
Métaboles
Henri Dutilleux

Born: Angers, France, January 22, 1916
Living in France

Great music nearly always rises to the top,
though sometimes it takes a while. It’s
now obvious to all that Henri Dutilleux is
one of the leading composers of our time,
yet for much of his life, musical politics
kept his music largely out of the public
eye. Some have cited the exaggerated
influence of his countryman Pierre Boulez,
whose rigorous serialist outlook looked
more toward Schoenberg than toward
Bartók or Stravinsky. But Boulez is eighty-
three now, and Dutilleux nearly
ninety-three; any hard feelings from the
past have mellowed as both have achieved
near-legendary status. “Our relations are
now very good, très chaleureux,” Dutilleux
told a British journalist in 2005.
Today we can all rejoice that Dutil-

leux’s music has found its way to
American concert halls with increasing
frequency, for no picture of French music
is complete without it. (We need Boulez,
too.) Constructed with an uncanny

intuition for rhetorical discourse and
painted with vivid colors, it often finds
comparison to literature and to the visual
arts. Indeed Dutilleux has said that Marcel
Proust’s novels encouraged him to venture
beyond traditional forms, and works such
as Timbres, espace, mouvement pay overt
homage to visual art (in this case, Van
Gogh’s Starry Night).

An artistic family
But whereas the paternal side of
Dutilleux’s family boasted painters,
lithographers, and printers, it was the
musical ancestry on his mother’s side that
had the deepest impact on young Henri.
The youngest of four children in an
intensely musical home, he advanced
quickly on the piano and enrolled in the
Douai Conservatory at the age of eight—
composing from his early teens and
landing in the prestigious composition
class of Henri Busser. He won the Prix de
Rome in 1938 but spent only a few
months in Rome before World War II
forced him to return home.
He worked as a medical orderly during

the war, then as pianist, conductor, and
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arranger. After a stint with French Radio,
he was professor of composition at the
École Normale in Paris (1961–70) and
from 1971, at the Paris Conservatory.
His initial works bore conventional

titles (Piano Sonata No. 1, Symphony No.
1) but by the 1960s he was moving toward
more descriptive, poetic titles (Tout un
monde lointain…). By the 1970s he was
receiving major commissions from Serge
Koussevitzky and Mstislav Rostropovich,
and he has subsequently written for Isaac
Stern (L’Arbre des songes), Anne-Sophie
Mutter (Sur le même accord), and Renée
Fleming (Le Temps l’horloge, 2007).
Dutilleux’s music, with short-breathed,

folk-like melodies and strongly etched
motivic material, favors pitch centers
but is rarely outright tonal.Métaboles,
completed in 1964, was first performed by
George Szell and the Cleveland Orchestra
on January 14, 1965.
This seventeen-minute miniature gem

consists of five sections performed without
pause, emphasizing each of the sections of
the orchestra and then melding them all.
This musical “metamorphosis” evolves
from the initial Incantatoire—like Rite of
Spring in its piercing polytonal opening—
to the low, sustained string chords of
Linéaire, which features a slower version of
the motif. Brass explosions form the wild
Obsessionnel, tom-tom taps provide a
tender “night music” (Torpide), and
snarling snare drums signal the final
Flamboyant.

Piano Concerto, Op. 38
Samuel Barber

Born: West Chester, Pa., March 9, 1910
Died: New York City, January 23, 1981

Talk about pressure. America’s leading
publisher of the day, G. Schirmer,
commissions you to write a piano concerto,

your first, for the opening-week festivities
of what will become the most significant
performing-arts center in the hemisphere,
Lincoln Center. But Samuel Barber stood
up to the challenge, and by March 1960
the piece was well underway. He cheated a
bit, perhaps, by adapting his 1959 Elegy for
flute and piano to create the slow move-
ment. Moreover the death of his sister in
1961 threw him into a deep depression,
and he struggled to complete the final
movement in time for the scheduled
premiere on September 24, 1962.
John Browning, the soloist for whom

Barber composed the work, remembered
the late summer of 1962 as an especially
tense period. “For the last two weeks
before the premiere I would go to his
house every day,” Browning said, “pick up
two or three sheets of manuscript, and
start learning them. This went
on until the movement was completed.
I was working about 15 hours a day to
memorize it.”
Expectations were high, and Barber

delivered what is perhaps the greatest
American piano concerto since Edward
MacDowell’s Concerto No. 2. (And has
there been a better one since?) John
Browning played the premiere with Erich
Leinsdorf and the Boston Symphony, and
it caused a minor sensation. One New
York critic announced “the birth of an
American classic.” It became a signature
piece for Browning, who championed it
tirelessly for much of the rest of his career.
It was a Browning performance in

Vancouver that inspired a teenaged
Meng-Chieh Liu to learn the piece after
he first heard it. “I thought, ‘Wow what a
great concerto,’ ” Mr. Liu said recently. “It
certainly belongs among the great
contemporary concertos.” Mr. Liu added
that he has always felt an affinity to
Barber’s fusion of Romantic and modern.

Barber’s inspiration for the concerto
grew partly from the admiration he had
gained for Browning’s pianism in 1956,
when he heard the young pianist rehearse
Rachmaninoff’s Second Concerto for his
debut with the New York Philharmonic.
Later Barber had Browning play through
much of his repertoire, which included
music of Debussy, Chopin, Scriabin, and
Rachmaninoff. Much of the virtuoso
idiom of these composers—and some of
the color and pyrotechnics Browning had
learned as a student of Rosina Lhévinne at
Juilliard, such as parallel sixths moving in
opposite directions—found its way into
the concerto’s keyboard part. “I think
some American composers don’t know the
piano well enough,” Barber said in 1964.
“They use all possible richness in
orchestral scoring, but they cut down their
palette to a sort of gray for the piano.”

Conventional and contemporary
The concerto contains much of the
operatic cantabile for which the composer
is best known. Nevertheless the concerto
was judged harshly by many, for it entered
the repertoire during an era that placed
much value on the avant-garde. “But what
is tradition?” wrote the critic Paul Henry
Lang after the premiere, defending the
work’s conservatism. “That a work is
deliberately within a somewhat older style
is not a flaw unless it fails to gather
impetus from the artist’s temperament in
the proceeding. This concerto rises
everywhere above the painstaking and the
ingenious; its individual elements have
importance in themselves …”
Despite its conventional approach, the

concerto reveals a finely tuned awareness
of contemporary trends. More than one
analyst has discussed elements of twelve-
tone composition found in the opening
movement, for example (all twelve notes

are heard in the soloist’s circular first
phrase, which forms the movement’s
principal motivic building-block); likewise
the driving 5/8 rhythms of the finale
recall Prokofiev’s motoric wartime
endings. But the concerto’s lush textures
and “luscious” melodies reveal a
Romanticist’s temperament, and its
intricate architecture recalls the music
of J. S. Bach.
Barber wrote the following note about

the piece:

The Concerto begins with a solo for piano in
recitative style (Allegro appassionato) in
which three themes or figures are announced,
the first declamatory, the second and third
rhythmic. The orchestra interrupts, più
mosso, to sing the impassioned main theme,
not before stated. All this material is now
embroidered more quietly and occasionally
whimsically by piano and orchestra until the
tempo slackens (doppio meno mosso) and
the oboe introduces a second lyric section. A
development along symphonic lines leads to a
cadenza for soloist, and a recapitulation with
fortissimo ending.

The second movement (Canzone:
Moderato) is song-like in character, the flute
being principal soloist. The piano enters with
the same material, which is subsequently sung
by muted strings to the accompaniment of
piano figurations.

The last movement (Allegro molto in
5/8), after several fortissimo repeated chords
by the orchestra, plunges headlong into an
ostinato bass figure for piano, over which
several themes are tossed. There are two
contrasting sections (one un pochettino meno,
for clarinet solo, and one for three flutes,
muted trombones, and harp, con grazia)
where the fast tempo relents: but the ostinato
figure keeps insistently reappearing, mostly by
the piano protagonist, and the 5/8 meter is
never changed.
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Symphonie fantastique, Op. 14
Hector Berlioz

Born: La Côte-St.-André, Isère,
December 11, 1803
Died: Paris, March 8, 1869

Poor Berlioz: The only thing worse than
harboring an unrequited love for a
celebrity is having that love returned, and
ending up locked in a frustrating marriage
for twenty-one years with someone who
was probably a mismatch in the first place.
In Berlioz’s case it was a gorgeous Irish
actress named Harriet Smithson, whom he
saw in Paris productions ofHamlet and
Romeo and Juliet in 1827. Though he
barely understood a word of the English-
language originals, by the third act of
Romeo he was in love with Juliet. Or so he
claimed, in his usual hyperbolic Romantic
mode of expression.
“Half suffocated by emotion,” he wrote,

“with the grip of an iron hand upon my
heart, I cried out to myself, ‘I am lost! I am
lost!’” They finally met two years later and
spent several passionate years together;
alas, their long, turbulent marriage ended
in separation. The revolutionary
Symphonie fantastique became the story of
his life with and love for Harriet—thus
the subtitle, “Episodes in the Life of an
Artist.”
Berlioz composed with desperate speed,

borrowing musical materials from his own
previous works as he went along. It was
the first full-blown programmatic
symphony of the Romantic period; no
previous piece had worked out a storyline
in such relentless detail. To make certain
his intentions were clear, Berlioz printed
the tale and distributed it to the audience
at the premiere on December 5, 1830.
“The composer’s intention has been to

develop various episodes in the life of an
artist, insofar as they lend themselves to

musical treatment,” Berlioz wrote. “As the
work cannot rely on the assistance of
speech, the plan of the instrumental
drama needs to be set out in advance. The
following program must therefore be
considered as the spoken text of an opera,
which serves to introduce musical
movements and to motivate their
character and expression.”
Thus at its heart, the Symphonie is a

dramatic work, an orchestral expression by
a composer who had yet to score any
genuine successes at the Paris Opéra, and
who found, in this work, an outlet for his
dramatic gifts. It also featured some of the
most daring harmonic and orchestral
effects to date, less shocking today but still
remarkable to hear. At its musical core is
what Berlioz had called the idée fixe, the
chief melodic motif that represents
Harriet. Below is a condensed version of
the composer’s own program note, which
was published in the first printed edition
of the symphony.

First Movement: Daydreams, Passions.
The composer imagines that a young
musician, troubled by that spiritual sickness
which a famous writer has called “the
emptiness of passions,” sees for the first time
a woman who possesses all the charms of the
ideal being he has dreamed of, and falls
desperately in love with her. ... The beloved
vision never appears to the artist’s mind except
in association with a musical idea, in which he
perceives the same character—impassioned,
yet refined and diffident—that he attributes
to the object of his love. This melodic image
and its model pursue him unceasingly like a
double “fixed idea.” That is why the tune
at the beginning of the firstAllegro
constantly recurs in every movement of
the symphony. ...

BIOGRAPHIES

Christoph Eschenbach, conductor
Christoph Eschenbach is in his ninth
season as music director of the Orchestre
de Paris and in great demand as a
distinguished guest conductor with the
finest orchestras and opera houses
throughout the world. Recently named
the sixth music director of the National
Symphony Orchestra as well as music
director of the John F. Kennedy Center for
the Performing Arts, Mr. Eschenbach will
play a key role in planning future seasons,

international festivals, and special projects
for these two prestigious institutions
beginning in fall 2010. He is also the
principal conductor of the Schleswig-
Holstein Music Festival International
Orchestral Academy, a position he has
held since 2004.
In the 2008–09 season, Mr.

Eschenbach conducts the Orchestre de
Paris at the Berlin Festival and the BBC
Proms in London and embarks on a
three-week tour of Europe leading the

Second Movement: A Ball. The artist is
placed in the most varied circumstances: amid
the hubbub of a carnival; in peaceful
contemplation of the beauty of nature—but
everywhere, in town, in the meadows, the
beloved vision appears before him, bringing
trouble to his soul.

Third Movement: In the Meadows. One
evening in the country, he hears in the
distance two shepherds playing a pastoral
song; this duet, the effect of his surroundings,
the slight rustle of the trees gently stirred by the
wind ... all combine to bring an unfamiliar
peace to his heart, and a more cheerful color
to his thoughts. He thinks of his loneliness; he
hopes soon to be alone no longer. ... But
suppose she deceives him! This mixture of
hope and fear, these thoughts of happiness
disturbed by a dark foreboding, form the
subject of theAdagio. At the end, one of the
shepherds again takes up the song. The other
no longer answers. ... Sounds of distant
thunder ... solitude ... silence.

Fourth Movement: March to the
Scaffold. The artist, now knowing beyond all
doubt that his love is not returned, poisons
himself with opium. The dose of the narcotic,

too weak to take his life, plunges him into a
sleep accompanied by the most horrible
visions. He dreams that he has killed the
woman he loved, and that he is condemned to
death, brought to the scaffold, and witnesses
his own execution. The procession is
accompanied by a march that is sometimes
fierce and somber, sometimes stately and
brilliant. ... At the end of the march, the first
four bars of the idée fixe recur like a last
thought of love.

Fifth Movement: Sabbath Night’s
Dream. He sees himself at the witches’
sabbath, in the midst of a ghastly crowd of
spirits, sorcerers, and monsters of every kind,
assembled for his funeral. Strange noises,
groans, bursts of laughter, far-off shouts to
which other shouts seem to reply. The beloved
tune appears once more, but it has lost its
character of refinement and diffidence; it has
become nothing but a common dance tune,
trivial and grotesque; it is she who has come to
the sabbath. ... A roar of joy greets her
arrival. ... She mingles with the devilish orgy.
... Funeral knell, ludicrous parody of the Dies
irae, sabbath dance. The sabbath dance and
the Dies irae in combination.

Copyright © 2009 Paul Horsley



Philadelphia Orchestra, where he was
music director from 2003 to 2008. He
will also appear with the Vienna
Philharmonic, the New York
Philharmonic, the Staatskapelle Dresden,
the London Philharmonic, and the NDR
Symphony Orchestra in Hamburg, where
he served as music director from 1998 to
2004. In addition he makes his conducting
debut with the Royal Concertgebouw
Orchestra and has a re-engagement with
the Chicago Symphony Orchestra at the
Ravinia Festival, where he was music
director from 1994 to 2003.
As a pianist Mr. Eschenbach continues

his fruitful collaboration with baritone
Matthias Goerne, with whom he will
record and perform Schubert’s three
song cycles—Die Schöne Müllerin, Die
Winterreise, and Schwanengesang—over
the next two years.
During the 2007–08 season, the fortieth

anniversary of the Orchestre de Paris, Mr.
Eschenbach collaborated with soloists
including Lang Lang, Daniel Barenboim,
and Yo-Yo Ma and led world premieres of
music by Kaija Saariaho and Augusta
Reade Thomas. He also led the
Philadelphia Orchestra on an extensive
tour of Asia and appeared several times
with the orchestra at Carnegie Hall. As
a guest conductor he returned to the
London Philharmonic and NDR
(Hamburg) Symphony orchestras. He also
conducted the Sinfonieorchester des
Bayerischen Rundfunks in Munich and
led three concerts at the Schleswig-
Holstein Music Festival, where he served
as artistic director from 1999 to 2002.
Mentored by George Szell and Herbert

von Karajan, Mr. Eschenbach went on to
hold the posts of chief conductor and
artistic director of the Tonhalle Orchestra
(1982–86) and music director of the
Houston Symphony (1988–99). His many

honors include the Légion d’Honneur;
Commandeur dans l’Ordre des Arts et
des Lettres, and the Officer’s Cross with
Star and Ribbon of the German Order
of Merit.

Meng-Chieh Liu, piano
A recipient of the prestigious Avery Fisher
Career Grant, Meng-Chieh Liu first made
headlines in 1993 as a twenty-one-year-
old student at The Curtis Institute of
Music, when he substituted at last-
minute’s notice for André Watts at the
Academy of Music in Philadelphia. The
concert earned high acclaim from critics
and audience members alike and was
followed by a number of widely praised
performances, including a recital at the
Kennedy Center and a concert on the
Philadelphia All-Star Series. Already an
accomplished artist, Mr. Liu had made
his New York orchestral debut two
years earlier.
Following Mr. Liu’s triumph in

Philadelphia, an appearance with the
Philadelphia Orchestra was immediately
scheduled. However his career was
abruptly halted by a rare and debilitating
illness that affected his connective tissues.
Hospitalized and almost immobile for a
year, doctors believed his chances for
survival were slim and, should he survive,
playing the piano would be “absolutely
impossible.” With arduous determination
and relentless physical therapy, Mr. Liu
has been restored to health and is once
again performing on the concert stage.
His performance schedule in recent

years has included appearances in New
York, Boston, Chicago, Los Angeles,
Philadelphia, Baltimore, Dallas, Seattle,
and San Diego, as well as concerts in
Taiwan, Korea, Japan, Bulgaria, Spain,
Australia, New Zealand, and South
America. In 2006 Mr. Liu undertook a

two-year project of the complete Schubert
sonatas, performing in San Francisco,
Boston, Taipei, and Kaohsiung, Taiwan.
A dedicated chamber musician as well

as solo artist, he has collaborated with
musicians in North America, Europe,
Australia, and Asia, in addition to
working with artists in other disciplines,
including Mikhail Baryshnikov, who
invited him to work with the White Oak
Dance Project. Mr. Liu’s concerts have
been broadcast around the world, and a
biography about him aired on Taiwanese
National Television.
Born in Kaohsiung, Taiwan, Mr. Liu

began his piano studies early and at age

thirteen was accepted by The Curtis
Institute of Music to study with Jorge
Bolet, Claude Frank, and Eleanor
Sokoloff. He has received the 2002
Philadelphia Musical Fund Society Career
Advancement Award and first prizes in
the Stravinsky, Asia Pacific Piano, and
Mieczyslaw Munz competitions. In 2008
he was selected as one of the ten most
outstanding young people in Taiwan.
Mr. Liu has been a member of the
Curtis faculty since 1993, the year of
his graduation, and in 2008 became a
member of the major piano faculty. In
2006 he joined the piano faculty at
Roosevelt University in Chicago.
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February
1 Alumni Recital Series
Gary Graffman and Friends, an
80th-Birthday Celebration

10–15 The Curtis Opera Theatre
IMPRESSIONS OF PELLÉAS by Debussy/
adapted Brook and Constant

Lisa Keller, music director
K. Elizabeth Stevens, stage director
Curtis Opera Studio

11–15 The Curtis Opera Theatre
THEMEDIUM by Menotti
Danielle Orlando, music director
K. Elizabeth Stevens, stage director
Curtis Opera Studio

22 Alumni Recital Series
Vertigo String Quartet
José Maria Blumenschein, violin (’07)
Johannes Dickbauer, violin (’07)
Lily Francis, viola (Violin ’06)
Nicholas Canellakis, cello (’06)

This Winter at Curtis
For details on the entire season, visit www.curtis.edu or call 215-893-7902.

STUDENT RECITAL SERIES: Students perform free recitals almost every Monday,
Tuesday, Wednesday, and Friday at 8 p.m.

Unless otherwise noted, performances take place in Curtis’s Field Concert Hall.

The Curtis Institute of Music receives state arts funding support
through a grant from the Pennsylvania Council on the Arts, a
state agency funded by the Commonwealth of Pennsylvania and
the National Endowment for the Arts, a federal agency.
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Justine Lamb-Budge
Bryan A. Lee
Susan and Edward Montgomery Fellowship

Yiying Julia Li
Barbara and Hratch Kasparian Annual
Fellowship

Richard Lin
J. Oliver Lewis Memorial Fellowship

Joel Link
Milka Violin Artist Fellowship

Zoë Martin-Doike
Jerrie Cadek Lucktenberg Annual Fellowship

Petr Matěják
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Xiao Wang

VIOLA
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Jinsun Hong
Edwin B. Garrigues Annual Fellowship

Philip Kramp
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Rachel Kuipers
Gerry and Marguerite Lenfest Fellowship

Kuan Liu
Milena Pajaro-van de Stadt+
Guna S. Mundheim Annual Fellowship

Alexander Michael Petersen
John S. and James L. Knight Foundation
Fellowship

Vicki Powell
Shaun F. O’Malley Fellowship

Junping Qian
Hyo Bi Sim
Minkyung Sung
Horace W. Goldsmith Annual Fellowship

Marina Thibeault
Jean J. Sterne Fellowship

Sang Hyun Mary Yong
Ruth and Eugene Helmer Fellowship

CELLO
Nina B. Hollis Principal Chair
Independence Foundation Chair

Bronwyn Banerdt (’08), guest artist
Natalie Helm
Christina and Jeffrey Lurie Annual Fellowship

Summer Hu
Gie and Lisa Liem Annual Fellowship

Jeong Hyoun Lee
Milton Levy Fellowship

Jiyoung Lee
Joseph Druian Fellowship

Hiro Matsuo
Anderson and Daria Pew Fellowship

Sarah Rommel
Carol Coe Conway Memorial Fellowship

Camden Shaw
Frank S. Bayley Annual Fellowship
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Louisa Knapp Curtis Fellowship

Yu-WenWang
Jacqueline du Pré Memorial Fellowship

Branson Yeast
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Hollis Family Principal Chair

Joseph Campagna
Merck Annual Fellowship

Mary Wheelock Javian (’99),
guest artist
Blake Hinson
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Gabe Katz, guest artist
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Nathan Vedal
Derek Zadinsky
Florence R. Laden Memorial Fellowship

FLUTE
Dr. Andrea M. Baldeck
Principal Chair

Maron Khoury
Charles M. Kanev Memorial Fellowship

Masha Popova
Alma and Edwin Lakin Annual Fellowship

Sonora Slocum
Donald V. Peck Annual Fellowship

Bile Zhang
Julius Baker Fellowship

OBOE
Dr. W. Stephen Croddy
Principal Chair

Michelle Duskey
United States Steel Corporation Annual
Fellowship

Kate Kammeyer, guest artist
AdamM. Kiswardy
Korey Marshall
Gephart Family Fellowship

Priscilla Smith, guest artist
Camille White
Jill and Sheldon Bonovitz Annual Fellowship

CLARINET
Hollis Family Principal Chair

Ruokai Chen
Felix Meyer Fellowship

Keunhee Bruce Cho
Kelly Coyle
Nellie Lee Bok Fellowship

Yao Guang Zhai
Horace W. Goldsmith Annual Fellowship

BASSOON
Hollis Family Principal Chair

Rae Feldcamp
Anderson and Daria Pew Fellowship

Matthew McDonald
Myer and Helen K. Schwartz Annual
Fellowship

William Short
Joseph and Carole Shanis Annual Fellowship

Natalya Rose Vrbsky
William Curtis Bok Bassoon Fellowship

Wenmin Zhang
Horace W. Goldsmith Annual Fellowship

HORN
William M. Hollis Principal Chair

James Alexander
Rebekah Daley
Susan and Frank Mechura Annual Fellowship

Katherine Jordan
Corey Klein
Edwin B. Garrigues Annual Fellowship

Adedeji Bailes Ogunfolu
Bruce Jay Gould, M.D., Annual Fellowship

Courtney Prizrenac
Huldah Bender Kerner, M.D., Fellowship

TRUMPET
Hollis Family Principal Chair

Matthew Ebisuzaki
Philadelphia Orchestra Annual Fellowship

Sara Huebner
Matthew Neal Kitzen-Abelson
Christopher Stingle
Bok Foundation Fellowship

Stanford L. Thompson
William A. Loeb Fellowship

TROMBONE
Dr. Luther W. Brady
Principal Chair

Brian Santero
Samuel Schlosser
Ryan Seay
Crown Holdings, Inc., Annual Fellowship

Nathan Lodge, bass trombone

TUBA
Scott Devereaux
Dr. Bong S. Lee Fellowship

Jon Fowler, guest artist

TIMPANI AND PERCUSSION
Hollis Family Principal Chair

Benjamin Folk
William W. Bernheim Fellowship

Yi Fei Fu
Nicholas Murry
Michael Sparhuber
Abigail Rebecca Zubrow Cohen Memorial
Fellowship

Mari Yoshinaga
Graham and Joanne Berwind Annual
Fellowship

HARP
Croddy Family Principal Chair

Madeline G. Blood
Maryjane Mayhew Barton Fellowship

Ko-Ni Choi
Marilyn Costello Memorial Fellowship

Coline-Marie Orliac
L. Daniel Dannenbaum Fellowship

Danyi Xia

CELESTA
Gary and Naomi Graffman Chair

Joshua Gersen
John N. Park Annual Fellowship

MANAGERS
Tim Ressler, Orchestra Manager
David Murray, Orchestra Librarian
Brittni Troy, Assistant Orchestra

Manager

STUDENT STAGE CREW
Ray Chen
Benjamin Folk
Yi Fei Fu
Paul Kowert
Joel Link
Petr Matěják
Nicholas Murry
Adedeji Bailes Ogunfolu
Ryan Seay
Michael Sparhuber
Rex Surany
Mari Yoshinaga

* Co-concertmasters
** Principal Second Violin
+ Principal Viola
++ Principal Cello
# on leave of absence

The conductor for each Curtis
Symphony Orchestra performance
is made possible by the Gustave and
Rita Hauser Chair.

The Curtis Institute of Music thanks
the individuals and organizations
who are helping to support
tomorrow’s musical legends
through named endowed and
annual fellowships. For information
on the Curtis Fellowship Program,
please contact Elizabeth A. Wright,
vice president for development, at
215-717-3119.

The Curtis Symphony Orchestra
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