pacem!
Pacem! Pacem!

Celebrant (speaking)
Hoc est enim Corpus Meum.
Hic est enim Calix Sanguinis Mei!

Street	Chorus
Dona… nobis… pacem…

Celebrant (speaking)
Hostiam puram!

Street	Chorus (Women)
Dona nobis pacem.

Celebrant
Hostiam sanctam…

Street	Chorus (Women)
Dona nobis pacem. 
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Celebrant
Hostiam immaculatam…

Street	Chorus
Dona nobis pacem.
Pacem! Pacem!

Street	Chorus	and	Choir
Agnus Dei, qui tollis peccata mundi;
Dona nobis pacem!
Dona nobis pacem!
Pacem! Pacem!

Celebrant
Let us pray!

Choir
Agnus Dei, qui tollis peccata mundi…
Miserere nobis.

Celebrant
Non sum dignus, Domine.

Choir
Agnus Dei, qui tollis peccata mundi…
Miserere nobis.

Celebrant
I am not worthy, Lord.

Choir
Agnus Dei, qui tollis peccata mundi!
Dona nobis pacem!

Celebrant
Corpus!

Choir
Pacem!

Celebrant
Calix!

Choir
Pacem! Pacem!
Dona nobis pacem!

Celebrant
Panem!

Choir
Dona nobis pacem!
Dona nobis, nobis pacem, pacem dona.

Tenor	Solo
We’re	not	down	on	our	knees,
We’re	not	praying,
We’re	not	asking	you	please,
We’re	just	saying:
Give us peace now and peace to hold on to.
And, God, give us some reason to want to!
Dona nobis,
Dona nobis.

Tutti	Male	Soli
You	worked	six	days	and	rested	on	Sunday.
We can tear the whole mess down in one day.
Give	us	peace	now,	and	we	don’t	mean	later,
Don’t	forget	you	were	once	our	Creator!
Dona nobis,
Dona nobis.

Soli
We’ve	got	quarrels	and	qualms	and	such	questions,
Give us answers, not psalms and suggestions,
Give	us	peace	that	we	don’t	keep	on	breaking,
Give	us	something	or	we’ll	just	start	taking!
Dona nobis,
Dona nobis.

Street	Chorus	(Tutti)
We’re	fed	up	with	your	heavenly	silence,
And we only get action with violence,
So	if	we	can’t	have	the	world	we	desire,
Lord,	we’ll	have	to	set	this	one	on	fire!
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Dona nobis,
Dona nobis.

Tape Ten
Celebrant
Pa… cem!

5 XVI.	Fraction:	‘Things	Get	Broken’

Celebrant
Pacem! Pa… cem!
Look…
Isn’t	that…
…odd…
Red	wine…	isn’t	red…	at	all…
It’s	sort	of…	brown…	brown	and	blue…
I never noticed that.
What are you staring at?
Haven’t	you	ever	seen	an	accident	before?
Look…
Isn’t	that…
…odd…
Glass shines… brighter…
When	it’s…	broken…
I never noticed that.
How easily things get broken.
Glass… and brown wine…
Thick… like blood…
Rich… like honey and blood…
Hey…	don’t	you	find	that	funny?
I	mean,	it’s	supposed to be blood…
I mean, it is blood…
His…
It was…
How easily things get broken…
What are you staring at?
Haven’t	you	ever	seen	an	accident	before?
Come on, come on, admit it,
Confess it was fun.
Wasn’t	it?
You	know	it	was	exciting
To	see	what	I’ve	done.

Come on, you know you loved it,
You’re	dying	for	more.
Wasn’t	it	smashing
To see it all come crashing
Right	down	to	the	floor?
Right!
You	were	right,	little	brothers,
You	were	right	all	along.
Little brothers and sisters,
It was I who was wrong.
So earnest, so solemn,
As stiff as a column,
‘Lauda,	Lauda,	Laude’.
Little brothers and sisters,
You	were	right	all	along!
It’s	got	to	be	exciting,
It’s	got	to	be	strong.
Come on!
Come on and join me,
Come join in the fun:
Shatter and splatter,
Pitcher and platter,
What do we care?
We	won’t	be	there!
What does it matter?
What does it… matter…
Our Father, who art in Heaven,
Haven’t	you	ever	seen	an	accident	before?
Listen…
Isn’t	that…
…odd…
We can… be… so still…
So still and… numb…
How easily things get quiet…
…quiet…
God is very ill…
We must… all be very still…
His voice… has grown so small,
Almost… not there at all…
Don’t	you	cry…
Lullaby… 
Sleep… 



8.508018 56

Sleep…
Shh…
Shh…
Pray, pray…
You	sons	of	men…
Don’t	let…	Him	die	again…
Stay, oh stay…
DOMINE…
Stay…
Why are you waiting?
Just go on without me.
Stop waiting.
What is there about me
That	you’ve	been	respecting
And what have you all been
Expecting to see?
Take a look, there is nothing
But me under this,
There	is	nothing	you’ll	miss!
Put	it	on,	and	you’ll	see
Anyone of you can be
Anyone of me!
What?
Are you still waiting?
Still waiting for me,
Me alone,
To sing you into heaven?
Well,	you’re	on	your	own.
Come on, say it,
What has happened to
All of your vocal powers?
Sing it, pray it,
Where’s	that	mumbo	and	jumbo
I’ve	heard	for	hours?
Praying and pouting,
Braying and shouting litanies,
Chanting epistles,
Bouncing your missals
On your knees…
Go on whining,
Pining, moaning, intoning,
Groaning obscenities!

Why have you stopped praying?
Stopped your Kyrieing?
Where is your crying and complaining?
Where is your lying and profaning?
Where is your agony?
Where is your malady?
Where is your parody
Of God… said…
Let there be and there was…
God said: Let there
Beatam Mariam semper Virginem,
Beatam miss the Gloria,
I	don’t	sing
Gratias agimus tibi
Propter magnam
Gloriam tuamen…
Amen.
Amen.
I’m	in	a	hurry
And come again.
When?
You	said	you’d	come…
Come love, come lust…
It’s	so	easy	if	you	just	don’t	care,
Lord,	don’t	you	care…
…if it all ends today…
…profundis clamavi,
Clamavi ad te, Domine, ad Dominum, ad Dom…
Adonai…
…don’t	know,
I	don’t	nobis…
Miserere nobis…
Mise… mi…
Mi alone is only me…
But mi with so…
Me with s…
…mi…
Oh,	I	suddenly	feel	ev’ry	step	I’ve	ever	taken,
And my legs are lead.
And	I	suddenly	see	ev’ry	hand	I’ve	ever	shaken,
And my arms are dead.
I	feel	ev’ry	psalm	that	I’ve	ever	sung	
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Turn to wormwood, wormwood on my tongue.
And I wonder,
Oh, I wonder,
Was I ever really young?
It’s	odd	how	all	my	body	trembles,
Like all this mass
Of	glass	on	the	floor.
How	fine	it	would	be	to	rest	my	head,
And lay me down,
Down in the wine,
Which never was really red…
…But sort of…
…brown…
And let not… another word…
Be spoken…
Oh…
How easily things get broken.

6	XVII.	Pax:	Communion	(‘Secret	Songs’)

Solo	Boy	Soprano
Sing God a secret song:
Lauda, Laude…
Lauda, Lauda, Laude.
Lauda, Lauda, Laudate.
Laude, Deum,
Laudate Eum.

Bass	Solo
Lauda, Laude,
Lauda, Laude,
Laude Deum,
Laude Eum.

Boy	Solo	and	Bass	Solo
Lauda, Lauda, Laudate…

Soprano	Solo
Lauda, Laude,
Lauda, Lauda,
Laudate Deum,
Lauda, Lauda,
Laudate Eum.

Tenor	Solo
Lauda, Laude,
Lauda, Lauda,
Laudate Deum,
Lauda, Lauda,
Laudate Eum.

Soprano	Solo	Two	and	Tenor	Solo	Two
Lauda, Lauda,
Lauda, Laude…

Street	Chorus
Lauda, Lauda,
Lauda, Laude…

Tutti	Voices
Pax tecum.

Solo	Boy	Soprano
Lauda, Lauda,
Lauda, Laude…

Celebrant
Lauda, Lauda,
Lauda, Laude…

Entire	Company
Almighty Father, incline thine ear:
Bless us and all those who have gathered here.
Thine angel send us,
Who shall defend us all;
And	fill	with	grace
All who dwell in this place.
Amen.

Voice
The Mass is ended; go in peace.
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Chichester	Psalms

Ps.	108,	vs.2:	 Urah,	hanevel,	v’chinor!
  A-irah shaxar!

	 Ps.	100:	 Hariu	l’Adonai	kol	haarets.
	 	 Iv’du	et	Adonai	b’simxa
	 	 Bo-u	l’fanav	bir’nanah.
	 	 D’u	ki	Adonai	Hu	Elohim.
	 	 Hu	asanu,	v’lo	anaxnu.
	 	 Amo	v’tson	mar’ito.
	 	 Bo-u	sh’arav	b’todah,
	 	 xatseirotav	bit’hilah,
	 	 Hodu	lo,	bar’chu	sh’mo.
	 	 Ki	tov	Adonai,	l’olam	xas’do,
	 	 V’ad	dor	vador	emunato.

	 Ps.	23: Adonai ro-i, lo exsar.
	 	 Bin’ot	deshe	yarbitseini,
	 	 Al	mei	m’nuhot	y’naxaleini,
	 	 Naf’shi	y’shovev,
	 	 yán’xeini	b’ma’aglei	tsedek,
	 	 L’ma’an	sh’mo.
  Gam ki eilech
	 	 B’gei	tsalmavet,
  Lo ira ra,
  Ki Atah imadi.
	 	 Shiv’t’cha	umishan’techa
	 	 Hemah	y’naxamuni.

	 	 Ta’aroch	l’fanai	shulchan
	 	 Neged	tsor’rai
  Dishanta vashemen roshi
	 	 Cosi	r’vayah.
  Ach tov vaxesed
	 	 Yird’funi	kol	y’mei	xayai,
	 	 V’shav’ti	b’veit	Adonai
	 	 L’orech	yamim.

Awake, psaltery and harp:
I will rouse the dawn!

Make a joyful noise unto the Lord all ye lands.
Serve the Lord with gladness.
Come before His presence with singing.
Know ye that the Lord, He is God
It is He that hath made us, and not we ourselves.
We are His people and the sheep of His pasture.
Enter into His gates with thanksgiving,
And into His courts with praise.
Be thankful unto Him, and bless His name.
For the Lord is good, His mercy is everlasting,
And His truth endureth to all generations.

The Lord is my shepherd, I shall not want.
He maketh me to lie down in green pastures,
He leadeth me beside the still waters,
He restoreth my soul,
He leadeth me in the paths of righteousness,
For	His	name’s	sake.
Yea,	though	I	walk
Through the valley of the shadow of death,
I will fear no evil,
For Thou art with me.
Thy rod and Thy staff
They comfort me.

Thou preparest a table before me
In the presence of mine enemies,
Thou anointest my head with oil,
My cup runneth over.
Surely goodness and mercy
Shall follow me all the days of my life
And I will dwell in the house of the Lord
Forever.

2

3

DISC 6
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	Ps.	2,vs	1–4:	 Lamah	rag’shu	goyim
	 	 Ul’umim	yeh’gu	rik?
	 	 Yit’yats’vu	malchei	erets,
	 	 V’roznim	nos’du	yaxad
	 	 Al	Adonai	v’al	m’shixo.
	 	 N’natkah	et	mos’roteimo,
	 	 V’nashlicbah	mimenu	avoteimo.
	 	 Yoshev	bashamayim
	 	 Yis’xak,	Adonai
	 	 Yil’ag	lamo!

	 Ps.	131: Adonai, Adonai,
  Lo gavah libi,
	 	 V’lo	ramu	einai
	 	 V’lo	hilachti
	 	 Big’dolot	uv’niflaot
  Mimeni.
  Im lo shiviti
	 	 V’domam’ti
	 	 Naf’shi	k’gamul	alei	imo,
	 	 Kagamul	alai	naf’shi
	 	 Yaxel	Yis’rael	el	Adonai
	 	 Me’atah	v’ad	olam.

	Ps.	133,	vs.	1: Hineh mah tov,
  Umah naim,
  Shevet axim
  Gam yaxad.

Why do the nations rage,
And the people imagine a vain thing?
The kings of the earth set themselves,
And the rulers take counsel together
Against the Lord and against His anointed.
Saying, let us break their bonds asunder,
And cast away their cords from us.
He that sitteth in the heavens
Shall laugh, and the Lord
Shall have them in derision!

Lord, Lord,
My heart is not haughty,
Nor mine eyes lofty,
Neither do I exercise myself
In great matters or in things
Too wonderful for me.
Surely I have calmed
And quieted myself,
As a child that is weaned of his mother,
My soul is even as a weaned child.
Let Israel hope in the Lord
From henceforth and forever.

Behold how good,
And how pleasant it is,
For brethren to dwell
Together in unity.

4
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Kelley	Nassief

Kelley	 Nassief’s	 performances	 have	 included	 Bernstein’s	 Symphony 
No. 3 with the National Symphony Orchestra, the Beethoven Festival in 
Warsaw, the Royal Flemish Philharmonic, Orchestre de Paris and The 
Philadelphia	 Orchestra;	 Beethoven’s	 Symphony No. 9 with the National 
Symphony Orchestra of Costa Rica and with the Columbus Symphony 
Orchestra,	 Vaughan	 Williams’	 A Sea Symphony with the Grand Rapids 
Symphony	Orchestra,	Ravel’s	Shéhérazade with the Richmond Symphony, 
Verdi’s Requiem with the Louisville, Grand Rapids and Modesto symphony 
orchestras,	 Mozart’s	 Requiem with the Memphis Symphony Orchestra, 
and	Wagner’s	Wesendonck Lieder with Da Camera of Houston. She has 
performed	 Beethoven’s	Ah,	 perfido! with Michael Tilson Thomas and the 
New	World	Symphony,	Mahler’s	Des	Knaben	Wunderhorn with Seiji Ozawa 
at	the	Tanglewood	Music	Festival,	Brahms’	Ein deutsches Requiem  with the 
New	Jersey	Symphony	Orchestra	under	Neemi	Järvi,	 and	Mendelssohn’s	
Elijah	with	Kurt	Masur	and	the	New	York	Philharmonic.	

Jennifer	Johnson	Cano

Mezzo-soprano Jennifer Johnson Cano is noted for her commanding stage 
presence and profound artistry with a warm, velvety timbre that has garnered 
critical acclaim. Winner of a 2012 Richard Tucker Career Grant and 2014 George 
London	Award,	Cano	joined	the	Lindemann	Young	Artist	Development	Program	at	
the	Metropolitan	Opera	in	2008	and	became	the	First	Prize	winner	of	the	Young	
Concert Artist International Auditions in 2009. She made her Mostly Mozart debut 
with conductor Louis Langrée in July 2017.  

  Cano has given over 100 performances at the Metropolitan Opera, as well as 
performances with the with the Boston Lyric and Arizona Operas, the Cleveland 
Orchestra, Des Moines Metro Opera, Cincinnati Opera, and the Tucson Symphony. 
She has recently worked with an impressive array of conductors including James 
Levine,	Yannick	Nézet-Séguin,	Franz	Welser-Möst,	Manfred	Honeck,	Marin	Alsop,	
Robert Spano, Osmo Vänskä and Sir Andrew Davis. 

 	 Her	orchestral	engagements	during	the	2017–18	season	include	Beethoven’s	
Ninth Symphony	with	 the	Los	Angeles	Philharmonic,	Handel’s	Messiah with the 
New	York	Philharmonic	and	Colorado	Symphony	Orchestra,	Bernstein’s	Jeremiah 

symphony	with	the	Atlanta,	Phoenix	and	Charlotte	Symphony	Orchestras,	Mozart’s	Requiem with the San Diego 
Symphony	Orchestra,	as	well	as	Brahms’	Alto Rhapsody with the New Haven Symphony Orchestra.  

www.jenniferjohnsoncano.net
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Claire	Bloom

Claire	Bloom	was	born	 in	London	and	made	her	first	appearance	on	 the	stage	
with	 the	Oxford	Repertory	Company	at	 the	age	of	 sixteen.	Her	 first	major	 role	
came a year later, when she played Ophelia at Stratford-Upon-Avon opposite 
the	alternating	Hamlets	of	Paul	Scofield	and	Robert	Helpmann.	Her	first	London	
appearance	was	as	Alizon	Eliot	in	John	Gielgud’s	production	of	Christopher	Fry’s	
The	Lady’s	Not	for	Burning, opposite Richard Burton. Her performance in Peter 
Brook’s	production	of	 Jean	Anouilh’s	Ring Round the Moon, also starring Paul 
Scofield,	led	to	the	role	of	Teresa	in	Charles	Chaplin’s	1952	film	Limelight. Since 
then she has divided her career between England and the United States. Her 
films	include	Limelight, The Man Between, Richard III, Look Back in Anger, The 
Spy	Who	Came	in	from	the	Cold,	Charley,	The	Haunting,	A	Doll’s	House,	Islands	
in the Stream, Clash of the Titans, Sammy and Rosie, Woody	Allen’s Crimes and 

Misdemeanors, and Imagining Argentina directed by Christopher Hampton. Her most notable stage roles have 
included Juliet, Ophelia, Viola, Miranda and Cordelia at the Old Vic, and principal roles in many productions in 
London’s	West	End	and	in	New	York.

Jubilant	Sykes

American baritone Jubilant Sykes brings a new dimension to the traditional career 
of	the	classically	 trained	singer	by	drawing	on	gospel	and	jazz	 influences	to	deliver	
performances in differing musical genres. He has had the privilege of working with 
a number of notable conductors and has been the featured soloist with many of the 
world’s	finest	orchestras.	His	unique	gifts	have	taken	him	from	such	diverse	stages	
as the Metropolitan Opera, Deutsche Oper Berlin, Carnegie Hall, the Kennedy Center 
and	London’s	Barbican	Centre	to	the	Apollo	Theater,	Hollywood	Bowl,	New	Orleans	
Jazz Festival and hundreds of other major venues around the world, appearing with 
a number of leading artists from different musical styles. He has had an important 
artistic partnership with the legendary American classical guitarist Christopher 
Parkening, resulting in the acclaimed release of Jubilation for EMI. Two recordings for 
Sony BMG Masterworks are Jubilant, bringing the singer together with jazz trumpeter 
and composer Terence Blanchard, and his crossover recording Wait for Me, featuring 
classic songs by a number of popular composer/entertainers. ©
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Philippe	Quint	

Born in St. Petersburg, violinist Philippe Quint has already established himself 
as one of the most brilliant and charismatic artists of his generation. His debut 
recording	of	William	Schuman’s	Violin Concerto (8.559083) with the Bournemouth 
Symphony	 Orchestra	 and	 José	 Serebrier	 was	 nominated	 for	 two	 GRAMMY®	
Awards,	including	one	for	best	soloist	with	orchestra,	as	well	as	receiving	Editor’s	
Choice by both Gramophone and The Strad magazines. In addition to his award-
winning discography, Quint	 has	won	worldwide	acclaim	playing	with	 the	world’s	
leading orchestras and conductors.
 Since becoming an American citizen in 1991, Philippe Quint has made 
numerous appearances at Carnegie Hall and Avery Fisher Hall, performed at 
festivals, and broadcast widely throughout the US, Europe and South America. 

He amassed top prizes at the 1998 Juilliard Competition, Bagby, Clarisse Kampel Foundations and the Salon de 
Virtuosi	Awards.	He	also	received	both	bachelor’s	and	master’s	degrees	from	The	Juilliard	School	in	1998,	where	
he studied with Dorothy DeLay and Cho-Liang Lin, and took masterclasses with Isaac Stern and Itzhak Perlman.
 Highlights of the forthcoming 2017/18 season includes a return to the Milwaukee Symphony with Edo de Waart 
celebrating	Bernstein’s	centennial	in	2018.

www.philippequint.com
.

Jean-Yves	Thibaudet

Jean-Yves	Thibaudet	has	performed	around	the	world	for	more	than	30	years	and	
recorded more than 50 albums, with a depth and natural charisma that have made 
him	one	of	today’s	most	sought-after	soloists.
	 A	 two	 time	GRAMMY®	Award	nominee,	Thibaudet	has	been	 the	 recipient	
of many awards and accolades worldwide. In 2016 on the 150th anniversary of 
Erik	Satie’s	birth,	Decca	released	a	box	set	of	Satie’s	complete	solo	piano	music	
performed	by	Thibaudet,	the	foremost	interpreter	and	champion	of	the	composer’s	
work. In 2010 he released Gershwin, featuring big jazz band orchestrations of 
Rhapsody in Blue, Variations	 on	 ‘I	 Got	 Rhythm’, and the Piano Concerto in F 
recorded live with the Baltimore Symphony and music director Marin Alsop. 
 Thibaudet has also had an impact on the world of fashion, philanthropy, and 
film.	His	concert	wardrobe	is	by	celebrated	London	designer	Vivienne	Westwood,	
and	 he	 was	 the	 soloist	 on	 the	 award-winning	 and	 critically	 acclaimed	 films	

Atonement, Pride and Prejudice, and	Extremely	Loud	&	 Incredibly	Close. In 2010 the Hollywood Bowl honored 
Thibaudet for his musical achievements by inducting him into its Hall of Fame. Previously a Chevalier of the Ordre 
des	Arts	et	des	Lettres,	Thibaudet	was	awarded	the	title	Officier	by	the	French	Ministry	of	Culture	in	2012.

www.jeanyvesthibaudet.com
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The	Maryland	State	Boychoir 
(Artistic director: Stephen A. Holmes)

Founded	 in	 1987,	The	Maryland	State	Boychoir	 (MSB)	 serves	 the	State	 as	 “Official	
Goodwill	Ambassadors”	–	a	 title	bestowed	on	 the	choir	by	Maryland’s	 late	Governor	
William Donald Schaefer. The Boychoir performs over 80 times annually throughout 
Maryland as well as on national and international tours that have taken them to 35 
states, and to Ireland, Wales, France, the Netherlands, Germany, Austria, Italy, 
Bermuda, Puerto Rico and Canada. The choristers have sung at many distinguished 
venues, including the White House, the National Cathedral in Washington, D.C., St. 
Patrick’s	Cathedral	and	Holy	Trinity	Cathedral	in	New	York	City,	the	Kimmel	Center	for	
the Performing Arts, the Joseph Meyerhoff Symphony Hall as well as a number of great 
cathedrals in Europe.

         Stephen A. Holmes started his formal musical training with MSB at the age of nine. 
His strong ties and commitment to the choir continue today where he is in his eighteenth season on staff overseeing 
the	Boychoir’s	 eight	 ensembles.	He	 serves	 in	 various	 leadership	 roles	 throughout	 the	Maryland	and	D.C.	 area	
and is currently the organist/director of Music for the Church of the Resurrection. His choral arrangements and 
compositions have been performed by choirs throughout the nation. 

www.marylandstateboychoir.org
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Peabody	Children’s	Chorus
(Director: Doreen Falby)

The	 Peabody	 Children’s	 Chorus,	 founded	 in	 1990,	 is	 dedicated	 to	
providing age-appropriate vocal training for young people. More than 
400 children between the ages of 6 and 18 participate each year, 
rehearsing high quality treble music and studying ear training and music 
reading.

  The chorus has joined the Baltimore Symphony Orchestra for 
performances	 of	 Honegger’s	 Jeanne	 d’Arc	 au	 bûcher,	 Britten’s	 War 
Requiem,	Mahler’s	Third Symphony,	Orff’s	Carmina Burana, and John 
Adams’	On the Transmigration of Souls. 

	 The	Peabody	Children’s	Chorus	has	also	performed	with	 the	Baltimore	Chamber	Orchestra,	 the	Baltimore	
Choral Arts Society, Concert Artists of Baltimore, Lyric Opera Baltimore, and the Peabody Symphony Orchestra. 
The	chorus	has	toured	 in	England,	France,	 Italy,	Germany,	and	Austria,	performing	 in	places	such	as	St.	Paul’s	
Cathedral,	 London;	 Wells	 Cathedral,	 Wells;	 St.	 Peter’s	 Basilica,	 Rome;	 St.	 Mark’s	 Cathedral,	 Venice;	 the	
Stephansdom, Vienna; Notre Dame Cathedral and La Madeleine, Paris.

Morgan	State	University	Choir
(Director: Dr. Eric Conway)

The Morgan State University Choir (MSUC) has 
performed around the world to critical acclaim. 
Named “Best College Choir” in 2004 by Reader’s	
Digest magazine, the choir has performed with 
several major symphony orchestras, including The 
Philadelphia Orchestra, the Chicago Symphony, 
the	 New	 York	 Philharmonic	 and	 the	 National	
Symphony	Orchestra.	The	choir’s	director	Dr.	Eric	

Conway, has led the choir to many acclaimed performances, including a special performance at the service honoring 
Rosa	Parks,	the	first	woman	to	lie	in	honor	at	the	Capitol	Rotunda	in	Washington,	D.C.	In	2015,	the	choir	performed	
for President Barack Obama during his Live at the White House series. During the past three years, the choir has 
travelled to the Middle East, Brazil, Argentina, Cuba, Spain and Portugal, performing on many grand stages all over 
the world – with numerous dignitaries and celebrated performers – making it a cultural ambassador for Morgan 
State University, the City of Baltimore, the state of Maryland and the United States. For further information, visit 
www.msuchoir.org
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The	Washington	Chorus	
(Artistic director: Christopher Bell)
 
Founded	 in	1961	as	 the	Oratorio	Society	of	Washington,	The	Washington	Chorus	 (TWC),	a	GRAMMY®	Award	
winner, under the direction of artistic director Christopher Bell, presents an annual subscription series at the Kennedy 
Center, the Music Center at Strathmore and other major venues throughout the D.C. area. The Washington Chorus 
also frequently appears at the invitation of the National Symphony Orchestra and with the Baltimore Symphony 
Orchestra.	 TWC	 has	 sung	 under	 the	 direction	 of	 many	 of	 the	 world’s	 greatest	 conductors	 including	 Christoph	
Eschenbach, Leonard Slatkin, Marin Alsop, Rafael Frühbeck de Burgos, Seiji Ozawa, Sir Neville Marriner, Charles 
Dutoit, Kent Nagano and Mstislav Rostropovich.

www.thewashingtonchorus.org
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Baltimore	Symphony	Orchestra	(BSO)

The	Baltimore	Symphony	Orchestra	(BSO)	is	recognized	as	one	of	America’s	most	innovative	orchestras	and	one	
of	Maryland’s	most	significant	cultural	organizations.	Led	by	their	dynamic	and	visionary	music	director	Marin	Alsop,	
the orchestra is internationally acclaimed and locally admired for its outstanding concerts, recordings, broadcasts, 
touring, and for its ground-breaking education and community outreach initiatives. The BSO annually performs for 
more than 350,000 community members throughout the State of Maryland. Since 1982, its Baltimore home has 
been	Joseph	Meyerhoff	Symphony	Hall.	In	2005,	the	BSO	became	America’s	first	orchestra	with	year-round	venues	
in two metropolitan areas with the opening of The Music Center at Strathmore in North Bethesda, Maryland. The 
BSO boasts trailblazing education and community programmes designed for audiences of all ages, from a Music 
Box Series for toddlers and concerts for schoolchildren and families, to comprehensive programmes for aspiring 
young musicians and amateur adult musicians. The award-winning OrchKids programme, launched by Marin Alsop 
and the BSO in 2008, provides education resources and fosters social change through the power of music for 
children	in	the	city’s	communities.	

www.BSOmusic.org. 



8.50801867

Bournemouth	Symphony	Chorus
(Chorus director: Gavin Carr)

The Bournemouth 
Symphony Chorus, 
founded in 1911, is 
one	of	Britain’s	leading	
symphony choruses, 
and sings regularly 
with the Bournemouth 
Symphony Orchestra, 
and with other leading 
ensembles. It also 
regularly promotes its 

own concerts, which have included the Bach Passions,	Mahler’s	Eighth Symphony	and	Britten’s	War Requiem. 
It	 has	 an	 extensive	 catalogue	 of	 major	 recordings,	 and	 won	 a	 GRAMMY®	Award	 for	Walton’s	Belshazzar’s	
Feast under Andrew Litton. It makes regular tours abroad, and has appeared in the US, Italy, Israel, India, 
and elsewhere. It commissioned two major cantatas from composer Richard Blackford, Voices	of	Exile	 for its 
90th birthday in 2001, and Not in Our Time for its centenary in 2011.

www.bschorus.co.uk
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Bournemouth	Symphony	Orchestra

The Bournemouth Symphony Orchestra (BSO) remains at the 
forefront of the British orchestral music scene, continuing to serve 
communities across the South and South West of England, and 
extending	its	influence	across	the	whole	of	the	UK	and	internationally	
with regular festival appearances, an extensive catalogue of 
recordings, and live broadcasts on BBC Radio 3. It is one of the 
most dynamic and innovative symphony orchestras in the UK today. 
Founded in 1893, the BSO has worked with many famous composers, 

conductors and musicians including Elgar, Sibelius, Holst, Stravinsky, Vaughan Williams and Sir Thomas Beecham, 
and more recently with Sir Michael Tippett, Sir John Tavener and Sir Peter Maxwell Davies. Principal conductors since 
the founder Sir Dan Godfrey have included Sir Charles Groves, Constantin Silvestri, Andrew Litton, Marin Alsop and 
now the dynamic young Ukrainian, Kirill Karabits. The BSO is known internationally through over 300 recordings, and 
continues to release numerous CDs each year with Naxos. Recent critically acclaimed recordings have included music 
by Bernstein, Bartók, Sibelius, Glass, Adams and Elgar, and three discs with José Serebrier featuring arrangements 
of	Mussorgsky,	Bach	and	Wagner	by	Stokowski	were	nominated	for	GRAMMY®	awards	in	2004,	2005	and	2006.	

www.bsolive.com
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São	Paulo	Symphony	Choir	(Osesp	Choir)

Created in 1994, the São Paulo Symphony Choir (Osesp Choir) brings together a group of singers with a solid 
musical training, and is a key reference for vocal music in Brazil. In its performances with the São Paulo Symphony 
Orchestra (Osesp), featuring major works from the choral-symphonic repertoire, or in a cappella concerts in the 
Sala São Paulo concert hall and throughout the state of São Paulo, the choir embraces different historical periods, 
with an emphasis on the 20th and 21st centuries, and works by Brazilian composers. Between 1995 and 2015 the 
Osesp	Choir	was	led	and	conducted	by	Naomi	Munakata.	In	2009	it	released	its	first	CD,	Canções do Brasil (‘Songs	
of	Brazil’).	In	2013	the	Choir	released	a	recording	of	works	by	Aylton	Escobar	(on	the	Osesp	Digital	label)	and	in	
2015 recorded works by Bernstein with the Baltimore Symphony Orchestra, conducted by Marin Alsop, for a CD on 
the Naxos label. Beginning with the 2017–18 season, the Italian conductor Valentina Peleggi took over as conductor 
of the Osesp Choir and resident conductor of the orchestra.
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The	São	Paulo	Symphony	Orchestra	(Orquestra	Sinfônica	do	Estado	de	São	Paulo	/	Osesp)

Since	its	first	concert	in	1954,	the	São	Paulo	Symphony	Orchestra	(Orquestra	Sinfônica	do	Estado	de	São	Paulo	
/ Osesp) has become an inseparable part of São Paulo and Brazilian culture, promoting deep cultural and social 
transformation. Besides touring through Latin America, the United States, Europe and Brazil, it runs a large 
educational and outreach program for over 30,000 children and teenagers every season. The orchestra has 
released over 80 recordings, and its concerts are regularly broadcast on television and radio, as well as the internet. 
In 2012 Marin Alsop took the post of principal conductor, and in 2013 she was appointed music director. In that same 
year	the	orchestra	made	its	fourth	European	tour,	performing	for	the	first	time,	and	to	great	acclaim,	at	the	Salle	
Pleyel in Paris, the Berlin Philharmonie, and the Royal Festival Hall in London. In 2014, to commemorate its 60th 
anniversary,	the	Osesp	co-commissioned	a	saxophone	concerto	by	John	Adams,	and	performed	it	in	five	Brazilian	
states. The orchestra performs over a hundred concerts every season, for nearly 10,000 subscribers, at its own Sala 
São Paulo, which was chosen in 2015 by The Guardian as one of the ten best concert halls in the world. In 2016 the 
Osesp appeared at major European Summer festivals, conducted by Marin Alsop. 

www.osesp.art.br
 
OSESP	Foundation	

Marin	Alsop Music director 

Arthur	Nestrovski Artistic director 

Marcelo	Lopes Executive director 
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Marin	Alsop

Marin Alsop is an inspiring and powerful voice in the 
international music scene, a music director of vision and 
distinction	 who	 passionately	 believes	 that	 ‘music	 has	
the	 power	 to	 change	 lives’.	 She	 is	 recognized	 across	
the world for her innovative approach to programming 
and for her deep commitment to education and to the 
development of audiences of all ages. Marin Alsop 
made history with her appointment as the 12th music 
director of the Baltimore Symphony Orchestra (BSO). 
With her inaugural concerts in September 2007, she 
became	 the	 first	 woman	 to	 head	 a	 major	 American	
orchestra.	 Her	 success	 as	 the	 BSO’s	 music	 director	
has garnered national and international attention for her 

innovative programming and artistry. 
Her success was recognized when, in 
2013, her tenure was extended to the 
2020–21 season. Alsop took up the post 
of principal conductor of the São Paulo 
Symphony Orchestra in 2012, and 
became music director in July 2013. 
She also holds the title of conductor 
emeritus at the Bournemouth Symphony 
in the United Kingdom, where she 
served as the principal conductor from 
2002 to 2008. In the summer of 2016, 
she	served	her	25th	and	final	season	as	
music director of the acclaimed Cabrillo 
Festival of Contemporary Music in 
California. Alsop is often making history: 
in	 2005	she	was	 the	 first	 conductor	 to	
be awarded a MacArthur Genius award, 
and	 in	 September	 2013	 as	 the	 first	
female	 conductor	 of	 the	 BBC’s	 Last	
Night of the Proms in London. 

wwww.marinalsop.com 
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