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•

In 1935 Gertrude Clarke Whittall gave the Library of Congress five 
Stradivari instruments and three years later built the Whittall Pavilion 
in which to house them. The GERTRUDE CLARKE WHITTALL 
FOUNDATION was established to provide for the maintenance of 
the instruments, to support concerts (especially those that feature her 
donated instruments), and to add to the collection of rare manuscripts 
that she had additionally given to the Library.

Pre-concert Conversation with the Artists 
Whittall Pavilion, 6:30 pm (No tickets required)
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•
Program

JOSEF MYSLIVEČEK  (1737-1781)
String Quartet in F major, op. 3/2 (1768/9)

Allegro
Andante
Presto assai

JOSEF SUK (1874-1935)
Balada in D minor (1890)

GUSTAV MAHLER (1860-1911) / ANNETTE REISINGER
"Ich bin der Welt abhanden gekommen" (1901)
 from the Rückert Lieder
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LEOŠ JANÁČEK (1854-1928)
String Quartet no. 1 ("The Kreutzer Sonata") JW VII/8 (1923)

I. Adagio–Con moto...–Vivo–Un poco più tranq.–Adagio–Con moto–Adagio– 
Un poco più mosso–Vivo–Adagio

II. Con moto–Un poco meno mosso–Tempo I–Più mosso–Meno mosso–Tempo I–
Più mosso–Un poco meno mosso–Tempo I–Energico e appassionato–Tempo I

III. Con moto–Un poco più mosso–Vivace–Andante–Tempo I
IV. Con moto–Un poco più mosso–Meno mosso–Tempo II–Adagio–Più mosso–

Adagio–Maestoso–Più mosso–Più mosso, feroce–Meno mosso

iNtermission

ANTONIN dVOŘÁK (1841-1904)
String Quartet in F major, op. 96, B.179 ("American") (1893)

Allegro ma non troppo
Lento
Molto vivace–Poco meno mosso
Finale: Vivace ma non troppo–Meno mosso–Più mosso, Tempo I–Meno mosso

•
About the Program

Josef Mysliveček, String Quartet in F major,  op. 3/2; 
Josef suk, Balada in D minor;
Gustav Mahler, "Ich bin der Welt abhanden gekommen"

This evening's program contains a Bohemian cocktail of well-known but potent potables 
mixed with less-familiar spirits. It illustrates some of the breadth of Czech music during 
a roughly 150-year period, ranging from the Classical roots of the string quartet to 
remarkable expressions of individuality at the beginning of the twentieth-century. 

Josef Mysliveček was mainly known for his stage works, but he also wrote a large number 
of symphonies and other instrumental pieces, including approximately eighteen string 
quartets. At the time when Mysliveček was composing his first batch of quartets, certain 
aspects of the ensemble were not yet entrenched in practice. For instance, "...it was still 
by no means clear whether or not the 'basso' part should be doubled."1 The early Castaud 
1 Evans, Angela and Robert Dearling, Josef Mysliveček (1737-1781), A Thematic Catalogue 
of his Instrumental and Orchestral Works, Musikwissenschaftliche Schriften, Band 35 (Germany: 
Musikverlag Katzbichler, 1999), 75.
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print of the op. 3 quartets from 1768/9 gives the lowest part as "basso," though this 
was changed to "violoncello" in later editions.2 The upshot is that some of these 
works were performable, and indeed performed, by string orchestras with the bass 
part doubling the cello. In fact, the F-major quartet programmed tonight is perhaps 
better known as a Divertimento for string orchestra;3 like Haydn until circa 1772, 
Mysliveček used the "divertimento" title for his early quartets.4 

Until a breach that occured in the late 1770s, Mysliveček was one of the few composers 
who could call both Leopold and Wolfgang Amadeus Mozart "friends." In addition 
to personal charm, Mysliveček was also professionally admirable, and may well have 
served as a formative model during the younger Mozart's maturation as a composer.5  
In assessing some of the influences of Mysliveček on Mozart,  Daniel Freeman states 
that during "...the period when Mozart's acquaintance with Mysliveček's works was 
fresher, it seems appropriate to mention another group of compositions that reflects 
the spirit of Mysliveček's way of writing, namely the three-movement Divertimenti 
for Strings of 1772, K136-138, which exhibit very much the same kind of grace, 
energy, and wit that is so striking in Mysliveček's String Quartets op. 3."6 

It is possible to make too much of influences in an age of common practice; the 
benefit of comparing Mysliveček and Mozart is not so much to establish evidence 
of Mysliveček's influence on Mozart, but rather to point out that the music of the 
now-obscure Mysliveček was a worthy model for the Mozart family. Listening with 
open ears, one may hear in the F-major string quartet some of the same qualities 
that are attractive in the later quartets of Mozart or contemporaneous quartets of 
Haydn. The Library of Congress holds beautiful copyist manuscripts of the parts for 
six Mysliveček quartets that include the F-major quartet heard today. The quartet is 
short but soulful, and one can see how the Mozarts would have been impressed by 
the fresh energy of this music.

•
Josef Suk was a composer, violinist and pianist who performed professionally for most 
of his adult life with the fine Czech Quartet,7 a group lauded by Brahms after its first 
performance in Vienna in 1893.8 Suk's primary mentor was Antonin Dvořák, who 
was not only of great professional help to Suk, but ultimately became Suk's father-in-
law after Suk married Dvořák's daughter Otillie. The all-too-brief Balada for string 

2 Ibid.
3 Ibid., 82.
4 Ibid., 75.
5 Freeman, Daniel E., Josef Mysliveček, "Il Boemo" (Michigan: Harmonie Park Press, 
2009), 225-6.
6 Ibid., 253.
7 The Czech Quartet was also known as the Bohemian Quartet.
8 Tyrell, John, "Suk, Josef (i)," Grove Music Online, Oxford University Press, 2017.
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quartet was composed in 1890 as one of several instrumental ballads.9 The work, 
composed when Suk was a teenager and before his period of study with Dvořák, is 
reminiscent of early Wagner and foreshadows the lush soundscapes of Suk's Serenade 
for Strings and other orchestral works. As with the chamber music of Dvořák, there 
is an apparent ease to Suk's string writing that is evident even at this early stage in his 
career. It is a beautiful work that in a sense is the string quartet equivalent of the op. 7 
character pieces for piano that helped to establish Suk's reputation.

•
"It is feeling that rises just up to the lips, but does not pass beyond them.  

It is my very self!"10

In the at-times complicated game of programming, the selection of "Ich bin der Welt 
abhanden gekommen" makes for a compelling Czech mate.11 Gustav Mahler is best 
known for his symphonic works and his songs, and the two areas often intermingle. 
"Ich bin der Welt abhanden gekommen," a setting of a poem by Friedrich Rückert 
(modified by Mahler), is among the finest songs in all of Mahler's output, here 
arranged for string quartet by the Minguet's Annette Reisinger. 

The song belongs to the collection of Rückert settings Mahler begain composing 
in 1901; "Ich bin der Welt abhanden gekommen" is perhaps the best known, but 
other celebrated Rückert settings also took root during this period, including the 
Kindertotenlieder. The song was premiered at a gathering of the Vereinigung schaffender  
Tonkünstler (the Society of Creative Musicians, of which Arnold Schoenberg was 
a founder) on January 29, 1905. It was first performed transposed down a whole 
step to accommodate Mahler's baritone of choice, Friedrich Weidemann.12 Mahler's 
awareness of the song's tight construction comes down to us through Anton Webern: 
"...the music underlying the words 'Ich bin der Welt abhanden gekommen' is indeed 
'a single motive in which is contained the germ of everything that is yet to be,' as 
Webern records Mahler's words."13 Much of the content of that germinal line is first 
presented in the introduction; in the orchestral version Mahler sets the tone with the 
deep bass of the harp, followed by one of the great English horn solos in the literature. 

9 The Balada for cello and piano, also from 1890, would be elevated to a more  
official status as the first movement of Suk's op. 3 Ballade and Serenade.
10 Gustav Mahler on his song "Ich bin der Welt abhanden gekommen," as quoted in 
Mahler, Gustav, Ich bin der Welt abhanden gekommen, Facsimile edition of the autograph manu-
scripts, Gilbert Kaplan, ed. (China: Kaplan Foundation, 2015), 11.
11 Mahler's Moravian origins are sometimes overlooked, given the strong later associa-
tion between him and Vienna; in fact Mahler's career took him from Prague to Budapest and 
all across German-speaking Europe
12 Stephen Hefling, Mahler Ich bin der Welt, 22.
13 Ibid., 23.
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There is a continuity to Mahler's entire output that rewards the attentive listener. Ideas 
for the next symphony are often introduced in the preceding work. "Ich bin der Welt 
abhanden gekommen" occupies a musical space between two symphonic encounters 
with related related material. The affinity is clear if one listens to the song after hearing 
the closing bars of the third movement of the fourth symphony, and when listening to 
the fourth movement Adagietto of Mahler's fifth symphony.14  

In addition to melodic similarities, it is worth pointing out Mahler's methods 
of prolonging and delaying the ultimate musical resolution of his material. A 
comparison of the basslines and Mahler's use of suspensions bears both harmonic and 
orchestrational affinities. These types of shared details give greater weight to Mahler's 
setting of the poetry. 

Here is the poem by Friedrich Rückert, as partially modified by Mahler:

Ich bin der Welt abhanden gekommen,  I am lost to the world
mit der ich sonst viele Zeit verdorben;  with which I used to waste so much time,
sie hat so lange nichts von mir vernommen, It has heard nothing from me for so long,
sie mag wohl glauben, ich sei gestorben!  that it may very well believe that I am dead!

Es ist mir auch gar nichts daran gelegen,  It is of no consequence to me
ob sie mich für gestorben hält.   Whether it thinks me dead;
Ich kann auch gar nichts sagen dagegen,  I cannot deny it,
denn wirklich bin ich gestorben der Welt. for I really am dead to the world.

Ich bin gestorben dem Weltgetümmel,  I am dead to the world's tumult,
Und ruh' in einem stillen Gebiet!  And I rest in a quiet realm!
Ich leb' allein in meinem Himmel,  I live alone in my heaven,
in meinem Lieben, in meinem Lied.15  In my love and in my song.16

•

14 The Adagietto is often celebrated as a declaration of love to Alma Schindler, Mahler's 
new wife, who also copied out the fifth symphony along with "Ich bin der Welt." If one looks 
at the context in which this material developed prior to his marriage, its message seems to be 
less specifically associated with Alma, to be inclusive of other romantic interests and philo-
sophical territory.
15 Poem written by Friedrich Rückert in 1821, later published in the collection  
Liebesfrühling.
16 Translation copyright © by Emily Ezust, from the LiederNet Archive: http://www.
lieder.net/
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leoš Janáček, String Quartet no. 1 ("The Kreutzer Sonata")

Leoš Janáček had composed at least a portion of a string quartet in 1880, but it was 
incomplete and then lost.17 His first "official" quartet, then, was composed in 1923, 
when he was nearly 70 years old. Janáček, often considered chiefly as a composer 
of dramatic works, showed that the "dramatic" description was just as apt with his 
instrumental works. The first string quartet was inspired by Tolstoy's The Kreutzer 
Sonata, which in turn drew on Beethoven's op. 47 violin sonata. It happens that 
Janáček had also composed a piano trio based on Tolstoy's story in 1908, but it was 
also lost.18 Janáček's first quartet was composed between operatic endeavors, and the 
impetus for composition at that time came from a commission from the very same 
Czech Quartet in which Josef Suk performed. According to Suk, "... Janáček meant 
the work to be a kind of moral protest against men's despotic attitude to women."19 
Biographer Jaroslav Vogel continues: "Thus, while Tolstoy in The Kreutzer Sonata 
ascribes to music 'the most immoral effects' (music being, according to Tolstoy, one 
of the main forces for encouraging adultery in our society), Janáček in his quartet uses 
music to the exactly opposite effect: as the voice of the conscience of humanity."20 
Janáček's reaction to the quartet's performance is heartwarming: 

 "I've not yet heard anything so magnificent as the way the Czech Quartet 
 played my work... I myself am excited and it's already been a year since I 
 composed it. I had in mind a poor woman, tormented, beaten, battered to 
 death, as the Russian writer Tolstoy wrote in his work The Kreutzer 
 Sonata."21 

The programmatic claims one might make about the quartet are not directly 
supported by the composer, however. Beyond statements like the one above, Janáček 
did not provide movement titles, notes, or other details beyond the subtitle of "after 
The Kreutzer Sonata." As Roger Scruton puts it, "...The mere fact that Janáček's 
quartet was so inspired no more makes it into a programmatic narrative of the events 
in Tolstoy's story than it makes Tolstoy's story into a 'representation' of Beethoven's 
sonata. Inspiration, even when consciously referred to, cannot suffice to make music 
into programme music."22 

That argument is diminished a bit when one realizes that the absence of programmatic 
information (as understood by Scruton) does not mean that it never did or could 
exist. In any case, appreciation of the work does not rely on a program, as it rarely 

17 Vogel, Jaroslav, Leoš Janáček, trans. Geraldine Thomsen-Muchová, ed. Karel 
Janovický (London: Orbis Publishing, 1981), 291.
18 Ibid., 291-2.
19 Ibid., 294.
20 Ibid.
21 Tyrell, John, Janáček: Years of a Life, Volume II (1914-1928) (England: Faber and 
Faber Limited, 2007), 513.
22 As quoted in Tyrell, 252.
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does. Janáček employs a number of dramatic techniques throughout the quartet, ranging 
from the presentation of a recurring "motto" theme/tempo (Adagio), to the distribution 
of folk melodies across the quartet, to the use of timbral modifications of the sound as a 
rhetorical and developmental device. The opening motto theme is modified throughout 
the first movement (and later in the piece as well) to allow for harmonic movement, and 
motivic development of the idea is taken up in the variants of the material that occur in 
other themes. Often the relationship is most evident as a shared contour. Consider the 
opening two-measure theme, followed by a contour-related melody that continues in the 
cello line (note in particular the shape and interval compass of each melodic idea):

Example 1

Janáček, String Quartet no. 1, I: mm. 1-5

The tempo shifts serves to accentuate the transformation, and this approach continues 
throughout the work. For instance, the Adagio material above is transformed into a Vivo 
accompaniment in the violins, while the contour-related secondary idea in the viola 
retains its boundaries while morphing into a more rhythmically energetic idea:
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Example 2

Janáček, String Quartet no. 1, I: mm. 58-9

These relationships carry across movements. If you look at the melodic fifths and half 
steps in Example 1 as well as the span of a major seventh (the G-F-sharp dyad), and 
then compare it to an isolated version of the second movement's first theme, you can 
see the melodic similarities and the seventh outline; next to it in Example 3 is a new 
accompanimental figure that similarly spans a major seventh (spelled as a diminished 
octave):

Example 3

       
Janáček, String Quartet no. 1, II: mm. 18-21, violin I; 24-26, violin I

The third movement contains what may be a reference to the Beethoven sonata, as 
heard by Vogel.23 It is worth noting despite the very different settings of the material, 
because Janáček prepares the idea in the second movement. Here is a sample of 
the Beethoven violin melody where it occupies the same pitch space in the first 
movement of the "Kreutzer" sonata, followed by a setting of the related melody in 
canon between the violin and cello, followed by staggering commentary played sul 
ponticello by the inner voices:

23 For his analysis see Vogel, 293.
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Example 4a

Beethoven, Violin Sonata in A major, op. 47, I: mm. 413-420, violin 

Example 4b

Janáček, String Quartet no. 1, III: mm. 8-11

Again, the juxtaposition of contrasting tempos and dynamics serves to enhance the 
dramatic effect. The final movement of the quartet features a more direct return 
to the opening motto material and includes further transformations of other music 
referenced above. The searching quality of the theme finds respite here in the unusual 
key of A-flat minor (note the evolution from canon to arch, evident visually in the 
shape of the passage):

Example 5

Janáček, String Quartet no. 1, IV: mm. 1-5
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These examples must stand for the many others that show the interrelationships 
between and within the movements of the quartet. It is a tautly constructed work that 
is nevertheless highly dramatic, by a composer at the top of his game.

•
antonin Dvořák, String Quartet in F major, op. 96

Antonin Dvořák's "American" string quartet has remained one of his most popular 
works. It was composed in rather remarkable circumstances; after a period spent in New 
York City, he and his family travelled to Spillville, Iowa for their summer vacation. It 
was in Spillville where all of his children were reunited with him (some had been left 
in Prague during Dvořák's tenure at the National Consrvatory in New York).24 At this 
same moment of reunion, Dvořák swiftly composed his F-major quartet, with the bulk 
composed between June 8-10, and the score finished by June 23, 1893.25 

Dvořák's own words about the quartet belie its clever craftsmanship, and this is along 
the lines of how many perceive the work:

 "Since I wrote that quartet in 1893 in the Czech community of Spillville (1200  
 miles distant from New York), I wanted for once to write something very  
 melodious and simple, and I always kept Papa Haydn before my eyes; for that  
 reason it turned out so simple."26 

The perception of simplicity flows, I believe, from the clarity of first impressions; at 
many points in the quartet, primary material is first presented by a solo instrument 
in the context of a simple accompaniment. The texture of the quartet's opening is 
reminiscent of the approach Brahms took in 1890 for his G-major string quintet, 
with its use of measured tremolos and a solo statement of the melody (in the case 
of the quintet, the cellist is the opening soloist). Memorable motivic aspects are thus 
immediately at hand in the mind's eye, ready for comparison and recognition of related 
ideas as the  music develops. Indeed, cells of ideas with distinctive rhythms or pentatonic 
pitch sets permeate the musical fabric as markers throughout the quartet, even between 
movements.

While the second movement's accompanimental texture is more active, the effect is 
one in which a lush pad of sound is created as a foundation for the haunting melody. 
Dvořák's skill as a composer of string music comes to the fore in his careful orchestration 
of the music in this movement, balancing the various melodic statements across the 
24 Döge, Klaus, "Dvořák, Antonin," Grove Music Online, Oxford University Press, 
2017.
25 Houtchens, Alan, "The F-Major String Quartet Opus 96," in Dvořák in America, ed. 
John C. Tibbetts (Oregon: Amadeus Press, 1993), 228.
26 As quoted in Houtchens, 231.
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instruments with consistent but orchestrationally appropriate support from the 
remainder of the quartet. The main material of the scherzo evokes the spirit of a 
country dance, and the two trios are derived variants, thematically transformed to 
provide a minor-mode contrast.

The Vivace ma non troppo finale features two primary ideas, the first an up-tempo 
affair that is reminiscent of the opening movement, and the second a chorale-like 
music removed a bit from the energy of the earlier music. The restraint emphasizes 
the atmospheric differences between the musical ideas. The interrelated nature of the 
motivic and textural material of the "American" quartet is worth a more in-depth 
exploration than we are able to provide here, but we will close with one example of 
the friendly relations between the opening of the first movement and the beginning 
of the finale. Consider the first time that the melody appears in the first violin, above  
measured tremolos in the inner voices and a pizzicato bass:

Example 6a

Dvořák, String Quartet in F major, op. 96, I: mm. 7-10

Compare that to the melodic profile of the violin in the finale, above an active but 
texturally static inner-voice accompaniment and a pizzicato bass with a distinctive 
but familiar rhythm:
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Example 6b

Dvořák, String Quartet in F major, op. 96, IV: mm. 5-8

Such connections abound in this quartet, and contribute to its continuing reception 
as an accessible work that is rich enough to reward multiple hearings with new 
discoveries.

     David Henning Plylar
     Music Specialist
     Library of Congress, Music Division

•

About the Artists

The Minguet Quartett, founded in 1988, is one of the most internationally sought-
after string quartets today and gives guest performances in all the great concert halls 
of the world. The passionate and intelligent interpretations of the Minguet Quartett 
always ensure inspiring listening experiences—“for the joy in sound and expression 
with which the ensemble makes the works speak enlivens even the smallest detail.” 
(Frankfurter Allgemeine Zeitung)

The namesake of the quartet is Pablo Minguet, a Spanish philosopher of the 18th 
century who attempted, in his writings, to facilitate access to the fine arts for all 
sectors of the population—and this idea is a chief artistic concern of the Minguet 
Quartett.

The 2016/17 season included guest performances at the Festival d'Automne Paris, 
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Tongyeong International Music Festival Korea, Mozart Festival Schwetzingen, 
Festival JetztMusik Stuttgart (SWR), Usedomer and Herrenchiemsee Festival, at 
the newly opened Elbphilharmonie Hamburg, Staatsoper and Konzerthaus Berlin, 
Muziekgebouw Amsterdam, Beethovenhaus Bonn and Richard Wagner Museum in 
Bayreuth as well as concerts in Austria, Italy, Poland, the Netherlands, Switzerland 
and tours to China and the US. Furthermore, a project with works by Italian and 
German contemporary composers was planned in cooperation with the European 
Academy for Music and Art Montepulciano and the Kunststiftung NRW.

Previous seasons took the Minguet Quartett to the Cologne and Berlin Philharmonie, 
the Tonhalle Düsseldorf, Alte Oper Frankfurt, Munich Residence, Brucknerhaus 
Linz, Stuttgart Music Festival, Würzburg Mozart Festival, Festival Ultraschall and 
Konzerthaus Berlin, Potsdam Sanssouci Music Festival, and further European concert 
halls in Paris, Vienna and Venice as well as to the USA, Canada, Japan, Central and 
South America.

The ensemble concentrates on the Classical-Romantic literature and modern music 
in equal measure, and has proven its commitment to compositions of the 21st 
century through numerous premieres. Encounters with important composers of our 
time inspire the four musicians to create ever new ideas in programming. The first 
complete recordings of the string quartets of Wolfgang Rihm, Peter Ruzicka and 
Jörg Widmann are amongst their most important projects. The last-named of these 
was awarded five stars by FONO FORUM in May 2015. A highlight in 2015 was 
the performance of Karlheinz Stockhausen’s Helicopter String Quartet at the Audi 
Summer Concerts as part of a conception by the conductor Kent Nagano.

Partners include the soprano Mojca Erdmann, the baritone Christian Gerhaher, the 
clarinettists Sharon Kam and Jörg Widmann, the pianist Andrea Lucchesini, the 
violist Gérard Caussé, the actor Michael Degen, the Bruckner Orchester Linz, the 
Frankfurt Radio Symphony Orchestra and the WDR Symphony Orchestra under 
the conductors Jukka-Pekka Saraste, Markus Stenz and Peter Ruzicka. Since October 
2015 the members of the Minguet Quartett are engaged as visiting lecturers for 
chamber music at the Hochschule für Musik und Tanz Köln located in Wuppertal.

With the complete CD recordings of the string quartet literature of Felix Mendelssohn 
Bartholdy, Josef Suk and Heinrich v. Herzogenberg (cpo), the ensemble proudly 
presents its great musical culture, opening up to the public the discovery of impressive 
music of the Romantic period. In the upcoming years the Minguet Quartett will 
record the complete work for chamber music by Emil Nikolaus von Reznicek, 
Heinrich Kaminski and Walter Braunfels as well as the unique string quartet by 
Glenn Gould.

In 2010 the Minguet Quartett was awarded the coveted ECHO Klassik, followed by 
the Diapason d’Or 2015.
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•
Upcoming Events

Visit loc.gov/concerts for more information

Friday, December 8, 2017–8:00 pm [Concert]
McCoy Tyner Trio with special guest Joe Lovano

Coolidge Auditorium (Tickets Required)

Monday, December 18, 2017–8:00 pm [Concert]
Dover Quartet

Music by Ullmann, Schoenberg and Zemlinsky
Coolidge Auditorium (Tickets Required)

Pre-concert lecture, 6:30pm 
"Conserving the Paintings in the Whittall Pavilion," Arthur Page, Chief Conservator 

and Kathryn Campbell, Senior Conservator, Page Conservation, Inc.
Whittall Pavilion (Tickets not Required)

Tuesday, December 19, 2017–8:00 pm [Concert]
Dover Quartet

Music by Ullmann, Schoenberg and Zemlinsky
Coolidge Auditorium (Tickets Required)

Pre-concert conversation with the artists, 6:30pm 
Whittall Pavilion (Tickets not Required)

loc.gov/concerts

Mark your calendars!

Tickets for Concerts from the Library of Congress events 
during the period from January 2018 to June 2018 

will be available starting at 
10am ET on Wednesday, December 13.

For more information about obtaining tickets and attending 
Concerts from the Library of Congress events, 

please visit
http://www.loc.gov/concerts/tickets.html
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Concerts from the Library of Congress

The Coolidge Auditorium, constructed in 1925 through a generous gift from 
Elizabeth Sprague Coolidge, has been the venue for countless world-class 
performers and performances. Gertrude Clarke Whittall presented to the 
Library a gift of five Stradivari instruments which were first heard here during a 
concert on January 10, 1936. These parallel but separate donations serve as the 
pillars that now support a full season of  concerts made possible by gift trusts and 
foundations that followed those established by Mrs. Coolidge and Mrs. Whittall. 

Concert Staff

CHIEF, MUSIC DIVISION

ASSISTANT CHIEF

SENIOR PRODUCERS FOR 
CONCERTS AND SPECIAL PROJECTS

MUSIC SPECIALIST

ADMINISTRATIVE OFFICER

RECORDING ENGINEER

TECHNICAL ASSISTANT

PRODUCTION MANAGER

CURATOR OF 
MUSICAL INSTRUMENTS

PROGRAM DESIGN

PROGRAM PRODUCTION

Susan H. Vita

Jan Lauridsen

Michele L. Glymph
Anne McLean

David H. Plylar

Donna P. Williams

Michael E. Turpin

Sandie (Jay) Kinloch 

Solomon E. HaileSelassie

Carol Lynn Ward-Bamford

David H. Plylar

Michael Munshaw

•
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Support Concerts from the Library of Congress

Support for Concerts from the Library of Congress comes from private gift and trust 
funds and from individual donations which make it possible to offer free concerts as a 
gift to the community. For information about making a tax-deductible contribution 
please call (202-707-5503), e-mail (jlau@loc.gov), or write to Jan Lauridsen, 
Assistant Chief, Music Division, Library of Congress, Washington, DC 20540-4710. 
Contributions of $250 or more will be acknowledged in the programs. All gifts will 
be acknowledged online. Donors can also make an e-gift online to Friends of Music 
at www.loc.gov/philanthropy. We acknowledge the following contributors to the 
2016-2017 season. Without their support these free concerts would not be possible.

GIFT aND tRUST fUNDS  

Julian E. and Freda Hauptman Berla Fund
Elizabeth Sprague Coolidge Foundation
William and Adeline Croft Memorial Fund
Da Capo Fund
Ira and Leonore Gershwin Fund
Isenbergh Clarinet Fund
Irving and Verna Fine Fund
Mae and Irving Jurow Fund
Carolyn Royall Just Fund
Kindler Foundation Trust Fund
Dina Koston and Robert Shapiro Fund for 

New Music
Boris and Sonya Kroyt Memorial Fund
Wanda Landowska/Denise Restout 
 Memorial Fund
Katie and Walter Louchheim Fund
Robert Mann Fund
McKim Fund
Norman P. Scala Memorial Fund
Karl B. Schmid Memorial Fund
Judith Lieber Tokel & George Sonneborn Fund
Anne Adlum Hull and William Remsen Strick-

land Fund
Rose and Monroe Vincent Fund
Gertrude Clarke Whittall Foundation
Various Donors Fund

BEQUESTS
Sorab K. Modi

DONOR cONTRIBUTIONS

Producer ($10,000 and above)
The Aaron Copland Fund for Music, Inc. 
Ella Fitzgerald Charitable Foundation
Frederic J. and Lucia Hill
The Japan Foundation
The Reva and David Logan Foundation
Adele M. Thomas Charitable Foundation, Inc.

Guarantor ($5,000 and above)
Opera America

Underwriter ($2,500 and above)
John Mineto Ono,  

In memory of Ronald Robert Ramey
Geraldine Ostrove
Joyce E. Palmer
Mace J. Rosenstein and Louise de la Fuente
George Sonneborn and Rosina C. Iping
The George and Ruth Tretter Charitable Gift 

Fund, Carl Tretter, Trustee
Mallory and Diana Walker

Benefactor ($1000 and above)
William D. Alexander
Bill Bandas and Leslie G. Ford
Stephen and Louise Burton
Dr. Ronald M. Costell and Marsha E. Swiss 

In memory of Dr. Giulio Cantoni and Mrs. 
Paula Saffiotti

Carole J. Falvo
Milton J. Grossman,

In memory of Dana Krueger Grossman
Wilda M. Heiss
Randy Hostetler Living Room Music Project 

and Fund

•
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Benefactor (continued)
Virginia Lee
Egon and Irene Marx
Dr. Judith C. and Dr. Eldor O. Pederson
Arthur F. Purcell
James C. and Carol R. Tsang

Patron ($500 and above)
Daniel J. Alpert and Ann H. Franke
Devora and Samuel Arbel
Leonard and Gabriela Bebchick
Peter and Ann Belenky
Dr. and Mrs. A. David Bernanke
Sandra J. Blake, In memory of Ronald Diehl
Elena Bloomstein
Marc H. and Vivian S. Brodsky
Richard W. Burris and Shirley Downs
Kym and Joseph Butz
Dr. Susan Canning and Dr. Adam Lowy 
Doris N. Celarier 
William A. Cohen
Herbert L. and Joan M. Cooper
Diane E. Dixson
Lawrence Feinberg
Becky Jo Fredriksson and Rosa D. Wiener
Fred S. Fry, Jr.
Geraldine H. and Melvin C. Garbow
Howard Gofreed, In memory of Ruth Tretter
The Richard & Nancy Gould Family Fund
Kym Hemley
Sheila and John Hollis
 In memory of Emily Caplis Slocum
Michael B. Jennison
Mary Lynne Martin
Winton E. Matthews, Jr.
Donogh McDonald 
John and Eileen Miller
Undine A. and Carl E. Nash 
Judith Neibrief
John P. O'Donnell
Allan Reiter
Bruce and Lori Rosenblum
Victor Roytburd
David Seidman and Ruth Greenstein
Rebecca and Sidney Shaw, 
 In memory of Dr. Leonard G. Shaw
Christopher Sipes
Beverly and Philip Sklover
Maria Soto, In memory of Sara Arminana
Lorna C. Totman, In memory of Daniel Gallik
Joan M. Undeland, 
 In memory of Richard E. Undeland

Patron (continued)
Harvey Van Buren
Amy Weinstein and Phil Esocoff,
 In memory of Freda Berla
Sidney Wolfe and Suzanne Goldberg
Gail Yano and Edward A. Celarier
Pan Zheng and Yang Liu

Sponsor ($250 and above)
Anonymous (2)
The Hon. Morton I. and Sheppie  

Abramowitz
Carol Ann Dyer
Laura Lee Fischer
Ted Hirakawa
Zona Hostetler
May Y. Ing 
Phyllis C. Kane
Mr. and Mrs. Kim Kowalewski
Thomas C. Kuchenberg,
     In memory of Geri (Miriam) Rosen 
Kay and Marc Levinson
Sally H. McCallum
Lawrence Meinert
George P. Mueller
Mark Nelson
Juliet Sablosky, In memory of Irving L. Sablosky
Jeff and Carolyn Serfass
John Davis Snyder
Gail Yano

 
 

 
 




