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Cast in order of vocal appearance
Doctor Caius Darren Keith Woods, Tenor

Sir John Falstaff Thomas Stewart, Baritone
Bardolph John Daniecki, Tenor

Pistol John Kuether, Bass
Meg Page Delia Wallis, Mezzo-soprano
Alice Ford Barbara Daniels, Soprano

Dame Quickly Maureen Forrester, Contralto
Nan netta Constance Hauman, Soprano

Fenton Walter MacNeil, Tenor
Ford Richard Cowan, Baritone
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Act I
Part One: Inside the Garter Inn

Part Two: Ford's Garden

ActII
Part One: Inside the Garter Inn

Inierm ission

Act II
Part Two: A room in Ford's house

Act III
Part One: In Front of the Garter Inn

Part Two: Windsor Forest

Time: Reign of King Henry IV (1399-1413)

Steinway Piano is the official piano of Carnegie Hall.

Carnegie Hall is owned by the City of New York,
which has contributed public funds to its maintenance and improvement.

This concert is made possible by public funds from the New York State Council on the Arts
and the National Endowment for the Arts.

Next concert in the Opera in Concert Series:
Sunday Afternoon, March 3, 1991, at 2:00 p.m.

VIENNA PHILHARMONIC
Lorin Maazel, Conductor

Eva Marton, Soprano
Brigitte Fassbaender, Mezzo-soprano

James King, Tenor
Franz Grundheber, Baritone

Remaining soloists to be announced

The Westminster Symphonic Choir
Joseph Flummerfelt, Conductor

Roxanne Stouffer, Supertitle Operator

Supertitle text by Paul Moore, © 1985 San Francisco Opera

Projection equipment provided by Seattle Opera Association, Jim Morris, Supertitle Coordinator

The photographing or sound recording of any performance or the possession of any device for such
photographing or sound recording inside this theater, without the written permission of the management,

is prohibited by law.
Offenders may be ejected and liable for damages and other lawful remedies.

Please make certain that the electronic signal on your watch or pager is switched off during the concert.
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NOTES ON THE PROGRAM
by A1ARY ANN FELDMAN

Falstaff
GIUSEPPE VERDI
Born October 10, 1813, in Le Roncole,
Died January 27, 1901, in Milan .
Libretto by Arrigo Boito after
Shakespeare's The Merry Wives of Windsor
and Henry IV
Instrumentation: ~ flutes, piccolo (also 3rd
flute), 2 oboes, English horn, 2 clarinets, bass
clarinet, 2 bassoons, 4 horns, 3 trumpets, 3
trombones, tuba, timpani, triangle, opnblas.
bass drum, guitar, A-flat natural bass horn,
bell in D, harp, and strings.
"For the past forty years I've been wondering
about a comic opera, and for the past fifty I've
known The Merry Wives of Windsor. Alas,
the ubiquitous 'buts' have always got in the
way. Now Boito has swept them aside and
provided me with a lyric comedy utterly
unlike any other ... "

-Verdi to Gino Monaldi, late 1890
It had taken all of Boito's enthusiasm and
tact to persuade the aging Verdi to com-
pose Otello, his great dramma Zirico based
on Shakespeare. Having proved his
mastery in adapting Shakespeare to the
operatic stage, Boito lost littl: time i.n
proposing another collaborahon-. this
time a comedy after The Merry Wzves of
Windsor and Henry W.He asked his friend
to consider that "There's only one way to
finish better than with Otello, and that's to
finish triumphantly with Falstaff ..to finish
with a mighty burst of laughter." And so
it happened that after a lifetime of tragic
themes, Verdi, at the end of the Romantic
century, closed his career with a comedy
that made its debut at La Scala on
February 9, 1893, just six years and six
days after Otello had premiered in the
same house.

For the composer, his last opera was the
fulfillment of a life's dream. He had al-
ways revered Shakespeare; as early as 1850
he noted that "he had it in mind to set to
music The Tempest and all the principal
plays of the great tragedian." Although he
had spurned comedy after the abysmal
failure of Un Giorno di Regno in 1839, he
never abandoned the hope of finding a
suitable libretto. When Boito, an opera
composer as well as a professional writer,
and Verdi's junior by one generation, sug-
gested Falstaff, Verdi countered with every
possible objection, but ultimately could
not resist. It was impossible to suppress
his excitement: "What a joy to be able to
say to the public, 'Here we are again! Come
and see us!'" The matter was resolved by
October 7, 1889, and Verdi could hardly
wait to get started, professing to write the
work to please himself-" simply to pass
the time," he insisted. Commercial success
seemed to be a matter of indifference. As
he awaited the first act libretto, he reported
to Boito: "The curious thing is that I am
working too! I am amusing myself by writ-
ing fugues. Yes, sir, fugues, and a comic
fugue that might come in well in
Falstaff"-thereby prophesying the con-
clusion of the opera, "Tutto nel mondo e
burIa," which on the one hand is a perfect
academic specimen of a fugue, of amazing
length and complexity, and on the other is
free and imaginative.

As they arrived, the packets of the libret-
to never let Verdi down. He was develop-
ing a strong affection for his title character,
whom he referred to as "Old Paunchy."
Arrigo Boito (1842'-1918), who was also a
translator of Wagner's operas, had based
his comedy on a combination of The Merry
Wives of Windsor, which had been written

19



PROGRAM

to please Queen Elizabeth I after she ex-
pressed the hope of seeing Sir John in love,
and passages relevant to Falstaff in Henry
IV. Boito trimmed and cut, limiting the
principal characters to six, and reducing
the twenty-five scenes to a half-dozen,
with all the action revolving around the
title character, who is introduced in the
demanding opening scene in larger-than-
life dimensions. While strengthening the
story with his Henry graftings, Boito also
managed to preserve the vivid language of
the original plays, taking lines directly out
of Act V of Henry W, Part 1, as the basis of
Falstaff's famous honor monologue.
Above all, he produced for Verdi a master-
piece of human characterization, from the
Fat Knight, a lovable scoundrel, to the
romantic lovers, N annetta and Fenton,
whose playfulness is constantly disturbed,
but is always ready to begin again. In
1893, Verdi told a reporter that "Certain
passages are so droll that the music has
often made me laugh while writing it."

A few days before the premiere, Verdi's
wife Giuseppina reported to her sister:
"Admirers, bores, friends, enemies,
genuine and non-genuine musicians.
critics good and bad are swarming in from
allover the world. The way people are
clamoring for seats, the opera house
would need to be as big as a public
square." Among the composers present
on the night of February 9 were Puccini and
Mascagni. Beyond any doubt, Falstaff was
a triumph, and yet the audience-perhaps
expecting the buffo laughs of the Barber
tradition-expressed a certain puzzle-
ment, while the critics' praise focused on
such elements as the orchestration, which
is often delicate and spare, promoting an
intimacy between the protagonist and his
accompaniment, and the sophisticated
harmonies.

While Falstaff is full of exhilarating en-
sembles-the basket scene, for instance,
which from the start Verdi referred to as a
pezzo concertato-it also demonstrates the
composer's almost complete abandonment
of the individual "number," which disap-
pointed the first-nighters and to this very
day accounts for a certain neglect of this
witty, effervescent masterpiece. As with
Otello, Verdi had gone in the direction of
continuous opera, working with some
forty musical motifs in all, often cross-ref-
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erencing them in the subtle symphonic
texture. The result is a seamless continuity
which dilutes the boundaries of set pieces,
as the work flows onward within the con-
text of lyric declamation. But this is not to
say that the work is short changed of
melody-in fact, the tunes come and go
almost before they are grasped. In his
bookon the Verdi operas, Charles Osborne
notes that in Falstaff Verdi "scatters tunes
about as though he were trying to give
them away." It is this very profusion that
leads people to think that there are none at
all.

From the sardonic humor of the honor
monologue to the scintillating C-major
fugue at the conclusion, Falstaff is a work
that can be viewed and enjoyed alongside
Mozart's great Italian operas. Verdi had
inherited a tradition, but with Falstaff he
started something new, pointing towards
the twentieth century. His last words are
punctuated with wisdom and laughter,
underscored by a brilliant orchestration
that makes this work so suitable for con-
cert performance.
Synopsis: Because the Minnesota
Orchestra's presentation of Falstaff will be
accompanied by supertitles, it is necessary
only to summarize the action. Each of the
three acts is divided into two scenes. The
actiori, like its musical setting, is con-
tinuous, everything taking place in a single
day.

Act I
Scene 1. The curtain goes upon a room at
the Garter Inn in Windsor, where Sir John
Falstaff, quaffing wine, is upbraided by
the disgruntled Dr. Caius. After a drink-
ing bout with the knight and his minions.
the doctor has discovered that his pocket
has been picked, but the three are con-
temptuous of the old fool's complaints.
Caius departs.

Unable to pay the bill he has run up,
Falstaff concocts a plan to replenish his
coffers. He informs Bardolph and Pistol
that Mistress Ford and Mistress Page-
two merry wives of Windsor who control .
their husbands' purse strings-are irresis-
tibly attracted to him. By capitalizing on
this attraction he intends to develop a
profitable relationship with the ladies. To
begin, he addresses an identical letter to
each. These are to be delivered by Bar-
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dolph and Pistol who, to his surprise,
refuse the task, claiming to stand upon
their honor. Their response prompts
Falstaff's famous monologue on the
meaninglessness of the word honor.
Scene 2. In a garden outside the Fords'
house, Alice Ford and Meg Page compare
the letters they have received. Discovering
that each has received the same message
from Falstaff, they are shocked, but lose no
time in plotting revenge. Joined by Dame
Quickly and the love-struck young Nannet-
ta Ford, the women discuss in a quartet
how they will turn the knight into the
laughing stock of Windsor. Meanwhile, a
quintet of men-Ford with Dr. Caius, Bar-
dolph, Pistol, and Fenton, who have fol-
lowed him home-voice their own
grievances against Falstaff. Everyone
talks at once, the women interjecting their
own comments. Pistol explains to Ford
that Falstaff is seeking a rendezvous with
Alice, whereupon Ford resolves to ward
off the plan. In the ebb and flow of male-
female ensembles, Nannetta and Fenton
are left to themselves to sing a duet exult-
ing in the joys of a kiss, but at the approach
of the women, their romancing is
quashed; the lovers are fearful of Ford's
plans to marry his daughter off to Dr.
Caius. At Fenton's departure, the women
hatch their plan; .Mistress Quickly will
arrange a meeting between Falstaff and
Alice; meanwhile, the men plot to have
Ford introduced to Falstaff under an as-
sumed identity; Swearing his companions
to secrecy; he declares that he will win
Falstaff's confidence and then turn
against him. The ladies return to exult in
the trick they are about to play.

Act II
Scene 1; Back at the Inn, the hypocritical
Bardolph and Pistol are again attending
Sir John. Soon Bardolph announces
Mistress Quickly, who greets Falstaff with
great respect and promptly informs him
that Alice is in a state of excitement about
the prospect of an encounter. She advises
that Ford is absent from home every day
between two and three 0'clock. But Dame
Quickly also bears a message from Meg
Page: she, too, is eager to meet him. After
Quickly departs, Falstaff expresses his
self-satisfaction in a lusty monologue,
"Va, vecchio John, va!," in which he
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rejoices that there is life in the old boy yet.
B?t another visitor interrupts-a certain
SIgnor Fontana-Ford in disguise. Iden-
tifying himself as a wealthy man who
recognizes that Falstaff is a man of the
world, and can help him, Fontana seeks
his aid in seducing Alice, the wife of 1/ a
certain Ford." And once she has fallen, no
doubt she will yield again. Assuring his
visitor that he has already arranged a
meeting with the lady in question, Falstaff
succumbs to the trap. While he goes off to
don proper clothes for the conquest, the
jealous Ford contemplates the prospect
that he may become a cuckold. Falstaff
returns and they exit arm-in-arm with
comic pomposity.
Scene 2. Back at Ford's house, Dame
Quickly relates that Sir John is impatient
to woo Alice and will arrive soon. Alice
instructs her servants to bring a large
wash basket, full of dirty linen; at her
signal, they are to toss the contents from
the window into the Thames below. A
large screen is discreetly placed in the
corner, and Alice takes up her lute and
sings. Upon his arrival, Falstaff loses no
ti~e in maki~g his proposition, assuring
Alice .that she ISworthy of a king. But they
are disturbed by Dame Quickly, who an-
nounces that Meg Page must see Alice at
once. As Falstaff hides behind the screen,
Meg tells Alice that Ford has heard that
she has a lover in the house. Raging, he is
o~ ~s way home, determined to slaughter
his nval. Before she can finish, the angry
husband storms in, followed by his
cohorts. He looks in the laundry basket,
but finding nothing, rushes out to con-
tinue the search. As soon as he is gone, the
three ladies stuff Falstaff into the basket,
piling the soiled linens on top of him. In
the meantime, Nannetta and Fenton steal
behind the scene to continue their love-
making; when Ford, returning, hears the
sound of a kiss, the commotion builds and
the crowd of neighbors join the spectacle.
F?rd pushes over the screen, only to find
his daughter and Fenton in a passionate
embrace. When all dash off in dogged
pursuit of Falstaff, Alice orders the ser-
vants to hurl the basket out the window
and Falstaff is dumped. Laughing merrily,
Alice ushers her angry husband to the
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window to witness the drenched knight
climbing out of the water.

Act III
Scene 1. Outside the door of the Inn the. 'disconsolate Falstaff takes stock of his'
miseries, but finds that the warmth of the
wine consoles him, and his courage is
reborn. But his restored serenity is shat-
tered by Dame Quickly, who has come to
arrange another meeting between him
and Mistress Ford, who wants it known
that she is full of remorse and still loves
him. Her letter invites him to meet her at
midnight underneath Herne's Oak in
Windsor Park. He is to come disguised as
the legendary Black Hunstman.
Meanwhile, the conspirators review their
plans for a midnight masquerade that will
be Sir John's undoing.
Scene 2. Moonlight illuminates Windsor
Park, where Fenton, dressed as Oberon,
offers a serenade in which Nannetta in
Titania's garb, joins just as he finishes. Allee
steps between them, giving Fenton a
monk's hood and instructing the pair to be
prepared to play roles in which Ford's

-:o~n plan to wed his daughter to Caius
WIll be turned against him. Counting the
strokes of midnight, the trembling Sir
Jo~n approaches ~he oak; at the sight of
Allee, he loses hIS fears- and begins his
wooing. Suddenly, with Nannetta at their
head, a troop of fairies-the village children
in costume-begin to thrash Sir John, con-
tinuing the assault until he promises to
mend his ways. But when the hood falls
from Bardolph's head, the knight realizes
that he has been duped, exposing the mul-
tiple deceptions of the plot, and Alice con-
firms that the so-called Signor Fontana is
none other than her husband. Ford an-
nounces that the masquerade will cul-
minate in the wedding of the Fairy Queen,
but when all the masks are removed, Dr.
Caius discovers that he has been courting
Bardolph. In the laughter that follows,
Ford agrees to the union of Nannetta and
Fenton and blesses the lovers. Falstaff
calls for a chorus, with all united and
begins the refrain expressing the celebrated
phrase, "All the world's a stage, and all
men and women merely players," which
forms the stunning fugal climax of the
opera.
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MEET THE ARTISTS

Edo de Waart begins
his fifth year as
music director of the
Minnesota Orchestra
with a demanding
schedule that in-
cludes national and
international touring
and recording with
the Orchestra, as
well as a full slate of
superb programs at

home in the Twin Cities. Acclaimed Mah-
ler and Beethoven performances have
been hallmarks of Mr. de Waart's tenure in
Minneso.ta. The 1990-91·season opened
with Mahler's rarely-heard Symphony
No.6, a work of immense, expressive
range that has often been seen as a spiritual
portrait of the composer. This season, Mr.

~ Waart presents Beethoven's Sym-
phonies No.3 (Eroica) and No.5 and Piano
Concerto No.5 (Emperor) at subscription
concerts, and in March will take the latter
two works on tour for the Orchestra's first-
ever performances in Japan. Earlier,Mr. de
Waart conducted an exceptional quartet of
soloists in Mozart's C-minor Mass, which
launched the Minnesota Orchestra's com-
memoration of the bicentennial of
Mozart's death in 1791.

Tonight's complete concert perfor-
mance of Verdi's opera Falstaff is part of
the Orchestra's annual East Coast tour. In
a second New York concert, Mr. de Waart
conducts a program at Avery Fisher Hall
featuring violinist Nadja Salerno-Sonnen-
berg, with whom he collaborated on his
first Minnesota Orchestra recording. The
disc, which pairs violin concertos by

Brahms and Bruch, continues to be a top
seller in music stores regionally, nationally,
and internationally.

Highlights of Mr. de Waart's appearan-
ces during the past subscription season
included performances of Mahler's Third
arid Fourth Symphonies, an all-Strauss
program including Don Quixote, and a
well-received concert featuring Bernstein's
Symphonic Dances from West Side Story
and music from On the Town. Also
memorable were the two New York per-
formances in which he led the Orchestra
last May-sell-outs at both Carnegie Hall
and Avery Fisher Hall.

Abroad, Mr. de Waart led a variety of
performances by the Dutch Radio Philhar-
monic, of which he is chief conductor, in-
cluding an acclaimed all-Schoenberg
program and operas by Glinka, Schreker,
and Strauss in concert format. He also led
the Royal Concertgebouw Orchestra of
Amsterdam in Strauss' opera Die Frau ohne
Schatten at the Holland Festival. Guest
engagements in the United States last year
included two weeks with the San Francis-
co Symphony Orchestra, including a spec-
tacular interpretation of Mahler's Seventh
Symphony. Mr. de Waart, who has led
many performances of the Santa Fe Opera
over the past two decades, becomes its
principal guest conductor in 1991.

A native of Amsterdam, Mr. de Waart
studied oboe and conducting at that city's
Music Lyceum. Upon graduating he was
appointed associate principal oboe of the
Concertgebouw Orchestra. At age 23 he
took first place in the Dimitri Mitropoulos
Conductors Competition and became as-
sistant conductor to Leonard Bernstein
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with the New York Philharmonic for the
1965-66season.

Returning to the Netherlands, he was
named assistant conductor of the Con-
certgebouw under Bernard Haitink. He
held that post until 1967,when he became
conductor of both the Netherlands Wind
Ensemble, which he founded, and the Rot-
terdam Philharmonic Orchestra. Sixyears
later, Mr. de Waart assumed the music
directorship in Rotterdam, retaining the
position until 1979.

Mr. de Waart turned his attention to the
United States in 1975,when the San Fran-
cisco Symphony Orchestra engaged him
as principal guest conductor. Only two
years later he was named music director, a
post he held for eight seasons. During his
tenure in San Francisco he brought the
orchestra to new heights of-achievement
and renown.

In 1986Mr. de Waartbecame the eighth
music director of the Minnesota Orchestra.
Artistic highlights since his arrival have
been critically acclaimed concert perfor-
mances of Wagner's Das Rheingold and
Mussorgsky's Boris Godunov, successful
tour appearances throughout the Eastern
United States, the signing of a multi-year
recording contract with Virgin Classics,
the on-going series of performances of the
symphonies of Gustav Mahler, and world,
American, or subscription season
previews of works by among others, Paul
Hindemith, John Adams, Stephen Paulus,
Charles Wuorinen, and Leonard
Bernstein.

The range and scope
of Richard Cowan's
appearances last
season demonstrate
how quickly this
young artist has es-
tablished himself on
the international
operatic scene. Those
engagements in-
cluded Fidelio and
Schoenberg's Moses

und Aron at the Theatre Musical de
Paris / Chatelet, the title role in Don Giovan-
ni with Opera du Rhin in Strasbourg,
France, and with Michigan Opera Theater,
Sharpless in Madama Butterfly in Bonn,
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Guglielmo in Cosi fan tutte with Santa Fe
Opera, Schubert's Fierrebras in Brussels,
and a debut with San Francisco Opera as
the Animal Trainer/ AcrobatinLulu. Atthe
Lyric Opera of Chicago, Mr. Cowan has
sung Die Meistersinger, Don Giovanni, and
Lulu. He can be seen as Schaunard in the
recent Erato film of La Boheme conducted
by James Conlon.

During the 1990-91season, Mr. Cowan
made his Metropolitan Opera debut as
Don Giovanni and Schaunard in La
Boheme. Other engagements during this
season include Escamillo with the Lyric
Opera of Chicago, and [ochanaan in
Salome with the Vancouver Opera.

In only a few years,
lyric tenor John
Daniecki has estab-
lished a busy inter-
national career. Last
season's engage-
ments took him to
Kansas City for Lyric
Opera performances
of Don Pasquale and
Marc Blitzstein's
Regina, Wolf Trap for

Rossini's L'ltaliana in Algeri and II Viaggio
a Reims, the Wexford Festival in Ireland for
Prokofiev's Betrothal in a Monastery, and
the Dublin Grand Opera for Peter Grimes.
Recently, Mr. Daniecki performed in Car-
mina Burana with the San Francisco Sym-
phony, a performance to be recorded on
the Decca label.

Barbara Daniels
divides her time be-
tween Europe and
the United States, ap-
pearing in leading
soprano roles at
major opera houses.
At the Metropolitan
Opera, where she
first performed in
1983as Musetta in La
Boheme, she has sung

Violetta, Marguerite in Faust in a new
production by Harold Prince, and Rosalin-
da in Die Fledermaus. At Lyric Opera of
Chicago she has been seen as Alice Ford,

(continued on page 45)
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Zdenka in Arabella, Rosalinda and Muset-
ta. Her roles at San Francisco Opera have
included Violetta, Marguerite in Faust in a
new production by Harold Prince, and
Rosalinda in Die Fledermaus. At Lyric
Opera Chicago she has been seen as Alice
Ford, Zdenka in Arabella, Rosalinda, and
Musetta. Her roles at San Francisco Opera
have included Violetta, Liu, Zdenka, and.
Micaela in Carmen. In her home town of
Cincinnati, Miss Daniels has sung a wide
variety of roles including Massenet's
Manon, Butterfly, and Nedda in I Pagliacci.

For several years Miss Daniels was a
member of the ensemble at the Cologne
Opera, and she still appears there regular-
ly. Her roles there included Alice Ford,
Rosalinda, the Countess in The Marriage of
Figaro and the title roles of Manon Lescaut
and Handel's Agrippina. At Covent Gar-
den Miss Daniels has sung Musetta,
Donna Elvira, Alice Ford, and Rosalinda.

Musetta has been a signature role for
Mr. Daniels, who recorded the role under
Leonard Bernstein for Deutsche Gram-
mophon during live performances at the
Accademia di Santa Cecilia in Rome
during the 1986-87 season. That produc-
tion was also videotaped for broadcast on
RAI Television. Her other recordings in-
clude Schumann's Scenes from Goethe's
Faust with Dietrich Fischer-Dieskau on
Angell EMI, and an aria and duet recital
with Hermann Prey on Ariola, and a new
recording of The Sound of Music on Telarc
with Frederica von Stade and Eileen Farrell.

Maureen Forrester's
artistry has enriched
the lives of audiences
on five continents
through countless
recitals and concerts
with orchestra, and
over 130 recordings.
One of the world's
most renowned in-
terpreters of Mahler,
she is also an ad vo-

cate of twentieth-century music, and has
frequently performed works composed by
her fellow Canadians. Born in Montreal,
she made her debut at the Montreal YWCA
and was immediately engaged to sing
Beethoven's Ninth Symphony with the

Montreal Symphony under Otto
Klemperer. Word of that performance
reached Bruno Walter in New York, and in
February 1957 Miss Forrester made her
first Carnegie Hall appearance singing the
contralto solo in Mahler's Symphony No.
2, a work she has sung many times since
with the world's greatest conductors and
orchestras.

Miss Forrester has made many record-
ings of the music of Mahler, Handel, and
Purcell, and of German and English songs.
Her recent releases include a complete
recording of Rodgers and Hammerstein's
Carousel with Samuel Ramey and Barbara
Cook on MCA, Handel's Roman Vespers,
Britten's Ceremony of Carols, and Respighi's
Laud to the Nativity with Michael Korn and
the Philadelphia Singers on RCA Red Seal.
Among her unusual discs is Meet Me in St.
Louis, a collection of turn of the century
songs.

From 1983 to 1988 Miss Forrester made
significant contributions to the cultural life
of her native country as chairperson of the
Canada Council. She is currently
spokesperson for the Arthritis Association
of Canada, a board member of the Toronto
Symphony, and chancellor of Wilfred
Laurier University. She has been awarded
29 honorary doctorates, was made a Com-
panion of the Order of Canada in 1967, the
yearof its creation, and is one of only two
concert artists, along with Glenn Gould, in
the Canadian Hall of Fame.

Constance Hauman
drew international

.•••••••••••••••.••••••.••••••••••••••J~ attention in the sum-
mer of 1986, only a
few months after
her professional
debut, when she
crea ted the role of
Ariel in Des Moines
Metro Opera's world
premiere production
of Lee Hoiby's The

T~. Her list of engagements at the
world's leading opera houses is already a
long one-Adele in Die Fledermaus at the
New York City Opera and Lyric Opera of
Chicago, the Shepherd at Lyric Opera in
Peter Seller's production of Tannhauser,
Zerbinetta in Ariadne auf Naxos at the
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Welsh National Opera, English National
Opera, and the Santa Fe Opera, and Sophie
in Werther with L'Opera de Nice. Other
engagements during the 1990-91 season
include Adele in Die Fledermaus with the
Canadian Opera, Waldvogel in Siegfried at
the Royal Concertgebouw Orchestra of
Amsterdam, and appearances with the
London Symphony in L'Enfant et Les Sor-
tileges under Michael Tilson Thomas.

John Kuether has
performed with such
companies as the
SantaFeOpera,St Louis
OperaTheatre,Skylight
Opera Theatre of Mil-
waukee, Opera Com-
pany of Philadelphia,
Minnesota Opera,
and Greater Miami
Opera. His roles in-
elude Mozart's Figaro,

LeporelloandDon Alfonso,CoIlineinLa Boheme,
and TruffaldinoinAriadne auf Naxos. He sang
in Leonard Bernstein's A Quiet Place at the
Vienna State Opera, and can be heard on
the Deutsche Grammophon release led by
the composer.

Last season Walter
MacNeil sang his
first performances at
the Metropolitan
Opera as Alfredo in
La Traviata. He has'
performed the role
often over the past
several seasons, at
Knoxville Opera,
Austin Lyric Opera,
Edmon ton Opera,

Opera Colorado, and Opera Columbus.
He also made his European debut as
Alfredo at the Glyndebourne Festival
during the summer of 1987, in a new
production directed by Sir Peter Hall and
conducted by Bernard Haitink, and taped
for telecast by the BBC.

A 1982 Metropolitan Council Audi-
tions winner, Mr. MacNeil made his Car-
negie Hall debut with Marilyn Horne in a
concert performance of Rossini's Semi ...

ramide. He has sung the leading tenor roles
in Faust, Madama Butterfly, La Boheme, The
Pearl Fishers, COSlfan tutte, and Don Giovan-
ni at major American opera companies in-
cluding San Francisco Opera, Lyric Opera
of Chicago, Houston Grand Opera,
Minnesota's Opera, Calgary Opera,
Sarasota Opera, Michigan Opera Theater,
and Florentine Opera in Milwaukee.

Thomas Stewart is
one of the most ver-
satile singers in the
world of opera. In a
career spanning 35
years, he has sung
leading roles in the
German, Italian, and
French repertories,
as well as many con-
temporary operas, at
the major opera

houses of the United States and Europe. A
graduate of the Juilliard Opera Program,
he made his New York debut there in 1954
in the' American premiere of Strauss'
Capriccio. His professional debut had
taken place earlier that year during the
inaugural season of Lyric Opera of
Chicago, in Vittorio Giannini's Taming of
the Shrew and opposite Maria Callas in
Lucia di Lammermoor.

A Fulbright Scholarship took Mr.
Stewart to Europe, where he and his wife,
soprano Evelyn Lear, were engaged by the
Deutsche Oper Berlin for a wide range of
roles. At the Bayreuth Festival he became
the first American to sing all four leading
baritone roles in the Ring cycle.

At the Metropolitan Opera, Mr. Stewart
debuted as Ford in Falstaff in 1966. He has
sung many leading roles there, including
Verdi's Iago and Amonasro, Mozart's
Count and Don Giovanni, Golaud in Pel-
leas et Melisande, Escamillo in Carmen,
Balstrode in Peter Grimes, and all the prin-
cipal Wagner operas. In 1985 Mr. Stewart
received the San Francisco Opera Medal
for 25 years of distinguished performances
with that company. His roles there in
recent seasons include Wotan in the Ring
cycle, the title role in Aribert Reimann's
Lear, and Falstaff in the 1989 season open-
ing production.
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Mr. Stewart's artistry is documented on
many recordings during the. Bayreuth
Festival's Ring cycle and Parsifal led by
Herbert von Karajan, Lohengrin with
Rafael Kubelik, Der Fliegende Hollander,
with Karl Bohm, N 'abucco, Les Contes de
Hoffmann, and Tiefland.

A native of Essex,
England, Delia Wallis
studied at the Guild-
hall School and the
London Opera Centre.
She has sung with
the major opera com-
panies in Great Britain
-Clyndebourne, En-
glish National Opera,
and Welsh National
Opera such roles as

Cherubino, the Composer in Ariadne auf
Naxos, and the title roles in The Merry
Widow and I'incoronazione di Poppea. She
made her European debut in 1973 at
Theatre de la Monnaie as Octavian in Der
Rosenkavalier and for five seasons ap-
peared at the Cologne Opera. ".

Miss Wallis made her United States
debut in 1977at the Houston Grand Opera
as Ottavia in L'incoronazione di Poppea, and
has returned since as Octavian and Nick-
lausse in The Tales of Hoffmann. As Prince
Charming in Massenet' s Cendrillon she has
appeared with the New York City Opera,
at the Chatelet in Paris and with the opera
companies of San Francisco, Ottawa, and
Washington. She makes many concert ap-
pearances with symphony orchestras, and
has toured Japan with the VancouverSym-
phony and the Osaka Philharmonic.
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Darren Keith Woods
has sung in a wide
variety of operas all
over the United
States as well as in
Europe 'since his
professional debut in
1984in a concertperfor-
mance of Offenbach's
t» Perichole,which was
offered on Carnegie
Hall's French Opera

Series. A favorite of Santa Fe audiences, he
has appeared there in La Traviata, Die
Fledermaus, Penderecki's The Black Mask,
and Richard Strauss' Der Rosenkavalier and
Feuersnot. His other appearances this
season include Ariadne auf Naxos with
Seattle Opera and Turandot with Opera
Carolina.

The Dale Warland Symphonic Chorus
has performed often with the Minnesota
Orchestra since its formation six seasons
ago. At its core is the 40-voice Dale War-
land Singers, one of the few fully profes-
sional choral groups in the United States.
Almost twenty years of concert tours and
music festival appearances as well as
dozens of world premieres have earned
the singers international acclaim. The en-
semble has fifteen recordings to its credit,
and will produce three more this season.
Sigrid Johnson, music director of the S~-
phonic Chorus, also serves as associate
conductor and soprano section leader for
The Dale Warland Singers and is a member
of the music faculty of St. Olaf College in
Northfield, Minnesota.



CORPORATE FUND
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Business leaders have supported Carnegie Hall since Andrew Carnegie built the famous "Music Hall on
57th Street" in 1891. Today almost 300 local, national, and international corporations annually contribute
to the Carnegie Hall Corporate Fund because they value the association with excellence. We sincerely thank
the following corporations whose generosity to Carnegie Hall reflects their confidence in its artistic
leadership and gives momentum to plans for new programs and the maintenance of its landmark building.

For a complete description of the numerous opportunities for corporations to become involved with Carnegie
Hall and its distinguished coalition of business supporters, please contact Susan Shine, Director, Corporate
Fund, 881 Seventh Avenue, New York, NY 10019 (212) 903-9650.

SPONSORS $30,000 and above

The Starr Foundation
TASA, Inc.

Tishman Realty & Construction Co., Inc.
S. G. Warburg & Co. Inc.

Chemical Bank
Mutual Benefit Life

National Westminster Bancorp Inc.
Norstar Bank

PACESETTERS $10,000 to $29,999
Allen & Company Incorporated

Arthur Anderson & Co.
Aon Foundation

The Bank of New York
Bankers Trust Company Foundation

Bristol-Myers Squibb Foundation
Carter-Wallace, Inc.

CBS Inc.
Chemical Bank

CIBA-GEIGY Corporation
CITIBANK

Liz Claiborne Foundation
EXXON Corporation

Japanese Chamber of Commerce & Industry of
New York, Inc.

Philip Morris Companies Inc.
The Pfizer Foundation, Incorporated

Polo Ralph Lauren Corporation

GUARANTORS $5,000 to $9,999
ABO Securities Corporation
Booz-Allen & Hamilton, Inc.

Broadcast Music, Inc.
Caxton Corporation

CBS Records Inc.
Raymond G. Chambers

The Coach Dairy Goat Farm
Colgate-Palmolive Company

Con Edison
Continental Corporation
Debovoise and Plimpton
E. I. Du Pont de Nemours

and Company
Ernst and Young

Films for the Humanities
The Gordon/Rousmaniere/

Roberts Fund
Hoechst Celanese Corporation

IBM Corporation
IFF Foundation Inc.

ITT Corporation
Institutional Investor, Inc.

KPMG Peat Marwick
Lazard Freres & Co.

Thomas J. Lipton Foundation, Inc.
The McGraw-Hill Foundation, Inc.

McKinsey & Company, Inc.
Mitsui USA Foundation

Mobil Foundation, Inc.
J.P. Morgan & Co. Incorporated

Nikko Hotels International
Price Waterhouse

Republic National Bank of New York
Schiavone - Bonomo Corporation

Joseph E. Seagram & Sons Inc. Fund
Sterling Drug Inc.

Union Pacific Foundation
E.M. Warburg, Pincus & Co., Inc.

Westpac Banking Corporation
The Xerox Foundation

BENEFACTORS $2,500 to $4,999
AGVAR Chemicals, Inc.
Amax Foundation, Inc.

Amalgamated Bank of New York
American Re-Insurance Company

Banca Popolare di Milano
Bank Julius Baer & Co. Ltd.
Bertelsmann Music Group

Carl G. Brirnrnekarnp & Company, Inc
Cantor, Fitzgerald Foundation.

CHANEL,Inc.
CPC International Inc.

Daiwa Bank, Ltd.
Deluxe Corporation Foundation

East River Savings Bank
Ford Motor Company Fund

The Gitano Group, Inc.
Guardian Life Trust

Haarmann & Reimer Corporation
TJ:leHenley League Ltd.

Hosokawa Micron International Inc.
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International Creative Management, Inc.
Japan Arts/NTVIC
Johnson & Higgins

Kronish, Lieb, Weiner & Hellman
Judith Leiber, Inc.
Lintas: New York
Lloyds Bank PIc

Macmillan Foundation
R. H. Macy & Co., Inc.

Matsushita Electric Corporation
of America

The May Department Stores Company
and its Lord & Taylor Division

Metallgesellschaft Corp.
Metropolitan Life Foundation
Mitsui Toatsu Chemicals, Inc.

Mitsui Trust & Banking Co., Ltd.
William Morris Agency, Inc.

N ederlandsche Middenstandsbank
Newmont Mining Corporation

Continued on page 58

Nichimen America Inc.
Robert Plan Corpora tion
James Stewart Polshek

and Partners
Saatchi & Saatchi DFS, Inc.

Sandoz Corporation
Shiseido Cosmetics Ltd.

Siemens Capital Corporation
Sony Corporation of America

Founda tion, Inc.
Tandler Textile Inc.

J. Walter Thompson Company
Unilever United States Foundation, Inc.

Viacom International
Webster & Sheffield

Wertheim Schroder & Co. Incorporated
Winston & Strawn

Yamaha Communications Center
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Hear West Side Story as its
composer intended it to sound.
In this special on the making
of the album, Leonard Bernstein
conducts his masterpiece for the
first time, with Kiri Te Kanawa
and Jose Carreras singing the
leading roles.

It's just part of American Music Week
on A&E, Monday, November 5th
through Sunday, November 11th.
Check your local listings for complete
program information. And tune in to
spectacular performing arts
programming every Tuesday night
at 9:00 on A&E's Stage.

American Music Week is sponsored in part
by MCI Communications Corporation and
TDK Electronics Corporation.

© 1990 Arts & Entertainment Network HEARST/ABC/NBC.

American Music Week
presents:

Stage

West Side Story:
The Making of an Album

Tuesday
November 6th

9:00 PM ET


