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As the orchesu·a of the 
U.S. capital, the National 
Symphony Orchestra 
regularly participates 
in events of national 
importance, i11cluding 
performances for state 
occasions, presidential 
inaugurations and official 
holiday celebrations. 
Through its world-wide tours and performances 
for heads of stale, the National Symphony 

also fills an important 
international role. 
Now in its 73rd season, 
it is generally recognized 
as one of today's finest 
orchestras. 

In 1986 the National 
Symphony became the 
artistic affiliate of The 
John F. Kennedy Center 
for the Performing Arts, 
the nation's center for 
the performing arts, 
where it has presented a 
concert season annually 

since the Center opened in 1971. The Orchestra 
itself numbers LOO musicians, presenting a 52-
week season of approximately 175 concerts each 

year. These include 
classical subscription 
series, pops conceits, 
and one of the coun-
try's most extensive 
educational programs. 

The National Symphony 
Orchestra has a strong 
commitment to the 

development of America's artistic resources. 
Through the John and June Hechinger Commis-
sioning Fund for New Orchestral Works, the 
Orchestra has commissioned more than 50 works, 
including cycles of fanfares and encores, which, 
taken as a whole, are representative of the diverse 
influences in American composition today. The 
National Symphony has long been distinguished 
for its nurturing of young American conductors; 
that commitment has escalated since the creation 
in 2000 of the Nat ional Conducting Institute, of 
whjch Music Director Leonard Slatkin is founder 
and director. 

Another important project is the National Sym-
phony Orchestra American Residencies for the 
John F. Kennedy Center for the Performing Arts. 
This venture encompasses sharing all elements 
of classicaJ symphonic music with a specific region 
of the United States, exploring the diversity of 
musicaJ influences, and giving the region a musical 
voice in the nation's center for the performing 
arts through exchanges, training programs, and 
commissions. Established in L 992, the project 
has so far taken the NSO to twelve states. 

Founded in 1931, the National Symphony 
Orchestra has served the nation through tours, 
broadcasts, and other special projects throughout 
its history. 
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Leonard Slatkin 
Music Director, Natio nal Symphony Orchestra 
Leonard Slatkin combines the roles of internation -
ally celebrated conductor, staunch advocate for 
music educat ion, and champion of American 
music and musicians. 

National Symphony Orchestra Musk Director 
since 1996, he has been praised world-wide for 
his imaginative programming and interpretations 
of a vast range of repertoire. His tenure has 
included highly lauded interna -
tional and US tours; numerous 
broadcasts; and acclaimed festivals 
- among them Soundtracks and 
Journey to America. Other dis-
tinctions include a White House 
celebration honoring the Orchestra 
and Mr . Slatkin for advocacy of 
America's artistic her itage; pro-
gramming awards; and the Na-
tional Medal of the Arts, the na-
tion's highest honor for an artist, 
bestowed upon Mr. Slatkin in 
November 2003. 

Mr. Slatkin has appeared with the 
world's major orchestras and opera companies, 
including the New York and Berlin Philharmonics, 
Cleveland Orchestra, and Amsterdam Concertge-
bouw, as well as the Metropolitan Opera and the 
Vienna Staatsoper. Chief Conductor of the BBC 
Symphony Orchestra, he became conductor lau-
reate of the Saint Louis Symphony after his highly 
successful 17-year music directorship. Through 
his positions in Saint Louis and with the National 
Symphony, he has already made enduring contri-
butions to American orchestral life. 

Mr. Slatkin's discography includes more than LOO 
recordings recognized with five Grammy Awards 
and more than SO other Grammy nominations. 

Extremely active as a broadcaster on musical 
topics, he has had his own programs on radio and 
television, and has been a guest commentator on 
NPR. Most recently he completed a BBC television 
series about the influx of composers from Europe 
to Hollywood. 

His career-long commitment to music education 
and to reaching diverse audiences has been dem-

onstrated through a range of 
activities from benefit performances 
to school board appearances to 
editorials in major newspapers. 
His advocacy of the D.C. Youth 
Orchestra enabled 130 children to 
continue public music education. 

Mr. Slatkin also founded and directs 
the NaJional Conducting Institute, 
a groundbreaking program that 
assists conductors in making the 
transition from leading part-time 
or academic orchestras to working 
with full-time major symphony 
orchestras. 

Mr. Slatkin holds numerous honorary doctorates, 
including one from his alma mater, The Juilliard 
School, and many additional honors bestowed for 
his artistry and communjty service. 

Mr. Slatkin began his musical studies on the violin. 
Born in Los Angeles into a distinguished musical 
family, his parents were conductor -violinist Felix 
Slatkin and cellist Eleanor Aller, founding members 
of the famed Hollywood String Quartet. Mr. Slatkin 
studied conducting with his father and continued 
with Walter Susskind at Aspen and Jean Morel at 
The Juilliard School. 
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,-_; PROGRAM NOTES ,-_; 
The Roman Carnival, Overture, Op. 9 

Hector Berlioz 
Born December 11, 1803, La Cote-St.-Andre, !sere 
Died March 8, 1869, Paris 

ln Janua ry 1844 Berlioz published his famous 
handbook on orches tration, the Traite 
d'instrumentation, and in the same month, byway 
of concise and brilliant demonstration of the 
techniques set forth therei n, he composed the 
scintillat ing ouverture caracteristique which he 
called Le Carnaval romain. He drew the mate rial 
for the piece from his opera Benvenuto Cellini, a 
grandly conceived work that occupied him inter-
mittently for more than th ree decades. The ope ra's 
unsuccessful premiere was given in in Paris on 
September 10, 1838; when Liszt intro duced the 
first revised version at Weimar, in 1852, Berlioz 
suggested tha t The Roman Carnival might serve 
as prelu de to Act II, whic h is set in the Piazza 
Colonna during Carn ival, but in the end he left 
it to stand on its own in the orchestral reperto ry, 
in which it had by then solidly established itse lf. 

Most of the overture's more vigorous sections 
were drawn from the opera's second act, though 
the lyric theme int roduced by the English ho rn is 
from the due t between Cellin i and his beloved 
Teresa at the end of Act I. This second the me, in 
fact, is one of those which Berlioz recycled from 
bis early Messe solennelle for use in Cellini and 
other works; once it is taken up by other elements 
of the orchestra, it comes to assume a more extro~ 
vert spirit, and the concluding po rtion of the piece 
is in the form of a grand saltarello, set forth with 
glorious abandon. 

In his Memoirs Berlioz reported that he was once 
t reated to a performance of this Qrchestral show-
piece at a party by five musicians positio11ed amo11g 
two pia nos and an early form of ha rmonium 
called the physharmon ica: 

They took the allegro far too slowly; the andante 
went well, but when they resumed the allegro at a 
still more dragging speed than before, the blood 
rushed to my head, l grew scarlet and, unable to keep 
my temper, cried out, "It is not the Carnival, it is 
Good Friday they are playing!" I leave you to imagirre 
the mirth excited among the audience by this excla-
mation. It was impossible to restore silence, and the 
overture was finished amid the laughter and noise 
of the assembly, but still quite slowly, and apparently 
without my five placid inJerpreters having been in 
the least disturbed. 

Three Places in New pngland 
Charles Ives 
Born October 20, .1874, Danbu ry, Connecticut 
Died May 19, 1954, New York City 

A New England Symphony: Three Plares in New 
England, which Ives designated his "First Orches-
tra l Set,'' was composed between I 908 and 1914, 
for a large orches tra. In order to get the work 
performed, some 15 years later, Ives rescored it 
for chamber orchestra, and in that reduced or-
chestrat ion it was i11troduced in New York on 
Janua ry l 0, I 931, by the Chamber Orchestra of 
Boston under Nicolas Slonimsky, becoming the 
first of lves's major orchestral works to be in tro-
duced to the public in its comple te form . Ives 
h imself never heard Three Places in New England 
in the form in which he conceived and com posed 
it; such a perfo r mance did not take place unti l 



PROGRAM NOTES, continued 
February 9, 1974, some 43 years after the work's 
belated premiere in its reduced scoring-and 20 
years after the composer's death-when it was 
give in New Haven by the Yale Symphony Orches-
tra under John Mauceri. Its reconstruction and 
premiere at Yale, in fact, were parts of the obser -
vance of the centenary of his birth. 

Long delays in the premieres of Ives's symphon ic 
works were the rule rather than the exception. His 
Second Symphony, completed in 1901, waited 
fully SO years for its first performance; the Third, 
finished in 1904, waited more than 40 years, and 
neither the First nor the Fourth was performed 
in full until after his death. Nicolas Slonimsky, 
who died at the end of 1995 at the age of 101 and 
is remembered now primarily as a musical scholar 
and editor of Baker's Biographical Dictionary of 
Musicians, was championing new music as a con-
ductor in the 1920s and '30s; Ives was understand -
ably responsive when Slonimsky offered an op-
portunity to get Three Places in New England heard 
after a delay of "only" 17 years-even though that 
opportunity required some by no means minor 
adjustments in the score. 

Slon imsky 's Chamber Orchestra of Boston com-
prised only 24 players, half of them strings and 
the rest for the most part solo winds with a piano 
and percussion. Ives was happy enough, under 
the circumstances, to adapt his score for this 
ensemble, and did so, basically, by transferring all 
the "extra" wind parts to the piano, an instrument 
he had not even included in his original scoring. 
Slonimsky not only introduced the work in New 
York, but five months later conducted the Euro-
pean premiere in Paris and subseque111Jy presented 
it in various other American cities. It was Slonim-
sky, too, who arranged for publication of the score 

by C.C. Birchard of Boston, and who eventually 
persuaded Richard Burgin, the concertmaster and 
associate conductor of the Boston Symphony 
Orchestra, to program the work with that orchestra 
in February 1948. Burgin's concerts established a 
tradition of performing the chamber-orchestra 
version with a full-orchestra string section-and, 
often as not, with the wind parts doubled. While 
Ives's gratitude is a matter of record, he was clearly 
disappointed with this compromise arrangeme nt, 
but it was the form in which the work took its 
place in the repertory. 

When the young James Sinclair arrived at Yale 
University's Ives Collection as assistant to John 
Kirkpatrick in 1972, he was set to work at once 
researching Three Places in New England, in hopes 
that the original version would prove restorable, 
and the successful completion of his editio11 was 
made possible by a colleague's activity directly 
related to the Jves centenary. In the fall of 1973, 
while conducting interviews for her book Charles 
Ives Revisited, the music historian Vivian Perlis 
learned from Goddard Lieberson (the CBS Records 
executive, a friend of Ives in the composer's last 
years) that Ives had given him some scores and 
photocopies of manuscripts, and she p ressed him 
to look into his closet to see just what was in that 
assortment. When Lieberson discovered that he 
had the original manuscript of the first movement 
of Three Places in New England, Miss Perlis per -
suaded him to turn it over to the Ives CoJlection 
at Yale. By then Mr. Sinclair had the manus cripts 
of the second and third movements ( or as much 
of them as survived) and copies of most of the 
first; the Lieberson gift meant be could work from 
the full-orchestra manuscripts of all three move-
ments, and by January 1974 he was able to state: 



PROGRAM NOTES, continued 
A complete study of the unnumbered symphony 
Three Places in New England has yielded a critical 
edition. In this study I have compared the published 
chamber orchestra score with surviving portions of 
the original score for full orchestra and with _earlier 
sources and sketches, in order to develop a new score 
for full ordwstra which retains both the work's original 
color and the advantages of Jves's later revisions. 

Before the centennial year was out, Mr. Sinclair 
provided this additional background for a perfor-
mance of the restored version by Eugene Ormandy 
and the Philadelphia Orchestra, who made the 
first recording of it: 

The misfortune of the 1929 project was that lves had 
to scuttle his full orchestration, tearing down many 
perfectly conceived fine shadings and "con blasto" 
tuttis into an often makeshift mis-pairing of available 
instruments. On the other hand, the good fortune 
was that he launched (probably unintentionally) 
into a vast revision of the musical texture of the work, 
and occasionally a fundamental reworking of sections. 
This has to be his last such major effort on his music. 

In the lightly scored sectiol'ls the orchestration required 
hardly any reworking; in full tuttis the process became 
a drastic crushing of string and wind parts itito the 
middle of the score (the piano part being mid-page). 
The result of the transfer to piano reminds one of the 
sound of a junior high school orchestra with its 
second-chair double reeds and French lrorns so fre-
quently missing, but with a pianist valiantly filling 
in the missing parts; only sheer genius on Jves's part 
prevents tire chamber scoring from sounding comical. 
Since Ives himself was a superb pianist, he knew well 
how to make a new piano part that would at once 
cover missing lines and also be integrated as a necessary 
member of the ensemble. /11 so doing, he frequently 
added new musical material for the piano. 

The process, then, of restoring the original full 
orchestration was not one of revising the original 
I 9 I 4 manuscripts themselves (in fact impossible, 
since so little of the second movement survived), but 
rather of restoring the original orchestration ideas 
together with the mag11ijicent compositional revisions 
of 1929. In this way the advantages of both scores 
were combined. 

Long before the work was performed in any form, 
the Three Places almost became Four . Ives noted 
in his Memos: "There was another movement, 
started but never completed, about the WendelJ 
PhiJlips row and the mob in FaneuiJ Hall." As la te 
as 1911 the outline for this orchestral set was quite 
different from the one we know now; Ives listed 
its three movements then as (l) "The Common 
(Largo)(Emerson & Park Church"; (2) "The Ab-
olitionists (Allegro)(Wendell Phillips-Faneuil 
Hall)"; (3) "The St. Gaudens (Adagio Andante)." 
The three movements that have come down to us 
were given at least three'other collective titles-
Orchestral Set No. 1; New England Symphony; Three 
New England Places-before Ives settled on Three 
Places in New England. The moods of the three 
movements reflect his own deepfelt response to 
the sites identified in the respective titles, and each 
movement is preceded in the score by a page of 
explanatory text. 

THE "ST. GAUDENS" IN BOSTON COMMON. In 1897 
a monument by the sculptor Augustus Saint-
Gaudens was erected in Boston Common to the 
memory of Colonel Robert Gould Shaw (1837-
1863) and the regiment of black soldiers he orga-
nized and led during the Civil War (the 54th 
Regiment of Massachusetts Volunteer Infan try, 
the Union Army's first black regiment). Ives at 

l 
j 
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PROGRAM NOTES, contin11ed 
one time titled this movement "Impression of the 
'St. Gaudens' in Boston Common"; he referred lo 
it alternately as "Boston Common'' and "the Black 
March!' The verses he inscribed by way of intro-
duction, signed with his own name, may have 
been derived in part from words spoken at the 
unveiling ceremony: 

Moving-Marching-Faces of Souls! 
Marked with generations of pain, 
Part-freers of a Destiny, 
Slowly, restlessly-swaying us on with you 
Towards other Freedom! 

The man on horseback, carved from 
A native quarry of the world Liberty 
And from what your country has made. 

You images of a Divine Law 
Carved in the shadow of a saddened heart-
Never light abandoned-
Of an age and of a nation. 

Above and beyond that compelling mass 
Rises the drum-beat of the common-heart 
In the silence of a strange and 
Sounding afterglow 
Moving-Marching-Faces of Souls! 

PUTNAM'S CAMP, REDDING, CONNECTICUT. The 
second movement bears the alternate title "The 
Children's Holiday at Putnam's Camp ." It is a 
fantasy describing a child's dream during a Fourth-
of-July pic nic a t the park on the site of General 
Israel Putnam's l 778-79 winter quarters. The 
particu lar picnic Ives recalled was made memora-
ble for him by the entrance of two bands at the 
same time, from different sides of the park, playing 
in different rhythms and keys, and the re-creation 
of this stunning effect has made th is movement 
probab ly the best-known single piece in the com-
poser's entire output. The piece resembles, more 

or less, a combination of two shorter works Ives 
had composed for theater orchestra in 1903: the 
Country Band March and the Overture and March 
1776. The appearance 0f The British Grenadiers 
among the American tunes does not represent a 
conflict: it was one of several English tunes taken 
over by the Americans in the l 770s and fitted with 
Yankee texts. The scenario is described as follows 
in the score: 

011ce upon a "4th of July," some time ago, so t/ie stor)' 
goes, a child went there on a picnic, held under the 
auspices of the First Church and the Village Comet 
Band. Wandering away from the rest of tl,e children 
past the camp ground into the woods, he hopes to 
catch a glimpse of some of the old soldiers. As he rests 
on the l,illside of laurel a11d hickories, the tunes of 
the band and the songs of the children grow fainter 
and fainter;--when-"mirabile dictu"-over the 
trees on the crest of the hill he sees a tall woman 
standing. She reminds him of a picture l,e has of the 
Goddess of Liberty,--b41t the face is sorrowful-she 
is pleading with the soldiers not to forget their "cause" 
and the great sacrifices they have made for it. B1,1t 
they march out of camp with fif-e and drum to a 
popular t-une of tl,e day. Suddenly a new national 
note is heard. Putnam is comi11g over the hilTs from 
the center,--the soldiers turn back and cheer. The 
little boy awakes, he hears the children's songs and 
runs down past the monwnent to "listen to the l,and" 
and join in the games and dances. 

The concluding section, THE HOUSATONIC AT 
STOCKBRIDGE, takes its title from that of a poem 
Ives loved ; he noted that this music 

was suggested by a S11nday mornir,g walk that Mrs. 
Ives and I took near Stockbridge the summer after 
we were married. We walked in the shadows along 
the river. The mist had not eutirely left the river bed, 
and the colors, the running water, the banks and elm 
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trees were something that one would always remember. 
Robert Underwood Jolinson, in his poem The Hou-
satonic at Stockbridge, paints this scene beautifully. 

Nicolas Slonimsky pointed out that the theme of 
this movement is taken from the Missionary Chant 
of the German-American hymnodist Christoph 
Zeuner (1795-1857). These lines from Johnson's 
poem are printed in the score: 

Contented river! In thy dreamy realm-
The cloudy willow and the plumy elm .. . 

Thou hast grown human laboring with men 
At wheel and spindle; sorrow doest thou ken; . . . 

Thou beautiful! From every dream hill 
What eye but wanders with thee at thy will, 
Imagining thy silver course unseen 
Conveyed by two attendant streams of green . . .. 

Contented river! And yet over-shy 
To mask thy beauty from the eager eye; 
Hast thou a thought to hide from field and town? 
In some deep current of the sunl it brown 
Art thou disquieted-still uncontent 
With praise from thy Homeric bard, who lent 
The world the placidness thou gavest him? 
Thee Bryant loved when life was at its brim; ... 

Ah! There's a restive ripple, and the swift 
Red leaves-September's firstlings-faster drift; 

Wouldst thou away, dear stream? Come, whisper 
near! 
I also of such resting have a fear; 
Let me tomorrow thy companion be. 

Symphon y No. 3 in E-flat major, 
Eroica, Op. 55 

Ludwig van Beethoven 
Born December 16, 1770, Bonn 
Died March 26, 1827, Vienna 
Orchestr ation revised by Gustav Mahler ( 1860-1911) 

Beethoven composed his Third Symphony during 
1803 and 1804 and conducted the premiere at the 
Theater an der Wien on April 7, 1805, following 
a private performance at the home of Prince 
Lobkowitz. About a hundred years later Gustav 
Mahler revised the orchestration of all the 
Beethoven symphonies, in response to, among 
other considerations, the changes that had occurred 
in the dimensions of the concert hall and the 
character of some individual instruments since 
Beethoven's time. In the Eroica, for which 
Beethoven specified pairs of flutes, oboes, clarinets 
and bassoons, with three horns, two trumpets, 
timpani and strings, Mahler doubled the entire 
woodwind complem~nt and the trumpets, added 
two £-flat clarinets, and brought the horns to a 
total of eight. Even with this enlarged orchestra 
the changes Mahler made may not call attention 
to themselves in actual performance; Leonard 
Slatkin will discuss them and present some of 
them back-to-back with the same passages in the 
original scoring before proceeding to perform the 
symphony in full. 

Beethoven was profoundly affected by democratic 
principles and by acts ofidealism and heroism. 
Fidelio, a tale of sacrifice and devotion overcoming 
injustice, is exactly the sort of opera we would 
expect from him, and we are not surprised to read 
that he undertook his incidental music for Goethe's 



PROGRAM NOTES, contiiwerl 
Egmont without fee because of his admiration for 
both the poet and the exalted message of that 
drama. He was moved by reports of the heroic 
death of the British General Abercrombie in the 
Battle of Alexandria in 1798, and by other military 
events of that dramatic period, and he was im-
pressed most of all by the young Corsican (only 
a year older than himself) who did so much to 
define that period, as First Consul of the French 
Republic. 

In Napoleon, Beethoven saw the liberator of the 
downtrodden, the destroyer of oppression and 
class distinction, the driving force for a democratic 
Europe. In 1801 he became a frequent visitor to 
the French embassy in Vienna and got to know 
the young ambassador, General Jean Baptiste 
Bernadotte, who was conspicuously active in sup-
porting music and musicians (the violinist Rod-
olphe Kreutzer, whose name was to become at-
tached to Beethoven's best-known violin sonata, 
was a member of Bernadette's retinue), and who 
subsequently became King Charles XTV of Sweden. 
The long held notion that Bernadotte suggested 
to Beethoven that he compose a work in honor 
of Napoleon is apparently without foundation, 
despite their closeness, and it appears more likely 
that Beethoven undertook this unprecedentedly 
grand symphony entirely on his own, out of his 
own hopeful enthusiasm. He expressed the hope 
that Napoleon would accept the dedication of the 
new symphony, which was to bear the title 
Bonaparte. When he learned in 1804, however, 
that Napoleon had crowned himself Emperor, his 
disillusionment was volcanic; within moments of 
receiving the news he reached for the score, literally 
tore through the paper in expunging the name 

Bon4parte, and in its place inscribed: Sinfonia 
eroica composta per festeggiare ii sovvenire d'un 
gran uomo ("Heroic Symphony composed to cel-
ebrate the memory of a great man"). The dedica-
tion was reassigned to Prince Lobkowitz. 

Beethoven's original intention was to open the 
first movement with a statement of the principal 
theme (which he may or may not have picked up 
from the Overture to Mozart's early opera Bastien 
und Bastienne); he added the two crashing chords 
as a prefatory call to attention only after the first 
movement was otherwise completed. No fewer 
than five additional themes turn up in this move-
ment, all of them similarly simple and spare, all 
similarly effective in evoking an impression of 
vigor and breadth combined. The elaborate em-
bellishments with which the principal theme is 
adorned in some of its reappearances may be a 
sort of throwback to Beethoven the brilliant key-
board improviser; the variation principle, in any 
even L, is at least hinted at, if not directly approached, 
even this early in the work. The jarring discords 
at pivotal points and the so-called false entry of 
the horn initiating the recapitulation were un-
imaginably novel when this music was first heard; 
the latter touch was regarded as a "mistake" by 
conservative musicians, a "misjudgment" on 
Beethoven's part which some conductors were 
moved to "correct" even as late as the 1890s, quite 
missing the point of his ingeniously calculated 
dramatic effect. 

Not so many years ago it was accepted as fact that 
Beethoven remarked, on hearing of Napoleon's 
death in 1821, ''I composed the music for that sad 
occasion some 17 years ago"; today, however, it 
appears that this was another mythic concoction 
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by the composer's early biographer Anton Sch in- piano variations on it-also in E-flat (Op. 35) and 
dler. Whatever Beethoven's actual motivation in 
composing a massive funeral march as the sym-
phony's slow movement (possibly the death of 
General Abercrombie), he found a ready model 
in the form of the ceremonial funeral march in 
the opera Achilles, by Ferdinando Paer (whose 
Leonora preceded Beethoven's own operatic treat-
ment of the same story by a year or two). The 
great double fugue, whose climactic threnody for 
the horns turns lament into exaltation, grandly 
rejects all attempts to affix any individual's name 
as subject. 

After the sustained intensity of the huge first and 
second movements, respite is provided in the 
scherzo, described by Tovey as "the first in which 
Beethoven fully attained Haydn's desire to replace 
the minuet by something on a scale comparable 
to the rest of a great symphony." While the tension 
is reduced here, the sheer vigor is unremitting and 
occasionally explosive. The three horns make a 
stunning effect in the trio, in which a simple 
"hunting" figure is raised to a level consonant 
with the work's title . Both sections are said to have 
roots in Austrian folk music . 

A symphonic finale in variation form was rather 
a novelty in Beethoven's time, but here that form 
seems an inspired choice for a grand summing-
up, and the theme, taken from one of his earlier 
works, is not merely "recycled," but is especially 
appropriate for its personal significance. It first 
appeared in the finale of Beethoven's ballet The 
Creatures of Prometheus, in 1801; in the same year 
he used it again as the seventh in a set of twelve 
contredanses, and in the next year he built a set of 

now called the Eroica Variations because of the 
tune's greater familiarity in the symphony . Fol-
lowing a grandly dramatic opening gesture, the 
symphony's finale begins just as the piano work 
does, with the theme at first only hinted at with 
a playful statement of its bass pattern alone. Once 
the theme itself enters, though, the treatment is 
quite different, commencing with a fugue and 
concluding with a suitably triumphal coda. 

The agreeable little dance tune of his own creation 
on which Beethoven based this finale appears to 
have intrigued him to the point of becoming a 
sort of personal signature in the years 1801-04. 
The connotations of its uses pr ior to this final 
one, and his decision to use it once more in the 
finale of this work, combine to point up the sig-
nificance of the Eroica as the most personal as 
well as the "biggest' of hi~ creations up to the time 
it was introduced, and to remind us of this own 
"Promethean" role in the service of his art. 
Beethoven may not have thought of himself on 
such a mythic level, but unt il he composed the 
Ninth, this work remained his clear favorite among 
all his symphonies. 

RiGhard Freed @2004 
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Wake Forest University 
expresses its deep 
appreciation to 

Mrs. Marion Secrest 
and her husband, the late 

Dr. Willis Secrest, 
for generously endowing 
the Secrest Artists Series. 

Ushers for tonight's performance 
are members of 

Alpha Phi Omega Service 
Fraternity 

The Secrest Artists Series wishes 
to thank Dr. David Levy, 
Beethoven specialist and 

Chairman, Department of Music, 
for his pre-concert talk. 

Ticke1s for all Secrest events are 
available without charge to all 

Wake Forest students, faculty, and 
staff. They are sold, individually 
and by season subscription, to the 
general public. To purchase tickets, 

call the Theatre Box Office at 
336. 758.5295 or the Secrest Series 

at 336.758.5757. 
MC and Visa accepted. 

Visit the Secrest web site at 
www.wfu.e du/sec restartists 

for more informatiou. 

Your courtesy in turning off all 
electronic devices is appreciated. 

The use of tape recorders and 
video equipment is not allowed. 

WAKE FOREST 
l· N I \ l R I I \ 

Final Event in the 2003-2004 Secrest Artists Season 

Masters of Mexican Music 
Friday, March 26th 
7:30PM in Wait Chapel 
These master musicians from four distinct 
regional traditions explore the musical 
histories of Mexico: the mariachi of Jalisco, 
the Veracruz harp ensemble, the accordion-based conj unto tejano of the 

Texas-Mexican border area, and the marimba of 
southern Mexico. They have dazzled audiences 
south of the border with their dexterous musical 
abilities on such instruments as the jarana, requinto, 
and arpa . Now they bring their poetic sounds to 
Wake Forest. 

The evening's featured artists include Nati Cano, Jose 
Gutierrez, and Lorenzo Cruz. Mingo Saldivar, a two-

7 time Grammy nominee and inductee into the Con-
junto Hall of Fame in San Antonio, will also perform 
with his group, Los Cuatro Espadas. Saldivar, given 

the title "Dancing Cowboy" for his lively performances, recently received a 
National Heritage Fellowship by the National Endowment for the Arts. 

This event is presented in part-
nership with Artsignite / the Arts 
Council of Winston-Salem and 
Forsyth County. Major support 
for this national tour is provided 
by the National Endowment for 
the Arts, the MidAtlantic Arts 
Foundation and the NEA 
Regional Touri~g Program. 

Visit http://www.ncta .n et for more information. 

111 conj unction w ith this Seer-est event, visit the exhibit "Life a11d Death 
i11 Ancient West Mexico" at the WFU Mu seum of Anthropolo gy and 
the Festival de lasA rtes (Hispani c Festival) 011 Sunday, March 28th at 
Reynolda House Mu seum of Am erican Art. 




