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HISTORY OF THE HRO

he Harvard-Radcliffe Orchestra (HRO)

is the oldest symphony orchestra in the
United States. It traces its history back to
the night of March 6, 1808, when Joseph
Eaton (class of 1810) and five other
Harvard men formed the Pierian Sodality,
taking its name from the Pierian Springs,
where Greek immortals drank and found
musical inspiration. (In contrast, the oldest
professional orchestra — the New York
Philharmonic — was founded only in 1842.)

In its early years, the Sodality was a
student club not only for playing music, but
also for consuming brandy and cigars, as
well as the “serenading of young ladies.”
In the 1830s, the Faculty of Harvard
College publicly admonished the Sodality
for a whole night serenading away from
Cambridge. Administration censure was
so great that in 1832 the Pierian Sodal-
ity was reduced to one man. Gradually,
however, other members were elected,
and the Sodality played on. According to
a June 29, 1840 entry in the Sodality’s
record book, the group’s late-night mu-
sic-making antics earned them fame that
“did wax exceedingly great, and did reach
all the places round about Cambridge.”

Two decades later, the performing
career of the Pierians began. In 1860,
shortly after Harvard President James
Walker made Harvard the first institution
to add music as a regular subject of study
in the curriculum, the Pierian Sodality
was given permission to “hire a hall and
give a public concert, on condition that
no tickets be sold.” They began to give
regular concerts, and even rehearsed to
prepare for them.

Therefore, by the turn of the century, the
Pierian Sodality could justly refer to itself
as the Harvard University Orchestra. It had
developed into a serious musical organi-
zation and become the largest college
orchestra in America. The late thirties saw
joint concerts with the Radcliffe Orches-

tra and in 1942, the Pierians suggested
that the Harvard-Radcliffe Orchestra be
formed. Since the Sodality’s membership
was depleted during the years of World
War II, and since the Radcliffe Orchestra
lacked certain instruments, both groups
benefitted from the merger. Thus the men
and women of Harvard and Radcliffe unit-
ed in their music-making efforts, and the
HRO as it is today was born.

The orchestra was conducted by
students until 1926, when the first profes-
sional conductor was hired by orchestra
members. Most conductors remained for
only a few years (with the exception of
Malcolm Holmes, conductor from 1933-
50), until on a recommendation from
Leonard Bernstein, Dr. James Yannatos
became conductor in 1964 and served as
the music director for 45 years. Under his
baton, HRO developed into a high-quality
orchestra, and toured all over the country
and the world. Following Dr. Yannatos’
retirement, Federico Cortese was ap-
pointed music director of HRO in 2009.
He has continued its tradition of musical
excellence, of performing with other Har-
vard musical organizations, such as the
Holden Choirs, and of performance tours.

It is now over one century ago that
HRO deemed itself ready for its first out-
of-state tour. Beginning with a successful
tour through New York State in 1908,
HRO’s travels have featured such high-
lights such as performing at Washington
DC’s National Theatre for First Ladies Mrs.
Warren Harding and Mrs. Calvin Coolidge,
gracing the stage of Carnegie Hall and,
in 1978, placing third in the Fifth Annual
International Festival of Student Orches-
tras. Since the 1980s, HRO has taken
tours to the Soviet Union, Asia and Europe,
Italy, Brazil, Canada, , Cuba, Israel, Jordan
and most recently in 2015, the Philippines
and South Korea.
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Harvard-Radcliftfe Orchestra

209th Season, 2016-2017

VIOLIN |
Emma Frucht “17

Concertmaster

Anna Clink “17
Brandon Duffy 20

Alejandro Gracia-Zhang 20

Yooree Ha 20
Alexander Harris ‘20
Natalie Hodges ‘19

Myer Johnson-Potter 20

Flora Li ‘19
Jeffrey Liu 20
Diana Wang 20
NaYoung Yang ‘18
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Enchi Chang ‘17
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John Lim ‘20
Evelyn Mo 20
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Hueyjong Shih “18
Angela Tang ‘20
May Wang ‘20
Cecilia Yao “19

VIOLA

Faith Pak ‘19
Principal

William Chang 19

June Criscione ‘17

Jiali Li*

Jennifer Mao 20

Sofia Nikas*

Maria Park “19

Henry Shreffler “18

CELLO

Bihn Park ‘19
Principal

John Austin ‘19

Eleanor Bragg 19

Spencer Kim 20

Raymond Lin ‘20

Ju Hyun Lee “18

Jeanna Qiu 20

Grant Riew ‘19

Sasha Scolnik-Brower ‘17

lla Shon ‘19
Ellis Jaewon Yeo 20
Michael Won 20
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Frederick Metzger ‘18
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Christian Lin ‘20
Steve Tarsa*
Ross Wightman*
Andrew Wilson*

FLUTE

Dominique Kim “17

Steven Kim*
Piccolo

Anya Zhang ‘20

OBOE

Harrison Besser ‘17

Rachel Clemens ‘19
English Horn

Mara Roth “19

CLARINET
Erica Chang ‘19
HyukJoo Hwang ‘19
Andrew Lee ‘17
Eric Zhou 20

Bass Clarinet

BASSOON
Steven Ekert ‘20
Daniel Park ‘20
Reuben Stern 20

HORN

Simon Eder 20
Anton Gillespie “18
Alec Jones ‘19
Anna Peng 20
Nikhil Suri ‘20

TRUMPET

William Brechtelsbauer ‘19

George Goodwin “17
Soley Hyman 19
Patrick Sanguineti “17

TROMBONE
James Conatser ‘17
Brendan Pease ‘17

BASS TROMBONE
Topher Colby “19
Jack Stone ‘20

TUBA

David Vess*

PERCUSSION
Grant Hoechst 18
Matthias Pergams “19
Nicholas Pham 19
Greg Savino*

Kai Trepka 20

PIANO
George Hu 20
Mason Meyer 20

HARP

Elizabeth Yeoh-Wang 20
Sarah Yeoh-Wang ‘17

*guest performer
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Harvard-Radcliffe Orchestra

209th Season, 2016-2017

FEDERICO CORTESE, Conductor, Music Director
ADRIAN SLYWOTZKY, Teaching Fellow
MARK MILLER, Teahing Fellow

Saturday, April 15, 2017, 8:00 pm
Sanders Theatre, Harvard University

PROGRAM

George Gershwin (1898-1937)
An American in Paris (1928)

Béla Bartok (1881-1945)
The Miraculous Mandarin, Op. 19, Sz. 73 (BB 82)
(1926)

INTERMISSION

Ludwig Van Beethoven (1770-1827)
Symphony No. 4 in B-flat Major, Op. 60 (1807)
|. Adagio — Allegro vivace
ll. Adagio

IIl. Allegro vivace
V. Allegro ma non troppo



NOTES ONTHEMUSIC

Gershwin, An American in Paris (1928)

t the age of thirty in 1928,

George Gershwin wrote An
American in Paris, symphonic
poem, or “rhapsodic ballet” as he
liked to call it, infused with jazz
and inspired by his impressions
of the in-vigorating sights and
sounds of the city. In his original
program notes for the first perfor-
mance of the piece at Carnegie
Hall by the New York Philharmon-
ic, he wrote: “My purpose here is
to por-tray the impression of an
American visitor in Paris as he
strolls about the city and listens
to various street noises and ab-
sorbs the French atmosphere.”

The piece is lighthearted and
brimming with the humor and
sparkling quality of the popular
show music that Gershwin was
writing in New York City at the
time. Gershwin began his musical
career earning $15 a week as
a “song plugger,” a pianist who
worked in music shops sampling
sheet music for customers. The
street where he worked in Man-
hattan was famously nicknamed
“Tin Pan Alley,” and was a hub for
enterprising music publishers and
songwriters. He soon branched
out to writing songs for musical
theatre and vaudeville with his
brother Ira Gershwin, and his
music quickly became synony-
mous with the Jazz Age. In the
mid-1920s he decided to take
a break from Broadway with a
trip to Paris, where he sought to
study composition with Maurice
Ravel, a composer whose work

he greatly admired. Ravel told
Gershwin he could not teach him,
but they struck up a warm and
long-lasting friendship, and he
sent a letter recommending him
to Nadia Boulanger, a famous
music teacher of the likes of
Aaron Copland and Philip Glass.
After hearing some of his com-
positions, she also refused to
teach him, afraid that too rigorous
classical training would quash his
extraordinary natural gift. She is
famously said to have told him,
“Why be a second-rate Ravel
when you are already a first-rate
Gershwin?” Nevertheless, the
influence of the time Gershwin
spent with French composers
shows in An American in Paris,
with its impression-ist effects
that strive to imitates light, color,
and atmosphere. By seeking
mentorship in Paris, Gershwin
was trying to get into the circles
of the more “serious” classical
music traditions of Eu-rope, and
writing An American in Paris as
a symphonic tone poem was a
part of this attempt. The piece
was extremely well-received by
the audience at the premiere,
but some critics turned up their
noses and doubted its place on
a serious classical music stage.
Gershwin wrote in response, “It's
not a Beethoven Symphony, you
know... It’s a humorous piece,
nothing solemn about it. It’s not
intended to draw tears. If it pleas-
es symphony audiences as a
light, jolly piece, a series of



impressions musically expressed,
it succeeds.”

The piece is written in a broad
ABA format—it begins with fresh
urban energy, punctuated by the
honking of real taxicab horns.
The opening rhythm mimics a
brisk walk with a little skip in the
step, and quick percussive six-
teenths create the mechanical
sound effects of transportation
and in-terrupt sweeping balletic
melodies. This cheerful first sec-
tion is interrupted by a mellow
blues-inspired interlude, where,
Gershwin wrote in his program,
“Our American friend, perhaps
after strolling into a café and
having a few drinks, has sud-
denly succumbed to a spasm of
homesick-ness.” The exuberance
slowly returns with encounters
with the distinctive dotted quarter
rhythms of the Charleston dance,
and elements of “Le Maxixe,” a
tango that was popular in Paris at
the turn of the century. And so the
homesick American leaves the
café, having “drowned his spell
of blues,” and finds joy again in
the City of Lights.

- Faith Pak “19
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NOTES ONTHEMUSIC

Bartok, The Miraculous Mandarin (1926)

he ballet suite of The Miacu-

lous Mandarin by Béla Bartdok
is a conception of the grotesque
often only broached in quality by
other contemporary works of its
time, such as Stravinsky’s en-
rapturing Rite of Spring or Alban
Berg’'s opera Lulu. Enthralled in
an individuality of its own, the
piece rends at the formal ideas
that make music sound pleasant,
or comforting, instead embracing
and reveling in its own tenacious
harshness. The piece was origi-
nally orchestrated to accompany
the full ballet, following a story
published by Menyhért Lengyel in
a Hungarian literature magazine
in 1917. Slightly abbreviated, the
orchestral suite maintains the
integrity of what amounts to a
thrilling and gripping synopsis,
and provides our best example of
Bartok’s unfailing ability to inno-
vate and shatter his medium, only
to brilliantly build it back up into a
monstrosity of his own creation.

The difference between un-
derstanding the purpose of the
charming, provocative caden-
za-lie clarinet moments as di-
rectly analogous to the seductive
young girl used to bring unfortu-
nate passerby into the lair of the
thieves does not help reconcile
the glaring disorder and cacoph-
ony of the score; yet knowing
that Bartok’s passion for the plot
should help the listener feel the
gravity of what is every bit intend-
ed to be a slaughtering of the
sense by the savagery brought

out from every last instrument
he utilizes.

As Bartok describes it:

“Just listen to how beautiful
the story is. Three thugs force
a beautiful young girl to seduce
men and lure them into their den,
where they will be robbed. The
first turns out to be poor, the
second likewise, but the third is
a Chinese, a good catch, as it
turns out. The girl entertains him
with her dance. The Mandarin’s
desire is aroused. His love flares
up, but the girl recoils from him.
The thugs attack the Mandarin,
rob him, smother him with pillows,
stab him with a sword, all in vain,
because the Mandarin continues
watching the girl with eyes full of
yearning... the girl complies with
the Mandarin’s wish, whereupon
he drops dead”

General thematic parts of
Bartok’s compositions, such
as stylistic nods to the Magyar
musical style and language that
surround the Piano Concerto No.
3 and the Concerto for Orchestra,
or efforts to evince Hungarian
culture in Bluebeard’s Castle,
are left behind in a series of
shattering moments and tense
undertones that make up The
Miraculous Mandarin, which is
widely agreed to be Bartok’s most
unbridled work. As the trombones
rip apart the subtle yet drawn
out augmented suspensions and
tense dissonances that form brief
climaxes throughout the piece,
one can hear the betrayal of the



thieves upon the passerby. Just
as well, the lull of the harps and
surmounting tension toward the
end of the piece bring the fur-
ther beatings and wounding of
the Mandarin to a fevered pitch,
which fails to resolve in the death
of the Mandarin that exists just
beyond the cut Bartok made for
the ballet suite.

Further reading into the score,
the listener is at once assaulted
by sounds of the nameless city
space the licentiousness of the
plot occurs in, with Bartok’s pur-
posed driving rhythms giving the
audience a pained exposure to
the bleak, crazed background
of the plot to come. This then
follows with the introduction of
the luring young girl, whose victim
the first poor man is riven as he
fails to deliver what the thieves
wish for. Reduplicated in a similar
manner, yet intensified, the score
then traces past a second large
climax and the aforementioned
Mandarin is brought to the fore.

The brutal subjection of the
first two victims and the young
girl in The Miraculous Mandarin,
as well as the unhinged and de-
ranged lust of the Mandarin as he
too falls into the trap, culminates
in the supernatural survival and
sustenance of his body as he
satisfies the unknowable passion
their trick has put upon him; a sto-
ry line that embodies within itself
a stunning and quintessentially
Bartok exasperation of madness.
When superimposed over the

harmony of composers just a
few generations before, it may be
difficult to hear music in what was
an incredibly innovative piece of
its time. But The Miraculous Man-
darin is an impossibility in itself,
and addresses Bela Bartok in a
way that no other piece”of his
does, drawing the grotesqueness
of the contorted plot into a fine,
synthesized absurdity that lan-
guishes in its own neurotic beauty.

- Topher Colby ‘19
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NOTES ONTHEMUSIC

Beethoven, Symphony No. 4 (1806)

Beethoven’s Symphony No. 4
in B-flat major, Op. 60, was
described by Robert Schumann
as “a slender Grecian maiden
between two Norse giants,” and
fittingly so—while its immediate
predecessor and successor are
the historic “Eroica” and the im-
mortal Fifth, both titanic in scale
and epic in scope, this sympho-
ny, by contrast, is a spark of
lighthearted and good-humored
joy, sandwiched between and
eclipsed by its two heavyweight
neighbors.

The Fourth Symphony was
composed during the summer of
1806, interrupting Beethoven’s
work on his Fifth Symphony.
Despite his ever-worsening deaf-
ness, 1806 was a remarkably
productive year for Beethoven,
seeing the completion of his
Fourth Piano Concerto, the three
“Razumovsky” string quartets,
and his Violin Concerto, all cor-
nerstones of the classical reper-
toire and similarly genial works. At
this time, Beethoven was nearing
the peak of his heroic “middle
period,” spanning from about
1802 until 1815 and during which
most of his greatest works were
composed.

True to Schumann’s epithet,
this symphony is scored for the
leanest forces of all of Beetho-
ven’s nine symphonies, boasting
only one flute among its ranks
instead of the usual two. Whereas
the Third and Fifth Symphonies
saw Beethoven looking far into

the horizon and pushing the
boundaries of symphonic expres-
sion, the Fourth Symphony is a
return to tradition, classical in its
essence despite its unmistakably
Beethovenian disposition. But
even while honoring precedent,
Beethoven defies it, giving the
woodwinds and the horns a much
more prominent role than was
typical for classical symphonies

The first movement opens with
an ominous Adagio in the “wrong”
key of B-flat minor (instead of
the expected B-flat major). The
texture is sparse, and the music
is reluctant to move, creating an
otherworldly spaciousness much
like the complete stillness of the
night shortly before the crack of
dawn. But eventually, day breaks,
and an explosion of light cata-
pults the music into the jovial and
optimistic Allegro vivace, rich with
angular syncopations and full of
abrupt, humorous contrasts, both
between loud and soft and be-
tween sprightly motifs and lyrical
melodies.

The slow movement, in the
subdominant key of E-flat major,
is simultaneously expansive and
rhythmic, full of lush melodies
but never straying far from the
drumbeat-like regularity of the
accompaniment. The music is
by turns pastoral and turbulent,
with reflective solos by the wood-
winds, wavelike swaying figures
by the strings, and a tempestuous
plunge into darkness by the entire
orchestra at the center of the



movement. The staccato arpeg-
gios in the coda are especially
notable for their birdlike sound,
and the timpani alone takes on
the violins’ opening motif, actual-
izing the continuing impression of
drumbeat, before the movement
draws to an emphatic close.
With the heavily syncopated
scherzo, the music returns to its
ecstatic nature and to its home
key of B-flat major. From his very
first symphony, Beethoven had
been using the scherzo (or min-
uet) movements as grounds for
experimentation, and this scherzo
is no exception. In fact, it marks
the first time that Beethoven
expands the typical ABA form
of a symphonic scherzo into an
ABABA structure, effectively dou-
bling the size of the movement.
Beethoven is, however, mindful
of his utilization of time, and the
final A section is abbreviated.
The perpetuo moto finale fully
summarizes the carefree jocu-
larity that defines this symphony.
The first violins begin softly with
an idea but, distracted, leave off
mid-phrase, forcing the second
violins and violas to pick up the
slack. This idea is then tossed
among the instruments in a
similar fashion for the rest of
the movement. With a relentless
rhythmic drive and rapid, propel-
ling figures, the movement runs
as a well-oiled machine, albeit
one prone to sudden bursts of
energy. For all its exuberance,
however, the music eventually

runs out of steam within arm’s-
length of its destination, grinding
to a halt, seemingly too tired to
continue. But it quickly becomes
clear that this exhaustion is a
mere ruse, and the music revives
itself, ending with brilliant vigor.

- Michael Cheng “19

13



FEDERICO CORTESE

Conductor, Music Director
s rom the

moment
of his
debut in
Septem-
ber 1998,
stepping
in at short
notice
to con-
duct Bee-
thoven’s
Symphony
No. 9 in place of an ailing Seji Ozawa,
Federico Cortese’s work as Assistant
Conductor of the Boston Symphony
Orchestra was widely praised. Serv-
ing in that position from 1998-2003,
Mr. Cortese led the BSO several times
in Symphony Hall and at Tanglewood.
His conducting of Puccini’s Madama
Butterfly at Symphony Hall was par-
ticularly heralded. Additionally, he has
served as Music Director of the Bos-
ton Youth Symphony Orchestras since
1999 and is currently Music Director
of the New England String Ensemble
and Associate Conductor of the Asian
Youth Orchestra. Other appointments
have included Music Coordinator (in
lieu of Music Director) and Associate
Conductor of the Spoleto Festival in
Italy, Assistant Conductor to Daniele
Gatti at the Orchestra del’Accademia
Nazionale di Santa Cecilia in Rome,
and Assistant Conductor to Robert
Spano at the Brooklyn Philharmonic.
Mr. Cortese has conducted oper-
atic and symphonic engagements
throughout the United States, Austra-
lia, and Europe. Recent engagements
in the US include, among many oth-
ers, conducting the Dallas and Atlanta
Symphony Orchestras, San Antonio
and New World Symphonies, and the
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Louisville Orchestra; as well as many
operatic productions including Mo-
zart’s Don Giovanni with the Boston
Lyric Opera, Puccini’s La boheme with
Opera Theater of Saint Louis and at
the Yale Opera program, and Andre
Previn’s A Streetcar Named Desire
with the Washington National Opera. In
Europe, his opera experience includes
conducting productions of Verdi’s |l
trovatore in Parma, Italy as part of the
Verdi Centennial Festival; Mozart’s Die
Entfuhrung aus dem Serail at the Spo-
leto Festival in Italy; Niccolo Piccinni’s
La bella verita at the Teatro Comu-
nale, Firenze, with the Orchestra of
the Maggio Musicale Fiorentino; and a
new production of Mozart’s Cosi fan
tutte with the Finnish National Opera
in Helsinki. Recent successes include
guest conducting Britain’s Opera
North, BBC-Scottish Symphony, Slo-
venian Philharmonic, Oslo and Zagreb
Philharmonics, and "Gottingen Sym-
phony Orchestra, to name just a few.

In Australia, he has conducted the
Sydney and Tasmanian Symphonies;
Australian Youth, West Australia Sym-
phony, and Queensland Orchestras;
and a production of Madama Butter-
fly for Opera Australia in Melbourne.

Mr. Cortese studied composition
and conducting at the Conservato-
rio di Santa Cecilia in Rome and at
the Hochschule fur Musik in Vienna.
In addition, he has been a conduct-
ing fellow at the Tanglewood Music
Center. In 2009, he was appointed
Senior Lecturer in the Harvard music
department. In addition to music, Mr.
Cortese studied literature, human-
ities, and law, earning a law degree
from La Sapienza University in Rome.



SANDERS THEATRE INFORMATION

Sanders Theatre at Memorial
Hall is managed by the Office
for the Arts at Harvard. All in-
quiries should be addressed to:
Memorial Hall/Lowell Hall Complex
45 Quincy Street, Room 027
Cambridge, MA 02138

Phone: 617.496.4595, Fax:
617.495.2420

Email: memhall@fas.harvard.edu

CALENDAR OF EVENTS
Available at the Harvard Box Office
web site: www.fas.harvard.edu/~tick-
ets

RESTROOMS
Located on the lower level.

SMOKING
There is no smoking allowed in Me-
morial Hall.

PARKING

There is no parking at Sanders
Theatre.

Free parking for Sanders Theatre
events is available at the Broad-
way Garage, corner of Broad-
way and Felton Streets, from one
hour pre-performance to one hour
post-performance. For some student
events, patrons will be asked to park
at the 52 Oxford Street Garage.

LOST AND FOUND

Call 617.496.4595 or visit the Ad-
ministrative Offices, Memorial Hall
room 027. Memorial Hall and Harvard
University are not responsible for lost
or stolen property.

LATECOMERS
Latecomers will be seated at the
discretion of the management.

PHOTOGRAPHY AND
RECORDING

Use of cameras and audio and video
recording of any kind is prohibited.
Equipment will be confiscated.

ACCESS FOR PATRONS WITH
DISABILITIES

Wheelchair accessible seating is
available through the Harvard Box
Office by telephone at 617.496.2222,
TTY 617.495.1642, or in person.
Sanders Theatre is equipped with
Assistive Listening Devices, which
are available at the Box Office, one-
half hour before performance time.
For information about parking for
disabled patrons, call the University
Disability Services at 617.495.1859,
Monday through Friday 9am to 5pm,
or email at disabilityservices@har-
vard.edu. Please call at least two
business days in advance.

THE HARVARD BOX OFFICE
Phone: 617.496.2222;

TTY: 617.495.1642
hro@hcs.harvard.edu

Advance Sales:

Holyoke Center Arcade, Harvard
Square

1350 Massachusetts Avenue
Calendar of events, online sales
and current hours: www.boxoffice.
harvard.edu

Pre-Performance Sales:

Sanders Theatre at Memorial Hall
Open on performance days only, at
12 noon for matinees and 5pm for
evening performances.

Open until one-half hour after
curtain.

USHERING

To inquire about ushering oppor-
tunities, contact the Production
Office at 617.495.5595.
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ARGENTINATOUR 2017

May 27th - June 9th

Following our successful tours to Cuba (2011), the Middle East
(2013), and South Korea and the Philippines (2015), we are thrilled
to announce that we will be touring to Argentina in June. Along with
performing in Buenos Aires, Rosario, Tucuman, and Cllrdoba, we’ll
be partnering with the Orquesta Infanto-Juvenil de Retiro, a youth
orchestra in Buenos Aires comprised of socio-economically disad-
vantaged children. We firmly believe that music transcends nation-
ality, class, and language, and are excited to engage in side-by-side
rehearsals with the group, culminating in a concert for their families
and community.

Many in the orchestra receive financial aid and cannot afford the
$2000 student contribution. We are committed to the principle that
musical ability, not financial aid, will determine a student’s place on
tour. We've successfully raised much of our funds, but we still need
$40,000 in order to make this tour a reality.

If our vision is one that appeals to you, we humbly seek your finan-
cial support. Sponsorship levels range as follows:

Conductor’s Circle: $30,000-$100,000

Friends of the Concertmaster: $10,000-$29,999
Principal’s Patrons: $5,000-$9,999

Sustainer: $1,000-$4,999

Associate: $500-$999

Patron: $250-$499

Sponsor: $100-$249

Family: Up to $99

Checks may be made payable to “Harvard-Radcliffe Orchestra” and
mailed to: Harvard-Radcliffe Orchestra, Music Building, 3 Oxford St,
North Harvard Yard, Cambridge, MA 02138. For more information,
please contact hrotour2017@gmail.com.

Thank you and we hope you enjoy the show!

NaYoung Yang 18 and Henry Shreffler ‘18



SUPPORTERS

of HRO and the Harvard Pierian Society

The Harvard Pierian Foundation and the Harvard-Radcliffe Orchestra
would like to thank its generous supporters. Listed here are those who
have made donations prior to April 2017. We apologize for any errors or
omissions.

Sustainer ($1,000-$4,999) Jacob Taylor and Jean Park
Jim and Bryann Nuzzo Thomas Crowell
Marilyn Wendell Malpass Jon T. Harada
Mary Ellen Moir Mary Ellen and Richard Flather
Monica D. Kohler Heidi Vanderbilt Brown and Andrew
Popper
Associate ($500-$999)
Richard & Nancy Fryberger Family Membership (up to $99)
Christine Ausnit Hood ‘80 Caroline and Matt Boch
Leora Horwitz, M.D., and Derek Richard W. Hadsell
Kaufman The Rev. Ermest W. Cockrell
Marion Letvin Nicholas Cunningham, M.D.
Catherine and Timothy Weiskel Michael Brenner
David L. Creighton
Patron ($250-$499) Albert W. Briggs, Jr
David D. Oakes, MD. Thomas V. Yates
Laurence D. Berman Katherine F and Dr. Rajar K. Mukheriji
In Memory of Norman Letvin Walley Finley Dalley
Fritz Klein
Micheal Luskin Tour
Thomas I. Crowell ‘43 Evelyn Lynn Hu
Drs. Robert and Judy Lindamood Canghao Chen
David Lee and Hiroko Ichikawa
Sponsor ($100-$249) Alan Stern and Lori Tenser

Richard B. Dobrow, M.D.
Kyle ad Mary Adler
Harvey J. Weiss, MD.

Glenn and Maureen Pease
Gary and Eileen Besser
Grace and Steven Jones

Yannatos Archive Scott R. Stone
David M. Hutt, MD. Timothy and Emily Hoechst
Donald and Marjorie Forte Eran Egozy
Ethan Gray Debra Fitzgerald
Alvin W. Wen Silvana Pascucci
Robert Maden and Cynthia Chazotte  Bernard Wideman
Eric Hinsta John and Helen Carswell
John P. Bilezikian, MD. Eumine Ching
Rolf and Nancy Goodwin Tina J Lafiosca

Jacob Taylor and Jean Park
Richard A. Bohannon
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