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The

Princeton ljniversitv Orchestra
Michael Pratt. conductor

Michael Early

Sergei Prokofiev

Ludwig van Beethoven

**Program

gathr.nng uuind (First performance)

Suite from Romeo and JuLiet

The Prince's Edict
Ponderous Dance of the Knights

Juliet's Entrance with her Nursemaid

Juliet Alone
Interlude
Dance of the Three Moors*
Romeo Enters and Looks at Juliet*
Juliet Begins to Breathe*
Romeo Begins to Dance with the Reviving Juliet*
Final Pas de deux*

* from original version

)k *I * *
InTTmLSSLOn

Symphony No. 3 in E-fktt"Eroica"

Allegro con brio
Funeral march. Adagio assai

Scherzo. Allegro vivace

Finale. Allegro molto

Friday, November ZI,Z00B at B p.m. I Saturday, November 22,2008 ar 8 p.m.
RICHARDSON AUDITORIUM IN ALEXANDER HALL ' PRINCETON UNIVERSITY



The Princeton Universitv Orchestra

The Princeton lJniversity Orchestra began with a group of professional musicians from the New
York Symphony and Philharmonic Societies who performed a series of concerts at Alexander Hall
in 1896, the first on February 13. The proceeds were "devoted to the funds for the establishment
of a School of Music for the study of Musical Composition, Theory, and History at Princeton
lJniversity." ln the ensuing century, the orchestra has come to be an almost exclusively student
organization; some 90 undergraduate and graduate musicians representing a broad spectrum of
academic departments come together for concerts in Richardson Auditorium in Alexander Hall.
Under the direction of Michael Pratt since 1977, the orchestra has in recent years taken an importanr
place in the state's concert calendar. The Newotk Starledger had high praise for the orchestra's
"passionate performance" of Mahler's "Resurrection" Symphony and called the performance of
Mahler's Third Symphony one "that would make any orchestra proud." And at a recent tour concerr,
the Glasgow ScotlandHeraldnoted "the terrific attack, the alert rhythms and dynamics, rhe fiercely
committed, driving performance which the orchesrra gave..."

The Princeton lJniversity Orchestra performs some 10 to 15 concerts a year on campus, in addition
to international tours. These concerts include both new music and works from the standard repertory.
Audience members and critics alike have commented that even the most familiar works taKe on a new
freshness in the enthusiastic, spirited, and precise performances given by the Princeton musicians.

The orchestra also serves an important role in Princeton's music department by both reading and
performing new works by graduate composition students. In addition, it also has been invited to
give command performances for special University events, such as the installation of President
Harold Shapiro, and the celebration of Princeton's 250th Ar-rniversary. In April 2001, it appeared
in Lincoln Center for a special performance called Beethouen and Homer: The Heroic ltyl,srnsnl-a
program that combined the Fifth Symphony of Beethoven and Professor Robert Fagles's reading
from his translation o{ The IIIiad and The Orlyssey.

The orchestra has represented Princeton on tours both of the U.S. and Europe. Recent tours have seen
visits to the London, Glasgow, Edinburgh, Madrid, Barcelona, Prague, Budapest, and Vienna. InJanuary
2007, the orchestra's performance in Bratislava was taped for later broadcast on Slovak television.

Participation in the orchestra is voluntary and extracurricular; students commit many hours to
rehearsal above and beyond the time required for academic course work. Graduates of the orchestra
have gone on to be performers, music teachers, and arts administrators, but the list of professions
also includes lawyers, physicians, business executives, government officials, economists, architects,
research scientists, and journalists. The Princeton University Orchestra offers an important
opportunity for student instrumentalists to pursue musical interests in a way rhat significantly
enhances their overall growth in a strong academic environment.

The Conductor

Michael Pratt, conductor, joined the Princeton faculty in 1971. Over the past 30 seasons, he has
helped to engineer a major expansion of performance activities at Princeton, and currently serves
as the director of the Program in Musical Performance. Pratt also codirects both the Composers'
Ensemble and Richardson Chamber Players, and teaches several performance courses. He has
led Prrnceton performances of some of the most demanding works in the repertory, including
symphonies of Mahler and Stravinsky's Le Sacre duPrintemps. Other highlights from his Princeton
tenure include the United States stage premiere of the original 1805 version of Beethove n's Fide\io,
which was subsequently invited to appear at Lincoln Center, and performances of Weber's Der
FreischthT and WagnefsTiistanundlsolde, the latter in a concert version. He has conducted
numerous new works at Princeton, including music by faculty composers Paul Lansky, Steve
Mackey, Barbara White, Dan Trueman, Peter \il/estergaard, and Milton Babbitt. In recent years
he has turned to operas of the early Baroque, leading performances of works of Cavalli and
Monteverdi.

Under Pratt, the Princeton University Orchestra also has collaborated with the Princeton
Shakespeare Company and the Program in Theater and Dance for productions, respectively, of A
Midsunvmer Night's Dream with Mendelssohn's incidental music, Prokofiev's ballet Le Pas D'Acier,
and the world premiere of the Pushkin/Prokofiev Boris Godunoq.,. Pratt and the orchesrra also
presented Beethoqten and Homer: The Heroic Moment in collaboration with Professor (Emeritus)
Robert Fagles. The orchestra has toured the U.S., Great Britain, Spain, Porrugal, the Czech
Republic, Hungary, Poland, and Slovakia.

Pratt is cofounder and was the music director of the Opera Fesrival of New Jersey from 1984 to
1995. With the Opera Festival, he conducted 18 new productions of works ranging in style from
Mozart's The Marriage of Figaro to Verdi's Falstaff to the world premiere of Perer \il/estergaard's

TheTempest.

Pratt also holds the position of music director of the Delaware Valley Philharmonic, having
led that ensemble since 1990. He has appeared as a guest conductor with some of the leading
ensembles in the United States, including the Concerto Soloists of Philadelphia, the Bosron
Symphony Chamber Players, the orchestras of Detroit, Rochester, Atlanta, Long Island, and
Indianapolis, the Aspen Music Festival, and Opera Delaware. From 1985 to 1990 he also served
as associate conductor of the New Jersey Symphony. Pratt was educated at the Eastman School
and Tanglewood, and his teachers include Gustav Meier, Gunther Schuller, and Otto \(/erner
Mueller. He lives in Skillman with his wife Martha, a member of Princeton's voice faculty.



2008 - ZO09 Orchestra Committee

Co Chairs:
Rob Day and Sam Leachman

Treasurer:
Rebecca Pottenger

Publicity Chairs:
Clare Herceg and Megan McPhee

Alumni Chair:
Ken Schwartz

Gigs Chair:
Neil Katuna

Social Chairs:
Dan Jaffe and Ram Shankar

Tour Chairs:
Logan Anderson, Brian Zhao, Vanessa Folkerts, Rachel Nesbitt

Members at Large:
Tiffany Lu, Lija Treibergs, Jeremy Amon, Andrew Jones

Notes on the Program

gathering wind

A few years ago I spent several weeks on the island of Madeira. I spent most of my time trekking
around the island and finding out-of-the-way places to set up camp for the night. During my
longest journey across the island, I arrived at Paul da Serra, a high windy plateau. I crossed it until
I stood somewhere in the middle. To the south, it extended all the way to the sky; to the north, it
was bordered by a gentle rise topped with rotating wind turbines. Somehow, in spite of the island's
tiny size, it suddenly felt as expansive as the North American Great Plains, and as lonely and
removed from human influence as anywhere I'd ever been. I was struck by my own insignificance;
a feeling that was both terrifying and liberating at the same time. gathering wind tries to hold onto
my memory of this moment through sound.

- Michael Early

Michael Early grew up in Connecticut surrounded by all kinds of music, and feels most at home
on the elusive borders between the popular, the traditional, and the avant-garde. He continues to
enjoy performing and improvising, though he spends most of his time these days writing concert
music. Recent compositions include raingutter for percussionist Sam Solomon; Within these walls,
a site-specific mp3 piece designed for a walk around the Princeton University Art Museum; and
Four guitars in 3 shorts, which was premiered by the CAICH electric guitar quartet at the OUTPUT
Festival in Amsterdam last September. Michael is a fourth-year doctoral student in composition at
Princeton University.

The Original Version of Romeo and .Iuliet

The conception of Romeo and Juliet dates to November 1934, when the composer Sergey
Prokofiev met with dramatist Adrian Piotrovsky in Leningrad to discuss potential subjects
for a ballet. "We searched for a lyrical subject," Prokofiev recalled. "Piotrovsky threw out the
names of several classics including Romeo and Juliet. I immediately blurted out: a better subject
cannot be found." A year later Vladimir Mutnikh, manager of the Bolshoy Theater in Moscow,
commissioned the ballet with the understanding that Piotrovsky would serve as scenarist and the
innovative director Sergey Radlov as both scenarist and director. The ballet was to be produced
by the Bolshoy Theater in the spring of 1936.

Prokofiev composed the music during the summer of 1935, finishing the piano score on
September 8 and the orchestral score on October 1. Before the music was complete, however,
forces aligned against Romeo and Juliet. The October 4, 1935 run-through of the piano score at



the Bolshoy Theater was a fiasco. The rhythms met criticism for their terseness, the harmonies

and melodies for their anti-Romantic rationalism. The greatest point of contention concerned the

plot of act IV. The title characters live rather than die in accord with a daring re-conception of
Shakespeare's tragedy as a

play about the struggle for love, about the struggle for the right to love by young, strong,

and progressive people battling against feudal traditions and feudal outlooks on marriage

and family. This makes the entire play live, breathing struggle and passion as one-makes it,
perhaps, the most "Komsomol-like" [Communist-Youth-League-like] of all of Shakespeare's

plays.

This statement comes from Radlov, who decided (with Piotrovsky and Prokofiev) to update

Shakespeare's play along proletarian lines. Their decision to add a happy ending was vetted by

several officials, including Sergey Dinamov, a critic, writer, and Central Committee advisor who

sat, for purposes of political control, on the repertoire board of the Bolshoy Theater. In aMay 2,

1935 letter to Prokofiev, Radlov reports discussing the scenario with Dinamov, who "in general

approves of it, even with the happy ending, but he recommends being careful naming it-adding
something like 'on motives of Shakespeare' or another cautious subtitle." Thus the ballet was

dubbed Romeo and Juliet. on Motifs of Shakespeare.

The May 16, 1935 scenario details the happy ending as well as intriguing dramaturgical

oddities. For example, acts I to III feature several episodes in which the drama between the

Montagues and Capulets cedes to merry-makers who block the audience's view of the action.

Later, to alleviate the gloom of the scene in which Juliet drinks the "death" potion prepared by

Friar Laurence, Radlov conceived-and Prokofiev composed-three exotic dances representing

the nuptial gifts that Paris, convinced he will many Juliet, brings to her bedchamber. The

enteftainment fails to pierce her toxin-induced slumber.

There follows the "happy" ending. Juliet lies immobile. Romeo proves unable to rouse

her; believing she has died, he resolves to comrnit suicide. The arrival of Friar laurence prevents

him from brandishing his dagger, and the two struggle. Juliet begins to awaken. Romeo clutches

her and bears her into a grove where the lovers express their relief andjoy in an extended,

unscripted final dance, which Prokofiev wanted to be "bright" but not overblown. It would not, he

writes, "attain a forte."
On January 25, 1936, Prokofiev auditioned the first three acts to mixed reviews. Even in

its absence, act IV remained a subject of debate. Some lauded the idea of basing proletarian art

on the classics, others decried it. For his part Radlov no longer had the wherewithal to defend his

scenario, quipping that he did not think it worth dying "so that Romeo and Juliet should live."
Despite the controversy, the Bolshoy Theater kept Romeo and Juliet on the books but pushed

back the premiere to the 1936-37 season. Its eventual cancellation stemmed from an overhaul

of the theater's administration and a personal review of its repertoire by the imperious Chairman

of the Committee on Arts Affairs. Engulfed by a wave of repression, Mutnikh was arrested on

April 20, 1937 and executed on November 1 l. There would be further tragedies: Dinamov was

arrested and executed, likewise Piotrovsky. Given its association with a vanquished "enemy of the

people," Romeo and Juliet-a ballet involving murder, poison, and class struggle-became taboo.

It disappeared from the Bolshoy Theater repertoire.

At the end of 1938, the ballet enjoyed a successful-if only partial-premiere in Brno,

Czechoslovakia; highlights of the score taken from the first and second orchestral suites were

performed in the absence of the composer. On August 28, l938,just before the Brno Opera House

started rehearsals, Prokofiev received a telegram from the Kirov Theater in Leningrad expressing

interest in staging Romeo and Juliet. This production, choreographed by Leonid Lavrovsky and

conducted by Isay Sherman, brought changes to the scenario and music that Prokofiev largely

resisted but did not fully know about until the premiere on January lI,I94O.
The vandalized version of Ssmeoanillulict earned official Soviet approval while

Prokofiev's original was consigned to oblivion-until this past year. In 2006, while researching a

book on Prokofiev's Soviet years, I uncovered the 1935 scenario and piano score in the Russian

State Archive of Literature and Art in Moscow. Additional research at the Russian State Archive
of Social-Political History, the Glinka Museum, and the Public Library in St. Petersburg provided

all the materials necessary to realize Prokofiev's vision. With the blessing of the composer's

family and estate, as well as the assistance of composer Gregory Spears, I translated and

annotated the 1935 scenario, reordered the existing score, thinned the orchestration, removed

what had been added after 1938, and scored the happy ending (along with two other numbers)

based on Prokofiev's manuscript annotations. I approached Mark Morris about the prospect of
staging Romeo and Juliet. Following a discussion and play-through of the piano score at his

studios in Brooklyn, he enthusiastically committed to the project. The ballet has since been

performed at the Bard Music Festival, in Berkeley, and in London.

The excerpts from the original score to be performed tonight are the work of a composer

who, in accord with his Christian Scientist faith, denied death. Thus Romeo and Juliet escape

into a divine space of their own invention, with nary a Montague or Capulet in sight, and happily

abandon the real world for the world of art.

- Simon Morrison

Ludwig van Beethoven (L770-1827): Symphony No. 3, Eroica

The historical background story associated with this symphony is well-known and widely
circulated: according to Ferdinand Ries, a friend of Beethoven, the "Heroic" symphony was

inspired by Napoleon Bonaparte. At first, Beethoven counted on Napoleon to liberate the

oppressed citizens of the Austrian Empire as he had done in the French Revolution. But when

Napoleon assumed for himself the title of 'Emperor' in 1804, and his armies moved into Vienna,

where Beethoven was living and working, the composer's perceptions of his former idol were

drastically affected. According to Ries, Beethoven seized the title page of the 'Eroica,'tearing

it up, and declared that a tyrant would not have any connection to his new work. Whether or

not the anecdote is entirely true, some evidence of Beethoven's emotional struggle exists: on the



title page of the manuscript, the word "Buonaparte" is scratched out with such force that there is
a hole in the paper. In its place, Beethoven added the subtitle "To the memory of a great man."
In other words, it was as if Napoleon, at least in Beethoven's mind, was dead. The original
dedication was not discovered until long after Beethoven's death, although rumors existed from
the time of its premiere about the inspiration for the work.

Dedication aside, Beethoven's Third Symphony is frequently viewed as an epic work in the
history of music, the first piece that can truly be considered "Romantic." Perhaps this association
originated in an essay by music critic E.T.A. Hoffmann, where that adjective first appeared in
a description of Beethoven's instrumental music, including this symphony. Critics of its day
viewed the symphony as the musical version of an epic poem, carrying on the great symphonic
tradition of Haydn and Mozart, but on a much expanded scale. One of the most fascinating
critical reviews of this symphony, by an anonymous poet who calls himself "S. von W.," appeared
inthe Berliner Allgemeine Musikalische Zeitung in 1825.r In this review, the author incorporates
a dramatic poem intended to depict the narrative content of the work as many perceived it. While
it is not known whether Beethoven associated a story or program with this symphony, many have
offered such interpretations, generally revolving around a fictional protagonist - a military leader

- and his life experiences. I will preface each of the movements in tonight's program with the
related verse from the poem of 'oS. von W.," as a possible interpretation of the symphony.

Movement l, Allegro: Cliffcontra cliffstand the battling heroes!

Setting shield against shield, knee against knee,

And helmet to helmet, and plume rising against plumes.
Force wrestles with counterforce in threats of death.

According to many interpretations, the first movement deals with the scenario of a military
hero on the eve of battle. The main theme, which enters immediately, is thought to represent
the hero himself - Napoleon, perhaps, or Beethoven, if one is inclined to think of this work as

autobiographical. This famous theme takes a detour midway through on a C-sharp, prefiguring
the dramatic action about to occur. In this movement, we experience the full range of the hero's
emotions as he prepares for and enters the battle. Near the end of the movement, just as this main
theme is about to return for the final time, the French horn seems to enter too early, creating a

clearly audible dissonant clash. The disjunction is intentional; Beethoven was angered every time
someone called the "mistake" to his attention. The theme leads the movement to a triumphant
conclusion, just as a military leader would guide his troops to victory.

Movement 2, Marcia.funebre'. Dreadful ruin of the worldly-proud!
A procession approaches here, pain delays it, oppressed,
And sadness looks on, hardly holding back tears;
The heroic word, with which the spirit has fled.

There are two possible interpretations for this movement: the hero is laid to rest (as Napoleon

was laid to rest in Beethoven's dedication); or the hero mourns a fallen comrade. The funeral
procession is quite literally represented in the two outer march sections, while fleeting moments

of remembered happiness interrupt the narrator's grief during the central trio.

Movement 3, Scherzo and trio: Blossom forth now, heir of the great name,

In the boyish play with resonance singing
And with the happy fanfares of the hunting horns.

The third movement has a celebratory character; we hear not only the "happy fanfares of the

hunting horns" that "S. von W." describes, but also the tune of a traditional German drinking
song (identified in a musical analysis by A. B. Marx, a 19fr-century theorist). Beethoven replaces

the traditional minuet of the eighteenth-century "classical" symphonic form with a"scherzo,"
meaning'Joke." The lighthearted mood is further reinforced by metrical uncertainty.

Movement 4, Allegro molto: Then storm forward, like soaring eagles

To throng in contest and serious play,

The most beautiful prize - often to win none!

The form of this movement is a theme and variations, the tune borrowed from Beethoven's own

Creatures of Prometheus, op.43. The program often associated with the finale is the triumphant
return of the warriors to their homeland. Beethoven begins with only the bass part of the theme;

the melody itself does not appear until the third variation. Elements of fugue, a contrapuntal

homage to Beethoven's musical forerunners, may be heard in two places in the movement.

The 'Eroica'symphony represents a change in Beethoven's style that began around 1803, soon

after the composer first realized that he was becoming deaf. This "middle period" of his creative

growth is exemplified by more radical and revolutionary experiments with form and counterpoint

than in his previous works. This symphony was the first to use three French horns, a relatively

new addition to the orchestra.
- O 2008, Laura Hedden
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Violin I

Logan Anderson '10,
Concertmaster
Evan Jeng '10
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Steven Kim'09
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Dale Cheng '10
Yudai Chiba'10
Sakura Takemitsu '12
Meghan Todt '11

Trevor Ochieng '10
Jae Kim '10

Owen Kelley '09

Celine Satija '11

Anna Wuttig '12
Max Li '12

Violin II

Sara Kim '10, Principal
BrianZhao'09
Yun-en Liu '09
Krishnan Mody '11

Megan McPhee'11
Rachel Nesbitt '10
Vanessa Folkerts '10
Julianna Traicoff '12
Wensheen Tong'12
Catherine Hsieh '12
Joanne Chong'12
Justin Yeh'12
Adam Chin'L2
Miyuki Miyagi'12

Viola
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Sojung Yi'12
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Oboe
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Emily Kirkegaard '12
Justin Knutson '11*
LijaTrelberg'12

English Horn
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Clarinet
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Raaj Mehta '10
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Bassoon
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Horn
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Jeff Cherng '12
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Alexandra Jerez-

Fernandez'I2
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Andrew Mack'LZ
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Trumpet
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Ryan Dahn '11
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Tromtrone
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Dan Jaffe '10x

Hannah Pavlovich '09

Bass Tfombone

Chris Inniss '09

Tuba

Ram Shankar '10

Percussion

Abby Bowman'11
Mike DiStefano '11
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Kevin Laskey '12
Andrew Schran '09

Timpani

Kevin Laskey '12
Andrew Schran '09
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Piano

Holger Staude '09

Assistant Conductor
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2008-09 PUO Season Schedule

Friday January 9
Saturday January 10

Princeton University Opera Theater
Monteverdi- The Return of Uiysses

Friday March 6
Saturday March 7

Winners of Concerto Competition
Smetana- Vltaua (Moldau), Anna Wittstruck, Conductor

Friday ApilZ4
Saturday April25

Mindlin Memorial Concerrs

Schumann- Piano Concerfo, Ivan Moravec, Piano*
R. Strauss- EinHeldenleben (A Hero's Life)

Saturday May 30

Reunions Fireworks Concerr

aaaaaaaaa<)aaaaaaaaaaaaaaaaaaaaaaa

(Jpcoming Department o{ Music Concerts

December 1r Musica Alta, Taplin Auditorium, 8,00 p.m.

December 2: FFMUP with Prof. Dan Trueman - Norwegian hardanger
fiddle music - plus special guests, The Terrace, 9,00 p.m.

December 4r Jazz At Cafe Vivian, Anthony Branker, director, fearuring the
University New Voices Collective, Frist Campus Center, 11:30 p.m.

December 5: "Cryptic Brilliance" - the Music of Edward T. Cone, Taplin Auditorium, B'00 p.m.

December 7: Princeton University Glee Club, Richard Tang Yuk, conductor,

Richardson Auditorium, 3:00 P.m.

December 10: Srudent jazz concert, members of MUSIC 215, Ralph Bowen,

instructor, Taplin Auditorium, B:00 p.m.

December 11: Composition Colloquiua, Paul Moravec,'Woolworth 102, 4,30 p.m.

December 11: Princeton University Sinfonia, Ruth Ochs GS and

Anna Wittstruck '08, conductors, Richardson Auditorium, 8,00 p.m.

December 12: Brentano String Quartet (Edward T. Cone Artists in Residence) with
Peter Serkin, piano, and Richard Lalli, baritone,

Richardson Auditorium, 8,00 p'm. (free but tickets required)

aaaaaaaaaaaaaaaaaititaaaaaaaaaitaaa,)

Richardson Auditorium Staff
Delia Vayansky, director

Jennifer Harper, assistan[ director
Gina Madore, assistant director
Christopher Gorzelnik, production supervisor

John Burton, production technician
Liz Lammer, production technician
Bill Pierce, production technician

James Allington, audio engineer
Mary Kemler, assistant director of University Ticketing
Sharon Maselli, ticket manager

Princeton University Department of Music
Steven Mackey, chair
Ernest Clark, concert coordinator
Marilyn Ham, department manager
Alexander Kass, technical director
Cvnthia Masterson. office assistant

Gregory Smith, academic programs manager

Kyle Subramaniam, business manager

Joseph Yizzini, piano technician


