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Abstract

The Bernstein legacy defies description, classification and categorization, not
surprisingly unlike Bernstein himself. It is an evolving entity which continues to exert
influence on the world despite the fact that Leonard Bernstein has been dead since
1990. It is a body of work worthy of study and careful consideration. The sheer
volume of achievement in so many areas of endeavor hampered by the apparent lack
of satisfaction Bernstein demonstrated with the masterpiece of his life must be noted
and absorbed. Yet the ultimate paradox that he gave so much in his relentless striving
for self fulfillment leaves us with a formidable force that is really, still striving.
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Chapter I
Introduction

Few musical luminaries have elicited the wide range of opinion regarding
their artistic merit as has Leonard Bernstein. The volume of material on Bernstein‟s
musical legacy is large and continues to grow and to exert influence even after his
death.1 Among his colleagues and contemporaries, his name continues to spark
debate. The status of Bernstein‟s professional reputation in all his areas of endeavor is
in flux. In a 1998 article in The New Yorker, “The Trouble with Lenny,” David Denby
writes…
… we are still taking his measure, still arguing about him. His death has not
yet been „placed.‟ In many people‟s memories of him, there is often a note of
anger or disappointment.
In the same article, Stephen Sondheim said,
Those who loved his talents as composer, or as conductor, or as host of the
“Young People‟s Concerts“ would like to have had him do more of whatever
they loved. It was the fate of this protean figure to have exasperated almost as
many people as he pleased, and then paradoxically, to have left in his wake a
huge unfillable void, as if not just a musician but tremendous cultural
possibilities had died on October 14, 1990.2
Paul Meyer in the introduction of his biography of Bernstein states,
Leonard Bernstein was an important composer of the twentieth century,
despite his own self-doubts and the churlishness of some of the critics of his

Humphrey Burton, Leonard Bernstein (New York: Doubleday, 1994).
Bernstein was born on Aug. 25, 1918 and died on Oct. 14, 1990.
1

David Denby, “The Trouble with Lenny: Why We are Still Taking the
Measure of Leonard Bernstein‟s Protean Gifts” The New Yorker, vol.74, no. 24,
(17 Aug.1998), 42.
2
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day. I believe that his music will continue to be heard long after his many
friends and protégés have ceased to proselytize on his behalf.3
Bernstein scholar and researcher Paul Laird, in summing up Bernstein‟s musical
legacy states,
Several factors have made realistic assessment of Bernstein‟s music difficult:
his composition of both concert works and Broadway scores; his rich
eclecticism, the fact that some works (such as his symphonies) were
conducted and recorded almost exclusively by Bernstein during his lifetime;
and the reflection of his controversial personality in some of his music….
Outside of West Side Story and a few other pieces,… too little of Bernstein‟s
music is known by a large enough public to pass real judgment on its worth.4
In a New York Times article from 1965, Bernstein himself said, “All our lives
are spent in the attempt to resolve conflicts … it is only after death that it can finally
be perceived whether we ever succeeded.”5
The true assessment of Bernstein‟s career and legacy will only come many
years hence. Public opinion is a variable that does not bear much consideration. It
varied widely during Bernstein‟s lifetime and from all evidence, will continue to do
so in the future. There are, however, tangibles of Bernstein‟s work in the areas of
audience development and music education that deserve consideration for the future
positive repercussions that could be generated from such study.
Based on the ubiquity of his name and his musical works, Leonard Bernstein‟s
influence is substantial. The Fall/Winter 2003-04 issue of Prelude, Fugue and Riffs,
A Newsletter for Friends of Leonard Bernstein lists forty-nine events featuring the

3

10.

Paul Meyers, Leonard Bernstein (London: Phaidon Press Ltd., 1998),

4

Paul Laird, Leonard Bernstein: A Guide to Research (New York: Routledge
Press, 2002), 38.
5

Humphrey Burton, Leonard Bernstein (New York: Doubleday, 1994), 332.
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music of Bernstein in performance throughout the world from October 2003 through
March 2004. This newsletter is published quarterly and available free upon request
through the Leonard Bernstein Office. It is a teaching tool in itself, recounting
historically significant events from Bernstein‟s life and providing information on the
activities of the Bernstein children, all of whom are involved in the teaching legacy of
their father.
Although this study is not purely biographical, Bernstein‟s family life,
educational experiences and career development have had significant impact on his
ultimate contributions and are therefore discussed within it. This study is both
biographical and critical, an assessment of Bernstein's contributions to music
education and arts advocacy. Data on the subject's life and career will be reported to
the extent that they relate to the Bernstein legacy and advancement of music and arts
education and will be included when it appears to have affected some aspect of his
work. A study was completed at the Eastman School of Music by Brian David
Rozen in 1997 titled "The Contributions of Leonard Bernstein: An Analysis of His 53
Young People's Concerts"6 which reported on the content of the programs and their
value for use in current music education philosophy. Mr. Rozen's findings will be
included as part of the critical review of the "Young People's Concerts." To evaluate
Bernstein it is necessary to consider his achievements in all his various musical
pursuits: as composer, conductor, performer, teacher, humanitarian, and writer.
Ultimately, all his musical interests combine and allow Bernstein‟s passionate

6

Brian D. Rozen, “The Contributions of Leonard Bernstein to Music
Education: An Analysis of His 53 Young People’s Concerts” (Ph.D. thesis, Eastman
School of Music, University of Rochester, 1997).
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message to the world audience to be heard. The idea that music transcends all time,
space, and cultural barriers to provide an intimate means of communicating with
everyone was his life‟s work. In his own words, Bernstein said, “Everything I do is
one way or another teaching. I even think of my conducting as teaching, in the sense
that one is teaching one‟s own view of a piece to an orchestra and through them to an
audience.”7
Bernstein was one of the most innovative music educators of the twentieth
century. He was tireless in his commitment to creative audience development
strategies for music. As pianist, conductor, composer, author, pedagogue and
charismatic advocate for classical music, Bernstein became part of everyday life as
far back as 1950s America, an unusual accomplishment for a classical musician.
Described by composer William Schuman as having had "the most remarkable career
in the history of music,"8 Leonard Bernstein left a formidable body of work that has
been relatively unexplored. The focus of this study is to examine the career of
Leonard Bernstein and the imaginative methods he implemented for audience
development and music education.
The use of the term music education in this document will not be restricted to
methods and curriculum in current practice, but will be applied in a broader sense to
encompass musical understanding, appreciation, and participation for all, as active
consumers of the art form. The term audience development will be used to describe

7

Humphrey Burton, Leonard Bernstein, 411.

Joan Peyser, Bernstein, a Biography (New York: William Morrow &
Company, Inc.1987), 320.
8
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“a long-term process whereby presenters and artists can help people broaden or
deepen their appreciation of the arts.”9

Trends in Arts Participation
The decline in arts patrons in the latter half of the twentieth century can be
explained by recognition of the loss of the former widespread expectation that a
degree of accomplishment and participation in music and the arts was basic for all
educated and cultured citizens. In the 1960s and 1970s huge sums of money were
spent on modernizing existing and building new facilities. Carnegie Hall was saved
from demolition in 1960. The Lincoln Center project was still under construction in
1966 at a cost of $166.8 million. In 1967, an annual fund campaign was launched to
raise $3 million to furnish ongoing financial support for the Lincoln Center facility.
An additional $9 million was needed for odds and ends of construction. William
Schuman wryly commented, " Our business is to lose money wisely."10
In January of 1964, Congress allocated $23 million toward the construction of
a National Cultural Center in Washington, D.C., later named the Kennedy Center for
the Performing Arts. Actual construction of the Kennedy Center began in 1965. The
first performance in 1971 featured the premiere of Leonard Bernstein's "Mass"
composed in honor of the late John F. Kennedy. Today, the government subsidizes
the Center, with support for artistic programming and outreach events covered by

Romalyn Eisenstark Tilghman, Audience Development: A Planning
Toolbox for Partners (Washington, D.C.: The Association of Performing Arts
Presenters, 1994), 1.
10
Milton Goldin, The Music Merchants (London: Macmillan Co., 1969), 192.
9
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ticket sales, contributions from individuals, private corporations and foundations.11
In the past three decades, as music and art forms became more reflective of
modern life and its complexities, audiences dwindled, aged, and were less "inclined"
to participate. Additional factors contributing to the decline in patronage of the arts
include funding cuts for arts institutions and for music education in public schools.12
In the 1984-85 school year New York City cut the number of its music teachers from
2200 to 793.13 Limited exposure to music and the arts in the developmental years
creates students with a greater propensity to grow up as the "uninclined".14
Bringing audiences as adults to full understanding, integration and
participation in the arts at the level of the "inclined" is difficult at best. The Leonard
Bernstein legacy is one of life-long full immersion in arts education for the
betterment of the individual, culture and the world. How Bernstein's life work has
affected music education trends and audience participation is vital knowledge for
educators and arts professionals. As David Rozen notes in his study, there has been
no real advocacy to date for use and implementation of Bernstein's contributions and

11

"History of the Living Memorial" www.kennedy-center.com, accessed May

18, 2001.
12

Susan Elliott, "Panic in the Streets," Musical America (1993), 75.

Charles Fowler, Strong Arts, Strong Schools (New York: Oxford
University Press, 1996), 76.
13

14Nello

McDaniel and George Thorn, Learning Audiences Adult Arts
Participation and the Learning Consciousness The Final Report of the Adult Arts
Education Project A Project of: The John F. Kennedy Center for the
Performing Arts, The Association of Performing Arts Presenters and ARTS
Action Research (1997): 13-26.
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approaches to improve the musical instruction of American students.15 Cognizance of
effective methodologies will aid the development and implementation of new
strategies to engage contemporary American society in the performing arts. Efforts to
build on past successes will be rewarded by increasing the numbers of participants
and their depth of knowledge and understanding of the arts, which increases
appreciation and direct involvement with arts experiences in daily life. Articulating
the value of the arts must move beyond the familiar "arts heal the spirit" and "arts are
economic stimulators" arguments. Both statements, while true, fail to rouse and
compel people in the realms of political agendas and budgetary assaults.16 In
Champions of Change, "Why the Arts Matter in Education,"17 the war-horse
philosophies of John Dewey and Francis Parker remind us that, at one time, the
elusive and intangible benefits of arts in the curricula were valued. But as is aptly
stated, "today's culture is more inclined to value the immediate over the eternal and
the applicable over the aesthetic"18 and has thus forgotten the wisdom of days past. It
is vital to integrate the arts into education and people's daily life experiences not only

15Brian

David Rozen, The Contributions of Leonard Bernstein to Music
Education: An Analysis of His 53 "Young People's Concerts"(Ph.D. diss.,
University of Rochester, 1997), 2.
16Ben Cameron, "Toward a Comprehensive Vision of the Importance of
the Arts," ARTS INK: A Publication of Mid Atlantic Arts Foundation (Winter
1995 Volume Six/ Number One), 5.
17Dennie

Palmer Wolf, "Why the Arts Matter in Education" Champions
of Change: The Impact of the Arts on Learning, edited by Edward B. Fisk (1999):
91-98.
18Dennie

Palmer Wolf, “Why the Arts Matter in Education” Champions
of Change: The Impact of the Arts on Learning, 92.
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to promote individual development but also to prevent collective demise.19 Leonard
Bernstein understood this imperative.

19

Susan Elliott, "Panic in the Streets," Musical America (1993), 82.
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Chapter III
Review of the Literature

This study presents selected views from primary and secondary sources,
family members, and colleagues who worked closely with Bernstein during his
lifetime, in order to examine the significant impact Bernstein has had on the musical
world, specifically in the fields of music education and audience development. The
preliminary investigation included a search of the New York Times Index, the Music
Index, the Humanities Index, Social Sciences Index, Reader's Guide to Periodical
Literature, Music Article Guide, Books in Print, Dissertations Abstracts International
(DAI), reference bibliographies and Educational Resources Information Center
(ERIC) using the following descriptors: Leonard Bernstein, New York Philharmonic,
and "Young People's Concerts".
Videotapes of the set of "Leonard Bernstein's Young People's Concerts"
commercially available were obtained from the Bernstein Society and studied.
Writings authored by the subject, including selected transcripts of the “Young
People‟s Concerts” and several biographies were reviewed. Interviews were
conducted and assessment made of Leonard Bernstein's career and achievements.
Information was also obtained from the New York Philharmonic Archives and
a personal interview conducted in March 1998 with Barbara Haws,
Archivist/Historian at Lincoln Center. At the Carnegie Hall Archives, interviews
were conducted in March 1998 with Gino Francesconi, Principal Archivist and
Kathleen Saraceni, Associate Archivist.
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At the Museum of Television and Radio (formerly the Museum of
Broadcasting), an interview was conducted in March 1998 with Robert Scott, Library
Coordinator of Visitor Services. Schuyler Chapin, a personal friend and business
associate of Bernstein, also former head of Columbia Records Masterworks Division
and former Dean of Columbia University School of Arts and Sciences from 19761987, was interviewed in person and by phone, in March 1998.
Phone interviews were conducted with Alexander Bernstein, Executive
Director of BETA Foundation (Bernstein Education Through the Arts); with Charlie
Wine, Leonard Bernstein Fellow and musician; and with Marty Feldman of The
Grammy Foundation, Los Angeles, CA, in July 2000. Additional phone interviews
were conducted in April 2004, with Patrick Bolek of the GRAMMY Foundation,
Leonard Bernstein Center for Artful Learning, and Kristin Houkom from the New
York Philharmonic Orchestra education division.
Additional source materials were obtained from the exhibit at Symphony
Space honoring Bernstein entitled "Wall to Wall Bernstein" in New York City, in
March 1998. Information was obtained from the Library of Congress website, the
official Leonard Bernstein website, the Kennedy Center website, the Fredrick L.
Crumb Library and Julia E. Crane Music Library at SUNY Potsdam and the New
York Library for the Performing Arts in New York City.
For this study, reference material will be categorized as follows: (1) scholarly
resources including dissertations and theses, music references and professional
journal articles; (2) primary source material including books written by Bernstein and
television programs, lecture presentations and recordings created by him or of his
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music; (3) selected personal interviews with Bernstein‟s associates and family
members, biographies and books, and related articles about Bernstein appearing in
popular press sources (i.e., newspapers and magazines).
Scholarly Resources
Dissertation Abstracts currently lists fifty-three citations with Leonard
Bernstein as the subject. Many of the studies pertain directly to Bernstein‟s music,
listing his works included in performances and in varied programs and recitals. Many
deal with areas of specialization in Bernstein‟s career (e.g., his fascination with
Gustav Mahler or evaluation of his conducting style). Surprisingly few evaluate
Bernstein as an educator and the methods he employed to inspire and inform children
and general audiences about music. There are three dissertations, however, that have
been particularly relevant to this study.
James W. Snowden‟s “The Role of the Symphonic Orchestra Youth Concert in
Music Education,” written in 1975, surveys the work of five major contributors in this
field: Theodore Thomas, Walter Damrosch, Leopold Stokowski, Lillian Baldwin, and
Leonard Bernstein. Included is a discussion of the American music educator James L.
Mursell‟s philosophy of education as it relates to orchestral youth concerts.20
Franklin Peynado wrote “Leonard Bernstein: Music Educator” in 1995. This
document records Bernstein‟s early career achievements, focusing on his educational
endeavors. He cites the writing of Patrick Smith who declared the void left by

James W. Snowden, ”The Role of the Symphonic Orchestra Youth
Concert in Music Education” (Ph.D. thesis, University of Colorado, 1975).
20
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Bernstein‟s death “unfillable”21 and charged the next generation of music educators
with the task of building on the work that Bernstein began by seeking to create better
informed music participants who will insure music education is accessible for future
generations.
Brian David Rozen‟s dissertation, “The Contributions of Leonard Bernstein to
Music Education: An Evaluation of His 53 Young People‟s Concerts” written in
1997, focuses specifically on the Bernstein “Young People‟s Concerts” and their
effect on music education but with a broader view toward evaluating Bernstein‟s
impact on audience development. He cites a thesis written in 1966 for the Master of
Arts in Rhetoric and Public Address from Syracuse University by James L. Rees who
names Bernstein‟s clarity of presentation and his “interestingness” as means he
employed to communicate so effectively to his viewing audience.22 Rozen‟s
document points out the dearth of material on the important subject of Bernstein the
educator and recommends further research into the pioneering work Bernstein
initiated. Bernstein was among the first to use the media to inspire and educate the
public about music. It is important to note that in 2004, information on this specific
area of Bernstein‟s work is still limited.
“The American Intellectual and Music; An Analysis of the Writings of Susanne
K. Langer, Paul Henry Lang, Jacques Barzun, John Dewey, and Leonard Bernstein”
written in 1968 by William W. Tromble from the University of Michigan gives an

Franklin Peynado, “Leonard Bernstein: Music Educator” (M.A. in
Teaching, Florida Atlantic University, 1995), 83.
22 Brian D. Rozen, “The Contributions of Leonard Bernstein to Music
Education: An Analysis of His 53 Young People’s Concerts” (Ph.D. thesis,
Eastman School of Music, University of Rochester, 1997), 9.
21
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overview of Bernstein‟s philosophy of music and music education and audience
development. Tromble states, “Educators tend not to like his informal and sensational
way of teaching by television, and many musicians positively dislike his association
with popular music and the jazz idiom, but he nevertheless, continues on in his
unorthodox, individualistic, indomitable way.” As Rozen points out, no means for
qualifying this statement is given, but Tromble‟s remarks are probably an accurate
assessment of a general consensus at that time based on the literature review.23
Concerning Bernstein‟s work in audience development, Tromble asserts:
He draws American youth to music like a magnet because he capitalizes on
their innate love for music and leads them into an experience with music that
they never dreamed possible. He reaches across the footlights and joins hands
with them and brings them into the world of Mozart or Beethoven and makes
them feel so at home that they lose their fears and prejudices and begin to feel
that such music is their own.24
Tromble provides a glimpse of the battle-zone of the modernists vs. the tonalists that
raged in the mid-sixties.
“Aesthetic Education as a Subversive Activity: A Phenomenological Case
Study of Robert Kapilow” by Robert H. Franzblau provides information on the
teaching style of composer and conductor Robert Kapilow, a New York City resident
who teaches and strives to engage listeners with classical music. Kapilow uses
metaphor as a route into people‟s lives and mirrors Bernstein‟s philosophy in seeking

Brian D. Rozen, “The Contributions of Leonard Bernstein to Music
Education: An Analysis of His 53 "Young People's Concerts" 11.
23

William Warner Tromble, “The American Intellectual and Music; An
Analysis of the Writings of Susanne K. Langer, Paul Henry Lang, Jacques
Barzun, John Dewey, and Leonard Bernstein” (PhD. dissertation, University
of Michigan, 1968), 136,137.
24
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to help people learn about music in the context of other things.25 His goals for music
education are aligned with those of MEAAE (Music Education as Aesthetic
Education).
Dr. Jack Gottleib is the recognized authority for the complete listing of
Bernstein‟s musical works. Catalogued with precision and accuracy by the former
Bernstein protégé and colleague, the “Red Books” (red was Bernstein‟s favorite
color) are now in three editions.26 The first, published in 1978 to celebrate Bernstein‟s
sixtieth birthday, contained a discography of Bernstein as composer. The second
edition came ten years later in 1988, in observance of Bernstein‟s seventieth birthday,
and added a videography to the discography, still only making inventory of
Bernstein‟s compositional output. Mr. Gottlieb noted at that time that “Bernstein as
conductor has been prodigal in the field of recordings; it will be necessary to compile
a separate Discography/Videography (to be released…).”27 The third edition of the
“Red Book,” Leonard Bernstein A Complete Catalogue of his Works subtitled
“Volume I: Life, Musical Compositions and Writings” was published in 1998, in
celebration of what would have been Bernstein‟s eightieth birthday year. This
reference contains information such as Bernstein‟s awards and honors, on-line
Robert H. Franzblau, “Aesthetic Education as a Subversive Activity:
A Phenomenological Case Study of Robert Kapilow”(PhD. Dissertation,
University of Nebraska-Lincoln, 1996), 142.
26 Jack Gottleib, ed. Leonard Bernstein: A Complete Catalogue of His Works
Vol.1: Life, Musical Compositions & Writings (Leonard Bernstein Music
Publishing Co., LLC, Publisher Boosey & Hawkes, Inc., Selling Agent) (1998),
82.
25

Jack Gottleib, “The Leonard Bernstein Discography: New on the
Web „Breaking the Octennial Cycle‟” Prelude, Fugue & Riffs News for Friends of
Leonard Bernstein (Spring/Summer 2002), 6.
27
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resources, and contact information for various sources. Concerning this third edition,
Gottlieb stated that Bernstein‟s discography and videography had again become so
immense that a separate volume was required, and Volume II was released in 2002.
This 124-page volume highlights the prodigious number of recordings Bernstein
made in his lifetime. Gottlieb states this number is 826 with only Herbert von Karajan
and Neville Marriner coming close.28 Work still to be completed includes cataloguing
of Bernstein‟s collected works as narrator and recordings of his compositions
conducted by others.
Routledge Press published Leonard Bernstein: A Guide to Research by Paul R.
Laird, University of Kansas, in 2002 as part of the Composer Resource Manual series.
This work is thorough and looks at Bernstein‟s early career and his achievements as
conductor, composer, educator and commentator, and pianist.29 The main focus of
this work is not biographical but rather Bernstein‟s musical style. It contains a list of
his major compositions by genre with a short annotation on historical background,
though for the complete list the author refers researchers to Gottlieb‟s “Red Book” as
the most definitive source for this information. Representative samples of Bernstein‟s
writings are listed in chronological order with complete citation and brief annotation.
Biographical source references and information on Bernstein‟s relationship with other
“luminaries” such as Aaron Copland, Betty Comden and Adolph Green, Alan Jay

Jack Gottleib, “The Leonard Bernstein Discography: New on the
Web „Breaking the Octennial Cycle‟” Prelude, Fugue & Riffs News for Friends of
Leonard Bernstein (Spring/Summer 2002), 7.
28

Paul R. Laird, Leonard Bernstein: A Guide to Research (New York:
Routledge 2002).
29
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Lerner and Christa Ludwig are given. Sources for Bernstein‟s pursuits as conductor
and educator are also listed. It contains a selected videography and gives detailed web
site references.
The Library of Congress website devoted to the Bernstein Collection refers to
Bernstein as “arguably the most prominent figure in American classical music this
century, he made his impact as a conductor, composer of classical and theater music,
and as an educator through his books, conducting students at Tanglewood, and,
especially, his various televised lecture series that helped define the potentials of that
medium.”30 The Leonard Bernstein Collection in the Music Division of the Library
of Congress contains four series currently available for researcher use in the Library‟s
Performing Arts Reading Room (PARR): Personal Correspondence (15,500 items
from 3,300 correspondents), Writings by Bernstein (9,257 items; this series includes
articles, lectures, program notes, talks, poetry, school papers, and drafts for his books
and television programs), Photographs (17,439 items), and Scrapbooks (132 items).
To date, the collection contains between four hundred and five hundred thousand
items and is ”as exceptional a collection as its namesake would suggest.” This large,
complex collection is presently considered a work in progress as the following
additional series are in preparation: date books, programs, press, fan mail, and music.
This is not the common practice of the Library of Congress, as normally an entire
collection is processed before being made available for researchers. The Leonard
30

The Library of Congress

http://memory.loc.gov/ammem/amhome.html.
http://memory.loc.gov/ammem/lbhtml/lbcap.html. Accessed March 2004.
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Bernstein Collection is one of the most exceptional in the Music Division for this
reason and for the large volume, variety and scope of material it contains. This
unusual feature of the LOC Bernstein Collection seems in keeping with the Bernstein
penchant for achieving the un-commonplace in all possible circumstances, an effect
that may not necessarily have been intentional. Bernstein‟s passion and intensity for
all of his varied interests often produced this outcome.
The Grove Dictionary of Music Online lists Leonard Bernstein as American
composer, conductor and pianist and states, “He was the most famous and successful
native-born figure in the history of classical music in the U.S.A.” and as such he
“bridged the worlds of the concert hall and musical theater, creating a rich legacy of
recordings, compositions, writings and educational institutions.”31
Pertinent scholarly articles include one from the July, 1960 issue of Musical
Times, written by David Gow, entitled “Leonard Bernstein: Musician of Many
Talents.” The author describes the conventional reserved English character thus
setting up the predictable resistance in England to the “great,” young American
conductor and composer of both serious and Broadway music. Gow gives Bernstein
his due, however, and urges listeners to hear for themselves that Bernstein is a real
talent and not a concoction of “an overzealous publicity agent.”32
President of Bard College, Leon Botstein wrote a controversial article “The
Tragedy of Leonard Bernstein “ that appeared in Harper’s Magazine in May 1983.

David Schiff: „Bernstein, Leonard,‟ Grove Music Online, ed. L. Macy,
(Accessed 2 February, 2004), http://www.grovemusic.com.
31

David Gow, “Leonard Bernstein: Musician of Many Talents,” The
Musical Times Vol.101, No.1409 (July 1960), 427-429.
32
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Stating Bernstein has five remarkable talents: as pianist, composer of light music,
composer of music in the serious tradition, conductor, and teacher, Botstein discusses
all the aspects of Bernstein‟s career that spark controversy. He states, “An assessment
of Bernstein must include his talent and contribution as a teacher and populizer of
music, a role that has set him apart most from other performers. Bernstein was the
prototype for Carl Sagan, Jacob Brownowski, and Alistair Cooke….”33 Botstein
continues with “The first „Omnibus‟ programs and the "Young People's Concerts" of
the „50s and „60s…displayed Bernstein‟s gift for analyzing and enthusing about
classical music without sacrificing the integrity of the score, its complexity, or its
simple genius. No one before or since Bernstein has been so effective - artistically
and commercially - in proselytizing and bringing alive serious music to a mass
audience.”34 The tragedy of Bernstein according to Botstein, however, is that there is
too much emotion and not enough substance. Calling for Bernstein to make a
dramatic change before it‟s too late in order to fulfill his potential, Botstein ends his
admonishment with advice Gustav Mahler gave to his wife Alma, urging her to,
“renounce all superficiality, all convention, all vanity and delusion….”35
Ned Rorem wrote a letter to the editor in response to the Botstein article that
appeared in the July issue of Harper’s Magazine. Rorem charged Botstein with

Leon Botstein, “The Tragedy of Leonard Bernstein” Harper’s
Magazine, Vol. 266 No.1596 (May 1983), 60.
33

Leon Botstein,“The Tragedy of Leonard Bernstein” Harper’s
Magazine, Vol. 266 No.1596 (May 1983), 60.
34

Leon Botstein,“The Tragedy of Leonard Bernstein” Harper’s
Magazine, Vol. 266 No.1596 (May 1983), 62.
35
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playing more than doctor but acting more as a moralizing god declaring what Lenny
should and should not do. “If Lenny had not always been what the Botsteins of this
world „accuse‟ him of being, he would never have been the Lenny he still remains.”36
“Leonard Bernstein‟s Educational Legacy” authored by Brian Rozen in 1991,
came one year after Bernstein‟s death and six years before Rozen‟s more in-depth
study of Bernstein‟s contributions to music education. The article appeared in the
December 1991 issue of Education Digest and profiles Bernstein‟s accomplishments
in all his areas of endeavor but focuses on his special ability as an educator and his
passionate love of teaching. Rozen urges music educators and indeed all educators to
learn from and emulate the Bernstein model to inspire and perpetuate the love of
music in children.37
Joseph Horowitz in an article titled “Professor Lenny” which appeared in the
June 1993 issue of the New York Review of Books gives an historical overview of preBernstein orchestral youth concerts, including an assessment of Walter Damrosch,
one of Bernstein‟s predecessors in music education efforts for the young with the
New York Philharmonic Orchestra. Horowitz states that Bernstein quickly established
a pedagogical agenda that eliminated the old reverence for the European classical
repertoire in what Virgil Thompson termed the “music appreciation racket” and
imbued the presentations with his own youthful exuberance and genuine love for all
music from classical to pop and jazz. Horowitz noted the wide ranging content of the
early “Young People‟s Concerts” and “Omnibus” programs, acknowledging that the
Ned Rorem, ”Botstein vs. Bernstein” Letter to the Editor, Harper’s
Magazine, Vol.267 No. 1598 (June, 1983) 5.
37 Brian D. Rozen, “Leonard Bernstein‟s Educational Legacy,” Education Digest
(Dec. 1991,Vol.57, Issue 4): 70-72.
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diversity in curriculum and engaging presentation Bernstein gave were of more
interest than reading music texts. He gave examples of recent publications at that time
such as Layman’s Book of Music authored by Olga Samaroff in 1935 or Copland‟s
What to Listen for in Music from 1939. Horowitz claims Bernstein was at his best in
the early years when his optimism was at it highest but that his success as an
explainer of music was “short-lived” since “no master educator has taken his place.
His „young people‟ have not musically inculcated their young.” (Note: no method for
verifying this statement was given.) “Nor has any American public or cable television
company agreed to rebroadcast Bernstein‟s “Young People‟s Concerts as in Japan
and Europe.”38This statement was no longer true as of March 2002, when USA
Cable–affiliated Trio began to re-broadcast the “Young People‟s Concerts.”39
“How Good Was Leonard Bernstein?” written by arts columnist Terry
Teachout, appeared in the October 1994 issue of Commentary. Mr. Teachout explains
that the rise and fall of reputations is a “futures market and Leonard Bernstein is
looking more and more like a blue chip stock.”40 The author compares two of the
latest biographies at the time in the interest of helping the reader to sort out
Bernstein‟s true worth. Leonard Bernstein by Humphrey Burton is the biography
approved in advance by family officials complete with permission to use family
archives. A second biography, Leonard Bernstein: A Life by Merle Secrest was not
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sanctioned by the Bernstein family since permission for research and access to
materials had already been granted to Burton. Secrest was not granted interviews
with family members (with the exception of Bernstein‟s sister, Shirley Bernstein) nor
access to internal documents, but relied upon extensive research and consultation with
Shirley Bernstein. Both biographies were published in 1994.41 Teachout makes
reference to speculations that Bernstein was not above going to bed with men who
could help his career but noted that he did study with some of the toughest teachers in
America, for example, Isabelle Vengerova and Fritz Reiner.42 This article lists some
of Bernstein‟s accomplishments and says he should be praised for what he did do and
not criticized for what he failed to do. Paul Laird cautions readers in Leonard
Bernstein: A Guide to Research that this article contains “some factual errors and
controversial opinion given as fact.”43
“The Bernstein Legacy” by Joan Peyser appeared in Opera News in July 2000,
three years after the release of her expansive biography Bernstein. Employing the
Bernstein trademark “rhetorical question,” Peyser asks readers to consider Bernstein brilliant conductor, composer of both serious and popular music, innovative educator.
He provided a great example to young American musicians, but where has that
example left us? In her attempt to answer, Peyser focuses mainly on the issue that
caused Bernstein the most angst: his reputation and acceptance as a serious composer.
Peyser gives examples of current composers and conductors who proclaim the
positive effects Bernstein‟s compositional techniques and conducting style have
Ibid. , 50.
Ibid. , 52.
43 Paul Laird, Leonard Bernstein: A Guide to Research (New York: Routledge,
2002), 119.
41
42
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exerted on their work including Robert Spano, Aaron Jay Kernis, John Corigliano,
Andrew Lippa, Michael Tilson Thomas, and Andrew Litton. Peyser states, “What I
have learned in preparing this article is that Bernstein‟s legacy as a composer would
have astounded him. His influence on American composers appears to have been
greater than anybody else‟s.”44
Primary Sources
The primary sources consulted in this study include videotapes and transcripts
of selected Leonard Bernstein's "Young People's Concerts." Videotapes of 25 selected
“Young People‟s Concerts” are commercially available through the Leonard
Bernstein Society. There were 53 programs produced in all but the others are not yet
available to the public. Scripts for the programs not included in the Collector's
Edition are available for study at the New York Philharmonic Archives and those
programs may be viewed at the Museum of Television and Radio in New York City
and at the Library of Congress in Washington, D.C. Additional primary sources
include books and journal articles authored by Bernstein: The Joy of Music, Leonard
Bernstein's Young People's Concerts, The Infinite Variety of Music, The Unanswered
Question, and Findings. Notes from lectures, original manuscripts, scores, other
television programs and videos, transcripts of speeches, correspondence, unpublished
papers and notes, CDs of the subject's recorded works and conducting of other
masterworks were also consulted. The main sources consulted for this study derived
from Leonard Bernstein: A Complete Catalogue of his Works edited by Jack Gottleib.
The writings by Bernstein himself were reviewed first along with the videos of the 25
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“Young People‟s Concerts” commercially available.
The Joy of Music (1959) is Bernstein‟s first book and, important in the survey
of his writings demonstrates his unpretentious style in approaching music. Seven of
Bernstein‟s “Omnibus” television scripts are included in this book. Additional books
authored by Bernstein include: The Infinite Variety of Music (1966), Leonard
Bernstein’s Young People’s Concerts (1962, expanded 1970) The Unanswered
Question, Six Talks at Harvard (1976) and Findings (1982). The complete set of
Leonard Bernstein’s Young People’s Concerts with the New York Philharmonic that
is commercially available on video, contains twenty-five of the fifty-three programs
Bernstein and his production team made between 1958 and 1972. A complete list of
the “Young People‟s Concerts” is included in the Appendix with the programs
available commercially noted. There is no plan to release the others at this time per
the office representative at the Leonard Bernstein office (formerly the Leonard
Bernstein Society) on April 16, 2004.
Secondary Sources
Secondary sources in this review include phone interviews with Bernstein‟s
son, Alexander Bernstein, Director of the BETA Foundation; Patrick Bolek, Director
of the Grammy Foundation‟s Leonard Bernstein Center for Learning through the
Arts; personal and phone interviews with Schuyler G. Chapin, Commissioner of New
York City Dept. of Cultural Affairs and long time Bernstein associate and friend;
personal interview with Barbara Haws, New York Philharmonic Principal Archivist/
Historian; phone interview with Kristen Houkom, New York Philharmonic Education
Division Associate; personal interviews with Gino Fransesconi, Principal Archivist,
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and Kathleen Saraceni, Associate Archivist, at Carnegie Hall; and phone interview
with Charlie Wine, a Bernstein Artist Fellow. Interview transcripts are included in the
appendix. Information was also taken from various issues of Prelude, Fugue & Riffs,
the Newsletter for Friends of Leonard Bernstein, published by the Leonard Bernstein
estate.
Additional source materials include: The Gift of Music (Unitel/Deutsche
Grammophon) 1993 videocasette; Leonard Bernstein: Reaching for the Note,
American Masters 1998 videocassette by Susan Lacy (both of these biographical
documentaries contain Bernstein‟s comments and narration throughout);
videocassettes and DVDs of the films On the Waterfront (1954) and West Side Story
(1958); recording of Beethoven’s Fifth Symphony with teaching preface “How a
Great Symphony was Written” recorded by Bernstein in four languages (English,
French, German and Italian) and much of the Bernstein collection available on CD
including Candide, West Side Story (both the Broadway and film versions), On the
Town conducted by Michael Tilson Thomas, and Mass with Bernstein conducting.
Additional Secondary Sources: Books and articles about Bernstein
Additional secondary sources include books, journal articles, articles in
periodicals and newspapers, archival material, concert programs and reviews,
personal interviews with project associates, surviving family members and colleagues
of Bernstein, miscellaneous brochures, pamphlets, leaflets, newsletters, CD and
record jackets, and inserts related to the subject. In Leonard Bernstein by Humphrey
Burton stated “(Bernstein) …was an inspiration.” He died tragically at 72, young by
conductors‟ standards of longevity,
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… but he had burnt his candles at both ends (and down the middle, too)
pursuing at least five professions in one increasingly battered body; teacher,
Broadway composer, symphonist, conductor, pianist. But all the strands came
together in the single word musician, which is how Bernstein described
himself… .45
Bernstein, by Joan Peyser offers insights and details of Bernstein‟s life that have
incited many loyal Bernstein associates. The work made reference to Bernstein‟s
personal life and sexual relationships and speculated on the personal lives and sexual
preferences of other musical celebrities and has been criticized for the same. Sennets
and Tuckets: A Bernstein Celebration, is a compilation of articles and testimonials
from many of Bernstein‟s closest associates and friends which was published to honor
Bernstein on the occasion of his seventieth birthday. It celebrates Bernstein‟s work as
conductor, teacher, mentor, recording artist, media personality and spokesman, and
visionary to American musical life. Its editor Steven Ledbetter states:
No other musician in American history has touched so many people at so many
levels of musical experience … from the child whose first televised concert
includes Bernstein‟s clear-sighted, accessible explanations, to the professional
performer at the highest level of international acclaim. …the man has been
tireless in his musical activities for a half century and has attained a measure of
success in all his specialties that few people reach in a single one.46
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Chapter III
Biographical and Educational Background and Early Contributions to Audience
Development
(1918-1957)

Family Background
Bernstein was born on August 25, 1918, in Lawrence, Massachusetts. He was
the son of Samuel and Jennie Bernstein (nee Charna Resnick) who were both first
generation Jewish immigrants. Jennie arrived at the age of seven in 1905 with her
mother and was given the name Jennie by an immigration official at Ellis Island.
Samuel Bernstein (born Shmuel Yosef) emigrated as a teenager from the
Ukraine in 1897. Both Sam and Jennie were seeking escape from the deplorable
living conditions in Europe at the turn of the century. They found life difficult in
America in the beginning but ultimately true to its promise of a better life, at least
economically. Sam was extremely hard working and quickly went from cleaning fish
in New York City to owning a small business in Boston and providing a comfortable
home for his family. Jennie was bright and educated beyond the normal level for
young women at this time in history. Sam is thought to have inherited a serious and
scholarly nature from his father. Like his wife Jennie, Sam was raised in an Orthodox
family. He had a strong rabbinical heritage, which dominated the tenor of the
Bernstein family home life. There was strife between the parents, however, and they
separated more than once during Leonard‟s childhood.
Bernstein was named Louis (which means glorious in battle, Germanic)
originally, after Jennie‟s younger brother and her recently deceased grandfather, and
to please Jennie‟ s mother Pearl. The immediate family, however, soon used Leonard
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to avoid confusion with Jennie‟s brother (Len, Lenny also were used; Leonard means
”bold lion” Germanic).47 Soon after Leonard obtained his driver‟s license at sixteen
years of age, he borrowed his mother‟s car and drove back to Lawrence from Boston
to change his name officially to Leonard in the town registry.48 Leonard Bernstein,
The Infinite Variety of a Musician, by Peter E. Gradenwitz, makes reference to
Bernstein‟s name change and states Leonard‟s brother Burton has no explanation for
it.49 Another family name variation centers on the pronunciation of Bernstein. It is
documented that Sam Bernstein preferred the mid-European pronunciation BernSTINE to the Jewish ghetto pronunciation of Bern-STEEN.50 Baker’s Biographical
Dictionary of Musicians makes mention that Bernstein preferred the democratic
Yiddish Bern-STEEN.51 The family used the patrician Bern-STINE. An additional
note on the name changes within the Bernstein family, the name Bernstein translates
from the German as “amber,” the translucent yellow colored fossilized resin thought
to have magical properties. Bernstein used Amber as a pseudonym on the piano
transcriptions he published in his twenties and later used Amberson for the company
he formed for his business and charitable enterprises, thus adhering possibly in a
superstitious way to an Old Testament injunction to give but anonymously.52 A major
theme present throughout Bernstein‟s life seems to be of that of searching, a yearning
Baby Names, The Digest Series (Boca Rataan, FL & New York: Globe
Publications, 1999), 73,74.
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to find himself, to see who he was reflected through others‟ eyes. In his first Norton
Lecture “Musical Phonology,” Bernstein introduced his passion for Noam Chomsky‟s
theories. Bernstein drew a parallel between music and linguistics and stated, “...this
philosophical science of linguistics seems to be our newest key to self discovery.”53
Music and the arts were not a part of the home life, but the rich faith traditions
of the Hasidic Jewish community to which the family belonged brought opportunity
for Leonard to internalize the melodies and rhythms that were to exert such an
influence on him in the future. Many versions are circulated as to Bernstein‟s first
musical experiences involving his Aunt Clara‟s piano. Bernstein recounts that when
he encountered the piano for the first time and touched the keys, he knew he had
found his destiny and had touched God.54 His piano lessons were a source of friction
between Bernstein and his father. The talent and focus young Leonard demonstrated
seemed to upset his father, whose concept of career musicians were klesmers, Jewish
musicians who performed music for special occasions, akin to wandering minstrels in
the old country who had no security nor respect within their communities. This was a
fate not to be permitted for his son. This mindset was further supported by the hope
that his son Leonard would succeed him and continue the operation of the beauty
supply business Sam had worked hard to build. This conflict, of course, led to
consistent struggles between father and son and probably exacerbated the tension
between Sam and Jennie. Acceptance from his father concerning his musical
aspirations was not forthcoming for many years (if it was ever attained) and it is
Leonard Bernstein, The Unanswered Question, Six Talks at Harvard, Harvard
University Press: Cambridge, MA, 1976), 8.
54 Meryle Secrest, Leonard Bernstein: A Life (New York: Vintage Books, 1994),
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speculated to have been a major influence in the self-destructive behavior that
plagued Bernstein throughout his life. Leonard had a sister, Shirley, born in 1923 and
a brother, Burton, born in 1932. He was very close to his siblings throughout his life
but especially in their youth. The children were a support for one another in the
troubled home life caused by the friction between their parents. The Bernstein
children exhibited highly creative tendencies, inventing their own language called
Rybernia and living quite independently from their parents emotionally.
Bernstein‟s Formal Education
Bernstein attended the W.L. Garrison Grammar School in Roxbury, MA
graduating in 1929 and then the Boston Latin School from 1929-35 where he was
awarded the Modern Prize in 1929-30 and the Classics Prize in 1932-33. He studied
piano with local teachers and with Heinrich Gebhard‟s assistant from Harvard, Helen
Coates. This was a significant relationship in Bernstein‟s life as Helen Coates
recognized his musical ability and encouraged Bernstein in his studies. They
maintained a lifelong professional relationship and friendship. As Bernstein‟s fame
grew, Helen Coates managed his appointments and travel arrangements, giving him a
degree of stability which was apparently valued.
The expense of the music lessons was sometimes problematic but when his father
refused to pay for his lessons, Bernstein found ways to make the necessary money by
giving lessons and playing jazz locally.
In 1931, Bernstein‟s Bar Mitzvah took place at Temple Mishkan Tefila in
Boston. As a gift, Sam Bernstein presented his son with a concert grand piano.55 The
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next year Bernstein performed in his first student piano recital. He performed Grieg‟s
Piano Concerto, Mvt. I with the Boston Public School‟s Symphony Orchestra in 1934
at Roxbury High School with T. Francis Burk conducting.56 Bernstein‟s father failed
to attend the performance.
But it was Sam Bernstein who took his son to his first symphony performance
when he was fourteen in May of 1932. They went to hear Arthur Fiedler conduct the
Boston Pops in a performance that featured Ravel‟s Boléro, and Bernstein was
completely enthralled.
Bernstein attended Harvard College (1935-39) for his undergraduate degree in
music, studying piano with renowned Heinrich Gebhard, counterpoint and fugue with
Walter Piston, orchestration with Edward Burlingame Hill, harmony and counterpoint
with Arthur Tillman Merritt. Bernstein studied aesthetics with philosophy professor
David Prall, another important early influence. He graduated in 1939, cum laude. He
made his composition and conducting debut shortly before his graduation in April,
with his incidental music for Aristophanes,‟ The Birds and directed Marc Blitzstein‟s
The Cradle Will Rock from the piano in May 1939. Blitzstein attended the
performance and was one of the many influential friends Bernstein made throughout
his varied musical endeavors at Harvard. This was the same year Bernstein made his
first television appearance as the accompanist for The Revuers, a musical ensemble
specializing in satire, comprised of his friends Adolph Green, Betty Comden and Judy
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Holliday.57
Relationships of Influence
It is important to note that during his undergraduate experience at Harvard,
Bernstein met many other important and influential people who would later have
significant impact on his career. One of the first (and most romanticized by Bernstein)
was Dimitri Mitropoulos. In January of 1937, Bernstein attended a reception for the
guest conductor given by the Greek student organization. Bernstein played for
Mitropoulos and impressed Mitropoulos enough for him to invite Bernstein to attend
his upcoming orchestra rehearsals with the Boston Symphony, which Bernstein did.
(Bernstein later wrote a short story that gave a fictionalized account of this chance
meeting titled “The Occult,” written for an English composition course in 1938.)
Another chance encounter occurred on Nov. 14, 1937. Bernstein attended a
dance performance of Anna Sokolow in New York City as an invited guest after
having seen the premiere already in Boston. He was seated next to composer Aaron
Copland in the first row of the balcony, and this event was on Copland‟s birthday.
Bernstein got himself invited to a post-concert birthday celebration at Copland‟s
apartment making additional important connections including composers Virgil
Thompson and Paul Bowles. Not long after this meeting, Bernstein met composer
William Schuman, who was in Boston for a performance of his Second Symphony
with Koussevitzky conducting. Bernstein studied the score in advance and was one of
the few in the audience who hailed the performance afterward. Schuman and
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Bernstein became friends and remained so for fifty years.58
Early Evidence of Pedagogical and Literary Abilities
During his undergraduate experience, Bernstein wrote his first published music
criticism with an article appearing in Modern Music in 1938. He reviewed concerts
featuring new music in Boston; one concert featured works of Prokofiev and was
conducted by the composer. Peter and the Wolf was among the pieces reviewed.
Bernstein liked it but was not overly enthusiastic in his assessment of the rest of the
program.59 Bernstein‟s facility with language and love of words was a gift he enjoyed
using in his efforts to communicate his ideas. He was driven to share his feelings and
insights on the vast subject range about which he was knowledgeable. A similarity to
Robert Schumann can be seen in Bernstein‟s ability to write music criticism with the
insight and sensitivity of a composer. Bernstein served as music editor and critic for
the Harvard Advocate in 1938; providing another early demonstration of his zeal for
communicating his thoughts about music to others.
Koussevitzky and Tanglewood
After graduation from Harvard (1939), Bernstein moved to New York and
continued his work with the Revuers performing live and making a recording with
them of “The Girl with Two Left Feet.” He was too late making an application to the
Juilliard School in New York for the fall term to continue his studies, however, with
recommendations from Copland and Mitropoulos, Bernstein was admitted to the
Curtis Institute in Philadelphia, Pennsylvania to study conducting with Fritz Reiner
and piano with Isabella Vengerova. The following summer, Bernstein attended the
58
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opening of the Berkshire Music Festival (later known as the Tanglewood Music
Center) and met the next of the mentors who exerted so much influence on
Bernstein‟s career, Serge Koussevitzky. Bernstein entered Koussevitzky‟s conducting
class and along with Lukas Foss, became one of his “favorite sons.” Bernstein
flourished under Koussevitzky‟s tutelage and loving, generous spirit. Much of
Bernstein‟s zeal for teaching and commitment to education in the arts can be traced to
Bernstein‟s wholehearted admiration and affection for Koussevitzky. The relationship
was apparently reciprocal. Koussevitzky called Bernstein “Lenushka ”and offered
sage advice and helpful career planning as he was able, and groomed Bernstein to
take over the Boston Symphony as his successor, with disappointment the resultant
emotion on both parts when that plan failed.
Koussevitzky instilled in Bernstein a devotion to “The Central Line.” This
concept was Koussevitzky‟s most fundamental ideology emphasizing
…the composer comes first. In the beginning was the Note, and the Note was
with God; and whosoever can reach high for that note, reach high, and bring it
back to us on earth, to our earthly ears – he is a composer and to the extent of
his reach partakes of the divine.60
Koussevitzky was faithful to his belief in the power of the composer to inspire and
inform the public with music. Bernstein built upon the foundation laid by
Koussevitzky and continued to demonstrate through his own work the importance of
“The Central Line.”
The young Bernstein was acutely aware and sufficiently impressed with the
many varied ways Koussevitzky promoted his love for music and furthered its cause,
setting up scholarships and funds for the arts so that the benefits of Tanglewood
60
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would endure. The vision Koussevitzky held for Tanglewood was shared with
Bernstein, and Bernstein became committed early in his career to helping promote
young, talented students, as demonstrated in many of the programs he planned for the
“Young People's Concerts" featuring young artists. Later in his career, Bernstein was
also generous and philanthropic in setting up scholarship funds. Bernstein
established the Bernstein Education Through the Arts program and an annual music
festival in Sopporo, Japan, which form part of his legacy and will be discussed in
Chapter Four.
After he graduated from Curtis with a diploma in conducting in 1941, Bernstein
returned to Tanglewood and continued his various other musical endeavors. He was
composing actively and made his first public appearance with a professional orchestra
conducting the Boston Symphony in an open-air performance of Wagner‟s Prelude to
Die Meistersinger.61 In the summer of 1942, he worked for Harms Inc., transcribing
jazz and commercial arrangements under the pseudonym of Lenny Amber, and he
was appointed Koussevitzky‟s conducting assistant at Tanglewood. His Sonata for
Clarinet and Piano was premiered at the Institute of Modern Art in Boston with
David Glazer and Leonard Bernstein performing.
Early Career Development
On Bernstein‟s twenty-fifth birthday, August 25, 1943, Artur Rodzinski
appointed Bernstein as his assistant conductor for the Philharmonic Symphony
Society of New York (popularly known as The New York Philharmonic [NYP]) on
the recommendation of Koussevitzky. This was Bernstein‟s first permanent
Jack Gottleib, Editor, Leonard Bernstein: A Complete Catalog of his Works
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conducting position. On Sunday, November 14, 1943, Bernstein made his legendary
debut conducting the New York Philharmonic at Carnegie Hall for an audience of
three thousand people. He was called in to substitute on short notice for Bruno Walter
who was ill. The performance featured Schumann‟s Manfred Overture and Wagner‟s
Meistersinger Prelude. It was broadcast live nationwide on CBS radio. He received a
standing ovation and front-page coverage in the New York Times the following day.
The audience, captivated by Bernstein‟s enthusiasm and skill, awarded him a
thunderous ovation, and the front pages of the next day‟s newspapers brought
word of the dramatic event to the world.62
This marked the launch of Bernstein‟s career. He was twenty-five years old at
the time of this pivotal event, after which, Bernstein received invitations to conduct
orchestras all over the world.
Bernstein spent only one year as assistant conductor and before the end of the
season he had conducted the Philharmonic eleven times, substituting or sharing the
podium with Rodzinski, Barlow, and Walter. His mentor Fritz Reiner invited
Bernstein to conduct Bernstein‟s first symphony, Jeremiah, with the Pittsburgh
Symphony in January 1944. The performance met with acclaim and Bernstein was
awarded the New York Critics award.63
For the next year he was named as one of the Philharmonic guest conductors.
From 1945–47, he held the position of Music Director of the New York City
Symphony Orchestra, formerly under the direction of Leopold Stokowski. Bernstein
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invigorated his musicians and here began his audience development work through his
adventurous and innovative programming. He created a growing audience for new
music by regularly featuring new works of Copland, Britten, Shostakovich,
Stravinsky, Hindemith, Milhaud, Diamond, Bartok and Blitzstein.64 New York Times
music critic Harold Schonberg recognized Bernstein‟s gift for programming, noting it
was “an art in itself” and commended the innovative programs Bernstein presented at
the New York Symphony in the early 1940s.65
Bernstein had become the first American-born conductor to gain international
acceptance. He continued appearing as guest conductor throughout the country and
the world for the next few years. His longstanding relationship with the Israel
Philharmonic and the people of that nation began in this period. In April of 1947
Bernstein conducted the Palestine Philharmonic Orchestra (later renamed the Israel
Philharmonic). Bernstein performed several concerts on the front lines for the troops
during the War for Independence in October and November 1948. Those memorable
concerts forever endeared Bernstein to the Israeli people. He served as musical
adviser for the orchestra in 1947-48 and again in 1988. The mutual devotion and
respect Bernstein and the Israel Philharmonic Orchestra held for each other continued
throughout Bernstein‟s career.
His reputation continued to grow as an international conductor after his 1953
debut at Milan‟s Teatro alla Scala conducting performances of Cherubini‟s Medea
with Maria Callas in the title role. Bernstein was the first American to conduct opera
at the famed opera house and he was warmly received in Italy. He forged new
64Paul
65

Myers, Leonard Bernstein (London: Phaidon Press Limited, 1998), 52.
Meryle Secrest, Bernstein: A Life (New York: First Vintage Books, 1995), 241.

43
relationships throughout Europe, helping to open doors for future American
conductors and artists in Europe as he legitimatized American musical training and
ability in European circles with his “blinding facility.”66 He was the first American to
conduct the Berlin Philharmonic, the London Symphony Orchestra and the Royal
Concertgebouw, among others.
Bernstein‟s limitless energy and virtuosity were legend in New York in the
1940s when he seemed to be everywhere at once. At the same time, he began
building a conventional conducting career, with the advice and counsel of such
mentors as, Koussevitzky, Artur Rodzinski, and Mitropoulos, virtually
reinventing the role of the serious American composer, freely moving between
Broadway and the concert hall.67

Composition Chronology
Throughout all his varied musical pursuits in the early years of his career,
Bernstein was actively composing. The night before he filled in for Walter and
conducted so impressively, his song cycle “I Hate Music” was premiered by mezzosoprano Jennie Tourel in her debut recital at Town Hall in New York. Bernstein‟s
parents were in the city to attend that event and were thus present for the Sunday
afternoon surprise concert with their son as the last minute replacement conductor.
During this period, Bernstein‟s compositional output was strong. The ballet, Fancy
Free premiered on April 18,1944 at the Metropolitan Opera House. Bernstein
collaborated with choreographer Jerome Robbins on this, the first of their many
creative ventures. His first Broadway musical On the Town opened on December 28,
1944 in New York‟s Adelphi Theater and was well received. This work was an
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example of the creative synergy that flowed when Bernstein, Adolph Green, Betty
Comden and Jerome Robbins shared their different gifts on a project. The next
Bernstein-Robbins collaboration Facsimile for the American Ballet Theatre
premiered in New York to mixed reviews in 1946.
In April of 1949, Bernstein‟s second symphony The Age of Anxiety premiered
in Symphony Hall by the Boston Symphony, with Koussevitzky conducting and
Bernstein as piano soloist. In 1949 he wrote Prelude, Fugue & Riffs for solo clarinet
and jazz ensemble. The piece was commissioned by Woody Herman and first
performed in 1955 on a television broadcast of the “Omnibus” series, “The World of
Jazz.” His one act opera, Trouble in Tahiti, dramatizes marital discord and may
reflect Bernstein‟s home life growing up. It was written while he was on his
honeymoon and premiered in 1952 at Brandeis University as part of the Brandeis
Creative Festival of the Arts. Wonderful Town, Bernstein‟s next work for Broadway,
opened in February of 1953. Bernstein composed incidental music for two other
Broadway plays, Peter Pan in 1950 and The Lark in 1955. The film On the
Waterfront (Columbia Pictures) with film score by Leonard Bernstein premiered on
July 29, 1954, and was nominated for an Academy Award, with the Oscar going to
Dimitri Tompkin for best musical score for The High and the Mighty.68 Bernstein‟s
operetta Candide premiered in December of 1956 in the Martin Beck Theater in New
York and West Side Story opened in 1957. Candide proved to be vastly ahead of its
time, forecasting a political atmosphere not yet comprehended by most of its
audience. West Side Story ranks among the most celebrated achievements of
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Bernstein‟s career, and also of his collaborators: Jerome Robins, choreographer,
Arthur Laurents, playwright and Stephen Sondheim, lyricist.
Bernstein has stated that all of his musical endeavors –- as conductor,
composer, and performer were really subsets of his role as that of teacher.69
Bernstein‟s musicals have demonstrated a profound impact on audiences.
We can hope, as one so often does at the close of a Bernstein musical: for an
end to racism, in West Side Story, for a renewed sense of integrity in our
presidents, in 1600 Pennsylvania Avenue (1976). Think of how the deadpan
final line of Voltaire‟s Candide, “we must cultivate our garden,” became the
soaringly optimistic anthem ”Make Our Garden Grow,” in Bernstein‟s Candide.
That same belief that life is perfectible – that we can realize our dreams infuses “On the Town.” As Bernstein said, “the subject matter was light, but the
show was serious.70
Thus through the dramatic works he composed for the stage, specifically Trouble in
Tahiti, Candide, West Side Story and Mass, he changed audience expectations of what
constitutes music theater.
Marriage and Family
Bernstein married Felicia Montealgre-Cohn, in September of 1951. Felicia was
half Jewish and born in Costa Rica. They met in 1946. Their courtship was lengthy
and unpredictable but their marriage provided a stable backdrop for Bernstein‟s
tempestuous temperament. A talented pianist, actress, and artist, Felicia was well
suited to the lifestyle and celebrity status Bernstein achieved. The Bernsteins had
three children: Jamie Anne Maria (1952), Alexander Serge Leonard (1955) and Nina
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Maria Felicia (1962).
Bernstein Assumes the Role of Educator
After Koussevitzky‟s death in June 1951, Bernstein took over the orchestral and
conducting departments at the Tanglewood Music Center. He returned each summer
through 1955 (with the exception of 1954) in that capacity and later throughout his
life, as his schedule would allow.71
Koussevitzky had been involved in the founding and establishing of a school of
music at Brandeis University. Bernstein, following his example, accepted an
appointment as visiting professor of music at Brandeis in Waltham, MA. He chaired
the Creative Festivals of the Arts at Brandeis in the early 1950s as part of his
service.72 In planning for the Jazz Symposium for the Spring Festival of the Arts at
Brandeis, Bernstein wrote about some of his plans in a letter to his secretary, Helen
Coates dated January 30, 1952. He listed the topics to be covered in the Symposium
and discussed artists to be invited to perform. He mentioned the importance of having
a name artist and mentions Benny Goodman but noted that box office draw is not the
only consideration in choosing artists. He states, “Let‟s not forget that every item on
this festival is dedicated to a point: and that as soon as we lose sight of that point we
are simply running a series of performances.”73 Bernstein possessed an intuitive gift
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for programming which his nemesis, Harold Schonberg, music critic for the New York
Times, would later call “an art in itself,” and commend the innovative programs
Bernstein presented at the New York Symphony in the early 1940s.
Brandeis later awarded Bernstein with an Honorary Doctorate of Humane
Letters.74 During this period, he made guest appearances speaking on current music
topics at various functions and began writing articles outlining his philosophy of
music education such as “The Arts Belong to the People” for the Christian Register
(February 1946) and “The Essences of Music Study” in Etude Magazine (April,
1946).75
His lifelong commitment to the Tanglewood Music Center, sharing his
experience and philosophy of conducting with young aspiring musicians, is one of
Bernstein‟s towering achievements. Koussevitzky had taught Bernstein the
importance of observing “The Central Line” in a work; that is “the line to be followed
by the artist at any cost, the line leading to perpetual discovery, a mystical line to
truth as it is revealed in the musical art.” The fundamental and indestructible lesson
from Koussevitzky was “the composer comes first.”76 Bernstein took the philosophy
to heart but added his own interpretation as illustrated in the televised episode of
“The Creative Performer” (January 31, 1960). As part of the Ford Presents series on
CBS, the program featured a discussion of Beethoven‟s Third Symphony and the
conductor‟s “right” to creative freedom concerning tempi as prescribed in the score.
Rozen gives 1959 as the date for this award, citing Gottleib, (1988 edition);
Gottleib (77) in the 1998 edition of the Red Book lists 1958.
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Bernstein states,
It is not after all what do I, as conductor want from this music; nor is it even
what does Beethoven want from this music but what is it that I understand
Beethoven to have wanted? It is this marriage of gifts that makes the performer
so important. The chemical union of the composer‟s intentions with the
performer‟s understanding of them, only this union can animate and transform
the printed score into an event of consummate importance.77
It is this deeply personal interpretation that Bernstein gave to every piece he
conducted that set him apart and made each of his performances “events.” This is
another of the Koussevitzky tenets that Bernstein easily assimilated. However, the
zeal with which he attacked his work and the total abandon he exemplified in
performance also made him the target of criticism.
Bernstein stated:
When I conduct Beethoven, I don‟t care whether I conduct the way Beethoven
would have conducted. What‟s important is that I‟m convinced that what I‟ve
done is in the spirit of Beethoven even if I know that Beethoven would have
done it differently. One is not a slave to a work of the past, but a creator here
and now!78
He continued on his crusade to expand the standard concert program and
incorporated jazz into his programs and the public loved it. In the summer of 1956,
15,000 people crowded into Lewisohn Stadium at New York City College to hear
Louis Armstrong play “The St. Louis Blues” with the New York Philharmonic
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Orchestra, and composer W.C. Handy was among them.79
There is a whole generation of Tanglewood fellows who studied with Bernstein
who are working in music today including Marin Alsop, Joann Falletta, John
Mauceri, Seji Ozawa, Bright Sheng, Carl St. Clair, and Michael Tilson Thomas.
In his own words, Bernstein explains, “More than loving to teach, I love to
watch people learn. That‟s really the joy of it.”80
Television Becomes One of Bernstein‟s Educational Methods
Robert S. Clark, former editorial director of High Fidelity and music critic for
Hudson Review names three divisions to describe Bernstein‟s television work in his
essay “Congruent Odysseys.” The first group includes the programs with Bernstein as
“pedagogue and exegete” for many and various styles of music – mainstream
classical, contemporary classical, jazz, musical comedy and rock. The second group
lists the collection of Bernstein‟s televised musical works including his symphonies,
stage works – e.g. Mass, Trouble in Tahiti, Wonderful Town and Chichester Psalms.
The third group of televised works includes recorded performances with Bernstein
leading various international orchestras performing the works of other composers.
Clark ranks the first group as the most unique and important, and for the purpose of
this survey, this group is the most relevant.81
On November 14, 1954 (the anniversary of his debut with the New York
Philharmonic Orchestra), Bernstein made his first appearance in the role of music
79The
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educator on television, creating and hosting a landmark episode of the “Omnibus”
series. “Omnibus” ran weekly for ninety minutes and boasted it held “something for
everyone,” according to host Alistair Cooke. The series ran for seven seasons
between 1952 and 1959 and was funded by the Ford Foundation. The programs were
in the form of a “culture magazine” show and remain examples of the power of
television to entertain and inform, foreshadowing the role of public television.
Producer Robert Saudek invited Bernstein to create a presentation on Beethoven‟s
Fifth Symphony. Bernstein accepted and the first of the highly imaginative and
instructive episodes of “Omnibus” involving Bernstein was created. In clever use of
the studio space, Bernstein had the first page of the movement painted on the studio
floor and had the musicians take their places at their musical parts, thus providing a
visual and aural illustration of the complexity of Beethoven‟s orchestration. Over the
years Bernstein performed in a total of ten programs for the “Omnibus” series.82 The
complete list of the titles and production information appears in the appendix. Seven
of the “Omnibus” program scripts are reprinted in Bernstein‟s The Joy of Music.
Bernstein also appeared in several other televised broadcasts featuring the New York
Philharmonic as part of Lincoln Presents (1958-59) and Ford Presents (1959-62).
His early work on CBS - the “Omnibus” series and the shows sponsored by
Ford and Lincoln - remains the most distinguished, the most entertaining, and
the most influential body of analytic programs about music ever made. …There
were, in all, twenty-five of these stimulating programs - and they were for
adults, a rarity then and unheard of these days.83
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Bernstein‟s affiliation with the New York Philharmonic Orchestra and the
“Young People‟s Concerts” represents a second phase in his television activity. The
“Young People‟s Concerts” are part of Bernstein‟s most successful life work and
have made significant contributions to both music education and audience
development and will be discussed in the next chapter.
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Chapter IV
Bernstein‟s Music Education Achievements and
Contributions to Audience Development (1957-1990)
Throughout his life, anchored deep at the heart of all Bernstein‟s pursuits was
the ardent desire and the profound ability to educate, inform, engage and inspire
others. His love of music was total and all encompassing. He loved it all and wanted
to motivate as many others as possible within his sphere of influence to love it too.
Friends and colleagues often described him as a natural teacher.84 This natural gift for
teaching, coupled with his own insatiable quest for knowledge, has bequeathed a
substantial legacy of substance for examination, as Bernstein‟s contributions to music
education are considered next.
Bernstein illuminated minds and hearts within each of his areas of
specialization. When conducting and performing his own or others‟ music, Bernstein
was masterful in sharing his insights to aid the musicians in understanding the
composer‟s intent. He pushed hard to elicit more emotion and
response to the music from the musicians first, in an effort to elicit more emotion and
response from the listener. He stretched the musical abilities of his orchestra while
building their confidence in him and in themselves. His intuitive and expressive
communication skills transmitted the unspoken message from the composer‟s score to
the musicians and ultimately to the audience, with Bernstein serving as a relay
station.
Bernstein expanded the standard repertoire throughout his career, encouraging
Paul Laird, Leonard Bernstein A Guide to Research (New York: Routledge
Press, 2002), 9.
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professionals and the general public to become familiar with new works by new
composers, in the hope of having his own personal appreciation for the new material
accepted. His incorporation of all musical styles was pivotal in aiding and supporting
his mission to attract new participants to the world of art music, even in seeming
contradiction to his dogmatic and traditional views on issues such as tonality. While
academics battled over the virtues of atonal composition, Bernstein maintained the
belief that tonal structure was really a commitment to the audiences of the future. He
struggled with this issue throughout his professional life and this premise was the
foundation for the Norton Lectures, which Bernstein presented at Harvard in 1973 as
the Charles Eliot Norton professor of Poetry.
Leonard Bernstein Begins A New Phase with the New York Philharmonic
In the spring of 1957, Leonard Bernstein was named Musical Director for the
“Young People‟s Concerts” with the New York Philharmonic Symphony for the
upcoming 1957-58 season. He was also named Principal Conductor of the New York
Philharmonic Symphony with Dimitri Mitropoulos for the upcoming 1957-58 season.
When Mitropoulos stepped down early in the new season, Bernstein assumed the
position as Musical Director for both the Symphony and the “Young People‟s
Concerts.”
Educational Improvements to the New York Philharmonic Program
Bernstein was the first American-born and trained artist to be appointed to this
position of leadership. During his first year the educational efforts of the New York
Philharmonic were extended. The most dramatic and effective means to meet this
objective was via the televised broadcasts of the “Young People‟s Concerts.” Soon
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after Bernstein‟s appointment as Music Director for the “Young People‟s Concerts,”
Bernstein succeeded in negotiating with William Paley of CBS (who was also a
member of the Philharmonic Board) to broadcast four concerts annually. Roger
Englander, a CBS staff producer-director who later became the producer and director
for the “Young People's Concerts,” was also investigating this concept of a quality
music program to be developed for children at this time. This advance in media
policy and mission of the New York Philharmonic would afford significantly
increased access to the general public. Tens of thousands of people would otherwise
miss the concerts unless they lived within reasonable distance and had the financial
means to attend. Larger audiences could experience the thrill of one of the world‟s
great orchestras in performance. With commentary specifically designed to increase
the listener‟s understanding and enjoyment of the music, audiences of all ages
attended and performances were usually sold out in advance.
Once the project was launched, it was decided that the concerts would be
televised without adding any special effects or making any changes from the concert
as it was presented live to preserve the idea of “reporting “ it. This philosophy was
maintained even after live broadcast was given up in exchange for delayed taping. No
major edits were made to preserve the spontaneity and freshness. The only change
made in response to television protocol was the addition of an extra rehearsal.
Students were offered tickets at reduced prices to select subscription events,
with the Philharmonic Society covering the difference in the ticket prices.
Approximately five thousand tickets were sold at the student price annually in the
1960s at $1.50 per ticket.
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When Lincoln Center was established in 1960, provisions were established for
outreach education opportunities for youth with the Lincoln Center Student Program.
Prizes were awarded to honor outstanding high school seniors each year as part of this
initiative.
The Philharmonic collaborated with various arts organizations for the purpose
of extending its reach. Collaborators included the American Symphony Orchestra
League, the New York State Council on the Arts (NYSCA), the American
Conductor‟s Project, and the Mitropoulos International Music Competition. The
Orchestra selected its assistant conductors from the winners of this competition.
Bernstein chose three assistants each year rather than one, in order to maximize the
apprenticeship experience. Additional funding was provided by Bernstein to support
this program through his Bernstein Foundation.85
In all Bernstein‟s varied pursuits, one can detect his agenda for expanding
an event to an opportunity for learning. He was well suited to lead the New York
Philharmonic for many reasons, but none more than this shared mission to enhance
educational efforts and bring more people into relationship with music. His thematic
and innovative program plans with accompanying program notes supported this
organizational and personal artistic vision and mission significantly.
Howard Taubman of the New York Times had been incensed with the state of
the New York Philharmonic prior to these changes in the artistic leadership. He was
hopeful that Bernstein would encourage better music making and focus attention on
the important work of educational programming. In an article following Bernstein‟s
Howard Shanet, Philharmonic: A History of New York’s Orchestra, (Garden
City, New York: Doubleday, 1975), 328-29.
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first televised “Young People‟s Concert “ in January of 1958, Taubman wrote:
What counts is that as the incoming musical director for the New York
Philharmonic, he regards this task [children‟s concerts] as vital and is willing to
take on some of it instead of delegating it entirely to a guest or assistant
conductor.
Taubman cited two innovations planned for the new season as particularly
praise-worthy. The first was that Bernstein was preparing to create Thursday night
”Previews,” in which the conductor would offer remarks and musical insights to aid
the listener before and throughout the concert to help audiences more fully enjoy the
performance. This change would also provide the orchestra with an additional
performance opportunity for a live audience before the press reviewed the concerts.
The second idea that Taubman approved of was the creation of a season plan for the
music, so there would be an overarching theme for all the concerts in the season, for
example a survey of American music.86
Bernstein honed his teaching ability while working with the Philharmonic. His
rehearsals were opportunities for him to share his expectations and personal insights
into the composer‟s “Central Line.” This helped to develop a sense of ensemble
among the players, and he was quickly able to regain discipline and the technique that
had been lost under Mitropoulos‟ leadership of the orchestra.

I think that teaching is perhaps the essence of my function as a conductor. I
share whatever I know and whatever I feel about the music. I try to make the
orchestra feel it, and understand it too, so that we can do it together.87
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Musicians who played under Bernstein report that he was able to elicit more
from them than they believed they could really achieve, just with a look, based on his
belief in them. Isaac Stern related an anecdote that Rostropovich taught a simple
lesson for musical success that states, “every concert must be an event, and with
Lenny, it was an event.”88 With Bernstein‟s new thematic, cohesive programming
plans for each season, he explained that gone was the former reference to
…a well-balanced variety program - this does not any longer belong to the
Philharmonic. The function of the orchestra has to be different - because it is in
New York, the center of the music world. The programs should add up to
something: they should have a theme running through them. Each series, cycle,
block should be a festival of a particular composer or a particular time
or…movement. There should always be a sense of festival about going to the
Philharmonic… in a way my job is an educational mission… .89
Bernstein had absorbed this sense of a performance as an “occasion” from
Koussevitzky; that concept, coupled with his own natural flair for the dramatic, made
for an orchestra that understood it too was something very special. Much of what
Bernstein was able to accomplish through his flamboyant pedagogical efforts yielded
higher orchestral revenues as ticket sales increased and the audience /artist
relationship flourished. Eventually Bernstein dropped the Thursday night teaching
sessions as “…the subscription audience, heretofore a rejected, bored assemblage,
turned into a sophisticated and knowledgeable group of people.” Bernstein said he no
longer needed to speak to the audience as they had “…become quite hip and they
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have remained hip ever since.”90
“Young People‟s Concerts” Pre-Bernstein
“Young People‟s Concerts” had been given regularly with the New York
Philharmonic since January 26, 1924 in Town Hall and Carnegie Hall under the
musical direction of American pianist-composer conductor Ernest Schelling.91 Before
Schelling, there had been sporadic efforts at youth educational programming by
Theodore Thomas in the 1880s with his own orchestra and Josef Stransky who
conducted “Young People‟s Concerts” on a small scale for several seasons starting in
1913-14. Frank and Walter Damrosch had been successful since the first season at
Carnegie Hall (1891) with concerts for children. The first conductor of those
Carnegie Hall concerts, Walter Damrosch, wrote in a December 1891 ticker flyer,
“the programs will be on a character to cultivate in children and young people an
appreciation for the highest standards in music.”92 Thus, New York had a respectable
track record for children‟s programming prior to Schelling‟s expansive program plans
for the 1923-24 season; however, some mid-Western cities (Chicago, St. Louis,
Cleveland, Kansas City and Minneapolis) had been cooperating with local schools in
the presentation of educational concerts and taken the lead in this education of the
youth endeavor.
90John
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Schelling‟s plan for the 1924 season was to expand these earlier efforts into a
substantial series, and with this effort, to restore New York City to a leadership
position in educational programs for youth.93 When asked by the Philharmonic Board
chairman what he considered the best plan for enlarging the orchestra‟s sphere of
influence, Schelling answered that symphonic concerts for children and young people
could ”form the taste of the future Philharmonic audiences.”94 Schelling‟s concept of
the principal aim of the Children‟s Concerts was to excite the imagination and the
interest of the children so that, when they reached adulthood, they would be sensitive
enough to enjoy symphonic music and enlightened enough to support it, thus
demonstrating the vital mindsets and vision required of the artistic leadership.
Schelling recognized artistic excellence must be coupled with financial savvy to
insure fiscal stability, the future of the organization and the art form.
The prevailing attitude of refined musicians of that time period held that such
concerts (the Children‟s Concerts) were ”of paramount importance to fight the
influence of jazz” on the young. Walter Damrosch is quoted in Shanet‟s
Philharmonic: A History of New York’s Orchestra in a remark from 1918, as hoping
that “some popular substitute could be found for the interminable jazz that is ravaging
not only our country but all of Europe.” However, Shanet cuts Damrosch off before
he wishes out loud for a Leonard Bernstein. In My Musical Life, Damrosch agrees
with a colleague who asks, “Don‟t you think jazz music is horrible?” He answered
with,
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I wish that either some popular substitute could be found for the interminable
jazz that is ravaging not only our country but all Europe or that a genius would
come along who would pour into this very low form of art some real emotion
which, welling from the very heart of man, might give life to what is at present
but a nervous excitement.95
Rudolph Ganz assumed the leadership for the “Young People‟s Concerts” (from
1940-47) after Schelling. Guest conductors filled in for the next few years until Igor
Buketoff took over in 1950. Wilfrid Pelletier was the immediate predecessor to
Bernstein, from 1953-1957. Though the “Young People‟s Concerts” were a tradition
before Bernstein, they were never televised until he took over.
Leonard Bernstein‟s “Young People‟s Concerts” with the New York
Philharmonic Orchestra
The first “Young People‟s Concert” with Leonard Bernstein took place on
January 18,1958, titled “What Does Music Mean?” and was broadcast on CBS- TV.
The broadcasts aired live from Carnegie Hall on Saturdays at 12:00 p.m. for the first
five seasons. The program opened with Bernstein asking questions of the audience
which he would answer for them in the course of the program. “What does music
mean?”was followed by “What is any piece of music all about? For instance what do
you think this tune is about? “At this point, the orchestra played the opening of
Rossini‟s William Tell Overture. Bernstein then launched into an explanation of
programmatic and absolute music, though not using those terms, but rather keeping to
analogies the audience would more likely relate to. For example he explains that the
opening bars of the Rossini overture are not in any way intended to convey a story
Walter Damrosch, My Musical Life (New York: Charles Scribner‟s Sons,
1930), 268.
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nor are they related to “The Lone Ranger” as his daughter Jamie Bernstein had
suggested.
Now all music is a combination of such sounds put together according to a plan.
The person who plans it is the composer whether he is Rimsky- Korsakoff or
Richard Rodgers. And his plan is to put the sounds together with rhythms and
different instruments or voices in such a way that what finally comes out is
exciting, or fun, or touching, or interesting or all of these together. That is what
is called music and what it means is what the composer planned. But it‟s a
musical plan so it has a musical meaning, and has nothing to do with any stories
or pictures or anything of that sort. Of course, if there is a story connected with
a piece of music, that‟s all right too. In a way it gives an extra meaning to the
music; but it‟s extra like mustard with your hot dog. The mustard isn‟t part of
the hot dog. It‟s extra. Well, the story isn‟t part of the music either. And so,
whatever the music really means, it‟s not the story - even if there is a story
connected with it.96
He uses Don Quixote by Richard Strauss to illustrate that the same music could be
used to tell very different stories or no story at all but that the musical ideas would
still be exciting. Next he discusses music that paints pictures and creates images. The
musical examples he quotes are from Beethoven‟s Sixth Symphony, and
Mussorgsky‟s Pictures at an Exhibition. He eventually comes back to the original
question, stating the answer is closer now.
The better the music is, the more it will make you feel the emotions that the
composer felt when he wrote it. The meaning of music is the way it makes you
feel when you hear it. We don‟t have to know everything about sharps and flats
and chords to understand music. If it tells us something, not a story or a picture,
but a feeling - if it makes us change inside, then we are understanding it. That‟s
all there is to it. Because those feelings belong to the music. They‟re not
extra…They‟re what the music is about…. If you like music at all, you‟ll find
out the meanings for yourselves, just by listening…. The meaning of the music
is in the music, and nowhere else.97
Additional music examples are taken from Symphonies Nos. 4 & 5 by Tchaikovsky,
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Six Pieces by Webern and LaValse by Ravel.
In an article by Laurance Laurent dated January 20, 1958, the press reported
”Bernstein‟s Program Lives Up to Expectation.” The article was carried in the
Washington Post and the New York Herald and stated Bernstein agreed to perform
with the New York Philharmonic Orchestra on television because of the aim of the
four programs. “The aim, explained the articulate Bernstein, is to encourage young
people to listen to music for its own values - to depend less on stories, pictures,
dancers and other accoutrements to make music more understandable and enjoyable.”
Public response continued to be positive through the season as evidenced in an article
headline from the New York Times dated April 6, 1958: “Eager Response, Youngsters
Find It‟s Fun to Make Music” by Howard Taubman.98
Bernstein articulates his ambition and objective in the work of the “Young
People‟s Concerts” to Humphrey Burton:
The great benefit, for me, is the educational value, not only in the pedagogical
sense but also in the best sense of acquainting people with new stuff they can
come to love (which is what I meant by education, rather than having to
memorize the conjugation of an irregular verb). Bringing music close to people:
as you know that has always been my lifelong desire and goal even in writing
my own music. And I think there is nothing that comes near to television for
this purpose. This is the best communicative means and after all,
communication is what television is about. 99
The formula Bernstein uses is straightforward for the televised broadcasts. In a
friendly and non-threatening way, Bernstein greets his audience and states a
misconception to be corrected or a question to be answered and proceeds to
accomplish this through the use of musical examples, “cozy” metaphors and
98Articles
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analogies with carefully constructed explanations designed not to overtax. He uses
lots of familiar examples from pop and contemporary music to make connections for
the audience to help make the unfamiliar the familiar. “His intention, whether implicit
or explicit, is always to enable the music to make an emotional impact upon the
newly awakened hearer.” Clark points out the important fact that the “panoply of
staging devices, and emerging tricks of the television - camera trade” were widely
employed. “Superimposition, cross-cutting, quick panning, zooming, and tilting and
the art of using the television camera as an active participant in the filming process
rather than a witness …was due in large part to the talented producers Robert Saudek
for „Omnibus‟ and Roger Englander for the “Young People‟s Concerts.”100
Bernstein sent out letters to the subscribers of the “Young People‟s Concerts”
with advance news of what the audience should expect in attending a televised
program and invited them to come early for more specialized instruction on conduct.
He informed the ticket holders that they may take a backstage tour and that they may
be photographed during the filming. He prepared them to encounter the massive
television equipment required for such a production. Ever the teacher, he explained
3,000 hours of preparation were required to set up the six tons of electronic
equipment needed in Carnegie Hall. He explained about the lights and the fact that
they could light up the streets of a forty-block area and that 14,000 miles of coaxial
cable would be used to transmit the concerts from coast to coast. He requested the

Robert S. Clark, “Congruent Odysseys,” Sennets and Tuckets: A Bernstein
Celebration (Boston: David R. Godine, Publisher, 1988): 131-132.
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audience be in their seats by 11:45 a.m. for a 12:00 p.m. start time.101 Ticket prices
ranged from $15.00 in the lower Box seats to $2.50 in the upper section of the
balcony.102
Roger Englander was the producer director for the “Young People‟s Concerts”
from their inception, and in his article “No Balloons, Tap Dancers or Marching
Bands,” he details his involvement with Leonard Bernstein on this monumental
project. Englander notes that expectations for the broadcasts were for one or two
seasons only. The success of the “Young People‟s Concerts” was not really predicted.
Bernstein emphasized the fact that he never “talked down “ to his young audience but
rather encouraged them to reach. That premise, coupled with his passion for all
aspects of music, was enough to insure that the performances were inspired. He was
convinced that “all children have a natural musical gift and that musical training
ought to be an integral part of education instead of being considered a luxury” 103 or
“frill “as refuted in Ernest L. Boyer‟s statement on arts education in the Carnegie
Foundation‟s Report on secondary education in America released in 1983.104
Bernstein created fifty-three programs in all that were broadcast over fourteen
years from January 18, 1958 through March 26,1972 on CBS. Bernstein continued
leading the “Young People‟s Concerts” during his sabbatical year from the New York
Philharmonic in 1964-65 and even after he stepped down as the director of the
orchestra in 1969. Bernstein made the following statement:
101From

copy of subscriber letter from Bernstein on NYPO letterhead from the
New York Philharmonic archives. Copy of letter is included in appendix.
102Notes from research at New York Philharmonic archives visit, July 2000.
103Meryle Secrest, Bernstein: A Life (New York: Vintage Books, 1995), 247.
104Ernest L. Boyer, High School: A Report on Secondary Education in America
(New York: Harper Colophon Books, 1985 edition), 98.
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During the 1964-65 season, I spent a sabbatical year away from conducting away from all orchestras including my own New York Philharmonic. And in
that period, I made only one exception; the “Young People‟s Concerts.” Why?
Because these are among my favorite, most highly prized activities of my life.
These concerts are not just concerts - not even in terms of the millions who
view them at home. They are in some way, the quintessence of all I try to do, as
a conductor, as a performing musician. There is a lurking didactic streak in me,
that turns every program I make into a discourse, whether I utter a word or not;
my performing impulse has always been to share my feelings or knowledge, or
speculations about music – to provoke thought, suggest historical perspective,
encourage the intersection of musical lines. And from this point of view, the
“Young People‟s Concerts” are a dream come true, especially since the sharing
is done with young people - that is, people who are eager, unprejudiced,
curious, open and enthusiastic. What more could an old incorrigible pedagogue
ask for? I hope I shall never have to give these concerts up; they keep me
young.105
The first five seasons were broadcast live from Carnegie Hall at 12:00 p.m. on
Saturdays. The concerts were typically sold out with waiting lists formed for
subscription tickets, some parents really did sign their children up at birth hoping to
make it to the top by the time their child was old enough to attend. The topics covered
ranged from music appreciation themes including “What Does Music Mean? “,
“Musical Atoms: A Study of Intervals,” “What Is a Mode?” to introducing
contemporary composers such as Dmitri Shostakovitch, Jean Sibelius, Gustav Holst,
Aaron Copland and Charles Ives; seven segments featuring specific works, for
example, ”Fidelio, A Celebration of Life,” “Two Ballet Birds” featuring the ballet
music of Stravinsky, and “Second Hurricane,” by Aaron Copland, (the only person to
be featured twice during the fourteen year run).
The last group that can be identified in categorizing the fifty-three episodes is
the eleven programs made that feature young artists. This was a special interest of
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Bernstein‟s in keeping with his pedagogical mission, to facilitate opportunities and
connections for young artists, much in the way he himself had been helped by his
many mentors in early career. André Watts made his performance debut at sixteen
years of age on the “Young People‟s Concerts” in 1963. Jacqueline DuPré was
another of the rising stars that made an early appearance on the “Young People‟s
Concerts.”
The concerts were moved to an evening prime time slot, Saturdays at 7:30 p.m.
for three years in response to an F.C.C. complaint that television was “a vast
wasteland.” Program sponsors included Shell Oil Company, the Bell System, the
Polaroid Corporation, and the Kitchens of Sara Lee. Bernstein expressed personal
satisfaction in the work he did with the “Young People‟s Concerts.” Next the “Young
People‟s Concerts” were aired on Sunday afternoons, but had by then attained status
as part of the pop culture, complete with references to Beethoven and Bernstein in
Peanuts. Bernstein is quoted as saying:
When you know that you‟re reaching children without compromise or the
assistance of acrobats, marching bands, slides, [a reference to the glass lantern
slides popularized by Schelling in his concerts for children] and movies, but
that you are getting to them with hard talk, a piano, and an orchestra, it gives
you a gratification that is enormous.106
When Bernstein stepped down from his position as conductor of the New York
Philharmonic Orchestra in 1969, after conducting an unprecedented nine hundred and
thirty- nine concerts, Bernstein was honored with the title “Laureate Conductor.”
After he stopped presenting the “Young People‟s Concerts,” other conductors took
over and for a time the broadcasting continued under Englander‟s technical direction.

106Meryle

Secrest, Bernstein: A Life (New York: Vintage Books, 1995), 249.
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Bernstein was succeeded by Aaron Copland, Dean Dixon, Yehudi Menuhin, Peter
Ustinov and Michael Tilson Thomas, who led the “Young People‟s Concerts” for five
years.107

Roger Englander, “No Balloons or Tap Dancers: A Look at the Young
People‟s Concerts” Leonard Bernstein: The Television Work (The Museum of
Broadcasting: 1985), 34.
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Chapter V
Summary of Bernstein‟s Legacy
The work initiated by Leonard Bernstein during his lifetime in the fields of
music education and audience development continues. The focus of Bernstein‟s life
work in his own words was to “bring music close to people.” It is the determination
of this researcher that every aspect of Bernstein‟s professional endeavors including
composing classical works and Broadway shows, leading America‟s foremost
orchestra at home, on tour, or guest conducting internationally, writing, lecturing,
recording, appearing in television programs and films, speaking out on political and
social justice issues, all demonstrate the success of his core mission to educate,
inform, and inspire as many people as he possibly could.
The work of the Leonard Bernstein Center for Learning in association with The
GRAMMY Foundation‟s “Artful Learning” program for school reform is one
illustration of the impact of Bernstein‟s commitment to education. The Leonard
Bernstein Center was founded in April 1992 and at that time began extensive research
on school reform. After seven years, the Bernstein Model was developed. Five
schools in Nashville, Tennessee, and schools in New York City, Boston, Dallas and
Miami formed the core of the center‟s research activities. In September 1999, the
Center moved to the GRAMMY Foundation under the aegis of the National Academy
of Recording Arts and Sciences. (Note: Artful Learning Brochure included in
Appendix.)

The Leonard Bernstein Center for Learning draws attention and recognition to
the importance of music and arts education. Defined as a K-12 comprehensive
school reform model, this approach prepares teachers through professional
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development to use the arts and the artistic process to reinforce teaching and
learning in all subjects. Termed Artful Learning, ™ this design based on ten
years of intensive collaboration and field research was developed using
Leonard Bernstein‟s philosophy that “the best way to „know‟ a thing is in the
context of another discipline.” This national initiative is strengthening academic
learning and guiding students to develop a lifelong love of learning.
Recognizing a way to advance the ideals of educational excellence, New
American Schools has endorsed Artful Learning as its first and only arts-based
school reform model. The model is being implemented in schools across the
nation to include California, Florida, Georgia, Illinois, Iowa, New York,
Oregon, and Pennsylvania.108
In an interview with Program Manager Patrick Bolek of the Bernstein Center,
he stressed the ultimate goal of the Artful Learning model “to make the school the
hub of learning not only for the students enrolled but to create for the community a
culture of continuous learning. The whole adult community should be involved in
learning with the schools.”
Throughout his life as an artist, teacher, and scholar, Bernstein was committed
to communicating what he learned through his scholarship and artistic work. He
observed that the artistic process of creating and experiencing art is a
fundamental way of learning, and one transferable to any discipline. The
Leonard Bernstein Center for Learning was developed to strengthen education
on a national level and prepare teachers to use the arts and the artistic process to
reinforce teaching and learning across all academic subjects.109
Bolek stated the Bernstein model infuses the curriculum with artistic strategies
to improve student performance. In addition it provides varying levels of professional
development for teachers with variety in lesson planning and synergy in relationship
building, developed with the Bernstein professional team. When a school becomes a
Bernstein affiliate, a cadre of twenty specialists is involved and different team
members at different times, spend a total of twelve days of the academic year on-site

The GRAMMY Foundation Leonard Bernstein Center for Learning
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assisting the teachers in implementation of Artful Learning. The mission of the
GRAMMY Foundation to stimulate and deepen academic learning through the arts
while preserving and honoring the legacy of Leonard Bernstein is accomplished by:
*Emphasizing interdisciplinary scholarship
*Endorsing a personal and passionate approach to teaching and learning
*Activating the use of Artful Learning as the structure for arts-infused teaching
and learning
Artful Learning provides educators the needed structure to infuse their
curriculum with arts-based skills and strategies that have lasting and practical
applications to academic rigor. These strategies assist students in making
interdisciplinary connections through total engagement. Teachers, administrations,
and the wider school community receive high quality professional training in the arts
and leadership development. Best practice schools become professional learning
communities characterized by a culture of continuous research and improvement.110
There are thirty-six schools currently participating nationwide in the Bernstein
Center for Learning reform program including sites in California, Florida, Georgia,
Illinois, Iowa, Oregon, New York and Pennsylvania. Empirical data exists to verify
the claims of improved performance across the disciplines. The Bernstein Center for
Learning is working closely with the participating schools and with independent
researchers at the U.C.L.A. Center for Research on Evaluation Standards and Student
Testing (CRESST). The purpose is to improve methods to track student achievement,
to give evidence of the program‟s effectiveness, and also to aid schools in evaluating

110Ibid.
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their own progress. A report titled ” Realizing a Legacy: Opportunity and Challenge
in the Continued Development of The Leonard Bernstein Center for Education
through the Arts” (An Evaluation Submitted by Performance Assessment
Collaboratives for Education Harvard Graduate School of Education) documents
practices in use and suggestions for development and implementation of advances to
further the goals of the Center.
Bernstein Model Artful Learning Components
Built on the Bernstein philosophy that the arts provide a fundamental model for
lifelong learning, the school improvement plan is supported by professional
development, action research, and scholarly reflection. It is a basic tenet that the
expert in the classroom is the teacher. Artful learning professionals aid in assisting the
educators to develop engaging, content rich interdisciplinary Bernstein units of study.
It is very clearly a reform from within and not an add-on program. The Bernstein
Classroom Practices in the Artful Learning Sequence involve the examination of a
masterwork in the four contexts of Experience, Inquiry, Creation, and Reflection.
Community building is emphasized and leadership is shared. Students and educators
are valued as artists, teachers and scholars. The Bernstein Model provides the
“scaffolding” to foster student and teacher growth and sustainability.111
The program continues to grow and evolve and bear witness to the relevance of
the Bernstein philosophy of the importance of the arts and education in our culture.
Lukas Foss, long time colleague and friend of Bernstein, articulated some of the
most apparent contradictions in Bernstein‟s work, stating:

111
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In an age of specialization Bernstein dares to excel in performance as well as
composition, in the classical idiom as well as in the popular one. In an age of
impersonal music, and often impenetrable music, Leonard Bernstein dares to be
personal, human, and even vulnerable. Indeed his music has the rare quality of
instant communication.112
In the film documentary Reaching for the Note, Foss elaborates on this
comment, stating that oftentimes composers don‟t really care if they are
communicating to anyone else except to other composers with their works, but that
was not true of Bernstein; he was committed to transmitting his message to everyone.
Peter Grandewitz summarizes Bernstein‟s overall performance with:
Here is not a „star artist „at work, a „glamorous world favorite‟ out for public
success, as the media and music industry present him (no doubt for their own
commercial reasons), but the devout musical servant of the great masters at the
helm of an orchestra as well as a composer who wants to communicate and be
understood, but not at the price of making any artistic concessions.113
In an article by David Denby from 1998, titled “The Trouble with Lenny: Why
We are Still Taking the Measure of Leonard Bernstein‟s Protean Gifts,” the author
notes the incongruity inherent in Bernstein:
… He wanted to pull everything together - serious music and popular,
youngsters and grown-ups, tragedy and comedy. He yearned for America to
become mature musically and culturally. …It may seem a paradox that a man
so disharmonious within himself would try to bring everyone together. But a
more unified person could not have raised so many hopes, touched so many
people. …He was a man energized, rather than paralyzed, by ambivalence.
Throughout his life he allowed the entertainer to coexist with the serious artist.
By erasing the line between “high” and “low,” he became the most original
Broadway composer since Kurt Weill, and a radical new kind of conductor.
Denby summarizes the New York critic Harold Schonberg‟s attitude toward
Bernstein as adversarial after an initial honeymoon phase.
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Bernstein was accused of salesmanship, and „cultural vaudeville;‟ he was
repeatedly called exhibitionistic and an egoist who wouldn‟t let music speak for
itself. But from the vantage point of the late nineties we can see that Bernstein
may have been onto something that the critics, safe in their reviewing cocoons,
did not see. In the twentieth century, serious music could no longer speak for
itself - not in America, at least, where rock was speaking louder. For the young,
classical music no longer fulfilled its old American role as a form of cultural
aspiration. Bernstein‟s show-biz approach - his mission to reverse this trend now seems like the stoniest realism.
Concerning the "Young People's Concerts" Denby explains:
… everything in his grand mission came together - learning and eros,
moral seriousness and entertainment. These shows are classics of barriercrossing pedagogic art at mid-century, as significant, in their way, as Tennessee
Williams‟s plays and Robert Lowell‟s poetry. … In one of those baffling
American cultural scandals, the “Young People‟s Concerts” have been widely
broadcast in Japan and Europe, but corporate sponsorship cannot be found to
rebroadcast them here. 114
The "Young People's Concerts" have been rebroadcast in the U.S. since the
Denby article appeared. Featured on the front page of Prelude, Fugue &Riffs, News
for Friends of Leonard Bernstein in the Spring/ Summer edition of 2002 was the
headline „"Young People's Concerts"‟ Return to TV.” USA Cable –affiliated TRIO,
which reports 14.3 million subscribers, and is billed as a popular arts network, began
airing the programs on March 15, 2002. The network was confident in taking on the
challenge of selling classical music. “We went back and looked at them and found
them to be riveting, exciting, somehow fresh, new and relevant,” said Chris Slava,
network vice-president of acquisitions and scheduling. TRIO enlisted three celebrities
to assist in the marketing and to act as hosts: Whoopi Goldberg, John Lithgow and
Joshua Bell. By popular demand, cable channel TRIO presented another run of
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twenty-five of Leonard Bernstein‟s “Young People‟s Concerts” with the New York
Philharmonic. They were aired on Saturday and Sunday mornings in the fall of
2002.115
In a New York Times article from the early „90s titled “Is Bernstein Passé on
Television? Only in America,” former Bernstein manager Harry Kraut reported some
of the difficulties encountered in trying to secure the rights from CBS –TV and the
high price tag associated with preparation of the ”Young People‟s Concerts” for a
world-wide re-release on PBS. The problems had precluded the success of this
venture until the TRIO airings. Kraut indicated there is still interest in getting the
concerts back on the air but only if a concert network is created and that project may
be in the works as well.116 CBS –TV holds the rights jointly with the Leonard
Bernstein estate for the “Young People‟s Concerts” and has no plans to broadcast the
programs presently.
Jamie Bernstein and conductor Michael Barrett have created a program for
young people based on her father‟s music called “The Bernstein Beat.” The first
performance took place in Salt Lake City in April 1999 and has been successfully
touring internationally with orchestras since.
Presently in New York City, the New York Philharmonic Orchestra continues
the “Young People‟s Concerts” tradition with only a few changes from the Bernstein
days. Most significant is that the programs are no longer broadcast on television and
that the leadership is not under the aegis of one musical director but shared with the
Prelude, Fugue& Riffs, News for Friends of Leonard Bernstein (Spring/
Summer 2002), 1-2.
116 Joseph Horowitz, “Is Bernstein Passé´ on Television? Only in America”
(New York Times April 5, 1992), Section 2/36.
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Education division and the artistic arm of the orchestra. The concert season features
four “Young People‟s Concerts,” each hosted by various special guest conductors.
There are pre-concert activities in the Kidzone held the hour before the concerts begin
in the Hallway entrances of Avery Fisher Hall. Information about the concerts is
available in advance for teachers and also for interested participants on the web.
Attendance is steady but the registration for subscription tickets is no longer in such
high demand as during Bernstein‟s tenure. (Interview with NYPO representative in
Appendix)
Evidence of Bernstein‟s legacy influencing music education can be found in
many other areas. Ann Mayle, a teacher from Morgantown, West Virginia, has been
teaching West Side Story in her seventh grade music class for seventeen years with
great success and positive experiences for her students.117 Performances of
Bernstein‟s works are so numerous and continuous, there are three to four full pages
in the calendar section of Prelude, Fugue, & Riffs on average, listing from fifty to
seventy-five performances scheduled for the quarter all over the world. (See appendix
for sample.)
Bernstein scholars have a unique opportunity to study Bernstein‟s conducting
scores housed at the New York Philharmonic archives. Special lecture presentations
are given by Charles Zachary Bornstein, conductor at the Rubin Academy for Music
in Jerusalem. These special lecture presentations have been made possible through the
creative collaboration of Bornstein and Barbara Haws, Principal Archivist at the New
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York Philharmonic, to continue the Bernstein education legacy and allow students
and scholars access to Bernstein‟s actual scores and preparatory remarks.118
Tanglewood will be in its sixty-fourth season in the summer of 2004, and the
tradition of excellence established by Koussevitzky and strengthened by Bernstein for
students of conducting continues. Festivals Bernstein founded modeled on
Tanglewood include the Los Angeles Philharmonic Orchestra Conducting Institute in
1984, the Schleswig-Holstein Music Festival founded in July of 1986 and the Pacific
Music Festival in Sapporo, Japan, in 1990.
New releases of the vast Bernstein discography continue, SONY dubbing this
the Bernstein century. Presently two of Bernstein‟s stage works are running on
Broadway: Wonderful Town and a four - run staged version of Candide at Lincoln
Center which was sold out three out of four nights weeks in advance. Interestingly,
the cast for this production of Candide was derived from both Broadway and opera
professionals.
Long before the M.E.N.C. National Standards For The Arts were written,
Bernstein was intuitively meeting them. The contributions of Leonard Bernstein to
education and audience development are many. He had the wisdom to recognize it is
vital to integrate the arts into education and people‟s daily life experiences, not only
to promote our individual development but also to prevent our collective demise. The
use of the media to aid in this effort was a successful mechanism to familiarize the
general public with all the subtleties music holds. There is a drastic change in the
cultural climate of today; however, in Bernstein‟s era, the “Young People‟s Concerts”
Prelude, Fugue &Riffs, News for Friends of Leonard Bernstein, Fall/ Winter
2003-04, 2-3.
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could address such topics as sonata form and the complexities of intervals and modes
and assume a point of reference from which to start such a lesson. Today we start
young audiences with the most basic information on the families of instruments and
learning to recognize the individual instruments visually and aurally. This is new
information for many. The vision and assumptions Bernstein made in determining the
world at large stood to gain by his music lessons for all on television, are major
factors contributing to his effectiveness. He acted on what he knew he knew.
Every professional endeavor he made turned ultimately to a teaching
experience. His audience development plans and inclusive ideologies were far in
advance of the trendy multiculturalism of today. Bernstein was already concerned
about such issues in his undergraduate years at Harvard. It is well documented how
prescient his skillful score for West Side Story is in light of the importance of Latin
American musical and cultural influences today.
Scholars concur that only the passage of time will provide the perspective that
can give Bernstein his rightful place as a serious composer, but since he was so agile
at ignoring distinctions, perhaps posterity should take note. In considering
Bernstein‟s legacy, one is reminded of Bach in the shadow of Handel and the
scriptural reference that “no one is a prophet in his own home town.”119 John Dewey
closes his pedagogic creed with “…every teacher should realize the dignity of his
calling… In this way the teacher always is the prophet of the true God and the usherer

119

Holy Bible: Mathew 14:57

78
in of the true kingdom of God. “120 Bernstein understood this intuitively and lived it
fully. Dayenu. It was enough.

John Dewey, John Dewey on Education: Selected Writings, (New York:
Random House, 1964), 439.
120

Appendix A
Leonard Bernstein Omnibus Programs
1954-1961
1) “Beethoven‟s Fifth Symphony”, with Symphony of the Air, November 14, 1954
2) “The World of Jazz”, October 16, 1955
3) “The Art of Conducting”, December 4, 1955
4) “The Role of the University in American Life” (at Harvard), March 25, 1956
5) “The American Musical Comedy”, October 7, 1956
6) “Introduction to Modern Music”, January 13, 1957
7) “The Music of Johann Sebastian Bach”, March 31, 1957
8) “Bernstein: A Musical Travelogue” (of Israel), December 1, 1957
9) “What Makes Opera Grand?”, March 23, 1958
10) “A Midwinter Night‟s Dream”, (re Lincoln Center), January 1, 1961

Leonard Bernstein Lincoln Presents Programs
With the New York Philharmonic
1958-1959
1)
2)
3)
4)

“Beethoven‟s Ninth Symphony”, November 30, 1958
“Jazz in Serious Music”, January 25, 1959
“The Infinite Variety of Music”, February 22, 1959
“The Humors of Music”, March 22, 1959

Leonard Bernstein Ford Presents Programs
With the New York Philharmonic
1959-1962
1) “Leonard Bernstein and the New York Philharmonic in Moscow”, October 25, 1959
2) “Leonard Bernstein and the New York Philharmonic in Venice: The Ageless
Mozart”, November 22, 1959
3) “Christmas Startime”, December 22, 1959
4) “The Creative Performer”, January 31, 1960
5) “Rhythm”, March 13, 1960
6) “Leonard Bernstein and the New York Philharmonic in Berlin”, November 24, 1960
7) “Romanticism in Music”, January 22, 1961
8) “Drama into Opera: Oedipus Rex”, February 26, 1961
9) “A Joyful Noise”, December 14, 1961
10) “Leonard Bernstein and the New York Philharmonic in Japan”, February 6, 1962
11) “The Drama of Carmen”, March 11, 1962

Appendix B
Chronological List of “Young People’s Concerts”
Written and Performed by Leonard Bernstein with the New York
Philharmonic

1. What Does Music Mean?............................................................... January 18, 1958
EXCERPTS FROM: *

William Tell Overture .......................................................................................... Rossini
Don Quixote ......................................................................................................... Strauss
Symphony No. 6 .............................................................................................. Beethoven
Pictures at an Exhibition ........................................................................... Moussorgsky
Symphonies Nos. 4 and 5 ............................................................................. Tchaikovsky
Six Pieces ............................................................................................................ Webern
La Valse (complete) ............................................................................................... Ravel

2. What Is American Music?............................................................ February 1, 1958
EXCERPTS FROM:

An American in Paris ....................................................................................... Gershwin
Symphony No. 5 ...................................................................................................Dvorák
Dance in Place Congo ......................................................................................... Gilbert
Ragtime .......................................................................................................... Stravinsky
Rhapsody in Blue ............................................................................................. Gershwin
American Festival Overture .............................................................................. Schuman
Symphony No. 3 .................................................................................................... Harris
Symphony No. 2 ............................................................................................. Thompson
The Mother of Us All........................................................................................ Thomson
Music for the Theatre ......................................................................................... Copland
Billy the Kid ....................................................................................................... Copland
Symphony No. 3 ...............................................................................Copland, conducted
by the composer

* Note: Brief examples, less than thirty seconds long and played on piano are not
given.

3. What is Orchestration? ..................................................................... March 8, 1958
EXCERPTS FROM:

Capriccio Espangnol .........................................................................Rimsky-Korsakoff
Brandenburg Concerto No. 3 .................................................................................. Bach
Kleine Kammermusik for Wind Quintet ......................................................... Hindemith
Serenade in B-flat, No. K. 361 ............................................................................. Mozart
Fantasia on a Theme by Thomas Tallis .............................................. Vaughn Williams
Symphony for Strings ........................................................................................ Schuman
Introduction and Allegro........................................................................................ Ravel
L’Histoire du Solda ........................................................................................ Stravinsky
Bolero (complete) .................................................................................................. Ravel

4. What Makes Music Symphonic? .............................................. December 13, 1958
EXCERPTS FROM:

Symphony No. 4 .......................................................................................... Tchaikovsky
Symphony No. 3, “Eroica” ............................................................................ Beethoven
Overture Fantasy: Romeo and Juliet .......................................................... Tchaikovsky
Symphony No. 104, “London” .............................................................................. Haydn
Symphony No. 41, “Jupiter” ................................................................................ Mozart
Symphony No. 2 .................................................................................................. Brahms

5. What is Classical Music? ............................................................... January 24, 1959
EXCERPTS FROM:

Symphony No. 102 in B-Flat ................................................................................. Haydn
Symphony No. 40 in G-Mino ................................................................................ Mozart
Overture: The Marriage of Figaro ...................................................................... Mozart
Concerto No. 21 in C-Major, K 467 .................................................................... Mozart
Overture: Egmont (complete) ........................................................................ Beethoven

6. Humor in Music ........................................................................... February 28, 1959
EXCERPTS FROM:

Symphony No. 88, Finale ...................................................................................... Haydn
Classical Symphony, Mvts. I and II ................................................................ Prokofieff
Symphony No. 1, segment of Mvt. II ................................................................... Mahler
“Polka” from The Golden Age ................................................................... Shostakovich
“Burlesque” from Music for the Theatre ........................................................... Copland
Symphony No. 4, Scherzo.................................................................................... Brahms

ALSO EXCERPTS FROM WORKS BY:

Piston, Paul White, Gershwin, Mozart, Kodály Wagner, and Richard Strauss

7. What is a Concerto?......................................................................... March 28, 1959
EXCERPTS FROM:

Concerto for Two Mandolins, Strings.and Cembalo, Mvt. I ...............................Vivaldi
Brandenburg Concerto No. 5 in D-Major,
for Harpsichord, Violin, Flute, and Strings, Finale .................................... Bach
(John Corigliano, Sr., violin; John Wummer, flute;
John Bernstein, harpsichord, soloists)
Sinfonia Concertante for Violin, Viola, and
Orchestra in E-Flat Major, K. 364, Mvt. II............................................. Mozart
Concerto for Violin and Orchestra in E-Minor, Finale ........................... Mendelessohn
(John Corigliano, Sr. soloist)
Concerto for Orchestra, Mvts. V and VI.............................................................. Bartók

8. Who Is Gustav Mahler? ................................................................ February 7, 1960
EXCERPTS FROM:

Symphonies Nos. 4, 2, and 1
Das Lied von der Erde
Des Knaben Wunderhorn
(Reri Grist, soprano; Helen Raab, contralto;
William Lewis, tenor, soloists)

9. Young Performers No. 1 ...................................................................... March 6, 1960
EXCERPTS FROM:

Concerto for Cello and Orchestra in B-Minor, Mvt. I .......................................Dvorák
(Daniel Domb, age 15, cello; Kenneth
Schermerhorn, conductor)
Concerto for Violin and Orchestra No. 2, Finale ........................................ Wieniawski
(Barry Finclair, age 14, violin; Stefan B. Mengelberg,
conductor)
Peter and the Wolf .......................................................................................... Prokofieff
Alexandra Wager, age 9, narrator; Leonard Bernstein,
conductor)

10. Unusual Instruments of Present, Past, and Future ........................... March 27, 1960
EXCERPTS FROM: ..................................................................................................................................

Toccata: “Little Train of Caipira” (from
Bachianas Brasileiras No. 2) ........................................................... Villa-Lobos
Brandenburg Concerto No. 4, Mvt. I...................................................................... Bach
Canzon Septimi Toni ......................................................................................... Gabrielli
Alta, Spanish Dance (ca. 1500) ..................................................................... De LaTorre
(Members of New York Pro Musica, soloists:
Noah Greenberg, Musical Director)
Concerted Piece for Tape Recorder and Orchestra .................... Luening-Ussachevsky
(Vladimir Ussachevsky, tape recorder, soloist)
Concerto for a Singing Instrument, Mvt. III:
“Tug of War” ............................................................................................. Bucci
(Premiere: Anita Darian, Kazoo soloist)

11. The Second Hurricane ....................................................................... April 24, 1960
PLAY-OPERA IN TWO ACTS:

Words by Edwin Denby; Music by Aaron Copland
(Cast from High School of Music and Art, New York City
Mrs. R. Sybil Mandel, Music Chairman
Soloists: Steven Wertheimer as Butch; Julian Liss as Fat;
John Richardson as Gyp; Lawrence Willis as Lowrie;
Omega Milbourne as Gwen; Marion Cowings as Jeff;
Julie Makis as Queenie; Senior Choral Ensemble)

12. Overtures and Preludes .................................................................... January 8, 1961
Overture: Semiramide ..........................................................................................Rossini
Overture: Leonore ......................................................................................... Beethoven
Prelude to the Afternoon of a Faun ................................................................... Debussy
Overture: Candide ........................................................................................... Bernstein

13. Aaron Copland Birthday Party..................................................... February 12, 1961
EXCERPTS FROM COPLAND WORKS

Statements for Orchestra No. 3: “Dogmatic”
Music for the Theatre No. 2: “Dance”
Music for Movies No. 4: “Grover‟s Corners”
Rodeo: “Hoedown”
Old American Songs: “Boatman‟s Dance,”
“I Bought Me a Cat” (William Warfield, baritone)
El Salón México (Aaron Copland, conductor)

14. Young Performers No. 2 .................................................................. March 19, 1961
EXCERPTS FROM

Concerto for Cello & Orchestra in B-Minor
Op. 104: Finale.........................................................................................Dvorák
(Lyon Harrell, age 16, cello; Elyakum Shapiro, conductor)
Concerto No. 1 in E-Minor, Op. 11: Mvt. II ........................................................ Chopin
(Jung Ja Kim, age 16, piano; Russell Stanger, conductor)
Aria: “Hello, Hello” from The Telephone........................................................... Menotti
Aria: “Mimi‟s Farewell” from La Bohème ..........................................................Puccini
(Veronica Tyler, age 22, soprano; Gregory Millar, conductor)
Young Person’s Guide to the Orchestra .............................................................. Britten
(Henry Chapin, age 12, narrator; Leonard Bernstein, conductor)

15. Folk Music in the Concert Hall......................................................... April 9, 1961
EXCERPTS FROM:

Symphony No. 39 in E-Flat, K. 543, Minuet ....................................................... Mozart
Sinfonía India .......................................................................................................Chávez
Songs of the Auvergne ............................................................... arranged by Canteloube
(Marni Nixon, soprano soloist)
Symphony No. 2, Finale ............................................................................................ Ives

16. What is Impressionism? ..........................................................November 23, 1961
La Mer (Complete) ............................................................................................ Debussy
Daphnis et Chloé, Suite No. 2, Finale .................................................................... Ravel

17. The Road to Paris ........................................................................... January 18, 1962
EXCERPTS FROM:

An American in Paris ....................................................................................... Gershwin
Schelomo ................................................................................................................ Bloch
(Zara Nelsova, cello soloist)
The Three-Cornered Hat: Two Dances ............................................................ De Falla

18. Happy Birthday, Igor Stravinsky ................................................. March 26, 1962
WORKS BY STRAVINSKY:

Greeting Prelude
Petrouchka (Ballet in 4 Scenes, complete)

19. Young Performers No. 3 .................................................................... April 14, 1962
Overture: The Marriage of Figaro ...................................................................... Mozart
(Seiji Ozawa, conductor)
Prayer .................................................................................................... Bloch-Antonini
(Gary Karr, double bass; Maurice Peress, conductor)
Fantasy on a Theme from the
Opera Moses in Egypt ........................................................Paganini-Reinshagen
(Gary Karr, double bass; John Canarina, conductor)
Carnival of the Animals ................................................................................ Saint-Saëns
SOLOISTS:

Ruth & Naomi Segal, age 21, duo-pianists
Paula Robinson, age 20, flute
Paul Green, age 13, clarinet
Tony Cirone, age 20, xylophone
Gary Karr, age 20, double bass
David Hopper, age 14, glockenspiel

20. The Sound of a Hall ...................................................................November 21, 1962
Overture: Roman Carnival, Opus 9 ..................................................................... Berlioz
“The Little Horses” from Old American Songs ................................................. Copland
(Shirley Verrett-Carter, soprano)
Concerto for Four Violins and String Orchestra
in B-Minor, Op. 10, No. 3, Mvt. I ............................................................Vivaldi
(John Corigliano, Sr., Frank Gullino,
Joseph Bernstein, William Dembinsky, soloists)

21. What Is a Melody? ................................................................... December 21, 1962
Prelude to Tristan and Isolde ............................................................................. Wagner
Symphony No. 40 in G-Minor, K. 550, Mvt. I ..................................................... Mozart
Concert Music for Strings and Brass Op. 50 ................................................. Hindemith
Symphony No. 4 in E-Minor, op. 98: Finale ....................................................... Brahms

22. Young Performers No. 4 ................................................................ January 15, 1963
Concerto for Piano and Orchestra
in A-Major, K. 488 ................................................................................... Mozart
Mvt. I: John Weiner, age 14, piano; Yuri
Krasnopolsky, conductor
Mvt. II: Claudia Hoca, age 12, piano; Zoltan
Rozsnyai, conductor
Mvt. III: Pamela Paul, age 13, piano; Serge
Fournier, conductor
Concerto No. 1 for Piano and
Orchestra in E-Flat Major ...........................................................................Liszt
(André Watts, age 16, piano;
Leonard Bernstein, conductor)

23. The Latin American Spirit .............................................................. March 8, 1963
“Batique,” from the Suite
Reisado Do Pastoreio ......................................................................... Fernandez
Bachianas Brasileiras No. 5 ........................................................................ Villa-Lobos
(Netania Davrath, soprano)
Sensemaya ........................................................................................................ Revueltas
Symphonic Dances from West Side Story:
Mambo, Cha-Cha, Meeting Scene, “Cool”
(Fugue), Rumble, and Finale ............................................................... Bernstein
Danzón Cubano ................................................................................................. Copland
24. A Tribute to Teachers ................................................................November 29, 1963
Prelude to Khovanshchina ......................................................................... Moussorgsky
Symphony No. 2, Scherzo............................................................................... Thompson
Suite from The Incredible Flutist ...........................................................................Piston
Academic Festival Overture, Op. 80................................................................... Brahms

25. Young Performers No. 5
Concerto for Harp and Orchestra in B-Flat Major
Op. 4, No. 6, Mvt. I .................................................................................. Handel
(Heidi Lehwalder, age 14, harp; Leonard
Bernstein, conductor)
Introduction and Allegro for Harp, Flute,
Clarinet and Strings ................................................................................... Ravel
(Heidi Lehwalder; Amos Eisenberg, age 24, flute;
Weldon Berry, Jr., age 16, clarinet; Claudio
Abbado, conductor)
Concerto for Piano and Orchestra (Premiere) ......................................................... Ran
(Shulamith Ran, age 16, piano/composer; Pedro
Calderon, conductor)
Rhapsody No. 1 for Cello and Orchestra ............................................................. Bartók
(Stephen E. Kates, cello; Zdenek Kosler, conductor)
William Tell Overture ..........................................................................................Rossini

26. The Genius of Paul Hindemith .................................................... February 23, 1964
ALL MUSIC BY HINDEMITH

String Quartet No. 3, Op. 22
Kleine Kammermusik for Wind Quintet
Symphony Mathis der Mahler

27. Jazz in the Concert Hall ................................................................ March 11, 1964
Journey into Jazz................................................................................................ Schuller
(Gunther Schuller, composer and conductor)
Concerto for Piano and Orchestra .................................................................... Copland
(Aaron Copland, piano)
Improvisations for Orchestra and Jazz Soloists ................................................... Austin

28. What is Sonata Form? ...............................................................November 6, 1964
Jupiter Symphony, Mvt. I ..................................................................................... Mozart
Sonata in C-Major ............................................................................................... Mozart
(Mr. Bernstein at the piano)
Classical Symphony, Mvt. IV ......................................................................... Prokofieff
A Hard Day’s Night ......................................................................... Lennon-McCartney
Micaela‟s Aria from Carmen .................................................................................. Bizet
(Veronica Tyler, soprano)

29. Farewell to Nationalism .............................................................November 30, 1964
EXCERPTS FROM:

Russian Sailor’s Dance fromThe Red Poppy.........................................................Gliére
Hungarian Rhapsody No. 2......................................................................................Liszt
Five Pieces for Orchestra (complete)
Opus 10, No. 1 ........................................................................................ Webern
Pieces for Prepared Piano and String Quartet....................................................... Cage
Composition for Twelve Instruments ................................................................... Babbitt
Incontri Fuer 24, Instrumente ................................................................................. Nono
Sonata in G-Minor for Flute and Harpsichord....................................................... Bach
Concerto No. 41 in G-Minor for Flute,
Bassoon, Violin, and Bass ........................................................................Vivaldi
Prelude to Die Meistersinger .............................................................................. Wagner
Mazurka in B-Flat ................................................................................................ Chopin
Aria: “Sempre Libera” from La Traviata ............................................................. Verdi
Symphony No. 4 .......................................................................................... Tchaikovsky
Battle Hymn of the Republic .................................................................................. Steffe
Yankee Doodle ............................................................................................... Traditional
Columbia, the Gem of the Ocean: Beckett,
as used in: Fourth of July (from
Holiday Symphony) ....................................................................................... Ives
(Seymour Lipkin, co-conductor)
Suite No. 1: The Three-Cornered Hat................................................................ De Falla
The Moldau (My Country) ................................................................................. Smetana

30. Young Performers No. 6 ................................................................ January 28, 1965
Concerto for Piano and Orchestra No. 20
in D-Minor, Mvt. I ................................................................................... Mozart
(Patricia Michaelian, age 15, piano)
Concerto for Violin and Orchestra in E-Minor,
Opus 64, Mvt. I: ............................................................................. Mendelssohn
(James Buswell, age 18, violin)
Ma Mère l’Oye (Mother Goose) Suite (complete) ................................................. Ravel

31. A Tribute to Sibelius .................................................................... February 19, 1965
ALL MUSIC BY SIBELIUS:

Findlandia
Concerto for Violin and Orchestra in D-Major, Opus 47
(Sergiu Luca, age 20, violin)
Symphony No. 2, Opus 43

32. Musical Atoms: A Study of Intervals .....................................November 19, 1965
Prelude to Act III: Lohengrin ............................................................................. Wagner
“The Blue Danube” .............................................................................................. Strauss
Symphony No. 4, Mvt. I ...................................................................................... Brahms
Symphony No. 4, Finale .................................................................... Vaughan Williams

33. The Sound of an Orchestra ..................................................... December 14, 1965
Symphony No. 88, Largo ....................................................................................... Haydn
Symphony No. 5, Mvt. III, opening ................................................................ Beethoven
Symphony No 7 .............................................................................................. Beethoven
Symphony No 1 ................................................................................................... Brahms
Ibéria, Mvt. II, Finale ........................................................................................ Debussy
L’Histoire du Soldat:
“The Royal March” ............................................................................ Stravinsky
An American in Paris ....................................................................................... Gershwin
Partita in E-Major .................................................................................................. Bach
Rodeo: “Hoedown” ............................................................................................ Copland

34. A Birthday Tribute to Shostakovich ............................................ January 5, 1966
Symphony No. 7, Mvt. I ............................................................................. Shostakovich
Symphony No. 9 (complete) ....................................................................... Shostakovich
Symphony No. 9 Finale (excerpt) ................................................................... Beethoven
35. Young Performers No. 7: Pictures at an Exhibition ................ February 22, 1966
Pictures at an Exhibition (original piano) ................................................. Moussorgsky
“Promenade,” “Gnomes” (Paul Schoenfeld, age 19, piano)
“Promenade,” “The Old Castle” (Paul Schoenfeld, age 19, piano)
“Promenade,” “Tuileries,” “Promenade,” “Ballet of Chicks
.....................................................................in Their Shells” (David Oei, age 15, piano)
“The Great Gate at Kiev” (Horacio Gutierrez, age 17, piano)
The above selections were followed by their orchestral transcriptions by Ravel,
conducted respectively by:
James De Priest
Jacques Houtmann
Edo de Waart
Leonard Bernstein

36. What is a Mode?.......................................................................November 23, 1966
Nocturnes: Fêtes ................................................................................................ Debussy
Boris Godunov: “Polonaise”
from Act III .................................................................................... Moussorgsky
Fancy Free: “Danzón” ..................................................................................... Bernstein
Fêtes repeated

37. Young Performers No. 8 ................................................................ January 27, 1967
Sinfonia Concertante ............................................................................................ Haydn
(Elmar Oliveira, age 16, violin; Mark Salkind,
age 13, oboe; Fred Alston, age 19, bassoon;
Donald Green, age 20, cello: Juan Pablo
Izquierdo conducted Mvt. I; Sylvia Caduff
conducted Mvts. II & III)
Concerto No. 2 for Piano
and Orchestra in F-Minor, Finale ........................................................... Chopin
(transcribed for accordion and played by Stephen
Dominko, age 19; Sylvia Caduff, conductor)
“In diesen heil’gen Hallen,” aria from The Magic Flute .................................... Mozart
(George Reid, age 21, bass; Juan Pablo Izquierdo,
conductor)
Concerto for Violin and Orchestra in B-Minor, Mvt. I ................................ Saint-Saëns
(Young Uck Kim, age 19, violin; Leonard Bernstein, conductor)

38. Charles Ives: American Composer .............................................. February 23, 1967
ALL MUSIC BY IVES:

The Gong on the Hook and Ladder, or,
The Fireman‟s Parade on Main Street
Washington’s Birthday (from Holiday Symphony)
Song: ”Lincoln, the Great Commoner”
(Simon Estes, bass-baritone, Leonard Bernstein at the piano)

The Circus Band
The Unanswered Question

39. Alumni Reunion ................................................................................. April 19, 1967
Variations on a Rococo Theme
(Var. I, III, V, VI, VII) .................................................................... Tchaikovsky
(Stephen Kates, cello)

Mi chiamano Mimi, aria from La Bohème ...........................................................Puccini
”My Man‟s Gone Now, “ aria from
Porgy and Bess .................................................................................... Gershwin
(Veronica Tyler, soprano)
Piano Concerto No. 2 in B-Flat Major ............................................................... Brahms
(André Watts, Piano)

40. A Toast to Vienna in 3/4 Time ................................................ December 25, 1967
Wiener Blut ...................................................................................................... J. Strauss
Contradanz No. 3, K. 605 .................................................................................... Mozart
Symphony No. 41, “Jupiter,” Minuet ................................................................. Mozart
Symphony No. 7, Scherzo............................................................................... Beethoven
Des Knaben Wunderhorn ..................................................................................... Mahler
“Rheinlegendchen”: Christa Ludwig, soprano
“Des Antonius von Padua Fischpredigt”:
Walter Berry, baritone
“Verlor’ne Müh’”: Miss Ludwig and Mr. Berry
Suite from Der Rosenkavalier ........................................................................ R. Strauss
41. Forever Beethoven ......................................................................... January 28, 1968
ALL MUSIC BY BEETHOVEN

Symphony No. 5 in C-Minor, Mvt. I
Concerto No. 4 in G-Major for Piano
and Orchestra, Mvts. II & III
(Joseph Kalichstein, piano; Paul Capolongo, conductor)

42. Young Performers No. 9 .................................................................. March 31, 1968

Concerto in A-Minor for Cello
and Orchestra ................................................................................... Saint-Saëns
(Lawrence Foster, age 14, cello;
Alois Springer, conductor)
Piano Pieces for Four Hands ........................................................................ von Weber
Allegro/Turandot March/March in G-Minor
(Martin and Steven Vann, age 17, piano)
Symphonic Metamorphosis on Themes of
Carl Maria von Weber .................................................................................................................
(Allegro conducted by Leonard Bernstein;
Turandot March conducted by Helen Quach;
March conducted by Mr. Bernstein)

43. Quiz-Concert: How Musical Are You? ........................................... May 26, 1968
Symphony No. 1, Chorale to end ......................................................................... Brahms
Overture: The Marriage of Figaro ...................................................................... Mozart
Classical Symphony, Mvt. I ............................................................................ Prokofieff
Capriccio Espagnol, Gypsy Scene
and Fandango .........................................................................Rimsky-Korsakoff

44. Fantastic Variations
(Don Quixote) .................................................................................. December 25, 1968
ALL MUSIC FROM DON QUIXOTE BY
RICHARD STRAUSS:

Complete: Don Quixote Theme/Sancho
Panza Theme
Variations I through II; Variation III (excerpt)
Variations IV through VII; Finale

45. Bach Transmogrified ......................................................................... April 27, 1969
Little Fugue in G-Minor.......................................................................................... Bach
Organ Solo: Michael Korn
Orchestral transcription by
Leopold Stokowski, conductor
Moog synthesizer transcription by Walter Sear
Partita in E-Major .................................................................................................. Bach
Phorion [based on the Partita] (excerpts) ............................................................... Foss
Brandenburg Concerto No. 5, Mvt. I...................................................................... Bach
Rock Variation and Fantasy by
The New York Rock „n‟ Roll Ensemble

46. Berlioz Takes a Trip ......................................................................... May 25, 1969
Symphonie Fantastique ........................................................................................ Berlioz
“Visions and Passions, “ Mvt. I (excerpts)
“A Ball,” Mvt. II
“Scene in the Countryside,” Mvt. III (excerpt)
“March to the Scaffold,” Mvt. IV
“Nightmare of the Witches‟ Sabbath,” Mvt. V

47. Two Ballet Birds...................................................................... September 14, 1969
Swan Lake ................................................................................................... Tchaikovsky
Opening Act II
Black Swan Pas de Deux (Act III)
Introduction and Adagio
Male Variation
Female Variation
Coda
Firebird Suite ................................................................................................. Stravinsky
Introduction and Firebird Variation
Ronde of the Princesses
Infernal Dance of King Kastchei
Berceuse and Finale

48. Fidelio: A Celebration of Life ....................................................... March 29, 1970
Fidelio, Act II (excerpts)................................................................................ Beethoven
Aria: Gott, welch Dunkel hier!
In des Lebens Frühlingstagen ............................................................... Florestan
Duet: Wie kalt ist es …
Nur hurtig fort ........................................................................... Leonore, Rocco
Trio: Euch werde Lohn ........................................................ Florestan, Leonore, Rocco
Es schlägt der Rache Stunde ............................................................... Pizarro, Florestan
Leonore, Rocco
Members of the American Opera Center at Juilliard:
Tito Capobianco, General Director
Florestan: Forest Warren
Leonore: Anita Darian
Rocco: Howard Ross
Pizarro: David Cumberland

49. The Anatomy of a Symphony Orchestra ............................................ May 24, 1970
The Pines of Rome ............................................................................................ Respighi
The Pines of the Villa Borghese
Pines Near a Catacomb
The Pines of the Janiculus
The Pines of the Appian Way

50. A Copland Celebration .............................................................. December 27, 1970
MUSIC BY AARON COPLAND:

Concerto for Clarinet and Orchestra
Stanley Drucker, soloists)
Suite from the Ballet Billy the Kid (excerpts)
Open Prairie
Street in a Frontier Town
Billy‟s Capture and Celebration
Billy‟s Death (Pas de deux)
Finale

51. Thus Spoke Richard Strauss ................................................................ April 4, 1971
Thus Spake Zarathustra ....................................................................................... Strauss

52. Liszt and the Devil ....................................................................... February 13, 1972
Faust Symphony .......................................................................................................Liszt

53. Holst: The Planets ............................................................................ March 26, 1972
I – Mars, the Bringer of War
II – Venus, the Bringer of Peace
III – Mercury, the Winged Messenger
IV – Jupiter, the Bringer of Jollity
V – Uranus, the Magician
VI – Pluto, the Unpredictable: Improvisation (not by Holst)
Bold-titled entries are the programs commercially available through the Leonard
Bernstein Office.
The source for this list is taken from Leonard Bernstein’s Young People’s Concerts
(newly revised and expanded edition.)
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ALEXANDER BERNSTEIN
President Bernstein Education through the Arts Fund
The Leonard Bernstein Office
The Amberson Group, Inc.
25 Central Park West
Suite 1-C
New York, NY 10023
July, 2000

What do you consider to be most significant in the Leonard Bernstein legacy?

“Oh, I wish I had a real good answer for you, I guess… I mean it may be
weaseling out of the question but I think in the very fact that he could do so
much musically… I think it‟s a uniquely American story and I think that in
itself is his greatest accomplishment, that he was able to combine being the
Maestro and the writer of serious symphonies and so on with Broadway, with
teaching young people, with new media at the time (television)! I think it‟s
an extraordinary mixture of things that nobody else has ever done or could
do again.

What do you consider his most important contribution to music education?

Probably the television stuff is the most notable, as far as I‟m concerned in

that it reached the most people, it touched the most people. So many people
come up to me all the time and say how it changed their lives, the reason they
came to New York to study music or whatever from Minnesota is because
they watched the “Young People‟s Concerts” when they were kids, … and so
year, I would say, apart from all his great tutelage of protégés and so on, I
think the “Young People Concerts” are probably his greatest achievement.

Yes, he did love to launch young peoples’ careers…

Yes for sure and you know it was not necessarily launching careers but just
helping young people, teaching them, especially being around them. I think
he loved that the most.

He was very generous and never afraid to share the limelight, is that your perception?

Yes, he was very generous that way.

What do you think Leonard may have deemed his most significant accomplishment?

Oh, that really is impossible to say! He always said he was proudest of the
last thing he did whatever he was doing at that moment, um, yeah, just really
impossible to say.

He derived great satisfaction from whatever he was involved in…

Yes absolutely, equally if he was staying up all night talking Philosophy with
somebody that was as exciting to him as conducting Beethoven in Vienna.

How do you think the impressions of Leonard Bernstein have changed in the 10 years
since his death?

That‟s very hard to say. I don‟t think it‟s changed necessarily. I mean,
perhaps he‟s actually aged in his death more than he did in his life and is
actually seen as a more mature musician, a decade later by a lot of “critiquey”
people, but I think amongst the general populace, they loved him then and
they love him now. I don‟t know that‟s changed at all.

Please explain the workings of the BETA Fund.

The BETA Fund itself is simply an arts and education fund / foundation
along the lines of a family foundation, we find programs that we like putting
the arts at the center of curriculum and so on. What‟s a little more
complicated is the Leonard Bernstein Center itself and that is an organization
that grew up in Nashville, TN of all places, dedicated to deal with school

wide change and putting the processes of art at the center of the curriculum,
not just art per se, but really investigating what it is that an artist does and
doing that in all studies and it‟s been a fascinating long ride and now it‟s
being run by the Grammy Foundation and they are doing a magnificent job
with it and we have many many schools that are working this way and are
interested and so on.

A school applies to be a Bernstein Center?

Yes, and there is training for teachers for Grades K through 12.

How does the Leonard Bernstein Center model differ from the Lincoln Center model?

It grew out of the Lincoln Center Model, there was a Nashville Institute for
the Arts that was connected / affiliated; and because it‟s school wide and
curriculum wide, it‟s not simply the seeing a ballet and just doing the
institute model, but its really English, History, Math, you name it, all
disciplines, in the same artistic lens, experiencing a work, doing an inquiry
about it, reflecting on it and creating something new.

Please explain the significance of the American New Schools adopting the Bernstein
Center model.

Yes, the New American schools project- I guess it was started during the Bush
administration; one of the “thousand points of light” thing, and the idea was
to find reform models that actually work, and they would do the work for our
schools, the schools wouldn‟t have to go around shopping necessarily,
offering the best reform models that actually work, so it‟s kind of a cool thing
to be chosen by them and they do a very rigorous and very long survey (to
make their selections).

So the Bernstein Center for Learning is an outgrowth of the BETA Fund?

Not really, although I mean obviously we supported it through its research
and development phase in Nashville, but they are two separate things. But
both were started at about the same time shortly after my father died. (But
the BETA Fund actually he started when he was alive.)

So Leonard Bernstein planned how this was all to going to work?

Yes, in the very beginning when the BETA Fund was started, there was some
Japanese company that was going to give him alternative money to do what
he wanted in the education, he won an award in Japan of $150,000 that was
the original start up money but there was going to be “millions of dollars”

that never appeared so originally that was what was going to happen with
the BETA fund that it would be this big endowed foundation which never
really happened.

So that’s your role now… to manage the funding and how it’s used? Do you like it?

Yes, but I used to teach and I miss being with kids all the time… too many
meetings and grown ups and stuff but it‟s very interesting, great to see the
work that‟s going on. It‟s all very encouraging to start to see the arts back in
the schools.

Personal Interview
SCHUYLER G. CHAPIN
Commissioner of the New York City
Department of Cultural Affairs
(at the time of the interview)
Conducted 3-24-97 in person; following a presentation by Commissioner
Chapin on Public Schools” at the Carnegie Hall Education Conference:
Community as Classroom
and 3-25-97 by phone

Biography – See Insert from Carnegie Hall

You had a deep personal as well as professional relationship with Leonard Bernstein,
could you please discuss what influence Bernstein had on arts education especially
with the “Young People’s Concerts?”

The Young People‟s Concerts were a tradition with the New York
Philharmonic but were transformed in the hands of Leonard Bernstein. This
forum was the perfect one to showcase his prodigious musical talent as well
as his passion for education and inspiration. Leonard created all the scripts
and content but the collaboration of the team members that produced the
programs was pure magic. Together they created some of the finest work in
broadcasting history. The “Young People‟s Concert” became part of the pop
culture. Cartoons were appearing, with references to Beethoven and
Bernstein in Peanuts. Schools borrowed the films of the “Young People‟s
Concert,” (Simon and Schuster published two volumes of the Bernstein

scripts) and the shows were translated into twelve languages for syndication
in forty countries.
(Chapin, Notes from a Friend p.58)

(Mr. Chapin referred me to the Museum of Television and Radio for more
information on the shows not available for purchase.)

Who collaborated with Mr. Bernstein on this project?

Roger Englander, another old friend from Tanglewood days with a real love
of music, became a CBS staff-producer-director. CBS paired them up in 1958
and from the first broadcast of the “Young People‟s Concerts” under the
musical direction of Leonard Bernstein, the skill and techniques employed by
Englander resulted in the work recognized as television‟s greatest
contribution to music and arts education. Mary Rogers (Goettal) and Jack
Gottlieb were the other key people. Mary still lives in NYC.
Another person to talk with regarding all the Bernstein undertakings is Craig
Urquhart, he publishes the newsletter (Prelude, Fugue and Riffs) for
Bernstein friends and was the public relations manager for many years.

Once my eldest son, Henry filled in as a narrator for a performance of
Benjamin Britten‟s

“Young Person‟s Guide to the Orchestra.” Henry later became a music
teacher.

What do you consider to be Leonard Bernstein’s most significant accomplishment?

Leonard Bernstein was as they say “larger than life” and without question
one of the greatest figures in the history of American music. He brought the
same passion and commitment to all his endeavors; his interests spanned all
spheres and cultures. His concern for world peace motivated him to leave a
lasting legacy, which will live on and as the Danes say “to live in the hearts
we leave behind is not to die.”(Chapin p.171)

Personal Interview
BARBARA B. HAWS
Archivist / Historian for the New York Philharmonic Orchestra
and Richard C. Wandel
Carlos Moseley Project Archivist
(Mr. Wandel pulled the documents requested and made copies.)
Avery Fisher Hall
10 Lincoln Center Plaza
New York, New York 10023-6973
March 26 & 27, 2004

Reviewed files on the “Young People‟s Concerts” containing original scripts,
annotated scores, programs, publicity releases and correspondence.
*Copies of select documents copied from the NY Philharmonic Archives with
permission are included in appendix.

In your opinion, what is the legacy of the Bernstein era with the New York
Philharmonic?

There is simply no one to replace him; we are all still looking for Lenny. The
Bernstein Society is preparing more of the tapes of the “Young People‟s
Concerts” for the public, talk with Alexander Bernstein about the availability
of the rest. Consider coming down and staying for a few weeks, to come in
daily and view whatever I need, and also to see what‟s at the Museum of TV
and Radio.

Have the “Young People’s Concerts” continued since Bernstein gave up the
directorship of the New York Philharmonic?

Yes and you must talk with our director of education and pick up brochures
etc. (Did meet with Polly Kahn, Director of NY Philharmonic Education
Department at that time, though not that trip and not exclusively for
Bernstein research but for Outreach program development as recommended
by the E. J. Noble Foundation and the Lincoln Center Institute in July, 1999.)

The Little Orchestra Society is quite active. Is that an outgrowth of the "Young
People’s
Concerts?”
Different orchestra, under the direction of Dino Anagost, who is good with the kids
but still not the magnetic persona of Bernstein.
*Select examples of current “Young People‟s Concerts” are included in Appendix
So was it charisma that proved to be why he was so successful in the business of
media and music education? Why has no other young conductor assumed the stature
and successful project scope that Leonard Bernstein did? For example, Michael
Tilson Thomas? (His name appeared in recent programs as Guest Conductor of
“Young People‟s Concerts” since Leonard Bernstein‟s death.)
Leonard Bernstein was like a tidal wave, when he walked into a room the world
stopped. He commanded all attention and he got it. He was fascinating, we all loved
him, and he was like a big “little boy,” an immensely gifted and moody but loveable
little boy.
Leonard Slatkin is doing great things in St. Louis (at that time) but no one has the
giant persona that Leonard had to pull you into whatever project he was on. Masur
doesn‟t have the interest in outreach and education. There‟s no one like Leonard
Bernstein around now and probably never will be again. We are all still grieving for
him, “looking for Lenny.”

Personal Interview
GINA FRANCESCONI
Principal Archivist at Carnegie Hall
881 Seventh Avenue, 8th Floor
New York, New York 10019-3210
March 24, 1997

and Kathleen Saraceni
Associate Archivist
Carnegie Hall
March 24, 1997

To Mr. Francesconi:
Where do you recommend I search for information on Leonard Bernstein’s
contributions to music education specifically with the “Young People’s Concerts”
and their history at Carnegie Hall?
Write to Craig Urquhart, maybe go over to the Dakota. Read Humphrey Burton‟s
(Barbican, London) biography (He had been a friend and producer of Felicia
Bernstein‟s.)
Check NBC Archive regarding Red Line or Blue Line series / music appreciation
hour with Walter Damrosch--Regarding early music exposure---Ernest Schelling, American pianist, (Damrosch,
p.356)
Go to see / call first, Mrs. Ernest Schelling, Now Mrs. Janos Scholz and past 80 years
but ask to see her first husband‟s papers.
#212 288-1786
863 Park Ave. NY, NY
Find: The Walter Damrosch Dynasty by George Martin
His brother, Frank, sisters, Clara, Elly-no music education without
them/preamble
Juilliard School of Music, Mannes, Denver, Cleveland/ music in public
Find: Howard Shanet‟s New York Philharmonic: A History
Prepare well to interview Jack Gottlieb, KNOW EVERYTHING
With Kathleen Saraceni:
Reviewed photos and samples of early programs from “Young People‟s Concerts”
still being held in Carnegie Hall under musical direction of Walter Damrosch prior to
1958. After Bernstein assumed musical direction of the “Young People‟s Concerts,”
broadcasts continued in Carnegie Hall until April 7, 1962. 1961-62 was the year the

New York Philharmonic and the “Young People‟s Concerts” moved to Lincoln
Center.
Interview with Kristen Houkom, Education Associate, Education Department,
New York Philharmonic
April 27, 2004 by Phone #212 875-5732
Are the programs for the Young People’s Concerts for the „03-04 season
available? Yes, they can be accessed by going to the website for the New York
Philharmonic (www.newyorkphilharmonic.org) and clicking on “Meet the
Philharmonic” then go to “Past Concerts” and then to the month for each event.
Young People’s Concerts took place on Nov. 15, Dec.13, 2003, Feb.7, and March 27,
2004 this season.
NOTE: The dates for the upcoming season‟s Young People’s Concerts are set and
posted but the program for each remains to be determined as of this date.
Who is in charge of planning and programming the Young People‟s Concerts?
There is no one individual responsible as Leonard Bernstein was for the planning and
presentation of the Young People’s Concerts?
That‟s correct, no one person has been in charge since Bernstein. Thomas Cabaniss is
the current Education Director and he works with Jeremy Geffen, Artistic
Administrator for the Orchestra. They work together with the conductors for each
concert to determine the program and plan the educational focus.
Who selects the conductors?
Mr. Geffen selects the conductors.
Are the Young People’s Concerts recorded and broadcast currently?
No, they are not and there is no plan in place at this time to consider those options.
Has the model changed much over the years since Bernstein was the conductor?
Not really, there are still four concerts planned annually. There has been some
experimentation with the hosts, last year for example; New York Philharmonic
violist, Rebecca Young, hosted all four concerts.
Has audience participation been strong since Bernstein? Yes, the concerts
typically sell out and the tickets sold are typically to a 40% subscriber base and 60%
to individual ticket buyers.
What is the pricing structure?
Prices for each concert range from $5.00 to $25.00. Is there a group rate available?
Yes, contact audience services for more information on this.
Are there any school groups as subscribers? No.
Has the demand remained as strong for season tickets as in Bernstein‟s era when
it was reported that families signed their children up for season subscriptions to
the Young People’s Concerts “at birth”?

Not quite. For approximately one concert a season only ~95% of the tickets are sold.
(This season, it was the November concert.) Also, there is a significant “no show”
rate for season ticket holders and this results in some empty seats, but overall, the
demand has been consistent for tickets.
How are the Young People’s Concerts marketed?
Information is included in the main season brochure, and there are two additional
marketing pieces specifically about the Young People’s Concerts that go out. One is
specifically designed for educators to use in advance of the concerts (Educators‟
Guide) and the other is a brochure specifically advertising the Young People's
Concerts. There is a four-page flyer that contains program notes and cartoons, games
and related activities that goes out to YPC season subscribers and is given out at the
concert. This usually goes out in late September with information for the whole year.
In the 2002-2003 season, subscribers were also provided with a CD with recorded
sample works of the season highlights to supplement the printed material. (Please see
appendix for samples.)
Who creates these marketing and teaching pieces?
The Education Department staff creates these pieces internally. They write the
material and then send them out for design.
Is there usually a theme for each concert and is there an over -arching theme for
the season for the Young People’s Concerts?
There is a theme for each concert but not usually one for the season, however for the
upcoming 2004-05 season there will be a main theme. We are planning to use
“Stories and Music.”
Is there any affiliation with the Lincoln Center Institute program or the
Bernstein Education Center?
No, we are plaza neighbors with the Lincoln Center Institute but they have a separate
program. There is intersection in that both the New York Philharmonic and the
Lincoln Center Institute provide professional development opportunities for teachers
but the Lincoln Center Institute and the Philharmonic run separate programs. There is
no affiliation with the Bernstein Center for the Arts.
What additional activities are part of the Young People’s Concert experience?
Pre-concert activities include visiting the Kidzone Live. Kidzone is the name of the
Orchestra‟s website for children and young people, Kidzone Live refers to the actual
pre-concert activities, likened to a “musical faire” held before each Young People’s
Concert. Kidzone Live is held in the Promenade area and in Tier I and Tier II of the
concert hall (Avery Fisher). Visitors are given opportunities to experiment with
featured instruments in the “Instrument Storage Room”; to compose a few measures
of an original piece in the “Composers‟ Workshop” and hear it performed on the spot
by one of the teaching artists; there is often a station to create your own instrument
and to view related displays. Participants are invited to stop at each station and
proceed to the next at the conclusion of the demonstration, which is then repeated for

the next group. For example on March 27, 2004 the Young People’s Concerts
celebrated eighty years of consecutive performance. (See article in appendix) The
name of the concert was Dance Party, hosted by Jacques d'Amboise. Part of the
Kidzone activities for that event included a string quartet performing music in the
“Musicians‟ Lounge” in various dance styles i.e. a march, a waltz, with two student
dancers demonstrating the steps. The “Make your own Instrument” demonstrated
how to make shakers.
Is funding an issue for the continuation of the Young People’s Concerts?
The pre-concert activities had been strongly supported by METLIFE Foundation.
Recently METLIFE Foundation increased its support for the educational program in
general and is now the Lead Corporate Underwriter for the Educational Department
of the New York Philharmonic. There are sponsors for the Young People’s Concerts
but none for Kidzone Live at present.
What is the Organization‟s perspective on why the Young People’s Concerts are
not planned for re-broadcast on television to continue the music education
efforts Bernstein began?
This reflects my own opinion but the television market has changed drastically since
the Bernstein broadcasts. Would the orchestra be interested in such an enterprise
now? Not sure, possible. But the audience today is very different from those who
watched Lenny on Sunday evenings in their living rooms. Production costs have risen
significantly and the productions were very time consuming and grueling then, the
rehearsal schedule to do the Young People’s Concerts on air now would likely be cost
prohibitive.
Check with CBS regarding their plans to rebroadcast the Bernstein Young People’s
Concerts, as they own the rights.
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