by Elizabeth P. Kirk

n the orchestral world, applause is
normally reserved for performers;
‘the kudos don’t usually extend to ad-
ministrative staff. Last April, however,
some of the country’s foremost concert
program annotators got a rare chance to
honor a colleague, when Klaus George
Roy celebrated his 30th anniversary as
program editor of The Cleveland Orches-
tra. The congratulatory letters were an
eloquent testament to Roy’s standing in
the profession. Michael Steinberg, artis-
tic adviser for the San Francisco Sympho-
ny, cited him as “the reason I became a
symphony program annotator.” Mary
-Ann Feldman, senior editor and music
adviser for the Minnesota Orchestra
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A Cleveland-based business and feature
writer, Elizabeth P Kirk researched and
wrote The Cleveland Orchestra’s 1981 book
Severence Hall: The First Fifty Years.
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wrote that “even as a fledgling program
annotator, I savored your commentaries
as a model for what I aspired to do.”

Yet program annotation has been but a
single facet of Klaus George Roys ca-
reer. Listeners to Cleveland Orchestra
broadcasts recognize Roy as the urbane
interviewer of today’s top conductors and
performers. Cleveland Orchestra audi-
ences know him as a witty, informative
pre-concert lecturer. Students at the
Cleveland Institute of Music and the
Cleveland Institute of Art think of him as
a teacher. To performers he is probably
better known as a composer. And the
concertgoing public can claim acquain-
tance through Roy’s Stagebill and Stereo
Review articles, his liner notes to some
200 recordings, and 400 articles of music
criticism in The Christian Science
Monitor.

Perceiving music from the diverse
viewpoints of critic, musicologist, lec-
turer, teacher, music librarian, composer,
and program annotator has given Roy’s
program writing unusual scope. His re-
tirement from the Cleveland Orchestra
last May has meant the loss of a unique
voice in annotation.

What was his routine at The Cleveland
Orchestra? Visitors navigating the laby-
rinthine corridors of Severance Hall’s
basement to reach the Program Office
were rewarded with a view of subdoed
efficiency. The peaceful atmosphere be-
lied the occupant’s nerve-wracking sched-
nle. Klaus George Roy was both editor
and program annotator—responsibilities
that are usually shared at large orches-
tras. With Associate Editor Timothy Par-
kinson, he wrote, edited, and put the
program book together.

Recalling a particularly trying week in
the 1987-88 season, Roy says “We were
working separately on five different pro-
grams: the 17th program (Britten’s War
Requiem) and the 18th program for the
following week; a Friday matinee, with
totally different material, different con-
ductor, and different soloist; a Friday eve-
ning chamber concert; and a Sunday
afterpoon performance by Murray Per-
ahia in the Great Performers Series. |
also had three radio interviews to do. And
the phone kept ringing. Sometimes you
wonder where your head is. Those days
are prefty mad.”

The madness didn’t stop at 5:00 p.m.,
either. Roy did most of his listening and
score-reading at home. On pre-concert
lecture evenings, he might leave for his
nearby Cleveland Heights home at 6:15,
only to return to Severance Hall by 7:20.
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“For someone who likes to goof off, this
is a foolish way to go about it,” he re-
marks. “By nature, I would love to be
lazy —I just haven't had the chance!”

 What motivated him to pursue this pun-
ishing schedule? Part of the answer lies in
his penchant for living life on the front
lines, being involved, being an activist.
“When someone asks me to do some-
thing, T'll say ‘yes, yes,” he admits. An-
other explanation is Roy’s insatiable urge
to teach. In his work as an annotator,
music librarian, critic, and teacher, “I'm
always trying to tell people something
that interests me. I want to share what [
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kanow, to say “What do you think of this?’
I'm a compulsive teacher.”

He has always been a master at inte-
grating his abundant interests and activ-
ities. Orchestra audiences would share a
discovery that he had made teaching the
week before. Students’ questions would
often stimulate him. New insights and
explanations would crop up in class. “Stu-
dents have a way of coming to the crux of
a matter that we professionals often have
lost,” he explains. If there was a television
program on science, a show at the Art
Museum, or a timely magazine article,
Roy would attempt to weave it into his

21




annotations. His Cleveland Orchestra

programs are larded with pithy editorial
notes.

A Viennese Love of Culture

The seeds of scholarship and teaching
were sown early in Roy’s life, during a
childhood spent in the rich cultural milien
of pre-World War II Vienna. Love of
learning and the arts came naturally. His
father was a writer, poet and book pub~
lisher, his mother a painter, puppeteer,
and potter. The family thrived on “arts of
all kinds: musical, visnal, and literary.”
This environment shaped his life. It also
helped bridge upheaval as the family fled
the Nazi threat when Roy was 15,

He arrived in the United States a year
later, in 1940, with no clear career direc-
tion. “My father tried to convince me nor
to go into music,” he reflects. “He said it
was a hard life, and the chances of getting
a good job were not the greatest. My
father said “You have a gift for languages.
Why don’t you study languages and litera-
ture, and teach?’ I considered this advice
and decided against it.” He entered the
College of Music at Boston University in
1941 as a piano major. “History —musi-
cology —and writing about music became
my interest.”

Roy received a bachelor’s degree from
Boston University in musicology, and a
master’s degree from Harvard University.
The years following graduate school
brought opportunity. At the request of his
teacher and mentor, Karl Geiringer, he
returned to Boston University as a faculty
member and music librarian, It was dur-
ing this same period that he became a
seasoned writer on music, logging seven
years as a critic for The Christian Science
Monitor. In 1952, Roy approached Co-
lumbia Records about a job. He didn’t get
one, but the following year Columbia
hired him to write recording notes on a
freelance basis. It was this contact that
eventually brought Roy to Cleveland: he
was writing notes for some Cleveland Or-
chestra recordings at the time the orches-
tra was searching for a new program
annotator.

The position was both a godsend and a
challenge. “I was an absolute novice in
this branch of the art” he says. “I was
already a professional writer, but the
scary part was what you might call ‘hav-
ing to put on a performance every week.’
Writing and editing a program is not so
terribly different from being out on
stage.”

Music is an intensely personal medium
for Roy. As a writer and educator, he
knows that the best way to spark interest
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is by taking sides, so it’s hardly surprising
that he expresses definite opinions in his
program notes,

When interpreting a composer’s inten-
tions, he speaks from firsthand experi-
ence. “Being a composer makes me listen
differently to certain pieces, even those
by Beethoven and Schumann. It gives me
insight into “Why does Schumann do this
here?’ I understand why he would trans-
form a theme in this way, because it is
what a composer would do.”

His practice of taking sides in his anno-
tations has not escaped comment.
“George Szell once told me, ‘You are
doing the critic’s job in this
note.” Mr. Szell questioned

my being so directly eval- Each program is pepper ed

uative, because he said it with cogent quotes. Roy’s

was not my job. I said §

acknowledge that you are, SOUFCES range f]‘ om Ir ving

in principle, right; but I Kglodin to Carl Nielsen,

find writing that does not

take sides—that is only fac- Thomas Mann to Geor, 8¢

tual—is most times ig-  Bernard Shaw. The quota-

nored. I am eager to have

people argue with it! Like 0TS are used in hope that
Donald Francis Tovey, Id  they will “in a flash, give

rather take some risks.

Szell said, ‘Well, if you feel @R trage that you may not
that way about it, go  find in the program itself—

ahead. Since he read ev-

erything T wrote, he com-  SOmething that stands out.

mented on it very sagely.”

Being factual is just the first step in
writing a program note. To Roy, “part of
the art of program note writing is to get it
out of the realm of the truly academic.”
The program is an educational tool in the
sense that it reaches beyond music analy-
sis and artist biography. “It is an attempt
to broaden and deepen people’s aware-
ness,” Music cannot and should not be
separated from the world in which we
live.

Roy is constantly alert for parallels be-
tween art and contemporary life. Take
The Cleveland Orchestra’s 1987-88 per-
formance of excerpts from Khovanshchi-
na, for example. Mussorgsky’s opera
describes the battle between the old
Russia and the new, when Peter the Great
tried to modernize his country in the ¥7th
Century. Roy included a note saying
“Surely there is a parallel to our own
current history, when Mikhail Gor-
bachev, acting as a 20th-Century Peter
the Great, is attempting to convince his
nation of ‘glasnost and ‘perestroika’ —and
meeting with a less than enthusiastic re-
sponse from some of the ‘old believers.’”

Like other creative art forms, program
annotations reflect their creator. Though
Roy insists that his work differs little
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from that of his colleagues, the Cleveland
programs bear the stamp of his inimitable
style. Sometimes this is manifested in
editorials. When the orchestra played
Britten's War Requiem last March, Roy
was moved to write on a subject that had
had a great effect on his own life: “I
commented on what Wilfred Owen, who
wrote those poems, might have felt after
his death in World War [—‘the war to end
all wars’—had he known there would be a
second world war and that we would be
debating how to avoid a third. It leads to a
rather personal piece of editorializing on
my part, but it gets people to think about
what they might otherwise not think
about.”

Giving Music a Human Face

The format of The Cleveland Orchestra’s
current program book is a hybrid, Tt
blends Roy’s modifications with the layout
inherited from his predecessor, George
H. L. Smith, a follower of John N. Burk.
When he became program editor in 1958,
Roy saw little reason to change a format
that worked. But his style has trans-
formed it, as have the practical demands
and technological advances of later years.

Nothing has changed the program so
dramatically as what Roy refers to as “the
onset of offset,” in the early 1970s. Sud-
denly he could enhance discussions of
music with art and photography. Illustra-
tions for the War Requiem program in-
clude not only photos of Britten and the
smouldering shell of Coventry Cathedral,
but also two of Daniel C. Brown’s paint-
ings, “The Road to Calvary” and a “Cru-
cifixion” depicting a wartime Passion.

Roy also initiated the use of original art
on program covers. His lifelong interest
in art is reflected in cover selections ap-
propriate to Christmas and other special
programs. Works by about 30 Cleveland
artists have appeared on the orchestra’s
program covers.

Quotations are another important addi-
tion to the format. Each program is pep-
pered with cogent quotes. Roy’s sources
range from Irving Kolodin to Carl
Nielsen, Thomas Mann to George Ber-
nard Shaw. The quotations are used in
hope that they will “in a flash, give an
image that you may not find in the pro-
gram jtself—something that stands out.”

“In cognizance of the fallibility of
man,” Roy also instituted a column called
“Corrections for the Last Program.”
“People have fun with it, because we
don't bother with obvious things like a
misprint; we mention something really
crazy like a misspelling of Haydns name

Continued on page 54
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The National Association of Teachers of
Singing, Incorporated is pleased to present
the current winners of the NATS Artist
Awards Competition.

. by
Bonita Hyman, mezzo-soprano
First Place Winner
Engagements include performances with the Metro-
politan Opera, Lyric Opera of Chicago, Chicago
Chamber Orchestra, Hartford Symphony, New Music
Chicago Festival, and others. —Warden Associates Lid,

soprano Jocelyn McDonald

Second Place Winner

Appearances with the Columbus Symphony
Orchestra; AIMS Orchestra (Graz, Austria);
Columbus Opera; Starlight Musicals in Indianapolis,
Kansas City, and St. Louis; and others.

Carla Connors, soprano

Eleanor Steber Music Foundation Award Winner
Has appeared with the Detroit Symphony, St. Paul
Chamber Orchestra, Fr. Wayne Philharmonic, North
Carolina Opera, Charlotte Opera, Michigan Opera
Theater, and others.

soprano Nancy Walker

Mary Wolfinan Award Winner

Appearances include Greensboro Choral Society
and Orchestra, Carolina Consort, University of
North Carolina Orchestra, and Indiana University
Opera Theater.

William Riley, baritone

Berton Coffin Award Winner

Credits include performances with Chautauqua
Symphony Orchestra, Philadelphia Concerto Soloists
Chamber Orchestra, Piccola Opera of Philadelphia,
Shreveport Opera, and Chicago Lyric Opera.

tenor Walter R. Pool

Bernard Tavlor Award Winner

Has performed with Kentucky Opera, Paducah
Symphony, Louisville Orchestra, Brevard Music
Center, Cincinnati Opera, and the Blossom Festival,
among others.

Engage a Winner!
The Association invites inquiries about these singers or about the
1989 Artist Awards Competition. Contact William A. Vessels,
NATSAA Coordinator, ¢/o Music Division, Jacksonville
University, Jacksonville, Florida 32211. Phone: (904) 744-3950.

{10 OF [EACHERS oF SINGING
ARTIST AWARDS COMPETITION
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Continued from page 23

as ‘Hadyn' That gave me a chance to
describe the many spellings of Haydn’s
name in his own day” These personal
touches added pleasure to a job that was
already Roy’s métier.

What will he miss most in his retire-
ment years? The answer always comes
back to people. In 30 years with one of
the great orchestras, Roy encountered
some very remarkable individuals. “I'm
not overwhelmed by famous people,” he
confesses, “but to talk quietly in a radio
interview with Yehudi Menuhin is a Little
mind-boggling, when you think that this
man made his debut with us at the age of
13 playing the Beethoven Concerto, and
here he is 701"

The memories have become a trea-
sured—and an active—part of Roy’s life,
He cannot drink Scotch without being
reminded of Igor Stravinsky. “Stravinsky
used to fortify himself with a sip of
Scotch before rehearsals and perfor-
mances, which he got out of a silver flask
from his briefcase. One day, when I was
waiting for him t0 go on stage, he saw me
standing there, and stopped. He handed
me the cap, bowed, and I took the first sip
of Scotch. He took the next sip from the
silver cap, then slowly, slowly, he made
his way to the podium. He was an old
man, 82; he could hardly walk, Stravin-
sky went out on stage, raised his arms,
and fireworks broke out!”

Working on a regular basis with the
orchestra’s conductors and performers
has been rewarding both personally and
professionally. Roy is friends with Lorin
Maazel, Pierre Boulez and Louis Lane,
and was friends with Szell “up to a point.”
But the orchestra’s current music director
holds a special place in his regard. “1 will
miss talking on a regular basis with
Christopk von Dohndnyi. He’s a2 mas-
velous man. He is also a fine scholar, a
man who thinks about music, reads about
music, who studies, who is honest about
music. You can talk with him about any-
thing. Fve gotten along with all of these
people, but Dohnényi is special.”

Retirement will bring fewer deadlines,
but not necessarily more leisure. Roy will
continue to teach at the Cleveland Insti-
tute of Music and the Cleveland Institute
of Art. Newspapers will still carry his
latest social and political commentaries.
He will remain a “caltural activist,” serv-
ing on the boards of various arts institu-
tions. Putting his compositions in order
will certainly be a top priority. “I have
lots of things that are publishable, but I
haven't bad time to do anything with
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»at feuchtenberger presents

them,” he says. Perhaps Roy will do as he
says—"be lazy, sleep long, play a lot of
tennis, then do a little work.” Certainly he ‘ 5 - »
and his wife Gene, a music theory tegch- OnEO t ebn”lantp ldﬂlStS Of Our ttgie'
er and former professional bassist, will i : - aul Hume
travel and see more of their children. “I .

don't expect to be bored.”

Program annotation has been an excel-
lent outlet for Roy's talents as a writer,
scholar, and teacher. It has provided a
focus for his energies and a platform for
sharing his great thirst for knowledge. In
some respects, program annotation has
been an ideal profession for someone
who claims to be a generalist. “I dont
have it in me to be a full-time anything,”
he says. “Everything interests me, with
the exception of Wall Street economics.”

It 1s impossible 1o separate Klaus
George Roy’s life from his career or sepa-
rate the phases of his professional in-
volvement. They are one. “The thing I
find most crucial is that yowve got to be a

iy ¢ s ] ’s
whole person. You've got to be alive to- A triumph, in all respec"ts _
day, involved in the arts, in this city, and - TheNewYorkTimes : For sonesrto rapertole
say ‘yes’ when people want something. .“Comummate musicianship”’ e S avallability and faes contact:
When you say ‘ves,’ you take part. In the The Washingion Post Ty Pat W. Feuchtenborger
work itself, you come out as an ‘artiste R : _ w Baimere. 021203

engagé’ Photo: Ghristian Steiner {703) 3261481
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33rd touring year

AMAHL
and the
NIGHT VISITORS

by Gian Carfo Menotti

* Directed by David Aiken
of the NBC TV world premiere
cast, singing his original
role of King Melchior.

* Your orchestra & chorus.

* ‘We bring cast, costumes,
scenery, tech, ete.

* Rehearsal: one orchestra service
preceded by chorus staging.

tour information
AIKEN PRODUCTIONS, INC.
Furnace Mill Farm
Bloomfield, Indiana 47424
812-384-4562

October/November 1988




