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Christopher Kendall, Artistic Director and conductor

Elisabeth Adkins, violin
Glenn Donnellan, violin
Daniel Foster, viola
Holly Hamilton, violin
David Hardy, cello
Pam Hentges, violin
Loren Kitt, clarinet
Lisa Emenheiser Logan, piano
Daniel Matsukawa, bassoon
Robert Oppelt, contrabass
Sara Stern, flute
Nancy Thomas-Weller, viola
Rachel Young, cello
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Saturday, April 15, 2000
Pre-Concert Discussion 4:00 p.m.
Concert 5:00 p.m.

Marion and Gustave Ring Auditorium
Hirshhorn Museum and Sculpture Garden

The 20th Century Consort’s 1999-2000 performance
series is sponsored by The Smithsonian Associates and funded
in part by generous contributions from The Morris and Gwendolyn Cafritz
Foundation, Sigrid Biow, The Aaron Copland Fund for Music,
the National Endowment for the Arts and the Friends of the
20th Century Consort.

% The Smithsonian Associates

Pte-Concert Discussion

Christopher Kendall, conductor;
Jennifer DeLapp, Scholar

Program
“Simple Gifts”
Shaker LOOpS . . . ...ociiietieie ittt it John Adams
I. Shaking and Trembling
II. Hymning Slews
III. Loops and Verses
IV. A Final Shaking

Ms. Adkins, Mr. Donnellan, Mr. Foster, Mr. Hardy, Ms. Hentges,
Mr. Kendall, Mr. Oppelt, Ms Young

Four Souv_cnirs .................................... Paul Schoenfield

Ms. Adkins, Ms. Logan
Intermission

Appalachian Spring. . .............. ... ... ... .. ..., Aaron Copland

Ms. Adkins, Mr. Donnellan, Mr. Foster, Ms. Hamilton, Mr. Hardy,
Ms. Hentges, Mr. Kendall, Mr. Kitt, Ms. Logan, Mr. Matsakawa, Mr. Oppelt,
Ms. Stern, Ms. Thomas-Weller, Ms. Young

>l

. The audience is invited to join the artists in the Plaza Lobby for
an informal post-concert reception, sponsored by the
Friends of the 20th Century Consort



Program Notes

by Steven Ledbetter

JOHN ADAMS (b. 1947)
Shaker Loops

A native of Massachusetts, John Adams achieved his “musical awak-
ening into consciousness” in Symphony Hall, sometime in the
1950s, when an elderly female relative gave him a ticket to a con-
cert. “I sat in about the 8th row; Richard Burgin conducted, and
the very first orchestral sound I heard was a double string orches-
tra, that incredible G-minor chord that opens Vaughan Williams's
Tallis Fantasy. It was a primal experience!” Adams learned to play
the clarinet and went on to study at Harvard, where he studied pri-
marily with Leon Kirchner. “My music was always fairly tonal, but
then it was expressionistic in a way that is hard to define” He was
also active as a conductor at Harvard, where he became director of
the Bach Society, and played clarinet professionally (he was a mem-
ber of the orchestra in the American premiere of Schoenberg’s
Moses und Aron, which Sarah Caldwell conducted at the Boston
Opera Company).

Upon receiving his M.A. from Harvard, Adams moved to San
Francisco, where he has lived, taught, and composed since 1972.
He became involved with the San Francisco Symphony when he
worked with Edo de Waart to implement a series of concerts enti-
tled “New and Unusual Music,” beginning in 1980. The series
received national attention and became the model for a Composer-
in-Residence program operating with a number of American
orchestras, in which a composer forms an extended relationship
with an ensemble, assisting the music director in choosing new
music by other composers for performance and writing new pieces
to be given their premieres by the host orchestra.

In the early years, John Adams’s music included works for tradi-
tional instruments as well as electronic music. Working in one
medium has sometimes helped shape his views of another. Work
with electronics allowed him to experience the sound directly—
while composing—in its precise, full sonority (a luxury not nor-
mally granted to composers for instruments, unless they happen to
be writing for a single instrument that they can play themselves).

Electronic music often relies more on timbre and pulse than on,
say, melody, as a shaping force. The experience of working with
the medium affected what Adams wanted to hear when he was
writing for instruments as well—his ear and his imagination were
newly sensitized to the power of sonority, of timbre, of instrumen-
tal color.

During the 1970s Adams became interested in the kind of
music described by the term “minimalist,” based in overlapping
repeated patterns and steady pulses. Many composers have worked
with minimalist ideas in recent years, coming at them from differ-
ent directions, whether by way of Indian classical music (like Philip
Glass) or through the influence of an inveterate experimenter such
as John Cage, or African drumming (Steve Reich). Adams encoun-
tered minimalist ideas in a performance that he conducted at the
San Francisco Conservatory, sometime in the mid-1970s, of a work
by Steve Reich. “I saw some possibilities in that, in developing on
this extremely simple music, building much more complex struc-
tures, a much richer harmonic palette. The ‘minimalist’ qualities
that I began to use were the insistent pulse and the repetitive
nature of the building up of structures. My first piece that qualifies
as minimalist was Phrygian Gates, a large work for solo piano—
that was a rather strict, severe composition, a lot of pre-composi-
tional decisions were made; things have loosened up more
recently” One might ask whether his years in California led him to
find solutions in Asian music, as so many Californians did, but he
insisted that this was not the case. “Despite the fact that I've lived
in California all these years, I am still terribly European-oriented,
my cultural sympathies still lie with German music.”

Adams rather quickly distinguished himself from the other com-
posers known for the “minimalist” approach—particularly Terry
Riley, Philip Glass, and Steve Reich—Dby finding fruitful connections
between “minimalism” and older, “maximal,” techniques, which
continued in many later works.

His music features more rapid changes of activity than was the
case in the sometimes hypnotic, seemingly endless, repetitions of
older minimalist music. Harmonium for chorus and orchestra
(1981) and Grand Pianola Music (1982) moved farther away from
the purest minimalism, with considerable dramatic contrast and a
pronounced sense of motion and sectional articulation. Adams has
become best known for his two operas, Nixon in China and The



Death of Klingboffer, both to librettos by Alice Goodman based on
recent actual events and memorably staged by Peter Sellars, both of
which enjoyed singular success.

Adams seems to like alternating works of carefully controlled
emotion, building over long arches to a substantial climax, as in his
moving work for baritone and orchestra, The Wound-Dresser,
which sets Walt Whitman'’s description of caring for the dead and
dying young men in the Washington field hospitals during the Civil
War—a text that cannot help evoking the more recent scourge of
AIDS, which saw a generation dying pointlessly. Yet this quiet, pro-
found score came soon after a wildly devil-may-care orchestral
work called Fearful Symmetries (the two pieces were released on
the same recording, as if to point up their striking opposition in
mood. His more recent works have included the quirky and viva-
cious Gnarly Buttons, for clarinet and chamber orchestra, and the
lyrical and expressive Violin Concerto, which has received a num-
ber of major awards. ’

Today, John Adams is one of our best-known American com-
posers. When he composed Shaker Loops, he was just beginning
the work that was to propel him to the forefront of American com-
position. At that time he had the good fortune to be able to work
almost the way a composer of electronic music does—hearing a
reading of the piece in draft, recording it, listening to it, refining it,
and hearing it again in successively closer approximations of his
vision. This happened through his directorship of the New Music
Ensemble at the San Francisco Conservatory, which gave him an
ensemble that could, when desired, function as a workshop for the
composer.

In the fall of 1977 Adams was experimenting with a trio of vio-
lins playing certain tremolo patterns. This material grew into a
work, Wavemaker, performed the following February, then further
reworked for amplified string quartet. The second version was
played by the Kronos Quartet at the Cabrillo Festival in August
1978, but the composer withdrew it for further refinement after a
single performance. Through the autumn of 1978, he worked with
a group of Conservatory string players, rehearsing, testing, and
rewriting the piece until it assumed its present shape.

Shaker Loops is a “modular” composition for seven solo strings
or seven-part string orchestra. The term “modular” implies that the
piece is built up out of repeated sections that run simultaneously in

the different parts (though rarely
repeating themselves at the same
time). Each instrumental line consists
of patterns that recur over and over,
gradually changing in one part or
another, so that the listener hears a
constant pulsing activity with a very >
gradual change of harmony and sonor- fE2%=
ity on the large scale. -
The score is divided into four sec- [y
tions which run directly from one to
the other. These sections are quite dis- 3
tinct, each being characterized by a
particular style of string playing, yet
the boundaries between sections seem to be made purposcly misty,
so that we find ourselves moving gradually from, say, “Shaking &
Trembling” to “Hymning Slews.” It is worth noting here that the
title, Shaker Loops, and the references in the section headings to
“hymning” and to “verses” do not imply anything like a direct bor-
rowing from the music of the people called Shakers, members of
the Millennial Church, who were well established in certain areas
of New England a century ago (including regions where John
Adams grew up), but who are now virtually extinct. The services of
the Shakers were filled with music and dance in which, they felt,
they were seized by a divine power and carried to a level of rap-
ture. The musical “shaking” of the measured tremolo throughout
much of John Adams’s score may capture some of the fine frenzy of
the Shakers (at a climactic moment, he calls upon the performers
to “Shake!”), but does not make use of any of their hymn tunes as
the title might lead us to expect (and as Aaron Copland did in
Appalachian Spring over fifty years ago). The pun arises rather
from the frequent use of the measured tremolo, a musical “shake,
as a fundamental rhythmic pattern in the score. The word “Loops”
in the title refers to the repeated musical ideas by analogy with
“tape loops” that are often used in the creation of electronic music,
a segment of sound material on tape that is repeated over and over
again. Here, of course, the “loops” are played “live” by the perform-
ers.
The composer’s own description of Shaker Loops describes the

course of the work very clearly:




The four sections, although they meld together evenly, are really quite
distinct, each being characterized by a particular style of string play-
ing. The outside movements are devoted to “shaking,” the fast, tightly
rhythmicized motion of the bow across the strings. The “slews” of
Part II are slow, languid glissandi heard floating within an almost
motionless pool of stationary sound (played senza vibrato). Part 1l is
essentially melodic, with the celli playing long, lyrical lines (which
are nevertheless loops themselves) against a background of muted
violins, an activity which gradually takes on speed and mass until it
culminates in the wild push-pull section that is the emotional high-
point of the piece. The floating harmonics, a kind of disembodied
ghost of the push-pull figures in Part III, signal the start of Part IV, a
final dance of the bows across the strings which concludes with the
four upper voices lightly rocking away on the natural overtones of
their strings while the celli and bass provide a quiet pedal point
beneath.

PAUL SCHOENFIELD
Four Souvenirs, for violin and piano

Paul Schoenfield was born in Detroit on January 24, 1947. He is
one of an increasing number of composers whose music is inspired
by the whole world of musical experience—popular styles both
American and foreign, vernacular and folk traditions, and the “nor-
mal” historical traditions of cultivated music-making, often treated
with sly twists. He frequently mixes in a single piece ideas that
grew up in entirely different worlds, making them talk to each
other, so to speak, and delighting in the surprises their interaction
evokes. For example, themes from Wagner’s Tannbduser turn up
in his evocation of country fiddle music, the Tbree Country Fiddle
Pieces for violin and piano, one of his first works to be recorded.
Similarly in Carolina Morning we find elements of the 1922 song
Carolina in the Morning, which Gus Kahn [words] and Walter
Donaldson [music] wrote for a revue called Tbe Passing Show of
1922.

Schoenfield is a pianist and composer who, he says, “ran away
at 16” from his native town. He studied at Carnegie-Mellon
Institute, where he became assistant to Nikolai Lopatnikoff; later he
studied with Robert Muczynski at the University of Arizona. After
living in Minnesota for about six years, he moved to Ohio, where
he spent several years on the faculty of the University of Akron
before moving to Israel. He recently returned to Ohio.

Schoenfield’s shorter chamber works with characteristic
titles—Three Country Fiddle Tunes; Vaudeville, Cafe Music; and
Elegy, Rag, and Boogie—and longer pieces such as the piano con-
certo often refer to popular styles of entertainment music, often
reflecting his own Orthodox Jewish tradition, even though

0 Schoenfield transmutes them clearly into concert works—serious
0 compositions with a sense of humor.

Regarding his Four Souvenirs for violin and orcbestra, the
composer writes:

Four Souvenirs was commissioned by the Soviet emigré Lev
Polyakin. Although a classical violinist by training, Lev has had a pro-
clivity for jazz since coming to this country. In addition to being a
member of the Cleveland Orchestra, he frequently performs at
Cleveland’s jazz clubs.

Specifically, he asked for some short pieces that could be
played at “Night Town,” a local jazz spot that specializes in bring-
ing old jazz styles to the fore. Thus these pieces are in fact actual
souvenirs, music that one could hear during the great radio days of
the 1920s.

AARON COPLAND (1900-1990)
Appalacbian Spring, Ballet for Martba

American composers’ urge to write in a nationalistic, “American”
style ran deeply before Aaron Copland created one way of doing so
in the 1920s. His desire to become recognizably “American” led at
first to an encounter with jazz elements (though never with actual
jazz composition) in the Organ Sympbony, Music for the Theater,
and the Piano Concerto. Though these works marked Copland as a
man to watch and hinted at the course of things to come, they

) were regarded by many as “difficult” scores. And his style became

still more complex at the beginning of the 1930s with the

) Sympbonic Ode, the Sbort Sympbony, and the granitic Piano

Variations.

But the social changes of the 1930s brought a general interest
among the leftist artists and thinkers with whom Copland was
friendly in attracting a wider audience than ever before, in address-
ing the common man and expressing his hopes, dreams, and
desires by artistic means. Copland was one of a generation of com-
posers who shared this desire; he accomplished the change of
viewpoint with notable success, simplifying his style for greater



accessibility, but never ceasing to be utterly individual in sound or
approach. The simplicity heightened certain elements that had not
been apparent in his music earlier—most notably an extraordinary
tenderness that never becomes sentimental. At the same time,
Copland’s music retained its

energy and verve, its sense of space and color in laying out orches-
tral lines; thus his music is instantly recognizable as proceeding
from the same musical imagination, no matter what its style.

Copland had already written two popular ballets based on west-
ern themes—a striking achievement in imagination for a composer
city-born and city-bred. Both Billy the Kid, composed for Eugene
Loring, and Rodeo, composed for Agnes de Mille, had been notable
successes, so it could have been no surprise when Martha Graham
asked him to compose a ballet for her. Graham presented him with
a scenario to which he invented his music, scoring it for thirteen
instruments because that was all that could be accommodated in
the Coolidge Auditorium at the Library of Congress, where the pre-
miere was to take place.

Copland had no title in mind as he composed; Graham sug-
gested Appalachian Spring, which was a phrase she had liked
from a poem by Hart Crane. The scenario is a simple one, touching
on primal issues of marriage and survival, on the eternal regenera-
tion suggested by spring. It is set in the Pennsylvania hills early in
the nineteenth century.

The bride-to-be and the young farmer-husband enact the emotions,
joyful and apprehensive, their new domestic partnership invites. An
older neighbor suggests now and then the rocky confidence of expe-
rience. A revivalist and his followers remind the new householders of
the strange and terrible aspects of human fate. At the end the couple
are left quiet and strong in their new house.

Shortly after the premiere, Copland prepared a version for full
orchestra that contains the substance of the ballet, omitting a few
passages that Copland felt were of interest only when accompany-
ing the danced story. For many years that was the only way one
could hear the music of Appalachian Spring, except in the perfor-
mances of the Graham company. But in the last decade or two,
many performances have chosen to feature the original scoring for
thirteen instruments, though still using the shortened form of the
orchestral version. This evening’s performance will include the
entire ballet score as Copland wrote it for Martha Graham. The

score has no feeling of restraint from its necessary limitation to thir-
teen instruments. Even when writing for full orchestra, Copland
has always tended to produce a lean sound, lithe and athletic; the
use of thé smaller ensemble simply highlights that tendency in his
work.

All of Copland’s three major ballet scores make use of old folk
melodies, but Appalachian Spring uses the least; the only tune to
pre-date the composition is the Shaker hymn “Simple Gifts,” which
serves as the basis of a series of variations near the end of the bal-
let. But the tune also plays a background role in unifying the entire
score; from the introduction onward, we frequently hear a three-
note motive that is easily recognizable as the first five notes of
“Simple Gifts” in outline form. From this motive comes the entire
triadic “sound” of the ballet. It employs a harmonic style often
referred to “white-note harmony” because its elements can be
found by playing on all the white notes of the piano keyboard; this
diatonic sound, even when employed in chords dissonant by tradi-
tional harmonic standards, seems fresh and clean compared to the
endless, sometimes overheated, chromaticism of late romantic
music. When used here, to evoke a new world, an open frontier
being settled by hardy individuals, Copland makes it by turns
strong, assertive, even acerbic, or delicate and tender. Through all
its changing moods, Copland’s score calls up a sense of the opti-
mism and courage, the vigor and energy, and the deep wellspring
of faith and hope that we like to regard as characteristic of the
American experience.

© Copyright 2000 by Steven Ledbetter. All rights reserved.



About the Artists

ELISABETH ADKINS, violin, is Associate Concertmaster of the National
Symphony Orchestra. She received her doctorate from Yale University,
where she studied with Oscar Shumsky. She is active as a recitalist, con-
certo soloist, and chamber musician. Recent appearances include concer-
tos‘with the National Symphony, the Springfield Symphony, and the
Echpsc Chamber Orchestra, and recitals at the Kennedy Center, the
National Gallery, and the Phillips Collection. She is a founding member of
the American Chamber Players; her recordings with the group can be
hFard on Koch International Classics. The daughter of noted musicolo-
gists, she and her seven siblings comprise the Adkins String Ensemble,
which gave its debut concert in 1993 and has completed a CD recording.
Ms. Adkins is on the faculty of the University of Maryland School of Music.

GLENN DONNELLAN, second violinist with the National Symphony
Orchestra, is a native of Washington State. He earned his Bachelor of Music
degree in Violin Performance at the University of Minnesota under Almita
an.d Roland Vamos. He continued with graduate work in the University of
Minnesota Graduate String Quartet. His association with the violin origi-
nates from his Norwegian family heritage of several generations of
Hardanger fiddle players (the Hardanger fiddle is a national folk instrument
of Norway). In addition to chamber music activities within and outside the
NSO, he is active in NSO outreach programs, performing for young audi-
ences at the Theater Lab and in the DC public schools, as well as in public
schools and community centers during each annual NSO State Residency
program.

DANIEL FOSTER, Principal Violist of the National Symphony Orchestra, is
also active as a soloist, chamber musician and teacher. Since capturing the
First Prize in both the William Primrose and Washington International
Competitions, he has appeared in recital and as soloist with orchestras in
Washington, DC and throughout the United States. Mr. Foster has been a
member of the Manchester Quartet since 1993, and spent four summers at
the Marlboro Music Festival, touring the United States on two occasions
with Music from Marlboro. Mr. Foster is on the faculty of the University of
Maryland School of Music.

HOLLY HAMILTON, violinist, studied violin as an undergraduate with Tiberius
Klausner at the University of Missouri-Kansas City Conservatory of Music.
She later earned her Master of Music degree in Violin Performance from
Yale University, where she studied with Skoyo Aki, Broadus Erle and the
Tokyo Quartet. She joined the National Symphony Orchestra in 1978, hav-
ing previously performed with the New Haven Symphony and the Santa Fe
Opera Orchestra. She has appeared as a soloist with both the NSO and the
Eclipse Chamber Orchestra. In addition, she is an active recitalist and

chamber musician. Ms. Hamilton currently teaches in the NSO Youth
Fellowship Program. On her tours around the country with the NSO, Ms.
Hamilton enjoys giving workshops and concerts for children as well as for
special aeeds citizens. She resides in Bethesda with her husband and three
children.

DAVID HARDY, cello, achieved international recognition in 1982 as the top

American prize winner at the Seventh Annual Tchaikovsky Cello
Competition in Moscow. Mr. Hardy is a graduate of the Peabody
Conservatory of Music. He has studied with Laurence Lesser, Stephen
Kates, Berl Senofsky and Mstislav Rostropovich, making his solo debut
with the Baltimore Symphony at the age of 16. In 1981 he became the
Assistant Principal Cellist of the National Symphony and the youngest
member of that organization, and in 1994 he was appointed Principal
Cellist. Mr. Hardy is on the faculty at the University of Maryland School of
Music and is the cellist of the Opus 3 Trio. His playing can be heard on
recordings on the Melodia, Educo, and Delos labels.

PAM HENTGES, violin, is the assistant principal second violinist of the

National Symphony Orchestra. She was previously principal second violin
with The Richmond Symphony from 1983-1997 and was also a member of
the Richmond Symphony Quartet, the Richmond Chamber Players and
The Oberon Quartet. Prior to moving to Richmond, Ms. Hentges was a
member of the Kennedy Center Opera House Orchestra. Ms. Hentges
began studying violin at the age of four with George Perlman. She received
both her bachelor and master of music degrees from Catholic University of
America where she studied with Robert Gerle as a full scholarship student.
She maintains a private violin studio in the Washington metropolitan area.

CHRISTOPHER KENDALL, Artistic Director and Conductor, is Director of the

School of Music at the University of Maryland and founder and lutenist of
the Folger Consort. From 1987 to 1992, he was Assistant, then Associate
Conductor of the Seattle Symphony, and from 1993-1996 directed the
music programs at Boston University and the Boston University
Tanglewood Institute. Guest conducting engagements include the
Chamber Music Society of Lincoln Center, the Da Capo Chamber Players,
Boston’s Collage and Dinosaur Annex, New York Chamber Symphony,
Annapolis Symphony, Dayton Philharmonic, Santa Fe Chamber Music
Festival and the Symphony, Orchestra and Chamber Orchestra of the
Juilliard School. His performances can be heard on the Delos, CRI, Bard,
ASV, and Smithsonian Collection labels.

LOREN KITT, clarinet, is Principal Clarinetist of the National Symphony

Orchestra and a graduate of the Curtis Institute of Music. Prior to joining
the National Symphony in 1970, he performed with the Buffalo
Philharmonic and was Principal Clarinetist of the Milwaukee Symphony.
He has also been a Professor of Music at Oberlin Conservatory and is cur-




rently on the faculty of the School of Music at the University of Maryland.
Mr. Kitt was a featured artist with the Chamber Music Society of Lincoln
Center. He is heard frequently in Washington with the Theater Chamber
Players of the Kennedy Center and The Library of Congress Summer Music
Festival, and is a regular guest performer with the Emerson String Quartet
in their series at the Renwick Gallery.

LISA EMENHEISER LOGAN, piano, is a graduate of the Juilliard School, where
she received both Bachelor and Master of Music degrees as a student of
Ania Dorfmann. She has performed in recitals at Alice Tully Hall, Avery
Fistier Hall, Carnegie Recital Hall, and appears frequently at the Kennedy
Center and National Gallery. She has served as acting principal pianist for
the National Symphony Orchestra, and has appeared as soloist with both

 the Baltimore and Richmond Symphonies. As an established chamber
musician, Ms. Logan has petformed across the globe with such artists as
Julius Baker, Eugenia Zucherman, Ransom Wilson, Jean-Pierre Rampal and
Nadja Salerno-Sonnenberg. She has recorded for Pro Arte Records, VAI
Audio, and Delos. Ms. Logan is the pianist of the Opus 3 Trio.

DANIEL MATSUKAWA, bassoon, is Principal Bassoonist of the National
Symphony Orchestra. He studied at the Juilliard School with Harold
Goltzer, and received his Bachelor of Music degree from the Curtis
Institute of Music in Philadelphia, where he was a pupil of Bernard
Garficld. He has been a recipient of numerous awards and prizes, includ-
ing a solo concerto debut in Carnegic Hall at the age of cighteen. He has
participated in festivals including Marlboro, Tanglewood, Aspen, Blossom,
and the Pacific Music Festival in Japan. Prior to his post with the National
Symphony, Mr. Matsukawa was Principal Bassoonist of the Virginia
Symphony Orchestra. He has also served as Acting-Principal with the Saint
Louis Symphony and the Memphis Symphony Orchestra in separate sea-
sons. Mr. Matsukawa was recently named Principal Bassoonist of the
Philadelphia Orchestra, beginning his duties there in the fall of 2000.

ROBERT J. OPPELT, contrabass, joined the National Symphony Orchestra in
1982 and in 1984 was promoted to assistant principal. After national audi-
tions in 1996, Leonard Slatkin appointed Mr. Oppelt to lead the orchestra’s
bass section. Since coming to Washington, D.C. in 1982, he has performed
regularly with the 20th Century Consort and many other chamber groups
in the Washington, D.C. metropolitan arca. He also enjoys performing as
soloist and will appear as such with the Millbrook Orchestra of
Shepherdstown, WV and Cascade Symphony of Edmonds, WA during their
1997-98 concert season. He is a graduate of North Carolina School of the
Arts where he was twice recipient of the Vittorio Giannini Memorial
Award, and is on the faculty of the University of Maryland Schoof of Music.

SARA STERN, flute, has performed much of this century’s most important

solo and chamber music and has premiered and recorded significant new

o

compositions as solo flutist with the 20th Century Consort. Other posi-
tions she currently holds are Principal Flute with the Virginia Chamber
Orchestra and the Washington Concert Opera. Ms. Stern’s musical evolu-
tion has included such diverse turns as the Afro-Cuban “Kwane and thc'
Kwaihditos," the San Francisco street trio “Arcangelo,” recitals at Carnegie
Hall and the Terrace Theater, and guest artist appearances with the
Emerson String Quartet and the American Chamber Players. She is also a
member of the flute and harp duo “Stern and Levalier” with NSO Principal
Harpist Dotian Levalier, and solo flutist with the woodwind-based
“Eastwind Consort”

NANCY THOMAS-WELLER, viola, is a graduate of the Curtis Institute of

Music, where she studied viola with Joseph de Pasquale. She joined the
National Symphony in 1989 and has been a member of the Manchester
String Quartet. Ms. Thomas-Weller has performed chamber music at
venues including the Corcoran Gallery of Art and the Academy of Arts and
Sciences. She has appeared as viola soloist with the New Jersey Symphony
and the Eclipse Chamber Orchestra. In addition to her position in the .
National Symphony Orchestra, Ms. Thomas-Weller currently performs with
the National String Quartet. She plays on a viola made for her by her hus-
ban, luthier Michael Weller.

RACHEL YOUNG, cellist with the National Symphony Orchestra, has

appeared as soloist with the National Chamber Orchestra, the Peabody
Symphony Orchestra, the New England Conservatory Chamber Orchf:stm,
and the National Symphony Orchestra’s Summer Youth Ensemble. Prior to
her appointment to the National Symphony she was the Principal Cellist of
the Kennedy Center Opera House Orchestra and founder of the Isosceles
Duo. Ms. Young has presented recitals at Strathmore Hall, the German and
Austrian Embassies, New England Conservatory, and the Anderson House
Museum, as well as solo appearances at the Corcoran Gallery of Art and
the John E Kennedy Center. She has appeared as a chamber artist with the
Twentieth Century Consort, the National Musical Arts Society, the '
Embassy Series, the Washington Music Ensemble, the Contemporary Music
Forum, on WGMS Radio and at the White House. Ms. Young received the
Bachelor of Music degree from the New England Conservatory of Music
where she studied with Laurence Lesser, and her master’s degree is in
cello performance with Stephen Kates at the Pcaquy Conservatory.
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