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ABSTRACT
The Orchestra da Camera, founded in 1957 by Ralph and Flori
Lorr, is a remarkable organization devoted to offering a variety of
music experiences for public school students and the general population
on Long Island, and in New York City.

Despite the fact that the da

Camera has received national recognition for the innovations it has
made in bringing professionally performed music to public school students,
and the population of the suburban area that offered a paucity of
professional musical productions on a local level, there has never
been any significant record made of this history of the da Camera,
or of the founders.

The purpose of this study has been to offer an

oral history of the Orchestra da Camera, with a special emphasis on
the etiology and progress of the da Camera as perceived by Ralph and
Flori Lorr.

With this history now recorded, it is possible that other

musicians, music educators, and arts organizations might find it useful
to refer to the da Camera as a model for future community and inschool music programming.

vi

Chapter I
INTRODUCTION
"Through the arts we can learn to see our environment more
clearly; to sense its color, song, and dance, and to preserve its
life and quality."l

The Orchestra da Camera has certainly won an

honored place in the history of those organizations dedicated to
enhancing the quality of young people's lives through exposure to
the performing arts.

This study is dedicated to documenting the

contribution that this unique orchestra has made, and continues to
make, to the role of the performing arts in education.
IMPORTANCE OF THE STUDY
The Orchestra da Camera remains a vital part of Suffolk
County's performing arts tradition after twenty-five seasons of
highly acclaimed public and school-based concert productions.
Despite the fact that this orchestra has substantially contributed
to the de¥elopment of the role of the performing arts in the
public schools, and in spite of the fact that it is virtually the
only orchestra funded by the National Endowment for the Arts to

1David Rockefeller, Coming To Our Senses, (New York:
McGraw-Hill, 1977), p. 4.
1

2

conduct in-school performances, there is no complete history of the
growth and development of the Orchestra.
It is clear that future community music or school music
organizations might seek to duplicate the success that the Orchestra
da Camera has enjoyed in bringing music into the lives of school
children and members of the community at large.

This study is in-

tended to be a resource for others to consult when trying to learn
how the Orchestra da Camera grew and flourished through so many
seasons.
STATEMENT OF THE PROBLEM
Although an abundance of literature indicates that the
performing arts playa critical role in the education process, there
is a paucity of literature regarding the specific contributions
made by the Orchestra da Camera, despi.te the fact that it could well
be studied as a prototype for future orchestras emerging from
communities around the nation.

This study is intended to fill that

gap in the literature.
DELIMITATIONS
This study will focus entirely on the growth and development
of various aspects and programs of the Orchestra da Camera.

To the

extent that this investigation and history requires a discussion of
the role of the arts in education, relevant literature and

3

commentary will be presented and analyzed.

However, this study will

not be an investigation into the history and current trends of the
Arts-in-Education movement.

Reference to the emergence and

strengthening of the role of the arts in education will be made only
in direct relation to the growth and development of the Orchestra
da Camera.
The Orchestra's long history of success is due, in great
measure, to the tenacity and inventiveness of its founders, Ralph
and Flori Lorr.

Therefore, this study will include specific treatment

of the personalities of the founders.

In addition, choices

regarding administrative practices, formulation and implementation
of policy, and development of the artistic roster and repertory will
be discussed.
Specific treatment of the strategies employed to elicit
funding from various sources will be examined and revealed wherever
that is appropriate, since this is such a critical area of concern.
Equally critical are the areas of audience development, philosophical
commitment to education, union relations, and community relations.
Therefore, each of these areas will be treated in the context of
the

over-a~l

history of the Orchestra.
STATEMENT OF HYPOTHESIS

The hypothesis that formed the basis for this study is best
stated as follows:

4

The Orchestra da Camera is a viable, thriving contributor to
Arts-in-Education, and to the quality of life in Long Island,
New York. Therefore, a history and discussion of the
etiology and development of the Orchestra will be a valuable
addition to the literature concerning the arts in education.
Since this was an historical treatment of the Orchestra, and
since this study was essentially an oral history of the da Camera,
there was no way to statistically test this hypothesis.

However,

it was worthwhile to establish the above hypothesis, since it
established the over-all framework for this study.
DESIGN OF THE STUDY
As noted above, this study was a treatment of the history
and development of the Orchestra da Camera.

Therefore, there was

no research design that would be comparable to the type of design
necessary to conduct a controlled study.

It is pertinent to note

here that the researcher depended heavily on the interviews of
the creators of the Orchestra, Ralph and Flori Lorr.

These inter-

views, along with an in-depth interview with Catherine French, Executive Vice President of the American Symphony Orchestra League, formed
the basis for the preponderance of the discussion offered here.
Given the above qualifications, it was suitable to identify
this project as a history of the Orchestra da Camera.

Developed

primarily through the oral history technique, the discussion of the
Orchestra included some treatment of the following relevant subject
areas:

1] fund-raising; 2] community organization; 3] community

5

consciousness raising in regards to the role of music in the lives
of all people, including children in schools; 4]

the potential that

exists for developing a love for music in school children, with the
goal of creating a life-long love for a range of different types of
music; 5]

the role of arts in education; 6]

the philosophical

attitudes of Ralph and Flori Lorr, of the Orchestra da Camera, as
well as the philosophical attitudes of other members of the music
and education communities on Long Island; 7]

the critical aspect

of the importance of a single individual, or set of individuals, in
creating an enduring, viable format through which an orchestra can
educate and entertain school and community populations.
The above-described topical issues are presented in the process
of establishing how the Orchestra evolved and developed from year
to year.

First and foremost, the research was conducted for the

following purposes:

1]

to offer a complete history and discussion

of the growth, development, and future of the Orchestra da Camera;
2]

identifying how and if the Orchestra can be used as a blueprint

for future music organizations.

Therefore, the research design was

in no way comparable to that of a controlled study, or of traditional
literature research.
DEFINITIONS OF TERMS
This section is necessarily brief, since the terms used in
this study will be clarified by their context, rather than by specific

6

definitions offered here.

The notable exception to that process will

be the te:rm "arts," which will unifo:rm1y refer to music.

This is

not to devalue the crucial role of the other arts programs that are
available in schools and communities, but is rather intended to
limit the discussion to the specific type of contribution made by
the Orchestra da Camera.
ORGANIZATION OF SUCCEEDING CHAPTERS
The second chapter of this study will be devoted to an overview of the ,literature that specifically treats the following two
subject areas:

1]

the Orchestra da Camera; 2] the role of the

professional musician in the public schools.

Chapter Three offers

an in-depth discussion of the origins of the Orchestra da Camera,
with special emphasis on the biographies of the founders and the
organization and development of the Orchestra.

The fourth chapter

covers the years 1958-1981 during which time the Orchestra grew
dramatically and became entrenched throughout Long Island.

The fifth

and final chapter constitutes an examination of the 1982-83 season
as well as an analysis of what the future holds for the Orchestra.
Since the Orchestra is unique in the united States, in te:rms of its
funding and its role in the community and the schools, it will be
examined carefully in this final section in order to establish what
aspects of the Orchestra make it likely to be used as a prototype
for other orchestras.

Chapter II
REVIEW OF THE

LITERA~~RE

The purpose of this section is two-fold.

First, the writer

will cover the literature that established the nature and the
reputation of the Orchestra da Camera.

The second section of this

chapter focuses specifically on the works that cover the role of
professional music organizations, such as orchestras, in the public
schools.
The researcher encountered very little literature about the
Orchestra da Camera.

The literature was essentially confined to

reviews of performances, evaluations of specific school-based efforts,
and some intermittent commentary on the founders· of the Orchestra, Ralph
and Flori Lorr,

However, that commentary on the founders of the

Orchestra was basically limited to observations made in the course
of reviews of performances.

Given these serious limitations, the

first part of this review of literature is relatively short.
The second part of the literature review is also fairly short
because of the limited number of published works covering the nature
and function of organized musical groups in the public schools and
in the community.

The writer's efforts to locate articles and books

covering the topic of the professional music organization in the schools
was met with limited success because there are so few professional

7

8

groups that focus on playing in the public schools as part of ongoing program policy.
Given this limitation in the literature, it was useful to
include certain articles that support the notion that organized,
professional music groups can play an important role in the general
education of the school population as well as being helpful to the
music student in the public schools.
THE ORCHESTRA DA CAMERA
As noted in a bulletin issued by Vivian Anderson, former director
of the New York State Education Department's Division of Humanities
and the Arts:
One of the best-kept secrets in New York's music world is an
orchestra that has been called 'one of the richest resources,'
and compared to chamber orchestras in these terms: 'There
are very, very few chamber orchestras in America or abroad
that are a match for this virtuoso ensemble ••• Why secret?
Because this virtuoso ensemble is1principally involved with
young people, rather than adults.
Perhaps the scarcity of literature pertaining specifically
to the Orchestra da Camera is attributable to the fact that it is
a group that is committed to young people rather than to the pomp
and circumstance

that goes along with courting the adult audiences

that attend prestigious concert halls.

The Orchestra da Camera has

IVivienne Anderson, "The Orchestra da Camera of Long Island,"
(New York: University of the State of New York State Education
Department, 1971):1.

9

played to adult audiences in Alice Tully Hall

2

and elsewhere, but

it has always been an organization that focused primarily on
stimulating young audiences to know and love music.

This focus on

young, school-based audiences seems to have left it out of the mainstream
of literature dedicated to discussion of the quality and importance
of various orchestras.
The preponderance of the literature

publish~d

about the

Orchestra da Camera deals primarily with the quality of performances
presented.

While this is certainly an area that deserves treatment

and attention to the press, it is not the focus of this study.

For

example, the single treatment in the New York Times focused specifically
on the performance in Alice Tully Hall on June 9, 1972.

3

The reviewer

made no reference to the arts in education or to the immeasurable
contribution that the Orchestra da Camera has made to Long Island's
educational programming and development.
There is one other article that was published in the New York
Times where the focus was the Orchestra and where the performance
was based in a local schoo1.

4

It is virtually the only article that

2peter Davis, "Orchestra da Camera offers zesty Mix, "New
York Times, May 1, 1972, p. D3.
3 DavJ.s,
,

p. D3 •

4Rona Kavee, "Concerto ,for Virtuosos and School Groups, "New
York Times, March 25, 1979:11:13.
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discusses both the expertise of the Orchestra, and its commitment
to the young people, that has been published in the New York Times.
Visits to schools--300 a year allover the Island--are an
important part of the activities of the Orchestra da Camera,
a Long Island-based chamber orchestra composed entirely of
professional musicians. Public performances are important,
too, and the ensemble will be performing this Saturday at
Burr's Lane Junior High School, in Dix Hills ••• The other day,
at South Woods [junior high school] ••• the orchestra's
conductor opened the workshop session by explaining its
purpose ••• Basically, the orchestra teaches by demonstration.
Students and professionals play together, and separately.
The students are asked to listen carefully to the music~ans,
and to compare their performance to the professional's.
The article, by Rona Kavee, goes on to discuss the fact that
all the instruction and the demonstration is executed with warmth,
discipline, and an abundance of praise for the students.

Further

emphasis is placed on the nature and importance of the private
instruction that the individual students receive from the musicians
who sit with them.

"Throughout the performance,. it- was possible to

see musicians demonstrating how to hold the bow of a violin, for example,
or giving advice on tempo by running their fingers across lines of
sheet music. ,,6
Kavee also quotes the director of the school orchestra as
feeling that the program offered an invaluable lesson to the students,
since the "professional approach" seemed to motivate and elevate the

5

Kavee, p. 13.

6

Kavee, p. 13.

11

students to achieve a more perfect mastery over their craft. 7

The

article closes with a brief biological sketch of the founders of the
Orchestra, Ralph and Flori Lorr.

Flori Lorr is quoted as saying that

she and her husband created the program "in order to develop an audience.
And the best place to start is when they are young."

8

This is a clear,

concise treatment of the goals, objectives, and specific outcomes of
the Orchestra's in-school programming, but it is, unfortunately, the
only article on the subject to be published in the Times, thus far.
In an article written by music reviewer Peter Goodman and
published in Newsday, he notes an evaluation of a performance of the
Orchestra at the Howitt

Junior High School in Farmingdale.

Although

the performance took place in a school, the audience was made up of
the general public because the performance was at night.

Goodman

wrote a highly favorable review, but he does not make any mention
of any aspect of the Orchestra da Camera's extensive involvement in
the public schools on Long Island.
An

9

article by Penelope McMullen in the general news section

of Newsday, did present the aspects of the Orchestra's involvement
in tile schools, along with a specific treatment of the nature, purposes,
and extent of funding for the Orchestra to continue its involvement
in educational programming.

7

Kavee, p. 13.

8

Peter Goodman, "The Cellist is Reluctant no Longer," Newsday,
March 28, 1977, Part II, p. 31.
9

Goodman, p. 31.

12

The (Mineola) school district became the first in the country
to have an orchestra-in-residence this fall, when the 11year-old Da Camera ended its tenure as Hofstra University's
resident orchestra last spring, after a contract dispute.
The school district is not financing the orchestra. It is
supported by funds from the State Council on the Arts,
the Recording Industries Music Performance Trust Funds, and
the Board of Cooperative Educational Services. Mineola
gives the Da Camera a home base for rehearsal, office space,
and assumes part of their administrative costs. In return,
the Da Camera is conducting several concerts and open
rehearsals in the Mineola schools, and will rOso hold
special clinics for advanced music students.
McMullen quotes youngsters as being impressed with the
suggestions, comments, and with the general quality of the performances
and the performers. 11

She concluded the article with the point that

the Mineola school district engaged the Orchestra da Camera as part
of an overall thrust to introduce the professional artist into the
experience of the students.

"Under a three-year, $275,000 grant from

the John D. Rockefeller III Fund, the school district is developing
comprehensive cultural enrichment programs."

12

It is clear, from this article, that the youngsters interviewed
after the performance felt that the presence of the Orchestra gave
them an opportunity to experience what can best be described as the
humanization of orchestral music.

The students indicated that the

proximity of the orchestra gave them a heightened feeling of appreciation

10penelope McMullen, "This 'School Band' Gets Double-Take,"
Newsday, April 3, 1971, p. 9.
11

12

McMullen, p. 9.
McMullen, p. 9.

13
for the music being made in their own school. 13
The range of music offered by the Orchestra da Camera included
types of music that many do not necessarily feel will be accepted
readily by public school students.
the opera

14

For example, the Orchestra performed

"La Serva Padrona" in the Bay Shore Public Schools where

the performance was only one aspect of the role that the Orchestra
played in bringing the many facets of orchestral production to life
for the students.

In preparing for the show, the students in shop

classes were responsible for building the sets for the entire production.
This experience was best explained by the shop teacher, a self-professed
opera buff, who was responsible for

super~ising

the entire set-building

project:
1 don't think the only thing in an English class should
necessarily be English. The same goes for industrial arts.
It doesn't have to be a narrow kind of thing. We have a
whole world out there. He conceded that opera may be far
removed from the interests of his seventh graders. 'But •••
we're teaching them a woodworking process, and perhaps,
they'll also be interested in the final results of their
handiwork. '15
The Orchestra da Camera gave the young people in the Bay Shore
school district an opportunity to actively participate in the entire
process of musical performance, rather than offering the students
the single, relatively passive experience of watching an opera from

13
McMullen, p. 9.
14Sidney Schaer, "Class Builds Its Way to Culture," Newsday,
October 12, 1972, Part II, p. 17.
15

Schaer, p. 17.

14

the vantage point of an aUdience.

16

The Orchestra da Camera's

performances in schools have consistently been conducted for the
purpose of

cre~ting

a life-long love for music and a deeper sense

of understanding and participation on the part of the young people
in the school district.

17

William Nix, the stage manager for the

opera production was chosen because of his professional work in New
York.' His comments which follow sum up the purposes and effects of
the Orchestra in this particular opera project:
traditionally the toy of the wealthy.

"Opera has been

It has been culture with capitals.

I don't think it [the performance given by Orchestra da Camera] is
so much giving the student an appreciation for opera as much as it
, g1v1ng
.,
th ern a pre d"1Spos1t10n
.
1S
to l'k
1 e 1't • ,,18
The Orchestra da Camera approached its school-based involvrnent
less for the short-term music appreciation outcome than for the longterm appreciation that could be cultivated through time and continued
exposure.

The approach used, whereby woodshop students actively

participate in the production of an opera and music appreciation is
incorporated into a range of different content areas, reflects the
overall philosophy of the Orchestra da Camera.

16

Schaer, p. 17.

17

Schaer, p. 17.

18

Schaer, p. 17.

19

Schaer, p. 17.

19

This integrative

15

approach is stressed by Flori Lorr, co-founder of the Orchestra, in
an interview reporteCi by Marjorie Starr.

Flori said that "it's very

important for teachers to be thoroughly prepared so they, in turn,
can prepare students with a curriculum of arts related to music.,,20
In commenting on this approach, Starr notes that "This is an admirable
theory, and in some schools has been responsible for a complete shift
to an inter-disiciplinary approach to other subject matters. ,,21
The conventional form of opera, as it is familiar in the
concert hall model, is not the only format through which the Orchestra
has exposed children to music forms that might be beyond their
persona1

.

exper~ence.

22

In 1973, Starr reported that:

This coming season, the fifth for Music for Long Island, is
the most exciting so far. It will introduce two world
premieres and three unusual revivals, in addition to
several performances at Carnegie and Alice Tully Halls.
Launching the activities is the premiere of a work geared
to young children. A commissioned work by Willy
Strickland, it is called 'The Boy Who Hated Music,' written
for orchestra and narrator. A new opera will also be
given its first performance by the Orchestra da Camera,
working, in this case, with the Metropolitan Opera Studio •••
Pergolesi's comic opera, 'II Maestro di Musica,' another
rarely performed work, will be produced with costumes
and sets designed by students. 23
The range of other articles that treat the Orchestra limit
themselves basically to assessments of performances, as noted in the

20Marjorie Stan.', "In-school Opera, "Long Island Press,
September 9, 1973, p. 26.
21
22

23

Starr, p. 26.
Starr, p. 26.
Starr, p. 26.
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first section of this chapter.

The review includes commentary

regarding Ralph Lorr's expertise as a conductor,
of specific performances.

25

24

and evaluation

There is never anything but praise in

these articles, which speak eloquently for the fact that "The
Orchestra da Camera ••• [is] a spendid chamber ensemble and one of Long
Island's greatest musical assets ••• ,,26

However, the articles covering

the nature and the impact of different performances are not germaine
to this study.27/28

Therefore, it is necessary to close this first

section of the literature review and focus on those professional
publications that support the importance of including organized,
professional musical performances in the public school curricula.
MUSICAL PERFORMANCES IN THE PUBLIC SCHOOLS
The literature pertaining to the role of arts-in-residence
programs and to music programs in the schools is replete with references

24Gabrrielle Fontrier, "Ensemble Concert Stuns," Long Island
Press, October 28, 1974.
25 Fontr~er,
.
p. 28 .
26Fontr~er,
.
p. 28 •
27 Bob Micklin, "Special, and Especially Nice," Newsday,
November 16, 1973, Part II, p. 9A.
28 BOb Micklin, "Orchestra da Camera," Newsday, November 11,
1974, p. 8A.

17

to the crisis that exists in music education in the United States.
This crisis in music education, and in bringing the performing arts
to the schools, manifests itself in a variety of ways.

Funding

cutbacks, declining enrollment, the diminished public perception
of the school teacher, and the problem of eliciting community support
for programs are often considered as extraneous, when compared with
content areas such as math and science.

29

Long Island's western-most towns have experienced declining
enrollment since the last of the baby-boom children entered grade
30
.
. .
. t h e m1'ddl e years o f t h e n1neteen-s1xt1es.
sc h ool 1n

Local schools

have been closed, and continue to close, and have been converted to
serve the needs of other populations, such as senior citizens or local
service groups.

31

This overall tendency did not dissuade the Lorrs

from their goal to become meaningfully and comprehensively entrenched
in the local school districts around Long Island.

32

The significance of such in-school involvrnent of professional
musicians is indicated in the literature.

29

M. Prescott, "An Overview:
Music Educators Journal (1981) :68:35.

For example, Flori Lorr's

The Crisis in Music Education,"

30 M. Leigh, "Suffolk County . 1983 Comprehensive Youth Services
Planning Agreement," Suffolk County: Office of Human Resources, 1983:7.
31 Le1g
. h , p. 8 .
32

Kavee, p. 13.
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interest in creating new, young audiences, with a life-long interest
in different types of music, is supported by such literature as the
work published by Irving Cheyette, who maintained that an integrative
approach to bringing music into the schools is a critical part of
creating "intelligent consumers of music. ,,33
Hilliard stressed the importance of bringing the professional
musician into the public schools and noted that the presence of
professionals gives youngsters a viable, working notion of how
musicians work and produce.

34

Professional musicians also bring school-

age youngsters the beauty of fine music, whatever the form, and the
embodiment of hard, diligent work that culminates in on-going
perfection of the music craft.

35

This is a significant experience

of any young person, regardless of whether or not they are interested
in pursuing a career in music.
There is no need for music appreciation to focus only on those
works created and performed primarily by European and American composers
and musicians.

Professional musicians can bring youngsters an

33Irving Cheyette, "Concepts Underlying a Creative Program
in Musice Education," Journal of Creative Behavior 13 (1979):275.
34celia Hilliard, liThe Halls are Alive With the Sound of Music,"
Instructor, 90 (1980):171.
35Lyn Lacy, "Forum:
98 (1981):9.

Defining the Arts in Education," Teacher

19

appreciation for jazz, American Indian and Black music, music from
India or the Orient, or any combination thereof. 36

However, this

study remains focused on providing youngsters with chamber music,
classical music, and opera experience because that is the type of
fare that the Orchestra da Camera offers.
Concert pianist Lorin Hollander, a Panelist, suggested that
teaching is of professional benefit to the artist, however
difficult it may be to bring artists and students together
in a school environment. Not content to concertize on
campus, Hollander himself works with students individually,
then takes them through the experience of performing before
audiences in schools, hospitals, or nursing homes ••• [A
musician's] presence in a school does something to students
which is valuable and different from their daily routines. 37
The above is true, whether the artist-in-residence is a
musician in a chamber orchestra, or a musician in a jazz sextet.

38

In addition to being an important influence on the student body at
large, professional musicians who have worked in the public schools
reported an enormous sense of satisfaction, as noted in the following
quote:
The artists who have been successful working in public schools
in Connecticut have been those who have a clear commitment to
their own work, and a sense of the direction in which they
are moving as artists. They bring to the classroom their
feeling for the importance of learning by doing, of
experiential education. They can transmit their excitement 39
about the creative act because they believe in its validity.

360avid Rockefeller, Coming to Our Senses (New York:McGrawHill, 1977), p. 33.
37
38

Rockefeller, p. 161.
Rockefeller, p. 33.

39steven Shapiro, Artists in the Classroom (Connecticut
Commission on the Arts, 1973), pp. 88-89.
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It is believed that the above commentary applies to the outcome
and impact of the Orchestra's involvement in the public schools, even
though this particular commentary referred to the role of the
professional musician who enters the school environment as a
professional teacher for a short or long period of time.
The importance of developing the skills of an audience is
stressed in the article by Holbrook and Berteges, published in
..
Commun1cat10n
Researc h • 40

Actual involvement in music study seem

to be less important to a successful audience experience that is an
authentic, personal, highly skillful production that perhaps involved
the audience on some level. 41

This type of commentary is relevant

to a discussion of the Orchestra da Camera, since the Lorrs' goals
were clearly to involve young people in every aspect of music
appreciation.
The music courses that have been traditionally offered in
the public schools have not given young people the chance to actively
participate and interact with professional musicians, for the most part.
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40M• Holbrook and Stephen Berteges, "Perceptual Validity in
Esthetic Communication," Communication Research 8 (1981):387-88.
41
42

Holbrook and Berteges, pp. 423:24.

M. Mark, "'l'he Evolution of Music Education," Journal of Research
in Music Education 30 (1982):20-22.
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However, over the past 30 years, there is an increasing tendency among
music educators to teach music to encourage love for music, rather
than to focus entirely on the mechanics of the art.
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While the literature cited does focus on the importance of
involving professional musicians in the schools, little has been written
about the particular modality adopted by the Lorrs in their creation
of the Orchestra da Camera.

The fact that the Orchestra is a unique

organization is reflected in the following extended comments made
by Adrian Gnom during an interview with the researcher.

Gnom is the

Chief of the Music Division of the National Endowment on the Arts,
in Washington, D.C.:
The Orchestra da Camera actually fails to meet the Endowment's
eligibility requirements due to its rather small subscription
series. However, based on the enormous number of students
it has involved in its in-school programming, the Panel has
traditionally awarded an NEA grant to this unique
orchestra ••• While many other orchestras around the country
include some kind of educational program in their
applications ,to NEA, these are largely incidental to the
regular subscription sales. Usually, such programs consist
solely of one or more young people's concerts, depending upon
the scope of their concert season. And, while education is
considered part of the overall application, it is not funded
specifically. Consequently, the Orchesta da Camera of Long
Island is the only Orchestra in the country to be funded
specifically on the basis of its educational activities. 44
Given the fact that the Orchestra da Camera is indeed unique

43
44

'
Mark, p. 15

Statement by Adrian Gnom, Chief, Music Division, National
Endowment on the Arts, in a personal interview, December 8, 1982.
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in this country, it is not surprising that the literature devoted to
examining or lauding such programs is limited at best.

As Barreso

points out in his article covering the role and importance of the
federal government in the support of the performing arts, and of music
in particular, the federal government may have to move from funding
on the basis of "practical, economic, and/or cultural necessity
to ••• funding from aesthetic necessity.45
In the case of the Orchestra daCamera, the overwhelming
numbers of children served evidentally persuaded the federal government
to disallow limitations that are binding on other applicants for the
same monies.

The literature covering successful grantsmanship does

include some mention of courting the federal or private grant dollar
by accomplishing education objectives and goals that are basically
equivalent to those of the Lorrs in the Orchestra da Camera.
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There

are precedents for coopeartive endeavors between professional artists
and the public schools, and the documentation of that cooperation
is thorough and positive.4~

However, the literature falls short of

45Anthony Barresi, "The Role of the Federal Government in
Support of the Arts and Music Education;" Journal of Research in
Music Education 29 (1981):256.
46Barresi, p. 257.
47
New York:

K. Bloom, Arts Organizations and their Service to Schools
JDR Rund, Inc., 1974.
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developing the relationship that developed between the Orchestra da
Camera and myriad Long Island school districts and communities.
Kaufman covers the various aspects of teaching with artists .:48
and Horsman offers a blueprint for artists and school educators to
collaborate in curriculum development.

There is some mention of the

importance of the artist-in-residence concept, but there is no
thorough treatment of the kind of relationship that can be developed
over time between an organization of professionals, when that
organization lives a basically nomadic life, moving from district
to district to draw new converts to music appreciation.

The Orchestra

da Camera is that kind of nomadic organization, and the outcome has
c 1 ear1 y b een

..

pos~t~ve.
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Conclusion
The review of the literature focused on the primary and
secondary issues that are generated by the development and entrenchment
of such an organization as the Orchestra da Camera.

Perhaps, as more

artists and educators become more familiar with the education
modality offered by the Lorrs, the discussion of the responses from
students, educators and musicians will be more abundant in the

48M• Kaufman, "Teaching with Artists," Elementary School Journal
(1975): 75.
49

Schaer, p. 17.
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literature.

It is the hope of this researcher that this study will

contribute to the development of such a body of literature.
The following chapter will focus on the biographies of Ralph
and Flori Lorr, respectively, and on the genesis of the Orchestra.

Chapter III
THE ORIGINS OF THE ORCHESTRA DA CAMERA
This work is virtually the first history of the Orchestra
da Camera and the first autobiographical treatment of Ralph and Flori
Lorr.

The methodology used in gathering this information was extensive

interviewing of the Lorrs, and Catherine French, Executive Director
of the American Symphony Orchestra League.
Since the substance of this chapter is based on original
interviews, there will be few references to other published or
unpublished works.

All references to other works will pertain exclusively

to the validity and effectiveness of including the performing arts
in the general eduacation of all public school children.

This approach

to documentation of commentary is consistent with the methodology
used to conduct the balance of this study, as well as this chapter.
The first sub-section of this chapter will cover the
considerable biographical information obtained from Ralph and Flori
Lorr.

The second sub-section will be devoted to a thorough treatment

of the first steps that were involved in organizing the Orchestra
da Camera.

The last sub-section of this chapter will offer an

analysis of the status of orchestral music on Long Island in the
mid-1950's.
25
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BIOGRAPHIES OF THE FOUNDERS
It is clear that the Orchestra da Camera has emerged and
flourished primarily because of the combined efforts and talents of
Ralph and Flori Lorr, the founders of the orchestra.

However, this

couple had a considerable background in music before they even met
each other.

Since music was such a substantial part of both of their

lives, from childhood onward, it is necessary to discuss each of them
in turn, and then to conclude the discussion with an examination
of how Ralph and Flori Lorr combined their artistry and their
tenacity to create and maintain the Orchestra da Camera.
Ralph Lorr
Ralph Lorr recalled:
There were about 300 children in the orphanage, and they
had a band there .•• One day I was induced by one of the
band players to try my hand at the bassoon. It seems that
somebody had donated a bassoon to the orphanage and with
it there came private lessons. Something totally unheard
of because the band master obviously didn't want to
teach the basso~n .•. So, since I was a tall, skinny boy,
somewhat like the bassoon, they singled me out, and
said, 'Do you want to learn this instrument?' The
biggest inducement was really to get out of the orphanage
for a few hours to make this trip to the private teacher,
and so I said 'Yes.'
Ralph Lorr was in seventh grade when he availed himself of
this opportunity to periodically leave the orphanage where his father
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had left him, his brothers, and sisters when their mother died
during the great influenza epidemic of 1919.

Although the

opportunity only allowed a few hours of relief at a time from the
institution where he had been living since the age of five, it was
still a chance to break the tedium.
This was not Ralph Lorr's first effort to make music part
of his life.

The band was no formal organization but rather a

motley group held together by the children's mutual interest in each
other and the music.

The children essentially taught each other the

instruments', since the band master seemed uninterested at best, as
Ralph Lorr recalls.

The first time young Ralph Lorr tried his hand

at the clarinet that was not being used by anyone else, the band master
decided that the children were making a racket deserving of a sound
thrashing.

"Suddenly, the band master carne over with a big

ruler--began to clap, beat us on the head, whole body--so I said,
that's the end of the band, and I left--never to corne back!"
Fortunately, someone donated the bassoon, and Ralph's
resolution to avoid band was forgotten.

In high school, he won the

All Chicago solo Competition, and graduated from high school with
the hope of abandoning music, and studying the sciences.

Once again,

circumstances forced him to find work doing the only thing he knew-playing the bassoon.

Opportunities for employment were virtually

non-existent when Lorr graduated in 1931, especially in any field
that had to do with the sciences.

But a youth orchestra sponsored by
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the Chicago Symphony Orchestra needed a bassoonist, according to
someone Lorr had met from his bassoon years in high school.

They

finally offered to loan him a bassoon, since he did not own one
himself, and he spent the next three years playing for the Chicago
Symphony Orchestra.
The reluctant musician had the benefit of the most gifted,
and working tutors.

Straight out of high school, Lorr clearly had a

great deal to learn.

He describes being coached with all the first

members of the symphony, and noted that the opportunity to perform
twice weekly was an invaluable, on-going education.

He earned a

private scholarship to study under Eric Delamarter, the Associate
Conductor of the Chicago Symphony, and was permitted to study
privately with Hugo Fox, first bassoonist with the orchestra at the
time.
His talent and producti'vity certainly overshadowed any hope
of studying the sciences, and opportunities presented themselves
providentially.

At. a time when seasoned professionals suffered

long-term unemployment, Lorr enjoyed a rigorous schedule of
performances, first with the Chicago Symphony Orchestra and then with
the Kansas City Symphony.

With Kansas City, Lorr played bassoon

under the leadership of Carl Krueger, adding to the considerable
education and experience he had accrued in his three years with
Chicago.
Circumstance and accident continued to play a pivotal role
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in Lorr's development as a musician and a music manager.

With

virtually no experience as a manager of an ensemble, he succeeded
in moving from the role of orchestral musician to successful
ensemble promotor.

He had no plans to pursue such an avenue at

the time, but he had left the Kansas City Orchestra after the season
of fifteen performances was over, and he had settled into a
teaching position at the Columbia School, a highly respected girls'
school in Columbia, Missouri.
From that teaching position, Ralph Lorr went to work with
the American Woodwind Ensemble, which he had worked with before.

This

opportunity to perform came unexpectedly, since the Ensemble had
seemed to be headed for disaster in its early days.

Lorr and other

musicians had been touring in the Ensemble, in the company of an opera
singer who will remain nameless here in order to protect her reputation.
She had fallen in love with one of the musicians in the orchestra,
despite the fact that she was married at the time.
Her love for this particular musician motivated her to agree
that the woodwind performers would form a separate group, managed
by her lover, with Lorr as one of the participating musicians.

She

lavished money and goods on her lover, gave him a car, and he
disappeared into Texas without further ado.
With virtually all of her money lost, this singer turned to
her husband, telling him the truth, in a fashion -- that she had made
a foolish investment that had cost her dearly.

"Her husband, in a
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great state of agitation, called all of the members of the ensemble
to meet in Dallas, where this young man was supposed to be, and, of
course, the upshot was that if anything was going to be salvaged,
it would have to be done with somebody else.

And so a tradition began

where that somebody else taking charge was Ralph Lorr.

Since his responsiblities at the girls' school were nearly
at the end, Lorr agreed to manage this ensemble and perform in it,
as well.

with the new ease of an expense account and a car, he traveled

from Minnesota to Texas and booked this woodwind ensemble on a tour
that lasted several years.

Lorr reports that the Musical Art Woodwind

Ensemble was a critical and financial success, as he put to work his
skills as an artist and a manger to bring music to the entire
Midwestern united States.
Ralph Lorr accrued considerable experience from his first
year of professional performance in 1931, through 1939.

His work

with Louisville, and with the Kansas City and Chicago Symphonies had
given him the experience and the time to consider how to develop tile
balance of his career.
erratically.

Work was comparatively plentiful, but it came

Lorr was suffering the financial set-backs endemic to

free-lance performing art, and it became clear to him that he would
have to make additional risks if he were to become more regularly
employed.
"1 played in Louisville and Kansas City, and the Chicago Symphony,
••• and various other types of free-lance and short-term contracting
work, which was all there was available in those days.

1 think the
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Chicago Symphony itself had about 30 week seasons and New York
Philharmonic about 30 weeks ••• that's all the seasons were at the time.
In between you had to do a lot of thinking about how you were going
to make a living ••• If you could get in a symphony, that was your big
potential ••• "
With so much of his potential already realized so early in
his career, Lorr chose to take the risk necessary to achieve the
stability available only to a few musicians in any time, much less
during the Depression.

He "took the trek" to New York, and his

personal and professional life was changed dramatically for the better.
He met and married Flori Feinblum in 1940, although neither of them
could tell when or where their next job might be.

They simply meshed,

and Flori Feinblum brought her own extraordinary musical and
organizational talents to this marriage.
Flori Lorr
Flori Lorr remembered:
I started to play the violin when I was, oh, about eight
years old, and one day when my father was out, I put his
trombone to my mouth, you know, and started to play. He was
smitten--couldn't understand who was blowing that thing
with such a strong tone, and I asked him to teach me the
trombone. He didn't think it was such a good idea, but I
threatened him. I said, If you don't teach me, I'll go
to grandpa, and he'll teach me. And so my father taught me.
Flori Lorr pursued her music in much the same fashion as music
seemed to pursue Ralph during his childhood.

Flori had the opportunity

to grow up in an atmosphere where family ties were close, and music
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was part of the daily experience for all the Feinblums.

Traveling

to make music was part of Flori's life from the time of her birth.
My mother played the tuba and my mother and father had a
band. They travelled in vaudeville with the William Morris
circuit. The band was called an invisible band because
the instruments were painted with luminescent paint, and
when the lights went out the instruments would glow in the
darkness. Both my mother and father conducted, and I
travelled as a baby. I was left backstage, and dangled
on the knees of Rosa Ponselle and her sister Carmella.
And when they had to be on stage, I was left in one of
the drawers of the wardrobe.
It would appear that her spirit was indomitable, as was her
parents, and their parents before them.

The family was involved in

making music for generations, and Flori was bound and determined to
bring the family to a new level of achievement.

Her threat to her

father about learning the trombone brought her to a scholarship with
the New York Philharmonic while she was still just in high school,
and she received a special scholarship that gave her the additional
chance to study with the New York Philharmonic more extensively.
Flori's music studies were far more traditional than that
of her future husband; she was able to benefit from the musical
background, the family and from private lessons, arranged by her parents,
and financed by them, as well.

Like her husband, she did have the

rare opportunity to study under musicians who were active participants
in the orchestra in which she was playing.

Allie Clarke, trombcnist

with the New York Philharmonic, was one such instructor; tutoring
was offered through an institute arranged especially for promising
students who appeared likely to benefit from the expert instruction
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offered by New York Philharmonic personnel.
She studied for five years with the New York Philharmonic
while playing with numbers of amateur orchestras in the New York
metropolitan area.

With a concert performance every month, she was

able to read an enormous amount of music literature, build up a
significant repertoire, and continually benefit from the advantage
of being able to work.

Although the work was with amateur orchestras,

the point here is that she was given the opportunity to enhance her
considerable skills by being able to practice her craft under actual
performance conditions.
From the time when Flori insisted that her father teach her
the trombone, it was clear that she was a determined young woman who
would not tolerate the imposition of arbitrary or inexplicable
limitations or boundaries.

As a young performer, just staring on

the professional circuit, she fought the Paramount Theatre in New
York City, where she was told to play for under-scale compensation.
She refused, and when she sought the support of the union, she found
herself blackballed.
Flori dismisses that period of her life as IIdifficult,1I but
it is evident that this is an understatement.

While she suffered

profoundly on a professional and financial level, she sought other
types of employment.

Between 1937 and 1940, she made several jazz

movies, for example, which were shown as shorts in movie houses.
Her dry period ended in 1940 when she received the opportunity
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to play with Antonio Brieco in the Union Symphony orchestra in New
York's Carnegie Hall.

This job marked the end of the blackballing,

and her next job, with the Women's Symphony, brought her together
with Ralph Lorr.
It was during that time, in 1940, that I played with the
Women's Symphony, which had become part men and part women.
We used to go up there and watch that symphony just for
the fun ••• It was then that I met Ralph, and we got married
in 1940. We played Town Hall, Carnegie Hall, and after we
decided to get married, Ralph lost his job. The day before
we got married, in fact ••• But anyway, we did elope, in
May ••• and we had the wedding in June.
Hardly an auspicious beginning for the young couple, and things
were to get worse before they got better.
very down-hearted.
count."

As Flori notes, "He was

But, you know, it happens, so ••• that shouldn't

The Lorrs never let downheartedness count from tnat day onward.

Ralph and Flori Lorr:

On Their OWn, Together

Perhaps predictably, Flori Lorr's personal recollections include
more substantial treatment of the Lorr family's private trials and
tribulations.

There is nothing inappropriately personal in those

reminiscences; she simply dwelt on family events more extensively
than Ralph did.

The researcher did not lead these two people in any

particular direction, in terms of questions asked, and this can be
documented in the transcripts of the

inte~riews.

It was gratifying that at least one of the Lorrs chose to
pause over early family circumstances, since they offer the reader
a context in which to better appreciate the Lorr's accomplishments
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under considerable personal stress.
We lived in New Jersey for a while, and we played the WPA
project -- $23.86 per week. We went to Chicago and David
was born there. We bought a Packard limousine from an
uncle of mine who had a livery business, limousines ••• l
was six months pregnant, and on the way the damn thing
blew up. The radiator exploded with all of our belongings
in the car. Well, we finally made it to the farm. Ralph's
father lived on a farm in Michigan. And we stayed there,
took a place in Chicago, and David was born in Chicago in
1941. Richard was born in 1943, when we were in Cincinatti.
Those early years were characterized by travel, financial
stress, performances in Chicago and in New York, and lots of work
with all sorts of orchestras.

Ralph summed" up the work conditions

by noting that the marriage gave them a chance to take advantage of
every opportunity that came along.

This was because they could stretch

out the compensation for the short tenure of individual jobs, since
their combined employment was equal to one musician's full-time job.
This expression of the greatest personal and professional
pressure indicates the perspective that kept both of these musicians
together and working, despite the disruption of family life, compounded
by serious financial pressures.

The following sequence of events

illustrates the sort of complications and opportunities that the Lorrs
faced.
Flori Lorr had a commitment to work with the St. Louis
Orchestra following the summer when she stayed on the farm, and Ralph
worked on the road, with the Russian Ballet.

Since Ralph was travelling

with the Russian Ballet, Flori made all of the arrangements that would
ultimately re-unite the Lorrs

in st. Louis.

The travelling was
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miserable, according to Flori, and the hotel failed to follow through
on the reservation plans that she had made so that they could await
Ralph in reasonable comfort.

Having two young children, and no place

to stay, was typical of this period for the Lorr's.
Flori does acknowledge that the period of time working with
the St. Louis Orchestra was good in many respects, because they both
knew that they had work, and that the Orchestra would keep them.employed
for the full duration of the season.

However, the length of the season

was a considerable problem.
The season simply was too short for the Lorrs to depend upon
for one source of income, so they both were constantly searching for
part-time work with other orchestras.

While hunting around for additional

employment, Ralph and Flori and the children suffered through what
they agreed was "one heck of a mess," including one flood, the loss
of Flori's trombone and luggage, and virtually no place to live, from
time to time, where it was possible to adequately feed, clothe, and
protect her two babies.
In the beginning of this period with the st. Louis Orchestra,
when Ralph first came back from his travelling tour with the Russian
Ballet, Ralph found an apartment in St. Louis.

The apartment was,

at least, a way-station of sorts, and it offered them some privacy
and some certainty while each of them worked.

They planned for and

hired domestic help and a governess, in order to make sure that none
of the distruptiveness that had characterized their lives in the past
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would have a seriously negative effect on their children.
Things were not going to be that easy, though.

They were

thwarted again and again in trying to achieve even these simple goals
and Flori's account of this particular time in their lives could best
be reflected in a short film run at an accelerated rate.

Suffice

to say that the governess was certifiably insane, and decided to move
the entire family out of their house one day, without ever notifying the
Lorrs in advance.

She moved them in a garbage truck and, in her zeal

to unload all of their belongings at a new place, she inadvertently
left the baby in the truck!
Life was, as Flori recalls, "hectic," to say the least.

They

naturally relieved the governess of her responsibilities, and continued
to play for St. Louis, while they found themselves a suitable apartment.
However, opportunities did continue to present themselves, to both
of the Lorrs, and the greatest opportunity came with an invitation
from NBC to play with Toscanini's recording of Leonora #3, without
rehearsal because the bassoonist had left.

As Ralph remarked, "I think

the bassoonist was mustered into the army.

I had played with Toscanini

in Cincinnati, and so they called me, and I played -- without rehearsal!
Afterwards, they asked Toscanini how he liked me, and he said, "I'd
like to keep him!'

So I was immediately asked to sign a contract ••. "

True to the history of Ralph Lorr's career, not even this
marvelous offer could be taken without struggle.

Although Toscanini

clearly wanted him, Ralph knew that he had a commitment to the St.
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Louis Orchestra.

This was not simply a moral commitment at issue;

there were contracts involved, and Flori had a contract with the st.
Louis Orchestra, as well.

The St. Louis Orchestra was simply not

ready to release these talented young performers, and Toscanini was
pressuring Ralph for an answer to the contract offer.
Once again, Ralph and Flori emerged unscathed from a delicate
and potentially disastrous situation.

They convinced Golschmann,

of the St. Louis Symphony, to release them from their contract,
although Golschmann tried very hard to persuade them to stay.

He

urged them to consider that they had two children, and that they
certainly could be assured of steady employment if they continued
to honor their contract with St. Louis.
Golschmann also reminded them that Flori had the same job
security, which was a rare asset in a highly competitive field.

However,

the Lorr's chose to take the risk that could yield them greater success
and satisfaction.

They finally convinced Golschmann to release them

from their contracts, after four full months of negotiations.
The professional potential was not the only reason why the
Lorr's chose to give up their combined job security, and accept Toscanini's
offer.
I stalled Toscanini off for about four months, and finally
got hold of Golschmann, who assured me that I shouldn't
play with Toscanini, because my wife and I would have
a job for life with St. Louis. I said, no, to tell you
the truth, if I ever wanted my wife not to work, its now.
So, ultimately, he gave me the release, and I was able
to keep playing with Toscanini.

39

It is evident that the issue of professional opportunity was
as important as family integrity to both of the Lorrs, and they chose
to take advantage of what they both agreed was nothing less than the
finest job that was available in the American music world.

In

addition to being prestigious, it was the single most heavily scheduled
orchestra in the nation.

Every week of the year was a working week

for the Toscanini orchestra.

If a musician were to take a vacation,

he or she had to find a replacement.
They did stay with St. Louis for the full season, but the
offer by Toscanini was simply too attractive.

Job security had not

made their lives especially easy, and Toscanini offered them a chance
to create a situation where Flori would be free of a contract, and
could stay at home with the children.

They would not suffer financially

because the Toscanini orchestra played every week of the year.
Once they finally broke with St. Louis and Ralph went to work
with Toscanini, Flori was able to achieve the best of all possible
worlds.

They were fortunate to find reliable and loving help with

the children, and Flori was able to work.

She was fortunate to be

employed by Leonard Bernstein in the New York City Orchestra.

She

stayed with Bernstein for about two years; and during this time, in
the first few years of the 1950's, Ralph and Flori also collaborated
on a remarkable magazine.
With their boundless inventiveness spurred by the constant
threat that the Toscanini orchestra would be disbanded, Ralph and
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Flori founded and published "Woodwind Magazine", a monthly magazine
geared to offering the reader insight into the mysteries of mastering
specific instruments.

They both felt that this venture would help

stabilize them, financially, during periods of unemployment, and it
would fill a gap in the literature available to those musicians who
sought the secrets of their craft.

"In all kinds of things related

to your own instrument and with secret fingerings, there were all
kinds of things that were not provided by teachers until you had studied
with him privately for three years.
bit of information."

Then they would release a little

Ralph thought that the magazine would give

musicians a forum to bring more of this information to a broader
percentage of the population.
Certainly, musicians guarded their secrets jealously.

They

were suspicious of revealing their techniques to the general public
through such an informal means as a magazine.

Therefore, Ralph used

his considerable skills to ingratiate himself to gifted musicians
because he needed their input in order to make the magazine attractive
to a sufficiently large audience.
I approached many of the best instrumentalists, woodwind
instrumentalists, in America, and there were many who were,
of course, reluctant to give away what they thought were
these valuable secrets. But there was an inducement of
publicity, ego, etc. It was my feeling that, you know, you
could publish anything in the world, it could be an exact
description of how to do anything, but only one in a
thousand will ever be able to master the a,rt of teaching,
so there's nothing to be fearful of •••
Clearly, Ralph and Flori were successful in convincing musicians
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to share their trade secrets, and they were equally successful in
selling their publication to musicians around the world.

Peak

circulation was 5,000, and publication was consistently profitable.
Ralph still wonders at this profit, since he was responsible for most
of the operations.

"Sometimes in the 1950s, I discontinued it because

I got weary of doing it, frankly, I always earned a living with it,
oddly, though I had to act in the capacity of advertising, salesman,
editor, solicitor. 1I
Flori was the news editor and helped Ralph with the advertising
and distribution, while she continued to work with Bernstein and the
New York City Symphony Orchestra.

out of the monthly publications,

the Lorrs collected a series of outstanding articles and published
them under separate cover as an anthology.

The magazine and the

anthology were received by libraries and musicians worldwide, and the
Lorrs got frequent calls asking them to supplement collections with past
publications or publications that had been damaged or stolen by readers.
The magazine was clearly an effort on their part to create
a viable means of support that would continue regardless of whether
they happened to be performing with an orchestra.

In fact, Ralph

had begun to tire of working with an orchestra and was finding the
life too erratic and demanding.

The pressure to chase jobs and to

work under the constant threat of the orchestra disbanding was too
stressful for him to endure for very many more years.

In fact, after.

five years of working under Toscanini, the orchestra changed radically,
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Toscanini left the orchestra, and the name changed to the American
Symphony Orchestra.
It remained a prestigious orchestra in which to work but "it
had lost ••• its salaried quality, and it was just an extra job.

The

American Symphony Orchestra became a catchall for any good musician
who was required at the time, you know, everybody ••• therefore, could
say that they

playe~

with the American Symphony Orchestra."

Ralph Lorr did not show any bitterness with e1at statement.
He was simply reaching a point in his career when he was tiring of
being so vulnerable to the vagaries of the symphonic season of the
life cycle of a particular orchestra.

As Flori's tenure with Bernstein

was coming to a close, Ralph became increasingly interested in changing
the way he approached earning his living.
I made a determination to myself. I said, I'll take all
the jobs that come, and I'm not going to solicit anymore •••
If a contractor called me, and the job sounded all
right, and I was free to do it, I would do it. So I
gradually eased out of the profession deliberately,
feeling that it would compel me to do something else,
which was a little more sensible.
What was not sensible about performing with the most established
and successful orchestras in the nation and perhaps in the world?
Lorr simply did not want to lead the peripatetic life of an orchestra
member.
It was something a young man should do to get his kicks.
I'd played with all the great conductors, and all the
great soloists. I had the joys of playing the orchestra
for enough years that I knew the literature was getting
a little bit stale on it, you know. I felt I had my
routine, and this was not necessarily a lifetime
commitment.

43

It is abundantly clear that the Lorrs have a lifetime commitment
to music and to each other, and they built their family around those
passions.

Just as they had always embraced change, and taken the

risks that ultimately fostered their careers and their personal lives,
the Lorrs chose to change the way they had approached their careers.
They called a halt to the constant participation in symphony orchestras
and changed the tone and pace of their lives.
Teaching posed a viable alternative for both of them, but
the opportunity that presented itself to Ralph involved change for
the entire family, particularly in light of the plans that Ralph and
Flori had put into place.

They had decided to make their lives on

Long Island, where they first rented and then built a home.

Just as

they were re-orienting their lives to establishing a place for
themselves on Long Island, while still remaining active in the New
York City music circles, Ralph was offered the opportunity to teach
at the University of Notre Dame.
This offer came at a critical period of the Lorrs just as
their lives on Long Island were beginning.

It is self-evident that

the fine salary and benefits could not out-weigh the uncertainty involved
in moving the entire family to Indiana, after just settling into a
new community on the Island.

In a manner completely consistent with

the way they had attacked all new opportunities, but tempered somewhat
by the responsibility of the school-age children, the Lorrs decided
that the best choice would be for Ralph to go to Indiana for the two
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semesters that he had been asked to teach.

When the school year was

over, they would be able to discuss whether this was the job that
Ralph should keep.
However, Ralph Lorr found Indiana and Notre Dame, "really
not exciting! ••• Later on they got some really marvelous people.

They

had some nice people there, but I just didn't see living there ••• "
Ralph Lorr came home to a new career in the Local 802
musicians' union, and the very first stirrings of the idea that Flori
had about the founding of the Orchestra da Camera.
of enormous change and creativity for the Lorrs.

This was a period
Ralph took on a

union job that was entirely new to him, and Flori took to teaching
with what she calls "great joy".
She worked together with a psychiatrist in New York City and
was part of a team that included a case worker and child guidance
professionals from a Jewish child guidance center.

Her private students

included those she shared with the psychiatrist after they moved to
Long Island.

While Flori was working close with mental health

professionals -- bringing music into the lives of troubled youngsters
she remained on the staff of the Walden School where she was a member
of the music faculty.
Clearly, Flori Lorr's purpose in life was increasingly directed
at applying her boundless energy and talent to enhancing the quality
of people's lives through contact with beautiful music.

Ralph Lorr

had become deeply involved in his work with the union and found his
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wife's burgeoning interest in music education stimulating and full of
potential.

They both despaired about the caliber of the orchestral

music on Long Island and found that music education was an unexp10ited
avenue to develop music appreciation among the exploding population
of young people on Long Island.
The organization of the Orchestra and the complex political
conditions that thwarted the Lorrs at almost every turn are germaine
to the following section.

As Ralph noted, the Orchestra Da Camera

"was simply started as an effort by Flori to bring good music to whom ••..
It was the sort of work she 1iked •.• And I was glad to support it because
I felt this was something worthwhile."

There was nothing simple about

the creation of the Orchestra, and the following section of this chapter
will focus on the specific steps that the Lorrs took to develop and
organize the Orchestra Da Camera.

The goals and objectives of the

original Orchestra will be disscussed and will be compared with the
goals and objectives of the Orchestra as it evolved throughout the
years.
In addition to treating the above aspects of the creation
of the Orchestra, attention will be paid to the status of orchestral
music on Long Island in the years immediately preceding 1957 when
the Orchestra da Camera made its debut.

This topic is central because

the dismal quality of orchestral music on Long Island spurred Flori
to develop

the Orchestra da Camera.
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THE ORGANIZATION AND
DEVELOPMENT .OF THE ORCHESTRA
Any discussion of the organization and development of the
Orchestra da Camera would be incomplete without first establishing
the meaning and the reason for the name itself.
is Italian for the word "chamber."

The term "da Camera II

Ralph Lorr pointed out that

in 1957, even the music-loving public out here on Long
Island were not receptive to what chamber music could be.
Chamber music sounded to them like an alien thing, and so
we camouflaged everything to avoid a direct sound of
chamber music in the title. The Orchestra da Camera was
an expression that was used by Stokowski in requesting
the inner orchestra, the core group of the symphony
orchestra to play ••• And, of course, the Orchestra da
Camera is a very generic name of small orchestra, roomsized orchestra, used all throughout Europe. So we adopted
that name. Sometimes. we feel that we made a mistake, but
you know, times change. Over the past twenty years,
chamber music is nothing to be feared, and perhaps a more
graphic name would have been more suitable. At any rate,
Orchestra da Camera was what it was.
The fact that the Lorrs were anxious to disguise the nature
of their music, in order to attract patrons, speaks to the fact that
the Long Island community was not spontaneously receptive to orchestral
or chamber music.

In this atmosphere, the Lorrs chose to pursue the

creation of an orchestra that depended on local support for its very
survival.

Although the future was dim in 1957, according to the Lorrs,

the outcome was extraordinarily successful.

The preceding estimate

of the creation and development of the Orchestra will be substantiated
in the following text.

Since there is no written history of the
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Orchestra, or of the Orchestra's role in the overall development of
orchestral music or music education on Long Island, the data for this
study has been gleaned entirely
and Flori Lorr.

~rom

the text of interviews with Ralph

Additional information has been pulled from an interview

with Catherine French, Executive Vice President of the American Symphony
Orchestra League.

Where suitable, the research has cited traditional

sources that refer to specific performances, awards, or accomplishment.
However, it is understood that this is essentially an oral history
of the Orchestra, as provided by Ralph and Flori Lorr during interviews
conducted by the researcher.
Orchestral Music on Long Island -- Pre-1957
As indicated by the careful consideration of the name discussed
in the beginning of this sub-chapter, orchestral music on Long Island
was not a matter of local professional talent or patronage.

There

was the Long Island Symphony, which was
a loose gathering of people who played in the business;
and, like any other pick-up orchestra, it was a totally
pick-up, loosely organized thing ••• There was a number of
community orchestras ••• Great Neck, Bay Shore, Massapequa
each had one. There was also one that I think was based in
Merrick, or Huntington. There were really quite a few
ringers who played key instruments. The rest of the
players were local amateurs. It was sad, really. plus it
sounded much worse than, say, a good training orchestra. 1

1

Statement by Ralph Lorr, in a personal interview, p. 25.
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The fact that there were so many community-based, amateur
orchestras indicated that the interest was there, but no one had yet
conceived of an approach that would draw professional musicians who
would play music that appealed to the growing, youthful population
on Long Island.

The Orchestra da Camera was the first on-going,

professional orchestra on Long Island.

As Ralph Lorr pointed out,

We selected people who were not only professional, but who
were at the top of their profession. We always paid fees
th~t were according to minimal scale, whereas the other
orchestras got a special price from the union. That special
price was lower than scale, so that they could maintain
their concerts and still afford to add a few extra people
who were professionals. We were the only ones on Long Island
that were really paying the regular scale. 2
Clearly, there were a range of problems contributing to the
fact that there was virtually no locally-based, organized, professional
orchestra on Long Island in the years immedia'tely preceding 1957.
One of the most easily identifiable problems was that the local orchestras
lacked the financial backing to pay professional musicians according
to the salary scale that was determined by their union.
Another major problem that contributed to the lack of local
professional music organizations was the matter of geography and
transportation.

Most of the musicians lived in New York so that they

could be close to the center of the greatest established demand for
their talent. 3

2
3

In a few cases, local orchestras were able to hire

Ralph Lorr, p. 25.
Ralph Lorr, p. 26.
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professional musicians who did live on Long Island.

"There weren't

too many good musicians living on Long Island then because of the
problem of transportation which was too much to overcome.

And once

you came out this far [to eastern Nassau County, or Western Suffolk],
it took too long to commute to New York City.,,4
Therefore, commutation was just as difficult as making isolated
trips out to Long Island.

Local music groups had no financial resources,

no local professional population, and no opportunities that were
attractive enought to tempt professional musicians to make the trip
out to the eastern areas of Nassau, or even the westernmost areas
of Suffolk County.

Freelance musicians were simply uninterested in

work on Long Island because of the travel time, and there were no
full-time positions that offered competitive salaries.
a few exceptions.

"There were

Stanley Drucker had a contracting job with the

Long Island Philharmonic, but that was not freelancing.

When [it

came to] freelancing, ••• it was very difficult" to get a musician to
come to Long Island.

5

The Orchestra da Camera made its first successful bid for
local financial support by offering more than it asked.
Initially, we started the concerts in Farmingdale. We told
the citizenry that we were going to contribute the excess
money to the swimming pool fund ••• They were trying to build
a local swimming pool, and we had a few of the very
prominent citizens involved in raising the money for the

4

5

Ralph Lorr, p. 26
Ralph Lorr, p. 26
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concert, and in publicizing our contribution so that the
people would be receptive. We ended up presenting them with
something like $850, which .was a sIzeable sum at the time.
And, since they never built the swimming pool, they ~ltimately
returned it to us three or four ye.ars later!6
This kind of resourcefulness, and good fortune, characterized
much of the activity that the Lorrs focused on in their creation of
the Orchestra.

They started a professional music group that was

unprecedented on Long Island.

Their commitment to education, to the

local communities, and to the importance of the arts to the life of
a community were all part of the Orchestra from its inception.
Goals and Objectives of the Orchestra da Camera
The Lorrs chose to continue their policy of offering excess
dollars to the swimming pool fund in Farmingdale, which was where
the concerts began, and the promotional approach proved successful.
"We gave it [the money] to the local Youth Council with the provision
that they would return the money to us
kept on doing that.
all the expenses.

if they did not use it.

We

Of course, I received no salary, and Ralph paid
We were happy to do it.,,7

The overhead that the Lorrs had to meet before arriving at
a sum to donate was therefore minimal, since Ralph Lorr had chosen
to cover all primary expenses incurred by the musicians.

Their publicity

6

Ralph Lorr, p. 27.

7

statement by Flori Lorr, in a personal interview, p. 15.
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campaigns were so successful that ticket sales did cover the entire
budget of the first year.

However, the Lorrs were interested in

strengthening the community-orchestra ties in a manner that would
be larger and stronger than the support of a swimming pool.

Flori

Lorr was unreservedly committed to developing a strong and lasting
tie with the local school districts, so that she could bring the
Orchestra's music to the young people who would be the future consumers
of all music.

Since the local area did not offer opportunities for

young people to experience the pleasure of professional orchestral
music, Flori Lorr decided to essentially bring the mountain to Muhammed,
so to speak.
Let me tell you what happened after the first year where we
gave the money for the swimming pool. I said that we must
give in-school concerts [to teach the children, and to expose
them to beautiful orchestral music]. As a result of our
evening concerts, any money that was left over we would give
as a gift to the school district for in-school concerts,
offered at no costs to the schoo1. 8
This selfless willingness to offer all profits to the local
school in order to facilitate the Orchestra's performances in the
schools during the day speaks eloquently about the corrumitment by the
Lorrs to expose young people to the music that they were bringing
to the public at night.

In this fashion, they brought orchestral

music out of the later evening hours and into the world of

childr~n.

In discussing the in-school work, Flori Lorr commented that

8 F I or~. Lorr, p. 16 •
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"that's where my interest lies very heavily.

I think that the school

involvement is more important than any other aspect of our work ••• "

9

This is not to say that Flori Lorr discounted the importance of the
evening concerts that the Orchestra da Camera has given throughout
the entire history of its successful career.

The Lorrs chose to approach

the creation and development of the Orchestra on the double premise
that it could serve both the adult and youth populations of the same
communities.
Flori Lorr explained the double premise in the following way:
I would say that more people were, and are, aware of the
evening concerts and Sunday afternoon concerts than they
have been aware of the work we continue to do in schools.
We have to publicize concerts for adults. Doing in-school
things is a very quiet sort of process. You can't get
communities to work as hard for the in-school things as
they do for the evening concerts. There just is not
enough glamour. 10
Despite the fact that in-school concerts were not sufficiently
glamourous to capture the collective imagination of the Long Island
communities that the Lorrs were courting, they maintained the same
goals and objectives all the way through.
These goals and objectives are best described as follows,
according to each of the two premises that the Orchestra da Camera
was founded upon.

11

9
,
P1or~ Lorr, p. 22.
10plori Lorr, p. 22.
llplori Lorr, pp. 22-25
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In-School Service Goals
To provide structure and initiative to
teacher instructional behavior, in order to
bring about change in student behavior in
regard to specific curriculum objectives
supported by integrated arts instruction;
To expose young people to ty.pes of music
not ordinarily encountered on Long Island;
To facilitate the meaningful integration of
different types of music into the lives of
the students;
To give young people the opportunity to hear
and work alongside of professional musicians.
Evening Concert Goals
To bring professionally-produced and
delivered music to Long Island communities;
To earn sufficient income to help support
in-school programs, and to help pay the
salaries of professional musicians.
In-Service Objectives
To develop on-going music appreciation in
the student population;
To teach children that music and the
professional music production involved a
range of different people with varying
talents;
To give students the chance to personally
contribute to the production of a
professional music performance;
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To enhance students' social behavior
through personal contact and involvement
with the arts.
As Flori Lorr indicated, the dual concept of serving the overall
community and the public school population "was our concept from the
,,12
. .
b egl.nnJ.ng.

Education Philosophy
The purpose of discussing the education philosophy in a section
immediately following the section devoted to goals and objectives
was essentially to stress the central role that public school and
community education played in the development and the creation of
the Orchestra.

The Orchestra da Camera served the dual purpose of

educating the general public and the young people in the schools.
The education of the public was evident in the fact that the
general public had to be courted to respond to the presence of the
Orchestra.

The general public was ignorant of the joy they could

experience from listening to orchestral music, as is evident in the
fact that the Lorrs were compelled to seek a name that camouflaged
the fact that they were going to play chamber music, among other things.
The population simply was not receptive, unless there were other benefits
offered, such as income for a swimming pool.

12 F1 orl.. Lorr, p. 24 .

However, it was through
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strategies such as the pool offer the Lorrs were able to develop
a following of adults who did find their music stimulating and not
a t a 11 sopor1'f'1C or remote. 13
The education of the children was designed to create a new
generation of music consumers who would be acquainted with the pleasures
and the potential of a range of different types of music.

The Lorrs

believed that children who participated in the production of
professional music would be able to really know the beauty of the
finished product, as well as appreciate the discipline, diligence,
and craft that went into a professional production.

This commitment

to involving children in the process of creating a performance did
not stop at entering a school and making contact with children before
and during the performance.

The Lorrs understood that effective,

efficient education involved teaching the professional staff of the
school as well as teaching the children.
' , 1 component
b ecame a cr1t1ca

0

f

Therefore, in-service education

'
,14
t h e on-go1ng
serV1ces.

One of the finest illustrations of this type of in-service
and student education was offered by Flori Lorr in her description
of the collaboration between the Orchestra and the dance theatre group
choreographed by Arthur Mitchell.

The performance was scheduled to

play for the elementary, junior high and high school students in the

13Fl or1' Lorr, p. 26 •
14Fl or1'Lorr, p. 26 .
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Ocean Side School District.
We sent the. specifications for one of the dance theatre
programs to the school district, telling them to clear the
stage and to wash the stage down, which they did. One of
the first things that they always do after they wash the
floor down is to say it needs waxing. So it was impossible
for the dancers to proceed with the program, and I took
the microphone and said that we have to educate the
teachers and the school as well as the children, and we all
have to learn that dancers cannot dance on a waxed stage.
We went through a whole audience participation thing, and
we told them why and how and so forth. We had to do that
sort of thing ••• [so] somebody ran out for coke. 1S
This sort of situation strengthened the Lorrs conviction that
the education of the school staff was as important as the education
of the youngsters and the community.
I thought there had to be a closer relationship with
educators. They had to know what we were doing, and we had
to know what they were doing. Our involvement [included,
and went beyond] work with music educators. Consultation
was a very important thing. That's the only way we could
operate, by knowing what each had to offer the other, and
to find the needs of the school, to fulfill the needs of
the school. We had no business to be there if we
couldn't fill the needs of the school. It was a very
important thing, and it was very important to music
educators. 16
Flori Lorr was never educated
public schools.

in the role of music in the

She had not studied the strategies to use to incorporate

music into an overall academic curriculum, even outside the music classes.
Flori Lorr refers to her education philosophy regarding young people

15Flori Lorr, p. 28.
16FI or1. Lorr, p. 28 •
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as simply a matter of
common sense. [It was a matter of] how to create an
interest in a student for his work, and to make a
meaningful connection on the outside world to the
humanities. This was just common sense. If a youngster
could become involved with the arts through an industrial
arts program by building something, and then be guided to
read about the music program, and to follow directions so
that the industrial arts project was completed properly
just made sense to me. Therefore, we went ahead with
building sets in schools so that the youngster who was
building the set would not stay away from the performance.
They would get very excited about it. 17
Personal involvement was a key aspect of drawing children
into the magic of an in-school professional performance.

The fact

that the performance was conducted on their own territory, compounded
by the fact that the performance depended on the quality of the students'
work in order to succeed, made the musical performance very attractive
to the students.

This was the case even when children were initially

uninterested in listening to music performed by the Orchestra. 18
Another way that Flori Lorr chose to draw children into the
magic of the performance was to bring the professional performers
into the classrooms, in the days immediately preceding the performance.
This strategy was effective in personalizing the event so that the
children could walk into the auditorium and watch the person who they
had come to know during a class period play beautiful music.

"If

you send an opera team into the classroom and then give the children

17pl or~. Lorr, p. 29 •
18pl or~. Lorr, p. 29 •
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the opportunity to see those same artists on the stage is a meaningful
experience for the children.

You can't miss!,,19

Flori Lorr also pointed out that she felt a special obligation
to the students, since they were always captive audiences. 20
students

"The

were even more important [than the adult, evening audiences]

because ••• from my point of view, they were the future audience.,,21
They were more numerous than the current audiences, and they were
more willing and available to learn how to integrate such music into
their lives.

Conclusion
This sub-section has focused on the three primary components
of the education philosophy that form the foundation of the Orchestra
da Camera.

These components included 1) the education of the adult

community, so that it would learn to appreciate the beauty and the
importance of the music made by the Orchestra; 2) the education of
children, so that children could grow up with the understanding that
all types of music can be part of their lives; 3) the education of
music teachers and other education professionals in the public schools,
so that the technical and philosophical purposes of the Orchestra

19F1ori Lorr, p. 29.
20Flori Lorr, p. 30

.

21 FI Orl.. Lorr, p. 30.

~9

da Camera could be realized in the classrooms and on the stages of schools
throughout Long Island.
This fundamental philosophical basis remains in place today, just
as it was in place when Ralph and Flori

Lorr first decided to offer music

programs to the general public and the schools in 1957.

There is a larger

purpose addressed through the educational philosophy discussed here, and
that is the development of a strong and positive relationship between the
arts community and the general population.

The Lorrs were and are clearly

interested in establishing a viable and enduring relationship between the
general public and the performing arts community, as it is represented
on Long Island.

The following sub-section of this chapter will focus on

the reasons why the Lorrs felt that it was important to develop such a
strong and growing relationship with the community.
The Relationship Between the Performing
Arts and the Community: The Lorr Perspective
It has already been established in this chapter that the Lorrs found
a dearth of professional performing arts companies and individuals on
Long Island in the early part of the 1950's.

The literature reviewed

in the second chapter of this study overwhelmingly supports the point of
view that the performing arts are critical to the enrichment of the
individual and the community.
Perception and communication--both fundamental learning skills-require much more than verbal training. And since the arts,
such as painting, dancing, singing, acting, and so forth, can
send important nonverbal messages from the creator or performer
to an observer, they are ideal vehicles for training our senses,
for enriching our emotional selves, and for organizing our
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.
22
envJ.rorunent.
The Lorrs heartily pelieved in and acted upon the above
perception of the role of the performing arts in the community
and in the schools.

Flori Lorr felt that her experience as a performer

in the budding local Orchestra that was to become the da Camera was
sufficient to propel her into working toward the entrenchment of a
local, professional orchestra that would touch the lives of all
members of the community.
I used to look around when we were playing in the orchestras,
when I was younger, and then later on, and see such sparse
audiences all around. I wondered why we couldn't do
something to create better audiences and to give musicians
a break .•. l thought it would be very gratifying if I
could make a drop in the bucket towards helping musicians
have a better life, and helping [to develop] creative
audiences, so it would be a double-edged sword •••• What I
wanted to do was to create more music, more jobs,
bring programs to young people so we would have future
audiences .•• that was my goa1. 23
Flori Lorr's "drop in the bucket" became an effort that
enriched and enhanced the community at large, affecting adults and
young people by showing them that making and listening to beautiful
music was an important part of any thriving community.
found that success bred success.

22

Rockefeller, p. 3.

23 F1 orJ.. Lorr, p. 13 •

The Lorrs also

Exposure to the orchestra's performances
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made people from a broad range of Long Island communities ask the Lorrs
if such programs could be made available in their own neighborhoods.
"When [we first] gave the concerts in the evening, other people came from
adjacent towns.

We gave the concerts, and they learned about the

program and would come to us and say, 'Why can't we have something like
this in our town?'"

24

It was obvious to Ralph and Flori

Lorr that the local people

would respond if publicity campaigns and performances could attract
and keep them coming.

They understood that the quality of overall

community life depended, in part, on the ability of the community to
enjoy local, professional music.

Before the Lorrs moved to Long Island

in the early part of the 1950's, most Long Island communities had no
locally-based professional performing arts groups.
Many of our schools and most of our cities bear testimony to
our general 'senselessness,' (which is a condition that
develops from lack of stimulation such as can be provided
by song and dance and music). All schools could be galleries
or supermarkets of wonderful information, but to many have
become fearful, gray fortresses. Our cities could be
monuments to the creative interplay between nature and man,
but they have become a gridwork of dismal frontage and
automotive clamor. Yet most of us live in cities and all of
us go to school. 25
Certainly, Nassau and Suffolk Counties could not be described
as a gridwork of dismal frontage and automotive clamor in the early part
of the 1950's.

However, the point here is that there was a poverty of

24Ralph Lorr, 28 •
25

Rockefeller, 6.
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professional music performances geared to the general public or to the
schools.

Children were not being exposed to the broad range of possi-

bilities offered by the performing arts, and Long Island communities
did not have the knowledge or the ability to attract professional artists
to help remedy the situation for the young people or the overall
community.

The Lorrs chose to court, rather than lecture, the community,

and offered communities the opportunity to become involved in all aspects
of producing professional music.

The Lorrs gave the local communities

a chance to make art, know artists, and to use the performing arts as a
learning tool in addition to giving them the opportunity to develop
their skills as general audiences.
As the relationship between the music makers and the general
community strengthened, it was evident that each needed the other to
continue to grow and thrive.

Unfortunately, there is no published

commentary regarding the relationship that the Lorrs forged with the
communities they served.

However, one paragraph in a review of a

performance captures the sense of on-going growth, development, and
commitment to community that has characterized the Orchestra da Camera's
work from its inception.

In 1974, Bob Micklin, music reviewer for

Newsday, wrote:
There's a temptation to say that the Orchestra da Camera, now
in its eighteenth year, has come of age.
It is a temptation,
but one that is far too easy. The truth is that the Orchestra
da Camera has always been a precocious child, the product of
a lot of love and devotion, --not to mention hard work--by
founders Ralph and Florie Lorr. After years of quality service
to Long Island music, the orchestra is now in residence in the
North Babylon school district. • • [presenting three concerts
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at the local high school.J

26

The above commentary captures the spirit and the energy of
the Orchestra, as well as the fact that the purpose of the Orchestra has
always.been to serve the community to the best ability of the Lorrs.
However, in order to serve the community, the Lorrs found that their
first task involved raising the consciousness of the community members
who were most likely to help propel the Orchestra into the public eye.
The following section of this chapter will focus on the specific steps
that the Lorrs initially took to reach out to the community and to
facilitate community awareness of the Orchestra and the importance of
the performing arts in the community.
INITIAL EFFORTS AT
OUTREACH AND COMMUNITY AWARENESS
In the course of discussing the organization and development
of the Orchestra da Camera, it was necessary to cover certain specific
steps that the Lorrs took in order to accomplish the goals they had
established and to enhance community awareness of the importance of
the performing arts.

However, not all of the steps were covered.

Each

step had to be taken with care, and the process was fraught with political
and professional obstacles.

The Lorrs did not allow these obstacles to

stand in their way, but this treatment of the Orchestra da Camera would
be incomplete without a thorough discussion of the problems they
encountered and the strategies they used to overcome those problems.

26Micklin, November 11, 1974, p. 74.
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The First Years - 1956-58
As discussed earlier in this chapter, one of the primary
obstacles that the Lorrs had to confront when considering the possibility
of offering professional concerts was the problem of community
ignorance.

Initially, Flori Lorrls goals were small.

She hoped

that "after the initial year of concerts, we could sponsor a concert
for my guitar teacher.

I studied classical guitar."

The concerts would

~e

all playing string instruments.

27'

composed of professional musicians,
28

The Lorrs solicited support from

every community member in Farmingdale who could have an impact on
community opinion, and so they sought out political figures, members
of citizens groups, and other people who were visible and significant
in the community.
We started by giving one concert at the end of the first
season, and then, because we had the support of the Mayor
of Farmingdale, the president of the Farmingdale school
board, and many others'interest. Flori went with the
Mayor and myself and we ·talked to the school board, advising
them that if they gave us some money, we would match it
through Music Performance Trust Funds. So they gave us
$1,800.00 in the school budget.
That was the first real
allocation made on Long Island, outside of the very small
scope of an entertainment budget [on th~ school level].29
The Farmingdale concert program and school-based performing

27Fl or~. Lorr, II.
28

Ralph Lorr, 26.

29Ralph Lorr, 27.
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arts efforts were the first performance activities for the Lorr's budding da Camera Orchestra.

However, the group was not called the

Orchestra da Camera in the first year.

Since the goal was to appeal

to the local residents and to reflect the fact that community service
was the Lorr's intention, they called their concerts "Music for
Farmingdale." "These concerts turned out to be a real grass roots
movement because a lot of people in the community became involved.,,30
The specific steps that the Lorrs took to stimulate and enhance that
community involvement reflect their creativity.

For example, Flori

felt that a concert that was coupled with an art exhibit might draw
an increased audience.

She appears to have been correct when she

indicates that
We created an art gallery through the halls of the school,
and they were very successful with the concert. People
would come before the show, and during intermission, and
so on •••• Many people ••• who are no longer here were involved.
They all left their mark. We had loads of people. And
then we went from community to community. Each community
had its own Performing Arts committee, and many, many
people. It was a truly grass roots movement. 30
This grass roots movement was the result of a combination
of indigenous interest and the support, talent, and commitment of
the Lorrs.

As noted earlier in the chapter, the Farmingdale School

District supported the Lorr's efforts by offering them $1,800.00
for in-school concerts.

Flori Lorr felt that this sum would be

30F1
· Lorr, 15 •
or~
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significantly more useful if it were matched by the dollars available
through the Musician's Union.Trust Funds for Concerts.
the matching grant from the MUTF did not materialize.

31

However,

Both of the

Lorrs are still angry at the reasons why they did not receive matching
funds from the Fund.

The story is relevant here because it speaks to

the complexities that the Lorrs had to confront and overcome in the
first year that they offered concerts.
The disappointing thing [about the money] is that we applied
for the trust funds, and we didn't get ten cents. But
we didn't go back to the [Farmingdale] school board and say
that we forfeited on our promise [to match their $1,800.00].
Flori borrowed some money from her mother and put on the
concerts. It was a labor of love, and it took us a few
years to finally reach the trustee of the Trust Fund who had
been told by people who felt threatened by us that Flori was a
very dangerous woman who was destroying the potential for music
on Long Island, and no one would ever have an orchestra if she
got assistance. We were able to finally get an apology,
and from then on, since [the Fund] investigated us, we got
funding whether others in the [local] music world wanted us to
or not. 32
From the very first year of operation, the local music world
was often threatened by the Lorrs.

They were new to Long Island, they

had a long history of success, and they were introducing concepts
of professional music making in the suburbs that threatened those who

31Flori Lorr, 16.
32Ralph Lorr, p. 30.
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felt that local orchestras should be comprised of local musicians, whether
those musicians were professional or not. 33

In addition, it was the

perception of the Lorrs that it was evident that professional jealousy
was a primary motivating factor in the efforts of certain people in
the local music industry to impede the development of the Lorrs projects.
However, the Lorrs proved to be more resilient and determined
than their competitive colleagues imagined.

In that first year, they

used their considerable contacts in New York City to overcome the
travel and accommodations problems and draw professional musicians to
play for them.

In a discussion of how they drew the talent for the

Spring"l957 concerts, Flori Lorr noted that,
[Organizing the personnel] was easy, because we were still in
the playing field. A lot of the people who we hired were
colleagues of Ralph's at NBC and people who I played with.
The program that we did, amazingly enough, was an adagio
for strings. The string orchestra ••• it was such an exciting
sound, it was so fantastic ••• 34
The Lorrs chose to pay union scale wages from the very
beginning.

By making this decision, they were able to offer their

colleagues from New York the salary scale that they would be getting
if they had played for any other employer.

At the time, union scale

was $19.00 or $21.00 a concert.
Using their contacts from their professional careers and their

33 F1or~e
. Lorr, p. 20
34F1or~e
. Lorr, p. 20 •
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commitment to provide scale wages to professional players, the Lorrs
were able to draw musicians who could deliver music that was of unprecedented quality on Long Island.

"Originally, the concept was one of

duplicating an evening concert .during the day, or playing portions of
it for school students in assemb1ies •••• But of course we could not do
the program that we did in the evening.

We had to tailor it for the

young school audience.,,35
The Lorrs were able to develop this approach from the very
first concerts that they offered in Farmingdale.

They found that they

could manage to produce fine music for adult audiences and then shape
that type of production to entertain
in local schools.

and to teach audiences of students

The first years, from 1956 to 1957, taught the Lorrs

that their tenacity and talent could be used to overcome any obstacle
that had previously prevented the entrenchment of a professional group
of musicians on Long Island.

Although the group was not yet formally

referred to as the Orchestra da Camera, "Music for Farmingdale" was
the effort that constituted community outreach.

As a result of the

performances that they offered in Farmingdale, the local community and
surrounding towns became interested in the music that was being offered
by the Lorrs.

Therefore, it is reasonable to assert that the first

year of initial efforts at outreach and community awareness was
successful.

In fact, the Lorrs succeeded beyond their own initial hopes,

as has been established earlier in this chapter.

35F1or~. Lorr, P. 20.
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CONCLUSION
This third chapter has focused on the origins of the Orchestra
da Camera.

Since the Orchestra da Camera evolved because of the

determination and talent of the Lorrs, this had been a discussion of
how the Lorrs became involved in music and ultimately joined forces
to become a major cultural influence on Long Island.
The following chapter will cover the years from 1958 through
1981.

During those years, the Orchestra da Camera enjoyed in-residence

status in a host of schools in Nassau and Suffolk Counties, and the
Lorrs became increasingly active in the range of new opportunities that
were developing for professional musicians on Long Island.

Chapter IV
THE EVOLUTION OF
THE ORCHESTRA DA CAMERA
Between 1958 and 1981, the Orchestra da Camera took significant steps to become an organizr.tion that reached beyond its
Island boundaries.

own

Long

It became an education and entertainment group that

has achieved recognition on local, state and federal levels.

The follow-

ing chapters will constitute a record of that achievement.
THE EARLY YEARS: 1958-1969
In order to establish the nature of the community conditions
that the Lorrs encountered in their first efforts to make their dualedged idea work, it is necessary to establish just how difficult it
was for them to accomplish their ultimate goals.

In a bulletin written

by Vivinne Anderson, who was the Director of the Division of the
Humanities and the Arts for the State Education Department in Albany,
New York, the following comments were made regarding the Orchestra da
Camera.
The terminal idea was not a new one. For years and years,
in almost every reasonably large community in the united
States, movements would spring up with the ostensible purpose
of wooing the initiate into a lifelong love affair with
the performing arts.
Before television, major orchestras
presented regular "young people's" concerts sporadically,
opera and ballet groups scheduled special performances
70
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directed at children. Television has continued the pattern
with occasional programming directed toa young audience.
But no effective organized effort was ever launched
successfu11y--and certainly not on the level of absolute,
non-pandering integrity.1
Clearly, the Orchestra da Camera did not have a successful
future to look forward to, considering the record of similar efforts
that had been launched in various parts of the nation.

However, the

Lorrs had created a concept that was, in many respects, virtually
unprecedented.

Anderson said that the Orchestra da Camera had a lofty

sense of purpose, supported by the integrity and the creativity of
the extraordinary people who developed the Orchestra.
Starting from similar premises, the Orchestra da Camera
was launched fifteen years ago--with some major differences.
Concerts would rely on integrity of performance and music
of quality, rather than the usual and extravagant
dependence on rbi' name soloists and conductors. Programs would
be related to audience reaction and careful and technically
apt nurturing of interest. The da Camera would not cater
to chic programming, not limit itself to temporary music
fads. It would cover the range of all music, and not
make a career of Baroque nor crusade for the Avant Garde.
Nor would it staff with second rate musicians, second
rate performances, superficial standards because the
audience itself was unsophisticated.
A far cry from the
'cog in the wheel' routine of the symphony, Orchestra da
Camera players would come from the full range of professional
music--soloists, opera, ballet accompaniment forces, precision
orchestra members--a11 with an urgent need to motivate, to
teach, to inspire.,,2

10pinion expressed by Vivienne Anderson, Director, Humanities
and Arts Division, New York State Education Department, 1972.
2

Anderson, 1972.
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This commitment to quality productions and to the instruction
of young people and adults alike has never been relinquished in the
history of the Orchestra.

The above-described characteristics only

became more firmly entrenched over tj.me.
As noted in the preceding chapter l the first efforts that Ralph
and Flori Lorr made were not intended to impact on the entire
community of Long Island.

However, the performances in Farmingdale

spurred such interest that communities from the eastern portion of
Suffolk, as well as western areas of Nassau, became strongly
interested.

"I would say that we had communities involved from Eastern

Long Island, to the western areas, and from north and south, too." 3
The response was unquestionably grass roots.

Members of

the individual communities sought to have the Orchestra perform in
their communities for adults and students.

The community members

recognized the intrinsic value of this type of programming for the
community as a whole, and a competitive spirit developed regarding who
would be able to contract the performances of the Orchestra.
years

~ne

immediately following 1958 were characterized by Flori Lorrls

efforts to keep up with the demands that various communities were
making for the attention of the Orchestra.
With a first source of school funding and ticket sales,

3Flori Lorr, 2l.
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and some help from Ralph Lorr and Flori Lorr's mother, the Orchestra
da Camera grew to become heavily dependent on funding offered by the
Musicians Union Trust Funds, on gr~ts, and on contributions by private
donors who enjoyed the sense of contributing to the arts on Long
Island.

4
since the Orchestra had become so involved in so many

different communities and programs, it became necessary to incorporate
and to organize a board of directors in order to attract further funding from a range of different sources.

In discussing the usefulness

of the Board of Directors, Ralph Lorr commented that, "We had one
member [of the board] who solicited funds.

He was rather active,

and he would get funds from labor unions and places like that."S
The Board of Directors and the incorporation process was
formally installed in 1961.

The group was called Music for Long

Island, which was at first an umbrella title for the range of
smaller programs that were offered around Long Island.
had people [supporting us] from various communities.

"In 1961. •• we
[They were]

playing in Bayshore, Brentwood, Oceanside, Commack, and ••• each one
was called Music for Commack, Music for Bayshore •.•. and each would
have their own bank account in our bank. ,,6

4

Ralph Lorr, p. 30

S
Ralph Lorr, 31.
6

Ralph Lorr, 31
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The purpose of calling each program by the name of the town
was to foster a sense of community that would be contagions for all
members ,of the community.

The audience could therefore

include those who prided themselves on their sense of community,
rather than those who considered themselves patrons of the type of
art that the Orchestra was providing.

In this fashion, the Orchestra

was able to expand audiences, and stimulate new interest in the type
of performing arts that the Orchestra would offer.
The process was not always simply a matter of responding
to the keen interest of various communities.

Even matters of account-

ing and bookkeeping far exceeded the Lorr's expectation.

They

ultimately had to abandon the practice of naming the programs after
the local towns because of the confusion with the banking practices.
"The bank finally said that there was too much confusion with this
"Music for" [meaning Music for Babylon, Music for Commack, etc.]
we formed Music for Long Island, and put the whole thing into one
account [in 1961] .,,7
The Board of Directors, organized in that same year, was
made up of citizens who were "key people in each of the towns who
really organized the things in their own areas ••• so they became
leaders and board members."S

It must be understood here that the

name, "Orchestra da Camera," remained in place as the title of the

7

Ralph Lorr, 31.

S

Ralph Lorr, 31.

So,
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company, which was subject to change froin performance to performance.
In 1961, the Lorrs were able to boast a membership of 3,000
members, and they were able to draw increasing numbers of people to
performances because they consistently adhered to the practice of
hiring only the top talent that they could find.

The talent was often

brought from New York City, rather than from Long Island, because
of the fact that a majority of professional musicians found it
inconvenient and costly to live on Long Island.

Unfortunately, even

at this early date, there was some clear resentment in the local
community regarding the methods by which the Lorrs chose their
performers.

The resentment was felt on the part of existing groups

who accused the Lorrs of automatically preferring New York based
musicians to musicians who were working and living on Long Island.

9

The Lorrs adhered consistently to the policy of using only
the finest music and hiring only the best musicians, regardless of
where the musicians lived.

For example, the Lorrs were invited by

some people to become involved in working with, and playing in, the
Town of Huntington; but the local Huntington symphony objected
strenuously to this competition.

10

Another key problem that the Lorrs encountered during the
first several years of operation was presented by Mr. Vincent Rosito,

9

Ralph Lorr, 22.

10
Ralph Lorr, 23.
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who was a member of the Musicians Local 802 and was in charge of the
Local 802 distribution of the Music Performance Trust Funds.

An

official found it necessary to interfere with the MPTF Board in the
Lorr's application for £unds in that first year in Farmingdale, and
he continued these efforts until it became overwhelmingly clear
that the Lorrs had become firmly entrenched in the Long Island music
world, and that no personal vendetta·would prevent them from
continuing to offer beautiful, professionally-executed music to young
people, and to the communities at large.
This type of in-fighting and professional jealousy became
an Obstacle that the Lorrs were adept at overcoming.
their public and their work to speak for them.

They allowed

Rumo~s,

slanderous

comments, and innuendo were eventually diffused at every juncture.
The same union official seemed to think that he was the
tsar of Long Island, and nothing could happen here
without him ••• He was miffed that we should start an
orchestra, and he felt that (if he could not found one,
then no one should be able to do so on Long Island) •••
Rosito hated Flori and me simply because·we did not buckle
down to him, and he didn't know anything about orchestras!,,11
The Lorrs were outraged at this type of interference,
primarily because it usually came from people who did not share the
quality of their ability to play music or to organize an orchestra. 12

11Ralph Lorr, p. 23.
12Ralph Lorr, p. 23.
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In this case, Rosito happened to be very active in the local music
circles but did not have a significant background in making or producing professional quality music.

"He was a cafe musician, and I

don't know how long he did that •••• But he had this tremendous desire
to be president of the union.

He even announced it [that intention]

to the man who was union president at that time, which was a
singularly stupid thing to dol,,13
The researcher has dwelt on this aspect of the Lorr's experience during the years immediately following the creation of the
Orchestra da Camera because this one adversary was responsible for
diminished funding.

The Lorrs believed that he also caused serious

misunderstandings that developed between the Lorrs and other people
who were trying to bring various types of music to the Long Island
population.
The Lorr's commitment to the education of children and
adults helped them overcome those obstacles that were placed in their
way, and they became increasingly active during the years between
1958-1969.

After they incorporated and appointed a board of directors

in 1961, their work with the Orchestra da Camera literally took
flight.

Under the umbrella title of Music for Long Island, the

orchestra and the Lorrs became involved in music education and

13Ralph Lorr, p. 24.
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"Once

the da Camera organization got going strongly in 1962, after the
incorporation of Music for Long Island, [the Lorrs] became involved
with two other professional orchestras on Long Island." One was the
Pro Arte, and the other was the Suffolk Symphony." 15

The invo1ve-

ment with the Pro Arte Symphony started in 1965, after the Lorrs
became firmly

entrenched in public school systems on Long Island.

The following section will focus on the details of the time period
between the years 1962 and 1969.
The Pro Arte Symphony, The Orchestra
da Camera, and Ralph and Flori Lorr
The years between 1962 and 1969 were characterized by high
hopes, continued success with the Orchestra da Camera, and general
disappointment with the involvement in the Pro Arte Symphony.

Between

1962 and 1965, the Lorrs continued to offer in-school and evening
concerts for the public and continued to work steadily to expose
youthful audiences to the pleasure that could be derived from this
type of music.

14Anderson, p. 1.
15Anderson, p. 1.
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In addition, the Lorrs chose to emphasize the relationships
and experiences that could evolve out of the work that was accomplished by professional musicians and the public school students of music.
The opportunity to work and play side by side with professional
musicians inspired the young people and stimulated the professionals
to teach these youngsters well.

16

In 1965, while the in-school programs were flourishing, the
Lorrs were offered a residency at Hofstra University, in Nassau
county, on Long Island.
That year [1965], Hofstra had a community orchestra there
which was conducted by Elie Siegmeister. They wanted to
form a more professional orchestra. The Director of
Development felt that [a professional orchestra] would be
good for the University. Hofstra was going through a
growing phase; it had built dormitories on the other side
of campus, [there were] expansion programs, and they
thought a symphony orchestra would really be the thing
that would bring in money, board members, luster, and
everything else. So, we were the only successful professional thing on Long Island. They turned to [us] and
asked if we would form a professional orchestra for them.
After many meetings, it was agreed that we would dissolve
our board, and we would be able to accept any of our
former board members on the new board [that Hofstra was
creating for its symphony], and we would be in residence.
The Orchestra da Camera was in residence at Hofstra, and
we would form a Pro Arte Symphony with our da Camera as
the core. 17
Flori Lorr had the foresight to demand that a letter be

16Flori Lorr, p. 22.
17Flori Lorr, p. 32.

80
written guaranteeing them the right to leave with the Orchestra da
Camera intact, in case the arrangements were not developed as planned.
With this agreement, the Lorrs would remain in control of the Orchestra,
and they would manage both the old and the new orchestras in tandem.
Flori Lorr was the Executive Director and Manager of the Pro Arte
Symphony, and Ralph Lorr was the Business Manager of the Pro Arte.
They kept their traditional roles -of manager and business manager,
respectively, in terms of their individual roles in the da Camera.
We sold about 1,500 subscriptions at the time. We had an
on-going thing.
The first year or two we had only guest
conductors, who we selected. It was only after we engaged
a conductor that we found we had made a major disaster ••• 18
The disaster was not simply limited to the lack of skills
that the conductor ultimately showed.

The problems that developed

around this conductor were highly political.
First of all, we realized that we had been taken in by [him] •••
he was really a gifted conductor, but only in certain areas.
He had conducted two concerts for us as a guest conductor,
and conducted the best of his repertoire in the two
concerts, but he despised the whole classical period.
Haydn, Beethoven, Mozart, you name it, he really had no
affinity for them, and did not want to spend time
rehearsing. He would just play Mozart, and that was it,
and the preparation was ghastly. He was an apostle of
avant garde music, to bring it to the American public ••• He
got the Board on his side, he moved them. He moved the Board,
the women on the Board, and the first thing we knew, we were
the bad guys!19

l8Ralph Lorr, p. 33.
19Ralph Lorr, p. 33.
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Being the "bad guys" in this situation meant having the
burden of managing the Pro Arte Symphony Orchestra, coping with an
essentially hostile Board of Directors, and struggling to impress
upcn

the Board and the University administration that the disastrous

conductor was indeed a fiscal and artistic failure.
The Lorrs did not accept this without a fight, however.

Ralph

struggled to express his concern to the Board, the University controller,
and the University administrators and faculty members.

It would seem

that the controller, and fiscally conscious colleagues, would have
been deeply concerned about this conductor's inclination to spend
money well beyond the budgeted amounts in order to pull in a host
of special artists, and in order to produce fabulously flamboyant
productions.
He [the'conductor] wanted to do his programs in New York
City. He raised the budget for soloists [with the help of
the Board]. The budget for soloists was $50,000.00, but
he wanted to spend $50,000.00 plus the total budget,
which he brought to $200,000.00, for four or five concerts.
That was for the artist's costs. It was the most
magnificent and expensive thing that I have witnessed, and
I knew that they [the BQard] would pay for this. It
meant that the Orchestra would really go down the drain,
because the University was picking up all of the bills •.•
So, we went to the controller and we talked to him ••• ,,20
The Lorrs did not appeal to the controller in order to
gratuitously assert themselves as powerful people in this struggle
for control of the Pro Arte Orchestra.

20Ralph Lorr, 34.

They beseeched the controller
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to understand that this love affair with dazzling performances and
pomp and circumstance was doomed from the start because it was fiscally
and artistically weak.
The university could not afford to pay for such top names
from the city to perform solo works in order to attract a large
audience.

The better strategy would be to develop a faithful, core

group of patrons who would support and help to develop the Pro Arte
Orchestra without needing constant exposure to the glamour of solo
performances by top performers.

Wonderful, talented professional

musicians were available to be part of the orchestra on a continuing
basis; it was simply poor planning to spend an enormous amount of
money to produce a handful of performances that were lavish but highly
inefficient.
The Lorrs were on target in expressing their concern that
the lavishness of the performances was the attraction for the Board
of Directors, as well as for the patrons of the performances.

The

popularity of the conductor was so strong at this point that the Lorrs
knew that they had no ability to dissuade the Board to stop the
expensive and rare performances.

They sought to replace the program-

ming with an approach that would bring more performances throughout
the year, with much less money spent on extraneous production costs
or top-name soloists.
When we went to the controller, we said, 'Do you realize
that you're going to lose an enormous sum of money if
you don't control the Board of Directors?' [and stop
them from allowing the conductor to control the entire
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direction of the Pro Arte].2l
Ralph and Flori Lorr were profoundly concerned that the Board
had been unwittingly seduced by the attractiveness of flashy showmanship,
masterfully performed by this conductor.

It seemed that the members

of the Board were drawn to the notion of being able to associate
with a class of musicians and artists who would otherwise be beyond
their reach.

Suddenly, the Board of Directors for the orchestra

had the opportunity to revel in all of the ceremony and self-aggrandizement that usually accompanies performances designed to bring topflight soloists and other artists in touch with local patrons of the
arts.

Ralph Lorr expressed his opinion of the Board quite succinctly.

"The Board was made up of a bunch of socialites who didn't know too
much about symphony, but they liked the idea of having this type of
luster, and rubbing shoulders with this person or that person.,,22
Ralph and Flori shared this concern with the controller when
they visited him to suggest that he take stronger action in
asserting appropriate control over the direction of the Board.

The

controller was sympathetic, and went so far as to agree with the
Lorr's opinion regarding the conductor, the dangerous course that
the Board had planned for the symphony, and the general future of
the symphony, should the situation remain out of control.
He said,'Look,I'm aware of [the problem] ,but there's not a damn thing

21

22

Ralph Lorr, p. 34.
Ralph Lorr, p. 34.
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I can do about it. Why don't you both see some of these
board members ••• [the ones who are also] trustees of the
University,' and he also asked if we talked to the
president [of the university].23
since the controller felt that it would be appropriate
and timely for us to approach the president of the University regarding
our concerns, we did so.
far from promising.

From the outset, however, the visit was

"So, we went to see the president, ••• [and] the

president let us in through the back door!
be seen entering the front.

He did not want us to

He was serving at an auction in a barn

and he said, "Look, who is on the Board who favors your position?,,24
We told him that there was only one person that we could be sure of,
and he simply told us to try to maximize that single source of support.
The Lorrs were clearly disheartened, since it was evident
at this juncture that the president was not going to use any of the
strength of his office to support their efforts to retain the integrity
and the financial well-being of the Pro Arte.
t he

In no uncertain terms,

. not h'~ng I can d o. ,,2 5
. d en t to ld t h em t h at "h
t ere ~s

pres~

This final word on the subject ultimately applied to the range
of problems that the president was confronted with.

This was an admin-

istrator whose purpose was to go to any length to avoid making an
unpopular decision.

The Board and the conductor had gotten embroiled

23Ralph Lorr, p. 34.

2~alph Lorr, p. 35.
25Ralph Lorr, p. 35.
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in a format and a tradition that they could not possibly sustain,
given the audience and the local support, and the financial

f~ctors,

and the directors of the orchestra were utterly incapable of reversing
the destructive process.

Without the support of the Board of Directors,

the Lorrs were basically alone in their efforts to sustain the
orchestra in a viable fashion.
As the Lorrs pointed out in the interview, the Pro Arte
"ultimately lost one half million dollars, and, of course, the President lost his job, the director was fired, and [everybody involved] •••
went down the drain!

The orchestra went down the drain!

because ••• the board was out of control ••• "

26

Simply

This is not simply a

personal judgment of the Lorr'si the orchestra failed 9ismally,
because there was an irrational approach to program development.
The Director of Development was inclined to feel that
the Board would behave in a responsible, conservative, and supportive
fashion in its relationship to the Lorr's.

It was the opinion of

the development director that this positive relationship required only
some training of the Board in regard to the basics of being responsible for an orchestra.

Essentially, the Director of Development told

the Board of Directors that they were personally responsible for the
Pro Arte Symphony Orchestra, and that they should act accordingly.
He assumed that they understood that spending money required raising

26Ralph Lorr, p. 36 •
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money.
This was a fatal assumption.

"The

Director of Development

thought if you taught your board that they have an orchestra, and they
can spend money, they would feel obligated to raise it, but it didn't
work that way •••• They spent the money with glee, but they didn't raise
anything! ,,27
It cannot be said that they made no efforts to hold fundraisers,
or to solicit patrons.
regularity.

However, their efforts failed with disheartening

For example, the Board of Directors would plan and manage

a fundraising program to raise $40,000.00.

"They raised $20,000.00,

so they only had a $20,000.00 loss on their fundraiser.
the people we were trying to control.

These were

We knew it was death.

There

' d ••• ,,28
"
was no ques t 10n
1n my m1n

The entire venture lasted a total of five tedious years, and
the Pro Arte Symphony Orchestra closed down operations the same year
that the Lorrs left Hofstra University and ended their contract as the
directors of the Pro Arte.

It might be tempting at this juncture to

accuse the Lorrs of ineptitude in confronting a task as complex as
establishing a viable orchestra in the midst of a community that was
not known for supporting the performing arts.

27Ralph Lorr, p. 36.
28Ralph Lorr, p. 36.
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The Orchestra da Camera remained profitable throughout the
Lorr's involvement with the Pro Arte; the da Camera continued to play,
maintain its own identity, and continued to play in local schools
during those years.
We gave our own series of concerts at Hofstra, which we took
care of ourselves.
We made money on everything. We actually
showed a profit through out management of the Orchestra da
Camera while the Pro Arte was losing its shirt, and we said,
look, we can make money ••• :Let us [direct the Pro Arte a
different way], but they didn't want us to do that. They
wanted us to be people who took the coats of the Board
of Directors and serve the coffee.
They didn't want
management, they wanted servants ..• its unfortunate, but
this often happens •••• The Board doesn't understand that
they've engaged professional people, and they don't give
them an opportunity [to really work].29
The Lorrs made their professionalism quite clear in their
continued success with their own Orchestra da Camera, while they struggled in their positions with the Pro Arte.

From 1965 through 1969,

Flori Lorr remained the Executive Director of the Hofstra Universitybased Pro Arte Symphony Orchestra, as well as the Executive Director
of the Orchestra da Camera, which was in residence at Hofstra
University.

During those same years, Ralph Lorr remained the

Orchestra Manager for the Pro Arte, as well as the Business Manager
and Artistic Director for the Orchestra da Camera.
It might be argued that the Lorrs expended the bulk of
their creative and management energy on maintaining and developing

29Ralph Lorr, 36 •
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the Orchestra da Camera, and allowed the Pro Arte to suffer, as a
result.

However, any comprehensive treatment of the Lorr's activities

and professional commitments will reveal that the Lorrs invested
themselves completely in whatever projects they worked for, or produced.
The Lorr's record of achievement between the years before they met,
and the years of professional performance and teaching, as well as
the years of developing a professional orchestra where none existed,
speak for the fact that these people felt a personal commitment to
any project with which they were associated.

It was a deep disappoint-

ment when they found themselves utterly at the mercy of an "inept
and power-hungry board", when their purpose was simply to produce
a professional and self-sustaining orchestra.
However, they continued to expand the nature and role of
the Orchestra da Camera, while they were still involved with the disappointing Pro Arte commitment.

For example, they focused on involving

dance and choreography with their in-school and evening performances
of the Orchestra da Camera.
While we were at Hofstra, we looked into the dance theater
problem with Arthur Mitchell •••• We induced Arthur Mitchell
to work with the Orchestra da Camera, and he did his first
choreography because we had asked him to. He would do
.demonstrations and then the orchestra would play for his
choreography. We worked with Arthur Mitchell for three
years ••• 30

30Flori Lorr, 26.
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In addition to cultivating the dance theatre potential -of
the Orchestra da Camera, the Lorrs used their residency

~nHofstra

to develop a stronger, closer relationship with the Metropolitan Opera.
The Orchestra da Camera formed its own opera company in'1969, which
perfo~ed

in local schools and in evening concerts, while it worked

in tandem with the Metropolitan Opera Company.

However, the bulk

of this collaboration took place and shape following the Lorr's
involvement with the Pro Arte and Hofstra University.

Therefore,

it is suitable to close this particular section of this history, and
focus on the next stage of the development of the Orchestra da Camera.
Flori Lorr offered a succinct summation of this particular
period of their professional lives in the following comment:
Well, we started our first residency with Hofstra in 1965.
We continued our in-school work and suspended our evening
concert work when we got into Hofstra .•. [After a time] we
did do a series of concerts for connoisseurs by the
Orchestra da Camera at Hofstra, in the evenings. But
they were second to the Pro Arte Symphony. They were a
supplementary kind of thing. And our in-school work grew
and flourished. That's really where my interest lies very
heavily. 31
This interest is explored thoroughly in the following section,
where the Lorr's first in-school residency is discussed in detail.
COMMUNITY ENTRENCHMENT
AND EXPANSION--1969-l974
Between the years 1969 and 1974, the Lorrs carried their

31 Fl or~· Lorr, 21 •
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Orchestra to levels of achievement that were virtually

~precedented

in the history of professional and education-based orchestral production
in the United States.

32

It was .during this period that the Lorrs

became adept at winning grant dollars, and at planning productions
that involved even more than their original types of orchestral programmingo
In order to cover this period of the Orchestra's growth and
development, it is appropriate to break down this sub-section into
the following parts:
at Farmingdale.

In Residence:

Mineola Public Schools; Encore

In these two areas, the Orchestra da Camera became

part of a host of new types of performances.
In-Residence:

Mineola Public Schools

Funding.

Mineola is a large suburban school district in Nassau

County, on Long Island.
school district.

It was also considered to be a largely black

Any district that is largely black on Long Island

has traditionally been a relatively low-income district, with a
relatively low tax base.

33

Therefore the schools in predominantly

black communities tend to suffer from relatively less innovative
program development because they do not have the dollars that are often

32Flori Lorr, 23.
330ffice of the County. Executive, Hurnan Resources, Youth
Bureau, Suffolk County 1983 Comprehensive Youth Services Planning
Agreement.
(Hauppauge:Suffolk County Executive's Office, 1983), p. 41.
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necessary to sustain that type of stimulating service to their students.
However, the Lorrs were able to devise a strategy to change that
condition when they met with the Mineola ·Schoo1 District Superintendent,
Dr. Ben

Wa1~ce

and Joseph La Rosa, the supervisor

o~

music education

for the district.
As Flori Lorr pointed out, "Joseph La Rosa and Dr. Ben Wallace
were primarily responsible for making the residency a reality.
were very supportive.,,34

They

This was certainly a refreshing change from

the struggle at Hofstra, and the Lorrs were able to once again work
alongside people who shared their interest in stimulating young
audiences 'and in bringing innovative performing arts programming to
public schools and local communities.

La Rosa and Wallace treated

Ralph and F10rie Lorr with the professional courtesy and dignity that
they had been denied in their residency at Hofstra.
It was in the latter part of· 1969, and the early part of
1970, that the Lorrs directed their considerable energy to obtain
grant money that seemed available for an orchestra of the quality
and importance of the Orchestra da Camera.

However, as was the case

in each instance where the Lorrs were first introduced to others in
the field of music education, the initial contact was fraught with
confusion and difficulty.

34Fl or~· Lorr, 2 3 •
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You know, I read about the National Endowment for the Arts,
but I didn't know what they did in terms of stimulating
orchestra and giving grants.
Flori 'called up finally
and said, "You know, we're very active, but we've never heard
from· you •••• Why don't we get a grant application?' And
they ••• looked up the records and said, 'Well, you have a
budget of $1,000 per year.' 35
.
The Lorrs were astonished that the NEA records showed that they
had such a tiny operating budget.

They were especially disconcerted

because the size of the operating budget determined whether or not
they were considered eligible for any funds.

Since only eligible

organizations received Requests for Funding Applications, the Lorrs
had been basically denied the opportunity to apply, simply because
the wrong information was in the NEA headquarters.
I said, 'Where did you get that information, and they
answered •.. the American Symphony Orchestra League.' But
the American Symphony Orchestra League had gotten that
information from Hofstra University. So, we went down [to
the NEA headquarters] and we showed them what our work was.
We had a budget in excess of $200,000 at the time, and they
were floored. They could not believe it, and they thought
we were lying!"36
The NEA officials started asking the Lorrs a barrage of
questions, since they seemed unable to grasp the fact that a viable
and thriving local professional orchestra had escaped their notice.
They wanted to know why the NEA had never been notified about the
Orchestra da Camera, and how they had managed to conduct so many schoolbased program efforts without ever being in contact with the NEA.
"The NEA said how come you don't know us, you're doing all of this •••

35 Ralph Lorr, 37.
36Ralph Lorr, 37.
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and you're the only one in the United states with this type of
program! "

37
They promptly went from this first conversation to a conversa-

tion with Walter Anderson, the director of the music program department
of the NEA.

"We talked to the head of the music program and his

assistant, and they ••• told us that ••• it was so late in the year that
they had spent all their money.
about matching money?

[But] Walter Anderson said, "how

Could you raise money?,,38

Certainly, the Lorrs had always been successful at raising
money, but they were unfamiliar with the language of the grantsman,
and taken aback by the amount that Anderson offered, which was $100,000.
This amount was intended to help the Lorrs to create a multi-faceted
performing arts program in residence with the Orchestra da Camera,
in a Long Island public school.

However, the Lorrs could not imagine

how they were to raise $100,000 to match the amount offered.
This problem was really a matter cf communication and
clarification, however.

The grant was for $100,000; Anderson meant

that the NEA would contribute $50,000 and the Lorrs would

raise the

matching $50,000.
It turned out the amount they gave was $100,000 total •••
I thought originally we had to raise $100,000. And you

37Ralph Lorr, 37.
38Ralph Lorr, 37.
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won't believe this, but we raised the $50,000 that year, and
matched it, so we did have the $100,000. 39.
The Lorrs were able to match the money and produce extraordinary
programming, but they chose to refrain from pursuing that type of
funding again.

The pressure to raise the money became a-distraction

that they felt was not cost effective, particularly when given the
fact that there were numerous other grant sources available that could
offer the same dollar amounts without the pressure to raise a specified,
large sum by a given deadline.
Anderson was keenly interested in funding the Orchestra because
it was engaged in education and community entertainment efforts that
were virtually unparalleled in the united States.

Therefore, Anderson

made absolutely certain that the Orchestra da Camera could continue
to thrive and develop without the pressure of matching large sums
of grant monies.

Rather than using the matching fund formula, the

Lorr's Orchestra da Camera was granted the maximum dollar amount possible
under the law.

However, it was still necessary for the Lorrs to match

that first grant; and after that, they never had to convince their
grant source, the NEA, that they had a strong base of support in their
home community of Long Island~O
There is a peculiar twist to the issue of funding that the
Orchestra da Camera was granted by the National Endowment.

As a chamber

orchestra, they did not technically qualify for the funds, under the

39

40

Ralph Lorr, p. 37.
Ralph Lorr, p. 37
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categories that they received them.

In fact, there was no specific

avenue through which a chamber orchestra could seek funding that would
enable it to perform in local communities and in public schools.
We were the first chamber orchestra [in the United states] to
be included with the syrnphonies ••• other orchestras •• ~There
was a definition of a symphony orchestra that we didn't meet,
but they [the NEA] passed it by and they included us with the
symphonies. That's how we became the first chamber orchestra
to receive ••• such a chance ••• 41
The grant from the National Endowment was for a period of
three years, during which time the Orchestra da Camera enjoyed a
successful in-residence program at the Mineola schools.

However,

the National Endowment was not the only source of funding for the
Orchestra during the period of 1969-1974; in addition, the Mineola
school district was not the only school or community to benefit from
the involvement of the Lorrs during this same period.
The additional funding sources that supported the Orchestra
in the'Mineola school district included four other sources:

the Board

of Cooperative Education Services [BOCES]; the State Council on the
Arts; the Recording Industries Music Performance Trust Funds; the
· Ed
'
Joh n D. Rocke f e1 1 er III Fun d Arts ~n
ucat~on
Program. 42

The bulk of the support was for highly specific efforts based
entirely in the Mineola School Distrct.

Specific efforts including

funding for in-service education, an additional helper, the costs

41
42

Ralph Lorr, p. 38.
McMullan, 1971.

96

of production, and so on.

However, the John D. Rockefeller III Fund

Arts in Education Program was significantly different.

The J.D.R.

III fund was designed to stimulate the creation of integrated arts
programs throughout the nation; the Mineola program was one of many
that the J.D.R. III fund supported.

The goal was to create new means

of introducing the arts into the mainstream of a child's overall education,
rather than allowing the arts to be an extracurricular and nonessential
aspect of a youngster's formal education.
The structure of this particular Rockefeller grant permitted
the Lorrs to take the Orchestra to other communities and other schools
where the goal was to offer a host of different types of programs
to stimulate the young people and the evening audiences as well.

The

Orchestra performed in the Hauppauge School District, the Huntington
School District, and other districts around Nassau and Suffolk Counties.
The funding enabled the Orchestra to offer programs that included
collaborations with the Metropolitan Opera Studio, the Arthur Mitchell
Dance Theater of Harlem, as well as professional ballet and jazz performers.
Special scores were written just for the student audiences, and certain
guest conductors were asked to perform, just for the student audiences.
While details of these events will be discussed in a separate section
of this chapter, it was appropriate to indicate here just how much
of an impact this particular funding source, the John D. Rockefeller
III Fund Arts in Education Program, had on the evolution of the Orchestra.
Although the school district was heartily behind the Lorrs
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efforts to bring this enriching and stimulating programming to their
schools, the administration was very clear from the outset--the school
could not offer any financial support.

Therefore, the Lorrs focused

on maintaining a working relationship with their outside funding sources
so that they could remain in-residence in any school distrct that
might want them, regardless of the school district's ability to support
them financially.
The Lorrs encountered a final and serious problem with the
National Endowment when the formulas changed radically; and without
warning, and they found themselves on the wrong end of a power struggle
within the NEA.

The struggle was clearly threatening their ability

to continue to draw funding from this crucial source.

The reason

for this sudden problem was basically that there were increasing numbers
of similarly structured orchestras that were suddenly managing to
be funded.
[During these ea.rly years] the National Endowment of the Arts
had been getting a lot of inquiries about assisting chamber
orchestras, assisting chamber music, and so on. We felt that
their requests for funding had validity, since we began to
get assistance. St. Paul came into existence, Los Angeles was
formed ••• but, you know, [the NEAJ began to cut our programs
to fund these other two orchestras. Then they seemed to say
to themselves, Gee, we're funding three chamber orchestras!
Suddenly, from out of nowhere, the power members of the NEA
threw out all chamber orchestras, and said they weren't
orchestras, so they would not fund them anymore; they wanted
to keep the money for [their own favorite programs].43
The Lorrs were able to surmount these difficulties, with
considerable support from allies in the NEA and in other funding

43
Ralph Lorr, p. 39.
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organizations, and they wisely chose to develop their own network
that would protect their interests in seeking appropriate funding
to continue their remarkable work.

However, a discussion of these

steps that the Lorrs took would carry us too far beyond the years
from 1969 through 1971, when the Lorr's Orchestra was in residence
in the Mineola school district.
The John D. Rockefeller III Fund Arts in Education Program
grant carried the Orchestra da Camera through its performing arts
programs in Mineola and elsewhere, as did the other grants that came
from the sources cited.

The grants enabled the Lorrs to give Mineola,

and other school districts, student workshops in orchestra, and the
incomparable experience of working side by side with professionals.
They gave youngsters the chance to experience first-hand the kind
of entertainment and education that could only come from working with,
and geting to know, professional performing artists who did a wide
variety of things from dancing to conducting.
However, before it was possible for the Lorrs to touch the
lives of the children, it was necessary for them to focus specifically
on the type of in-service education that would foster the entrenchment
of the values that the Lorrs were eager for the children to adopt.
If the Lorrs were unable to teach the teachers how to support the
programs being offered, then the overall efficacy of the Orchestra's
in-residence and guest programs in schools would be diminished.
Since in-service education was a fundamental aspect of the
Lorrs approach to education of school children, and a basic aspect
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of the Lorr's commitment to enhancing the role of the performing arts
in overall curriculum development, it is reasonable to devote a short
sub-section of this chapter to the in-service education approach that
the Lorrs developed during their stay in Mineola.
In-service Education:

Philosophy and Practice.

Flori Lorr

noted that the importance of in-service education could never be underestimated.

Working closely with teachers and administrators accomplished

two goals:

the teachers learned what the Lorrs felt was essential

to communicate to the students, and the teachers were usefully engaged
in helping the Lorrs implement a viable arts-in-education curriculum.

The teachers themselves were involved in devising programs.
We did the in-school service in Mineola, and other places.
Not devising ~rograms] so much as coordinating and
consulting ••• 4
,
In travelling from one school district to the other, the Lorrs
were diligent in educating the teachers.

They involved classroom

teachers, music educators, and adndnistrators as advisors in order
to "develop a closer relationship with the educators.

I thought there

had to be a closer relationship ••• They had to know what we were doing,
and we had to know what they were doing.,~5
It was critical that the Lorrs be able to understand the character
and the qualities of each of the school districts that they

44
Flori Lorr, p. 28.
45

Flori LOrr, p. 28.

100

approached.

They understood that they could not simply offer the

source package of entertainment and music education, and expect that
it be

~bsc.rDed

with any degree of consistency from district to district.

Given this understanding that they had to learn about the
district, and the district had to understand their goals and objectives,
the Lorrs actively maintained consultive relationships with each school
district's personnel.

The personnel would be chosen on two bases:

they would be likely to understand the needs and characteristics of
the school, and they would be pivotal in helping the Lorrs to implement
the program involved.
Consultation was a very important thing. That's the only way
we could operate, by knowing what each had to offer the
other, to find out the needs of the school, and to fulfill the
needs of the school. We had no business to be there if we
couldn't fill the needs of the school. It was a very important
thing. And it was very important to music educators. 46
The key point here is that the Lorrs did not approach the
schools as organizations that could not add to the art education program.
Chauvinism was simply not a problem.

They felt that the educators

in the schools in which they performed had to be an integral part
of the entire program or the program would fall short of its goals.
For example, there were times when the Orchestra da Camera
brought members of its group into the classroom; and programs also
offered special opportunities for guest artists, such as dancers,

46Flori Lorr, p. 28.
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to visit classrooms and talk with students and teachers.

If the teachers

were unreceptive or unclear as to how such a visit could possibly
fit into a content area course, the visit would loose a significant
part of its impact.

An informed and involved teacher would be more

likely to help achieve the basic program goals of creating an interest
in the students for the arts and making "a meaningful connection between
the outside world and the humanities," both for the student and teacher[s]
as well.

47

The Lorrs were very clear about their interest in involving
educators in their efforts to bring the arts into the mainstream education
experience.

Their commitment to the importance of viable in-service

education, and what they referred to as consultation, is yet another
indication that, from the

~eginning,

they were a potent and original

force in the entrenchment of new types of professional performing
arts in Long Island.
It was during the in-residence program at Mineola that the
Lorrs were able to concentrate their efforts on one school district
while bringing their music to schools and communities throughout Long
Island.

It was during this in-residence program that the Lorrs were

able to successfully build in-service education into their overall
approach to bringing the arts into public schools.
The next sub-section of this chapter will focus on the

47 F I or~. Lorr, p. 29 •
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different types of programs that the Orchestra da Camera brought to
the Mineola school district.

Now that the funding and training aspects

of, the in-residence program have been treated, it is appropriate to
discuss the outcome of that funding and training.

It is also necessary

to discuss the types of planning that were necessary to bring the
Lorr's program to the youngsters in the Mineola school district.
Performances and Programs:

In Residence in Mineola.

The

research found that the Lorrs always planned their programs, performances,
and

clas~room-based

activities with the greatest care.

There were

special works that were commissioned especially for the children who
would make up the audiences, and there were concerted efforts to gear
all performances to touch the heart and imagination of the child.
The Orchestra da Camera and the Mineola school district entered
into a contractual relationship, whereby the school district would
house the Orchestra and offer it the office space necessary for the
Orchestra to conduct its general business.

In return, "the Orchestra

da Camera agreed to conduct several concerts and open rehearsals in
the Mineola schools, as well as to hold special clinics for advanced
.

mus~c

students."

48

Part of the program of concerts and rehearsals involved simple

48
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and delightful entertainment, with the entire presentation
geared to the age of the audience.

al~ays.

Certain performances involved

traditional orchestra productions, while others incorporated dance,
narration, jazz and the opera.

Throughout the in-residence program,

the Orchestra da Camera was responsible for delivering five basic
services which were offered in tandem with the performances. 49
These five basic services were:

1]

assistance in integrating

the performing arts into other disciplines, including content area
courses;

2]

assistance in developing instruction programs in such

subjects as music, movement, and creative dynamics;

3]

the introduction

of regular visits to classrooms by artists who were members of the
Orchestra, or artists who were guests of the Orchestra;

4]

help

in providing arts programs geared to special needs of children who
were coping with language barriers, physical handicaps, or extraordinary
talent that might not necessarily be appropriately stimulated under
normal circumstances.

The youngsters benefited from the proximity

to people whose lives were devoted to the pursuit of excellence in
their

c~aft,

and they were able to identify this proximity as a sense

of wonder, importance or simple fact.

"I like orchestras, but lIve

never been right next to one before," commented Alfred Luckas, a seventh
. . payer.
1
50
grad e' b ass v10l1n

49

McMullan, 1971.

50

Starr, 1971.

. ht h
Anoth er boy, Je ff Snedeker, an e1g

104

grade music student who played piano, violin and saxophone, a?d had
made some of his own musical instruments out of cigar boxes, commented
that "I really like this [mingling with the members of the orchestral.
You get to see their techniques and the feeling they put into it.
It t s very

•

•

~nterest~ng.

,,51

Proximity was not only important to the music students, however.
The students who participated in making the costumes and the sets
for the,performances, and the students who were responsible for making
sure that posters were hung, programs were properly printed and distributed,
lighting was managed correctly, and all sorts of other tasks were
executed with an appropriate degree of professionalism, found themselves
drawn into the significance of the event, or performances, or classroom
52
visit.
Personal involvement in the various aspects of the production
53
made even the most skeptical student eager to see the production.
So it became a matter of tradition for the Lorrs to plan
for their Orchestra da Camera to reach its :audience through appropriate
works, even when it became necessary to commission special works designed
particularly to capture the imagination of the child.
is implicit in their record of performances.

Their success

In the second year in

residence at Mineola, [1970-71], the Orchestra da Camera produced
a grand total of 370 in-school programs.

51
52
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53Flori Lorr, p. 28.

These productions included
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elaborate collaborations with the Metropolian Opera studio and Guild,
the Dance Theater of Harlem, and the

Joffr~y

Ballet.

It must be remembered that the Orchestra da Camera remained
active in a host of other school districts and communities while it
planned and implemented programs that honored its contract with the
Mineola school district.

By the final year in Mineola, which was

1973, the 35-piece Orchestra, joined by the II-member Opera da Camera
which came into existence as a result of the in-residence program,
was offering performances in 40 districts around Long Island.

Music

for Long Island now included Orchestra da Camera, the Opera da Camera,
as well as other professional musicians. 54
An article published in the now-defunct Long Island Press

reflects the heightened sense of anticipation and respect that the
community at large, and the press, felt toward each up-coming season
of the Orchestra da Camera.
This coming season is the most exciting so far. It will
introduce two world premieres and three unusual revivals, in
addition to several performances at Carnegie and Alice Tully
Halls. Launching the activities is the premiere work of
Willy Stickland, called 'The Boy Who Hated Music,' written
for orchestra and narrator. A new opera by Al Camrines also
will be given its first performance by the Orchestra da
Camera, working, in this case, with the Metropolitan Opera
Studio. Two operas by Haydn, 'Jupiter's Travels on Earth'
composed for Marionette, Theater, and Vera Costanza, never
before performed in New York, will be given this season?5
In addition to the high level of anticipation reflected in

54
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the article quoted above, there were additional comments in the same
article regarding the nature and the function of yet another schoolbased performance.

"Pergolesi's cornie opera, 'Il Maestro di Musica,'

another rarely performed work, will be produced with costumes and
sets designed by students •• 26
A 1971 bulletin issued by Vivienne Anderson, Director of
the Division of the Humanities and the Arts of the New York state
Education Department, indicated that the 1971-72 season promised an
assortment of multi-variate programs that were different from those
described in the 1973 newspaper article.

In 1971-72, the Orchestra

da Camera
would present chamber orchestra concerts, fully-staged
productions of both grand and chamber opera, ballet and
modern dance concerts, jazz concerts, ethnic dances and
music of Japan, Africa, and the American Indian, plus a
wide range of small, varied ensembles. Many of the programs
will be combined with pre-performance classroom seminars
presented by performing artists. The da Camera Performing
Arts programs will present 700 performances to about
450,000 students and teachers in the Long Island community
during the 1971-72 season. 57
It is self-evident that the Orchestra da Camera continued
to grow, change, thrive, and adapt to its surroundings in resourceful
ways.

The period of in-residence work in Mineola was a golden age

for the Orchestra; and it was able to mature and become firmly grounded
in other districts as well.

It was able to test its metal against

56
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the unique needs of the Mineola school district and the funding constraints that limited the school district's contributions to those
invaluable in-kind service to the orchestra provided by the districts.
The in-residence program in the Mineola School District was
a resounding success by the standards of all those whose task it was
to try to measure success.

58

When the contractual relationship with

that particular school district came to its amicable close, the Lorrs
were able to look back on an exemplary record of achievement.

During

the last two years of their residency in Mineola, they were able to
provide school and communities a total program in the performing
arts.

Their program exceeded many offered in major cities in the

united States, when measured for the level of professionalism, consistency of performance, breadth of audience, and variety of the
programs.
The important contributions that the Orchestra da Camera made
to those engaged in education and the arts touched mrulY who lived
far from Long Island, and many who had never had the opportunity to
actually see the Orchestra da Camera, or any other cooperative performances that the Orchestra offered over the years.
National recognition has come with a bang! Part of the story
lies in the Federal and state grants ••• [But] equally existing
is a relatively new development. What had been accomplished
on Long Island was exciting and satisfying, but, unbeknownst
to all involved, the word got out, and suddenly the demand
has come from allover the United States, for help in
launching community and school programs similar to the
Orchestra da Camera's. How do you get children truly involved?
How do you make the performing arts an integral part of their

58Anderson, Bulletin, 1971-72.
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lives without raising property ~axes? How do you provide
the best professional artists without relying on big names
and outlandish budgets?59 .
As might well be expected, the Lorrs were deeply

satisfi~d

that the music education and performing arts communities around the
country were increasingly inclined to regard their Orchestra as a
prototype that could be examined, adopted, modified, improved, and
implemented in a range of different areas, throughout the nation.
They were both committed to helping any locality develop such a program,
as they announced in their October, 1972 Newsletter, "Beginning this
year, the Orchestra da Camera begins a new chapter in its history-going out into the country and helping other communities to develop
practical, feasible programs.,60
While the Lorrs did not go on the road for a nation-wide
tour of the interested communities, they did make themselves consistently
available to those who were interested in adapting the concept of
an Orchestra da Camera in their own communities.
While the in-residence program became a blue-print for other
in-residence and community school oriented music programs around the
country, the experience was certainly not lost on the Lorrs.

They

used their program philosophies and strategies as blue-print to
approach the unique needs and assets of other communities and school
districts throughout Long Island.

59
F. Lorr, Newsletter:

Orchestra da Camera, October, 1971,

p. 2.

60

Lorr, Newsletter, p. 3.
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The Lorrs emerged from the

Hofs~ra

and the Mineola in-

residence programs with an immeasurably ,enhanced vision of how they
could tangibly affect music education, and professional music in
general, on Long Island and throughout the country.

The Orchestra da

Camera had become one of the nation's single, busiest orchestras,
but it was not the wealthiest or the most prestigious orchestra, by
far.

61
Very simply, it was in demand.
All this activity is possible because Long Island and
the da Camera suit each other ••• marvelously. A sophisticated
suburban audience, accustomed to New York City's best,
has the opportunity of being indued by attending superb
concerts in local auditoriums at modest costs. Less
sophisticated public school students have the opportunity
of enjoying top flight musical experiences that quicken
rather than stifle the fledgling initiates. 62
The Lorrs discovered, during this period, that the size of

their orchestra was uniquely suited to the auditoriums which seated
between 800-1,000 students.

They never allowed the orchestra to

attempt works that were not suitable to the size and proportions of
the orchestra and the auditoriums, and, therefore, the audience was
consistently treated to performances that were rendered in a true and
professional fashion.
In recognition of the unique community and educational service
that the Orchestra da Camera offered Long Island, and in further
recognition of the impact that the Orchestra could have on the
development of future music and performing arts programs, the New

61

--- ,

"Orchestra da Camera Newsletter," October, 1969.

6~'Newsletter'"

1969.
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York State Division Director of the Humanities and the Arts of State
Education, Dr. Vivienne Anderson, designated the da Camera the
"Showcase Orchestra" for the entire state of New York.· This honor
was all the more significant when discussed in terms of the quality
of orchestral performances in New York City.·
Although the award was offered in 1969, the Orchestra da
Camera did not allow itself to stagnate or become rooted in one particular, successful approach to the performances in school or in the
community.

As has been discussed in the preceding pages, the Orchestra

da Camera's work while in residence at Hofstra University and the
Mineola public schools continued to become more innovative, and more
firmly entrenched in the Long Island schools and communities.
With this background of success behind them, the Lorrs took
their showcase Orchestra da Camera and went back to their original
home base in Farmingdale.

They had accomplished what no other pro-

fessional orchestra had done in the country--they had successfully
completed an in-residence program at a public school and had emerged
with their prof~~sionalism and their reputation not only intact, but
enhanced.

They had used the freedom allowed by the JDR III grant

to expand their programming to include dance, jazz, ethnic programs,
and other performance modia as well.

They had used the in-residence

program to improve their orchestra as well as to improve the childrens'
education and the cultural experience of the community.

Before they

left for Farmingdale in 1974, they were able to add a long and happy
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association with the Metropolitan Opera Studio to their growing list
of innovations and accomplishments.
Although the Orchestra da Camera had created its own opera
company in 1969 [the year that it left the in-residence program at
Hofstra and became the focus of increased funding and support in
Mineola], the Orchestra also worked as the accompanying Orchestra
to the Metropolitan Opera Studio.

There was never a time that the

Orchestra da Camera could be identified as a single-function Orchestra.
Neither the press nor the public could predict just what type of program
would emerge from the Orchestra.

The only factor that remained iden-

tifiable was the Orchestra's ability to adapt and change in order
to

meet the needs of widely different audiences.
The involvement with their own opera company and with the

Metropolitan Opera Studio led them to increased involvement with other
programs.
In 1973-74 we were working with the Metropolitan Opera as their
accompanying orchestra for the Metropolitan Opera Studio. We
did performances for all of the guild-sponsored performances
in the schools. The first year that we brought the Metropolitan
Opera Studio out, we performed for them at the Brooklyn
Academy of Music. And in that first year, we did 60 performances together, on Lg~g Island •••• [Plus] we did our own opera
productions, as well.
This involvement with opera activities speaks clearly to
the fact that the Orchestra da Camera was a highly professional, and
highly respected, organization that reached beyond the parameters
of its own professional repertoire, and embraced whatever could be
offered by other performing arts companies that were committed to
63
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excellence, as well.
The next section will be a necessarily short treatment of
the Lorr's interim work between the Mineola residency and the residency
that the Orchestra da Camera acquired in North Babylon. -

This interim

stage, for want of a better term, will be called "Encore in Farmingdale",
since it was Farmingdale that the Lorrs returned to when they left
Mineola.

Although there might have been more that took place during

the brief span of months, there is no record of what took place; and
in this instance, it was necessary to rely exclusively on the memories
of the Lorrs.
ENCORE IN FARMINGDALE
In 1974, the Lorrs had finished their contract with the Mineola
School District.

They had succeeded in meeting the expectations

and surpassing the goals of the grant managers at the JDR III fund,
and they no longer had the pressure of raising matching dollars for
funding.

They had been able to shake off any restrictive involve-

ments of the type that they had experienced in Hofstra, and they were
able to embrace their commitment to the Long Island community with
grace and fervor.
In a 1974 review of the performances that the Orchestra da
Camera produced in its interim period between in-residence programs,
Gabriel Frontier, of the Long Island Press, wrote:
The Orchestra da Camera is a splendid chamber music ensemble
and one of Long Island's greatest musical assets for
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the past 18 years, playe,d a real beauty of a concert last .
Saturday night in the auditorium of :the Weldon Howitt ,Junior
High School, in Farmingdale~ •• Ralph and Flori Lorr, who
gave birth to the chamber orchestra, set the highest
musical standards at the outset. This year the
ensemble will give more than 600 performancesJ (many in-school)
playing for a total audience of some SOO,000P4
.
Naturally, it is not possible to detail here precisely what
the Lorrs chose to organize and arrange for the numerous productions
that they planned and executed that year.

However, it is suitable

to identify just what type of music the Lorrs tended to offer through
their Orchestra.

It is also possible to give an idea of the quality

of work they offered.
In the performances offered in Farmingdale, at the Howitt
Junior High School, one of the conductors was Herbert Grossman whose
career included conducting the NBC TV Opera, the New York City Opera,
the San Francisco Opera, the Baltimore and Pittsburgh orchestras,
numerous other musical productions on television, in the theater,
and in summer theater musical productions of all sorts.

Fontier

identified him as a "no-nonsense conductor who knows every inch of
every score, whose every gesture is immediately and effortlessly understood by his players."

65

The production included a performance of Rossini's La
di Seta overture and Haydn's Trumpet Concerto in E Flat Major.

Scala
The

64G• Fontier, "Ensemble Concert Stuns," Long Island Press
October 28, 1974: p. 28.
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concerto was performed by Robert Haley

~ho

spent three ye.ars Wl. th

the Metropolitan and was a soloist with the West Point Army

~and.

The program also included de Falla's El AIDor Brujo, with Florence
Quivar as the soloist.
soprano at that time.

She was a Metropolitan Opera Studio MezzoThese renditions were followed by a performance

of Wagner's Christmas Day and, finally, a performance of Divertissement
by Ibert.
This selection speaks for the range of types of music, as
well as the quality of music, that the Lorrs insisted upon in their
performances. for the community as well as school audiences.

The reviews

in the press during this time, and throughout their career, reflect
the high quality of their numerous performances.

Local reviewers

were in general agreement that Long Island was fortunate to have the
Orchestra da Camera to call its own.
The entire orchestra caught the sense and spirit of every
work, all through the program. And Grossman is a crack
conductor ••• a musician of high order, with formidable
brains and focused sensitivity. Don't miss future concerts
by the Orchestra da Camera. 66
While the Lorrs were busy in their original town, and in
other school districts and communities throughout Long Island, another
opportunity presented itself to them.

With their performance schedule

growing at a steady rate, the Lorrs were offered the opportunity to
develop an artist-in-residence program in the North Babylon school

66
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district.

They also became involved in the management of

Symphony Orchestra.

~he

Suffolk

In the latter part of 1974, the Lorrs brought

the Orchestra da Camera to the North Babylon School District and developed a mUlti-variate in-residence performance program based on the model
they had established in the Mineola schools.
THE SUFFOLK SYMPHONY ORCHESTRA
AND RALPH AND FLORI LORR
As is the case of every aspect of the history recited by
Ralph Lorr, the story of the involvement with the Suffolk Symphony
Orchestra is a study of political maneuvering, professional jealousy,
and a simple effort to preserve excellence.

It is best to allow Ralph

Lorr's own words to speak of how he became involved with the Suffolk
Symphony, because his own words best convey the sense of frustration
that both Ralph and Flori experienced as they struggled to maintain
excellence and a regular performance schedule despite serious infighting in the local music community.
The second symphony [the first was the Pro Arte] was simply an
unusual involvement. It really didn't have anything to
do with my desire to be management of Suffolk •••• The base
of it was a man named Rosito, who was always intruding in
a heavy-handed manner on the Long Island scene, and since
I felt he was a dangerous man, and besides that, an
idiot, I [got involved]! He didn't know anything about
the music business, and therefore was very dangerous, because
he had power [through the local union]. He went about
contaminating so many people with misinformation that I
just couldn't understand it ..•• He went to the Long Island
Symphony, and arranged,a sweetheart scale for them. [He]
became a member of their board [of directors] ••• but was
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finally advised to get off, [the board] because it was a
conflict of interest ••• 67
When Ralph Lorr speaks of this particular part of his long
career in the performing arts on Long Island, he gets as angry as
-he does when he discussed the lengths to which Rosito went to interfere with the first steps the Lorrs took to create the Orchestra da
Camera in the middle of the 1950's.
Meanwhile, they had this whole arrangement [to manipulate
salaries]. Then, Rosito went to the Suffolk Symphony
and arranged for them to join the union, [with a promise
of] some reward from the Music Performance Trust Fund ••••
He figured that he was going to not only give them scale,
the highest scale, but [he would] put on extra assessments, which are not even in the book, which is completely
illegal, you know. And then, •.• there was another deal .•• Clayton,
who had once conducted the Orchestra da Camera in a series
of concerts ••• [got the okay] to conduct. Clayton cad to
conduct [according to this deal made by Rosito] ••• 8
Ralph and Flori Lorr were concerned that the Suffolk Symphony
was being used as a vehicle to undermine the extensive work that they
had done with the Orchestra da Camera.

They believed that headline

artists were being pulled in to compensate for the fact that the
Symphony was not being managed or marketed sufficiently well for it
to pull in a large enough audience.
,I felt this was a terrible thing that Rosito was doing •••
destroying an orchestra for another orchestra ••• Suffolk

67
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Symphony had a budget of almost $40,000, which would not
be spent on music ... G9
Clearly, Rosito was intent upon becoming the single most
important person in music on Long Island.

He was willing to sacrifice

the quality of the music and the continuity of the performances and
the programs in order to accomplish that egomaniacal goal.

To direct

that amount of money to purposes other than direct music production
seemed to be exploitive and wasteful [as far as Ralph and Flori Lorr
were concerned].

They asked themselves "what the devil was all this

about, you know, what kind of tricks would be ••• next •••• So, •.• my whole
purpose was to make sure that everyone involved [with the Suffolk
Symphony] knew that I would go to the Union and take care of their
affairs properly."

70

It was under tllese circumstances that Ralph and Flori Lorr
became increasingly involved with the personnel management of the
Suffolk symphony.

There was an enormous amount of conflict and dissent

within the Suffolk Symphony in the mid-1970's, and the result was
that the performances suffered.

Since this is not a record of the

Suffolk Symphony, the researcher will make no effort to cover a substantial part of the Suffolk Symphony's political and artistic problems
as they developed over the years.

Suffice to say that in the mid-

1970's the Lorrs became actively involved in trying to bring the Suffolk
Symphony to a level of professionalism and continuity that it had not

Q9
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yet experienced.

As Ralph Lorr noted,

That's how it evolved. I wasn't interested in managing
an orchestra.
Although, we began to gradually think •••
perhaps, if we founded a good orchestra in Suffolk,
we would be able to merge the Orchestra da Camera like
we did at Hofstra, and then leave it [merged] because •••
we didn't want to continue working forever, and we
felt .•• it would work out in Suffolk ..,,1!l
However, just as was the case in Hofstra, the political
realities made such a dream impossible.

Ralph Lorr took the job as

orchestra manager and artistic coordinator for the Suffolk Symphony,
and Flori worked with the artistic coordination and the personnel
management.

As soon as they began to make their presence felt in

the Suffolk Symphony, music reviewers began to take notice.

Bob

Micklin of Newsday reviewed one of the first concerts that the Suffolk
Symphony gave after the Lorrs overcame much of the internal suspicion
and the divisiveness of local music union politics.

In a review of

the Suffolk Symphony's 1975 concert series that was created to feature
a number of different, new guest conductors, Micklin wrote:
Along with Conlon [a 25-year-old prodigy] the orchestra had
a guest soloist--Marilyn Horne, of international operatic
fame.
Surprisingly, there were quite a few empty seats
in the auditorium. Too bad for those who decided not to
attend, for the Suffolk was in fine shape for this concert.
I am told that there has been a certain amount of turnover
among musicians since last year, and that Ralph Lorr, who with
his wife, Flori, runs the Orchestra da Camera organization, has
been handling personnel matters for the Suffolk. Whatever
the reason, the orchestra played extremely well after only

71

Ralph Lorr, 41.

119
three rehearsals with Conlon •••• In fact, the whole orchestra
had a distinctly polished and confident sound ••• 72
The balance of the review covered the high caliber of Miss
Horne's performance and the overall positive nature of

~he

music

At this early point in the history of the Lorr's relation-

selections.

ship with the Suffolk Symphony, they still thought that it might be
possible to create a situation that would be conducive to joining
their own Orchestra da Camera and the Suffolk Symphony.

However, the

outcome of this hope was as disappointing as the outcome of the relationship with the Pro Arte in Hofstra.
The people [with whom the Lorrs remained involved in order
to keep the Suffolk Symphony intact and functioning] tended to feel
that the Lorrs might be interested in achievement for the sake of
achievement rather than in any altruistic pursuit of community and
youth education or music excellence.
It just didn't work out with Suffolk. You [the researcher]
were there as President, and I don't know what you thought.
But I had my own feelings. I felt that there was a large
suspicion there, ••• an uncertainty on the part of the board
and some musicians, and, from my point of view, I could
not see bequeathing the Orchestra da Camera to them when
they couldn't manage their own affairs. 73
From the researcher's involvement at that time, it did seem
that professional jealousy, and general suspiciousness, kept the Board
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of Directors from understanding the professional caliber of the Lorrs
or the potential that might be derived frpm such a merger.

It seemed

that theproblem might have been partially due to the fa,ct that the
board was essentially local, and they tried very hard to take that
quantum leap into the professional standing that would be necessary
for them to make the Suffolk Symphony a truly professional orchestra,
with all of the attendant aspects of consistency, quality of music
choice, and a strong community support.
This was the same problem that plagued the Lorrs when they
ultimately had to do battle with the Board of Directors during the
Hofstra in-residence program.

Once again, they had to face the fact

that the Orchestra da Camera was still the only Long Island-based
orchestra capable of turning Long Island's provincialism into less
of a liability.

The other community orchestras were still burdened

with Boards that did not have the power or the skill to dream a dream
that was large enough or strong enough to push past issues of local
politics and become a competitive and consistently positive voice
in the performing arts on Long Island. 74
Therefore the Orchestra da Camera remained the only Orchestra
on Long Island which effectively served the local population with
style and professionalism that would keep the audiences faithful and
the young people interested.

74
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As was the case

in the Mineola
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in-residence program, the Lorrs were able to carry their Orchestra da
Camera to a new in-residence program that was entirely positive.

Despite

the fact that the Lorrs were unable to overcome the formidable obstacles
placed in their path by various local boards who were more interested
in their own territory than they were in carrying theiroIganization
to new heights of achievement, they were always able to enter a school
and win over the staff, the administration, and the students.
The second public school in-residence program with which
the Orchestra da Camera became involved was in North Babylon.

The

Lorrs were invited to do essentially the same types of things that
they had accomplished in Mineola.

However, in this case they entered

the program with more experience and more personal contacts than they
had had entering the first in-residence engagement.

The following

section will offer a detailed overview of the types of programming
developed by the Lorrs during their stay in the North Babylon School
District.
IN-RESIDENCE IN THE
NORTH BABYLON SCHOOL DISTRICT
The Orchestra da Camera was able to enter into the in-residence
program in the North Babylon schools because of a host of public and
in-school supporters who felt that the impact of the in-residence
program would be immeasurably positive for the community at large,
the young people, and the teachers who would have the opportunity
to integrate the arts into various course offerings.
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There will be no effort to specifically treat the issue of'how
the teachers were approached, or how in-service education was a critical
aspect of the Lorr's overall approach to in-school work.

The reason

for this omission is basically that this researcher covered the Lorr's
philosophy of in-service education fairly exhaustively

~n

the section

covering the in-residence program in Mineola.
Funding Sources
The Lorrs no longer had to struggle to meet matching funds
of one primary supporter in addition to seeking funds from other resources.
The National Endowment for the Arts was generous, as usual, with an
award rate that was consistently at the top of what it was able to
offer.

In addition, grants and financial support came from the Record-

ing Industries Music Performances Trust Funds, the group called
Professionals Teach the Performing Arts, and the Suffolk County Office
of Cultural Affairs.

The dollars from these sources were divided

between the Orchestra da Camera itself and the school so that each
organization was able to support the costs of offering the host of
programs described below.
Student Participation Programs
In order to clearly identify just how specific the in-school
programs became in this second in-residence experience, this section
will be divided further in order to focus on each type of program.

123

Although the programs are essentially .similar to those

off~red

in Mineola,

they were more structured and better defined because of the obvious
fact that the Lorrs had become more experienced.
Total Audience Participation
Total Audience Participation entailed a particularly stimulating
strategy for in'Tolving all of the school's students in the production
and the execution of the performance.

If, for example, the Orchestra

da Camera were to offer an operatic performance or a performance involving
dance, it would be necessary to develop more elaborate student involvement
than would be necessary for the production of a traditional orchestral
production.
Elaborate student involvement could, for example, have included
set design, lighting assistance, preparing the stage for the safety
and well-being of the performers, involving the students in decision.
making processes regarding the creation of costumes, and involving
the students in actually making the costumes.

The key to the successful

participation was, in part, the creation of special works that were
developed exclusively with the goal of student involvement in mind.
liThe Boy Who Hated Music," composed by Willy Strickland in the Mineola
experience, was used for this purpose.

The goal was to reach

and involve young children from Kindergarten through third grade.
Typical program for primary grades include Prokofieff's
masterpiece, 'Peter and the Wolf'. Instead of the usual
narration, the entire musical story is enacted by life-sized
puppets portraying every character of the story. A
specially commissioned work by Willy strickland, 'The Boy
Who Hated Music,' is designed for total audience participation.
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Students sing and use Orff instruments, including the
recorder, triangie,xylophone, hand drum and alto glockenspiel~
A classroom preparation kit was available. 75
On the intermediate level, there was more opportunity for the
students to engage in relatively sophisticated areas, such as set
construction, the creation and manipulation of puppets and marionettes.
This sort of student participation was encouraged in such productions
as Saint-Saen's "Carnival of Animals," produced and staged for, and
in part by, North Babylon students in grades four through six.

It

was believed that the puppets and marionettes would enliven and interpret
the orchestra music.
was available.

A study guide with suggested classroom projects

Student participation in both construction and handling

of the puppetry was incorporated into the program.
Although the children were not given total responsibility
for critical aspects of the performances, they were given important
tasks and they were given the opportunity to become totally involved,
on a personal level, with the creative act of the professional musician.
The pursuit of excellence was not a vicarious or passive experience
in this case; it was an expression of the audience and of the musicians,
and it melded the two groups in a way that could not have been accomplished
without the hands-on, classroom-oriented activities, or the total
audience pqrticipation activities that were offered by the Orchestra
da Camera.

75Leonard Bernstein (Honorary Advisor, Orchestra da Camera)
"The Orchestra and Opera da Camera of New York: A Complete Music
Performing Arts Service," (North Babylon, 1974), p. 4.
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It is appropriate to note that Flori Lorr's commitment to
the creation of new audiences for all
to an even greater extent.

ty.p~s

of music was carried on

Her involvement with classroom teachers

and music educators, and the creation and implementation of classroom
guides assisted in helping children and teachers prepare for a particular
performance.
On the secondary level, the programs were designed and chosen
specifically for their suitability for the audience.

Between 1974

and 1976, the North Babylon School District afforded the Orchestra
da Camera a forum on which to present a delightful set of bicentennial
programs and student workshops.

In every case, the programs and the

workshops were the outcome of the cooperative work between the various
members of the school district's Music Department, the Lorrs, the
musicians, and other performers.
Total audience participation was not the only fundamental
aspect of the Orchestra da Camera's approach to in-residence programs
in the public school.

The audience involvement, before and during

the performance, was basic, but it was just one part of the overall
creative plan to involve children in the apprEciation of fine music.
The next sub-section will cover one aspect of this work that was geared
to a very small, but crucial, part of the school popUlation.

Gifted and Talented Student Musicians

There is no doubt that one of the most critical services
that the Orchestra da Camera could offer aspiring young musicians
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was the chance to perform side by side with musicians who devoted
their professional lives to the pursuit of excellence in their craft.
Gifted instrumental music students were permitted to play
orchestra during performances in schools.

~ith

the

Children were also give.n

the opportunity to solo with the orchestra.
In each case, the children were expected to sit alongside
the pros--and rehearse with the orchestra.

The children reported

a tremendous amount of satisfaction with this opportunity.

It was

not only the music students who were gifted and talented who were
given the chance to work alongside the orchestra members.

Workshops

and other opportunities were available to all students of music in
the district and in other districts where the orchestra visited during
its in-residence stay in North Babylon.

"Da Camera musicians are

available to conduct general workshops with all music students, or
with selected students who would benefit from the enrichment of a
.,,76

more a d vance d works h op seSS10n.

It must be noted here that instrmenta1ists were not tile only
music students who had an opportunity to perform and/or study alongside
the professionals of the Orchestra da Camera.

Students of voice were

also given the chance to sing alone, or in a group, or in full chorus;
they could sing in workshops or in special concerts that were arranged
in order to include and encourage this type of cooperative effort
between various parts of the music departments within the school district.

76 Bernste1n,
.
p. 3 •
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"School choruses may arrange to appear with the orchestra

aft~r

advance

preparation and rehearsal with both the da Camera Orchestra, and the
Director of the da camera.,,?7
Whether or not the YO,ung people were studyi,ng
instruments, the purpose was the same:

~oice

or other

to f,ind "gifted YO,ung artists

of school age, and afford them an opportunity to solo with [or perform
with] the orchestra. ,,78

The outcome of this effort to stimulate

and encourage young musicians is self evident.

"Some of those young

soloists who were with us as students are now in the orchestra as
performers!

They were really fine players."

79

Ralph and Flori Lorr remembered some of the young people
who had been given the opportunity to work with musicians, who had
stayed with their dream, and who had succeeded in the demanding and
highly competitive field of professional music.
Well, let's see. There was Perez, Ernesta, Weisberg, Shapiro,
Larry Smith ••• He's conductor of the San Antonio Symphony.
George Mester is music director of the Aspen Festival. Mauri~e
is conductor of Kansas City. And Mester was with the
80
Louisville Orchestra. They all got their start with us •••
This is a proud tradition.

The in-residence program in North

Babylon found the Lorrs continuing that tradition, both in North Babylon
and in schools and communities throughout Long Island as they took
their Orchestra to visit in Nassau and Suffolk Counties.
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There were different types of artistic media through which
the Orchestra da Camera sought to develop its music appreciation of
their school age audience in North Babylon.

The following subsection

will cover these specific efforts.
Approaches:

In the Classroom

The Orchestra da Camera, and virtually all of the artists
who performed with the Orchestra for the young people, chose to go to
the classrooms of the children to engage them on what was basically
familiar and personal territory.
plised in several ways.

Entering the classroom was accom-

The performers themselves would enter the

classrooms, giving skits, talking with the youngsters, answering questions, and generally humanizing what amounted to the first substantial
experience that these young people might have with professional
performing artists.
Another modality was to offer the teachers preparatory
instructional packages in order to help the teachers prepare the
children for such events as specific audience involvement.

It

wo~ld

also prepare teachers to help their students understand the meaning and
the significance of a particular work of art.
Classroom visits were particularly effective when the children
were to be exposed to performing arts experiences that they felt intimidated by, or were uncertain about.

For example, the Opera da Camera

provided "opera teams which visit [classrooms] to provide an excellent
introduction to programs, and to help prepare students for whom opera

is a new experience.

The opera team includes Opera da Camera cast

members. ,,81
81 Bernstel.n,
.
p. 4 .
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However, these in-class visits were not limited to the Opera
da Camera cast members.

Visits designed to stimulate increased interest

in up-coming performances were arranged by many other artists who
were guests of the Orchestra da Camera.

This list included artists

in ethnic programs, such as the Japanese Ensemble, in which a demonstration
of Japanese Koto music was given by a master performer, Fusako Yoshida.
The Japanese group collaborated with the Orchestra da Camera directors
in order to produce a classroom guide about the making of a Koto.
There was a program developed around the theme of a Mexican Fiesta
where the classroom based preparatiansincluded pre-planned methods
by which the students could create props for the production.

"songs

are made available in advance, to allow total involvement and participation.
Selected students are involved in the dance."

82

It is evident that, in the case of the Mexican Fiesta program,
the children were given the opportunity to participate at whatever
level was suitable for them.

They could participate ahead of time,

in the classroom; through building or singing or they could add to
the experience by seeking to be part of the professional production
itself.
Similar programs were made available such as the Afro-American
Rhythms and Dance Ensemble, a Chinese Ensemble which presented a program
based on songs, dances, and various musical instruments, and an African

82

.

Bernste~n,

p. 6.
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Tribal Dance Ensemble.
Clearly~

the in-class preparatory programs helped the youngsters

adjust to the new subject matter and to integrate the arts experience
as part of their overall growing experience, rather than as an isolated
moment in their lives.

In-class preparation was also planned and

executed by the performers involved in the program saluting the
nation's bicentennial birthday.
A program of song, music, dance, and speech savoring the early
days of America. Central to the program is a series of
dramatic readings of the worlds of patriots, observers and
leaders. Music and song correlate these readings as well as
some examples of dance. School chorus participation is
optional. The program is available in two forms: small
orchestra and singers for elementary schools, or larger
orchestra and voice section, for secondary schools. 83
Jazz concerts were present first through in-class discussions
and visits from the artists themselves. The Jazz concerts included
a program covering roots of American music, a program presenting AfroAmerican Rhythm, as noted above, and a program celebrating American
rags and dances.
In the case of the roots of American Music, the Orchestra
da Camera was able to host a program that traced the history of Dixieland music from the end of the civil War to the present.

The in-

class work in preparation for this performance could be integrated into
a range of different humanities content areas, as well as those subjects pertaining specifically to the performing arts. This performance
included readings by a narrator, visuals, and a small group of Dixieland

83 Bernste1n,
.
p. 10 •
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musicians.
In the case of the Afro-American Rhythm presentation, there
were additional opportunities

fo~

discussion, for artistic expression,

and for an essentially humanizing experience as the

youn~sters

in

the classroom learned more about the art of a group of people who
were profoundly exploited and who remain deeply damaged by historal
persecution.

This particular sort of discussion material was raised

by this program because it dealt with how "African rhythms brought
over by black slaves to the United States, the West Indies and South
.
.
1 an d d r1v1ng
..
f orce 1n
. Amer1can
.
. •.,84
Amer1ca
became an 1ntegra
mUS1C

Following the logical progression offered by the Roots of
American Music, and the Afro Rhythm programs, respectively, the American
Rags and Dances program was a natural outgrowth, giving the students
the chance to consider the evolution of the black impact on American
music.

"Famous rags by Scott Joplin, and other American composers

played by a Ragtime Ensemble featuring two solo dancers.,,8S
The in-class discussions, projects, participation in the
preparation and execution of performances, and other modalities that
helped the children to become more personally involved with the programs
offered had the dual effect of pleasing the children and teaching
the Lorrs just what was appropriate for a given target population.

84 Berns t 61n,
.
p. 10 •
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F. Lorr, "The Orchestra da Camera of New York," 1978:
Newsletter, Orchestra da Camera, p. 1.
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Making its home in a suburban public high school in North
Babylon, New York, the da Camera continues the pioneer work
it started 23 years ago by constantly refining its formula
for meaningful programs in the public' schools. As' the 'inresidence' performing arts.oranization in a public school
district, the orchestra is quickly able to assess the impact
of its performances and remains in touch with the ?ttitudes
of today's ever-changing school population. North Babylon
students get the valuable experience of watching the give
and take of orchestra rehearsals, or observing the birth
pangs of a new opera production. This constant feedback
from students, plus regular contact with music educators
and performing arts coordinators, enables the orchestra to
devise in-school programs that achieve a high level of
acceptance by their aUdience. 86
It is the profound conviction of Ralph and Flori Lorr that
the level of audience acceptance is largely due to the careful preparation
of the students before the productions.

In-class preparation is a

basic part of that high level of audience acceptance that is enjoyed
by both the Orchestra and Opera da Camera.

It is not specifically

relevant whether the prepaIationtakes the form on in-class skits,
teacher-led discussion, personal involvement in building the sets
or making the costumes, or any other modality.

Although it may be

possible to measure the specific degrees to which the modalities are
comparatively effective, this study does not pretend to be able to
conduct or estimate such a measurement.

Neither do the Lorrs seek

to stress one type of music integration format over another.

Their

point was that they wanted their audiences to gain a greater appreciation
for music through advanced classroom preparation and the opportunity

86

F. Lorr, "The Orchestra da Camera of New York," 1978:
Newsletter, Orchestra da Camera, p. 1.

133

to participate in the production, to whatever extent was appropriate.
, However, the in-residence program at the North Babylon schools
did not stop at the classroom and day-time performanc'e leve1.

There

were fully-staged productions offered to the local community in the
evening, and the following section will focus on those performances.
In the Evening
During the 1974 concert series, the Orchestra da Camera
continued its tradition of excellence, as Bob Micklin of Newsday pointed
out in his review of the Orchestra da Camera's evening performances.
"After years of quality service to Long Island music, the orchestra
is now in residence in the North Babylon school district.

Saturday

night, the da Camera presented the first of three concerts at the
local high school, in cooperation with the North Babylon Cultural
Arts committee. IIS7
The particular program being previewed in this case included
a substantial performance by the New York Dance Collective which performed both with and without the accompaniment of the Orchestra da Camera.
The Collective received a positive reaction from Mick1in, and the
Orchestra da Camera received its customary kudos.

"Flutist Susan

Palma played well in the following Flute Concerto of Vivaldi.
good tone and technique were complemented by the skill of the

87,
4 p.
Mick l'~n, 1 97,

78.

Her
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Orchestra, while [Herbert] Grossman [the conductor] seemed to have
a clear conception of what he desired from the score."

88

It is evident that the Orchestra da Camera was continuing
to satisfy the expectations of the adult audiences as well as the
youthful audiences that it was serving in the daylight hours.

As

Micklin noted in the same 1974 review, "There's a temptation to say
that the Orchestra da Camera, now 18 years old, has corne of age.
a temptation, but one that's far too easy.

Its

The truth is that the

Orchestra da Camera has always been a precocious child, the product
of a lot of love and devotion--not to mention hard work--by founders
Ralph and

.

Flor~

Lorr."

89

The Orchestra da Camera remained in the North Babylon School
District through the 1978-79 school year.

The association between

the district and the Orchestra strengthened and developed over the
years, unlike the original in-residence situation at Hofstra.

In

order to give the reader an impression of the types of works the
Orchestra continued to perform throughout its stay in North Babylon,
it is appropriate to cite Flori Lorr's notes on the continuing and
previous performance schedules:

88

Micklin, 1974. p.

78 •

89.
.
1 974. p.
. Mickl~n,

78 •
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The total range of in-school programs the da Camera
offers includes orchestra concerts, full productions
of opera, Jazz program (including a particularly" .
popular program on Early Jazz by ~egendary trombonist,
Benny Morton), and even Electronic Music •••• In the
coming season (1978-79), two separate series are in
the offing:" soloists Mischa Dichter and Robert Mann,
along with his gifted son, Nicholas, will join conductor
Gerard Schwarz in Saturday evenings of Classical and
Early Romantic music; a second series will join pianist
David Golub with the fast-rising conducting star, James
Vonlon, in a group of All-Mozart programs. Gerard
Schwarz will again conduct when the orchestra tours
later in the season with Jean-Pierre Rampal. During
recent years, the da Camera has added full productions
of opera to its evening series. Menotti's Amahl and the
Night Visitors will highlight the Christmas season, and
a spring production of I Pagliacci is underway.90
The above discussion of the types of evening concerts that
the Lorrs had offered throughout their in-residence stay in North
Babylon indicates that the Orchestra continued to grow and to
reinforce its reputation as a purveyor of the finest music and
the finest musicians on Long Island.
Summary:

The North Babylon Years
As Flori Lorr pointed out in her review of this particular

era, from the vantage point of 1978 1
There may be another independent orchestra in the United
States that can match the thirty-five member Orchestra
da Camera's 23 years of continuous success, but we doubt

90

Lorr, 1978-79, p. 1.
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if you'll find another orchestra whose regular activities
include such diverse programs as complete performances of
operas, traditional Jazz, and new works commissioned
just for performance 'in school.' By combining series
of chamber music concerts to a varied package of
adventurous Arts-in-Education programs, the orchestra
packs over 300 performances into a busy 9-month season and
reaches a combined audience of more than 200,000 youngsters
and concert-going-adults. 9l
This is an admirable record for the Lorrs and for the remarkable
musicians of the Orchestra and Opera da Camera who have incorporated
the Lorr's commitment to young people and communities.

However, it

is not a simple task to effectively translate one's own fervor and
intentions to a large group of any people and expect them to carry
out your intentions to the letter:

The Lorrs have been able to

accomplish this task with style and with a high level of visibility.
Local and state funding, education organizations, and art organizations have been drawn to the Lorrs because they have never relinquished
their deeply-held belief that excellence, and cooperative efforts
with schools, were the keys to holding and creating audiences and
music.
There is some question, however, as to whether the Lorr's
program can be duplicated effectively or whether it is a product that
only the Lorrs are capable of managing.

91

Lorr, 1978-79, p. 1.
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to the relevant issue of whether or not the Orchestra da Camera is
a blue-print for other orchestras nationwide or whether it is a lovely
and rare gem that is unlikely to be duplicated in any setting.

Indeed,

if that uniqueness is true, then the question must become even more
specific:

how long could the Orchestra da Camera endure without the

inspiring leadership of the Lorrs?
The most recent accomplishments of the Lorrs and a treatment
of the above questions will be included in the final chapter of this
oral history.

In addition, the final chapter will cover the crucial

questions of logistics that must be raised if and where other groups
seek to duplicate or approximate the Orchestra da Camera's remarkable
success and endurance since 1955.

Chapter V
SUMMARY AND CONCLUSIONS
This document has presented an oral history of an orchestra that
has heretofore been neglected in the literature.

The writel" s purpose

in collecting and analyzing this information has been to record in
a permanent sense the remarkable achievements of the Lorrs so that
their record is not lost to posterity.

Because the writer has had the

pleasure of working with these energetic artists in numerous projects
and programs throughout Long Island, objectivity '-Tas identified
as a prerequisite to effectively deliver a substantive oral history
of a particular group or individual; in fact, this writer credits
his personal invo1ven\ent with the Lorrs as

th~

most essential motivating

force that stimulated this study.
The bulk of this chapter will focus on the degree to which
the Lorr's programming approach could be duplicated in other
communities.

This discussion will lead to a further discussion of

whether or not the Orchestra da Camera will be able to survive the
Lorr's personal full-time involvement, which is a crucial question
in and of itself.
The years that will be covered in this section will be 1979
to the present, since the Lorrs have not moved into any other inschool residence program since arriving at North Babylon.

The per-

formances and the guest appearances of new and established talents
138

139

continued as did the in-school concerts.

In addition, the Lorrs

became more involved with the organizations that might spawn programs
that reflect their interest in public school arts-in-education, and
in the importance of bringing professional music to areas beyond the
central metropolitan areas that enjoy continuous professional
performances.
It should be noted that Ralph Lorr became the president of
the Chamber Orchestras of America in 1978.

This organization was

created by none other than Flori Lorr who felt that it was necessary
and appropriate to create the Chamber Orchestras of America as a
division of the American Symphony Orchestras League.
Ultimately, in the early part of 1980, the Suffolk Symphony
and the Long Island Symphony did merge with the Long Island Philharmonic,
once the specific problems of sharing funding sources and managing
Boards of Directors were successfully addressed.

The Long Island

Philharmonic came under the direction of Christopher Keen.

However,

the Orchestra da Camera remained a distinct entity in its work with
the schools and with specific community groups.

Therefore, it remains

appropriate to specifically address the nature, function, and potential
role of the Orchestra da Camera as a separate entity.
An attempt will be made to identify the range of activities

in which the Lorrs were engaged during the later years of their North
Babylon association.
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The Lorrs: An Update
Between 1978 and 1981·, Flori Lorr dElveloped

an~

presented

a total of 30 different "Professionals Teach the Performing Arts"
programs.

She and her husband were able to retain considerable

credibility with their teacher-classes, since they did not approach
the teachers in a superior or offensive fashion, and since they had
been designated as a "Showcase Orchestra" by the Division of the
Humanities and the Arts in the New York State Education Department.
Their champion in this citation was Dr. Vivienne Anderson.
In addition, as was noted above, Flori Lorr organized Chamber
Orchestras of America, as a division of the American Symphony Orchestras
League.
The purpose of organizing this division of the larger group
was basically to address the special needs and potential of the
smaller orchestral organizations that existed around the nation.

The

Lorrs felt that it was timely to become advocates for specific, special
treatment of the smaller orchestra, in their overall efforts to bring
orchestras and other performing art groups in touch with larger numbers
of people throughout the nation.
Although this information was gleaned during a discussion
with the Lorrs, there is no specific record of this discussion, since
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there was no tape or transcription.
page number to cite.

~here

Therefore, there is no specific

is'simply the record of the researcher's

notes.
As noted earlier, Flori Lorr and Ralph Lorr were met with
much positive feedback by the members of the newly-former Chamber
Orchestras of America, and Ralph Lorr was designated President of
the organization.
In addition to this type of work, the Lorrs continued their
separate and dual contributions to the strength and purpose of the
arts-in-education movement, and the force of professional music in
and of itself.

They were members of the Nassau and Suffolk chapters

of the New York State Conference of American Music Educators, and
Flori Lorr was listed in the Who's Who in American Women, as well as the
Who's Who in Women in the World.

She was listed in Who's Who in Music,

International Edition, and Ralph Lorr was also listed in that same
International Edition of Who's Who in Music.
The Lorrs retain their ability to perceive their key role as
local forces in music, and their important role as innovators in education techniques that might be duplicated or adapted on a nationa.l or
international level.

Their

approach is consistently geared to whatever

the task and audience might be.

Perhaps this indefinable quality that

helped them approach each unique situation with equal emphasis on the
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pursuit of fine art, and the importance of art as a part of the overall
cultural and social experience, helped the Lorrs to persevere.
A more detailed examination of what makes the Lorrs successful
in the community arena, where many others have been unable to begin,
much less endure, follows this section.

The purpose of an investigation

of the special qualities of the Lorrs is basic to establishing what
aspects of their work are unique to them, and what aspects could possibly be duplicated or adapted in other communities in the U.s., and/or
abroad.
An Interview with

catherine French
Catherine French, the Executive Vice President of the American
Symphony Orchestra League, agreed to an interview with this researcher
in order to contribute her own insights into the power and the potential of the Lorr's contribution to music, as that contribution has
manifested itself in the on-going success of the Orchestra da Camera.
The interview was designed to focus on three basic points:
1] the relative importance of the professional performing artist in
the public schools; 2] the interaction between professional musicians
and professional music educators; and 3] the practicality and possibility
of duplicating or adapting the Lorr's program approach in other places
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nationwide or outside of the united States.

In order to suitably.

address this third issue, Catherine French spoke frankly

~egarding

her impression of the Lorrs, and her sense of how their "own personal
involvement impacts

o~

the overall potential for the Orchestra da

Camera to succeed and endure.
The Professional Performing Artist in the Public Schools.

The

role of the professional performing artist in the public schools is,
basically, a matter of the combined effect of logistics and philosophy,
according to Catherine French.

There is the logistical issue of

availability of the artist during the day, when the children are in
school; and there is the issue of philosophy.

The philosophical

question is clear: do musicians and other performing artists have
an obligation to interact with the population that will comprise
the future society of adults, and which will, secondarily, comprise
the potential audience of the future.
-In addressing the issue of logistics, Ms. French felt
that it is simply a matter of location.

In those cases where

there are musicians who can support themselves through freelance work
or through regular evening work, it is possible for the musicians
to occasionally enter the classroom, and work in conjunction
with the teacher in order to help achieve an educational goal that

144

is shared by the teacher[s], the musician, and, hopefully, by the
student[s].l
When asked just who should be responsible for bringing the
professional arts to the schools; the researcher asked Ms. French
if she felt that the professional musician was responsible to educate
audiences, and young audiences, or if it was the professional musicians'
job to perform and not seek to educate beyond that single medium of
performance.

Ms. French responded as follows:

I think that the professional musician has some
responsibility in the field of education. I think that
professional musicians have taken that responsibility
seriously, by and large •••• Obviously, not everybody
is cut out to •.• [be involved directly in the classroom,
with teachers or students] •••• I feel I am personally
responsible, to some extent, for the general education
of young people. I think we all are. However, we get
bogged down alot, and you know, who is supposed to do
it? And that's why it does not get done •••• Frankly, I
think that if the volunteer group, the boards, and the
guilds of the orchestras, and the dance companies and
the opera companies and museums got together with the
school boards and the educators, and put pressure on
school boards and communities to make [arts-in-education]
happen, they would happen. 2
This commentary in the interview was followed by a brief
discussion of the

~ew

York State Education Department's four-phase

program that has been suggested and advocated by Education Commissioner
Ambach, which includes a one-fourth emphasis on the arts on public

1statement by Catherine French, Executive Vice President of" the
American Symphony Orchestra League, in a personal interview, on
December 12, 1982.
2French, 12.
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school education.

This emphasis involves community

~etworkihg,

pressure for local funding, and community interaction with local and
guest professional musicians.
However, it would take a political neophyte to believe that
any such large-scale cooperative effort would not entail an overwhelming number of personality conflicts, competitions for funding,
and much in-fighting that was typical of many of the experiences the
Lorrs encountered in their efforts to bring fine music to Long Island.
There is no doubt that school boards are primarily elected groups
that are not necessarily of one voice; guilds, orchestras, community
groups of volunteers, and various arts organizations have their own
hidden agendas and in-house considerations.

This fact of life is

vividly illustrated in the story of Ralph and Flori Lorr, as they
negotiated their way through obstacles placed in their way by local
individuals who were threatened by their ability to succeed where
others had experienced relative failure.
The logistical aspects are not simply a matter of schedules
or personal conflicts.
compensation.

There is the logistical matter of financial

In the case where the professional musician can receive

more suitable compensation for simply performing, he or she might
be reluctant to take the considerable time and energy necessary to
offer a significant personal contribution to education programs above
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and beyond the act of performing itself •.
These practical and philosophical considerations must be taken
into account in any inquiry into. the appropriate role

ox

the profes-

sional musician in overall efforts to integrate the arts into the
public schools, on any or all grade levels.

since the Lorr's work

involved young people in all grades, as well as the community at
large, it is necessary to consider the role of the professional musician
in all levels of public education.

In this interview, Ms. French

agreed that the considerations discussed here are relevant to the
issue of the professional performing artist's role in all levels of
public school education, including the general education of
elementary school students or the music education of high school seniors
who plan to become professional musicians.
Orchestra da Camera:

Can the Success Be Duplicated?

This

question is even more complex than the issue of the logistical or
philosophical reasons why the professional musician could or could
not become involved in the public school eduoation system on a parttime or full-time basis.

The success of the Orchestra da Camera

is due in part to the indomitable spirit of the Lorrs, and in part
to the peculiar geographical and transportation characteristics of
the area that work both for and against the involvement of the

147

professional musical group in the local 'communities and schools.
The researcher asked Ms. French specifically ,if

~he

Orchestra's

work could be duplicated, in the event that all other conditions could
be faced, and all financial, geographical, and political problems
could be resolved.

Her answer was:

[Ralph and Flori Lorr] have proven that it can be
successful •••• One always has to remember that people
of that level of energy and determination and
dedication are rare. In fact, if there were more
Ralph and Flori Lorrs around this country, we would
not have such a deplorable state of music education.
They certainly have set an example that can be
followed ••• [The question is] can we find people with
the missionary zeal that they have to go out and make
it happen? Flori Lorr wills a lot to happen •.. 3
As French gave credence to the undeniable fact that the Lorr's
unimpeachable dignity, integrity, and professionalism [combined with
dedication] carried them to their unprecedented achievements, she
also points out that these fine people have helped the rest of the '
educational, music, and general communities see that the seemingly
impossible is indeed within reach and has been achieved under often
untenable conditions.
It is always ~5eful for orchestras to know that
[and how] other organizations have been successful
in certain areas. For example l we did an article
on the forming of a chamber orchestra; we also
had. quite a few examples of what [the Lorrs] were
doing, and it was in a magazine a few years ago.
It's always useful ••• 4

3

4

French, 11.
French, 11.
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It is possible to argue' that achievement, and the communication
about that achievement, can mobilize other communities and individuals
to attempt the same sort of community and ,school-based professional
music presentations and programs that the Lorrs have succeeded in
offering.
There were several orchestras involved in just such efforts at
this time, according to Ms. French.

These groups can be divided into

those that have chamber organizations that service local communities
and those that have either large or small performing arts programs
that are regularly involved in local public schools.
There are
regional orchestras that have dealt
with core orchestra, chamber orchestra, as a core
orchestra ••• they do chamber repertory, but ••• their
real purpose is to serve as a core for the full
orchestra .••• It is seen as a way of bringing
the full-time employment and bridging the gap
of that period of growth. 5
There are organizations that mayor may not have chamber
orchestras within the larger orchestra, but they do become involved
with music outreach programs into the local public schools.

French

discussed these efforts in fairly general terms, because most of the
efforts are not continuous, as in the case of the Orchestra da Camera.
However, she was able to cite a few programs that seem to have the
ability to endure.

5

French, 12.

French detailed the necessary steps to a viable
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education outreach program.

The effort necessary to work effectively

with the schools is complex and demanding, by definition.
First of all, there is preparatory work done; materials are
sent to the schools. There is the classroom-teacher
preparation; there is an effo.rt to make more than just the
annual appearance by the orchestra in the school [whereby
they drag the kids to the orchestra hall]. There are
demonstrations, and there are efforts to make the musicians
in the orchestra relate on a different level with the kids,
so that it's clear that they are people, too. There is much
more in school work in ensemble. There are many more ensemble
concerts, and things like that make more of a total approach,
because you have an education director in the orchestra.
For example, the Chicago Syrnphony ••• where.Evelyn Minee is
the education and community service coordinator ••• books
ensemble work in the school, separate and apart ••• from the
regular orchestra contract. 6
In the above-described circumstance, all of the musicians
involved are volunteering for the work; they are paid above and beyond
their regular salaries, and their personal interest in this work seems
to make them more amenable

to adjusting to the special rigors of

outreach in the public school atmosphere.

Since "most of the major

orchestras in the united states have educational directors," that
means that approximatley 30 orchestras employ people whose work is
primarily the outreach and education programming in the public schools,
nationwide.
Therefore, it can be said that on the positive side, there
are increasing numbers of school districts benefiting from the talent
and the energy of nearby major orchestras.

6

French, 5.

However, much of the
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efficacy of the outreach into the public schools depends upon the
skill and the cooperation of ,the local music teachers and the other
teachers, as well.

It 'is evident from this treatment of the Orchestra

da Camera's history in the public schools that the young people benefitted
from the teachers' ability and willingness to integrate various aspects
of the performing arts into the overall education programs.

Shop

teachers, horne economics teachers, business teachers, social studies
and language teachers, etc., were all able to incorporate the program
into the subject area without ever experiencing a loss of quality
instruction time.

The music teachers were naturally most involved

in the actual production of much of the work, particularly when the
gifted and talented youngsters were involved in performing or when
the entire school was involved in total audience participation.
This type of professional cooperation is not always characteristic
of the reception with which the professional musician is greeted when
entering a school district. This problem of lack of communication
between professional musicians and professional teachers of music
will be treated in the following sub-section since Catherine French
considered this to be a significant obstacle to effective outreach
and arts-in-education programming.
Conflict and Cooperation:

The Musician and the

Teacher~

This relationship between teacher and professional musician
can be one of the most moving and effective bonds possible in the
education system, or it can be a battleground where everything is
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discussed except what will benefit the young people the most.

In

the latter case, the issue is usually one of professional jealousy,
territoriality, and ignorance on both parts.

In the cases where the

relationship is positive and effective, the people doing the outreach
into the schools have also taught music and feel an affinity for the
teaching craft.

They feel empathy for the teacher and never mistake

the role of the professional musician as identical or superior to
that of the teacher.
I think that historically, there has been a sense of 'us'
and 'them' with the music teachers and performing musicians,
and that the performance institutions ••• have always regarded
the music educators with a bit of sk~pticism, maybe ..• and
the same has been true in the music educator's attitude toward
performing musicians, whether they know about education or
not. As quality improves in both cases, and the standards
have certainly improved in school music where the programs
are generally written programs ••• [the relationship is a little
easier ••• ]7
However, in those cases where the relationship has come along
with a reasonable amount of cooperation and mutual respect, it seems
that the students do benefit in terms of their knowledge and appreciation
for the music, and in terms of their improved understanding of the
fact that music is an integral part of the human experience not a
separate subject to be addressed in one place, if at all.
With this positive relationship between the music educator
and the professional musician, it is necessary to keep in mind that
excellence and professionalism is critical.

7

French, 6.

Also, it is necessary
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for the professional and the music educator to understand that preand post- classroom-based work makes for a more intelligent, informed,
and willing audience.

Furthermore, it seems that the attitude of

the outreach person in the orchestra's employ is the key

~o

the outcome

of any contract.
Cathy Butera is the Education Director in Pittsburgh. She's
terrific. She's out of the public schools, and she's one
of them, as opposed to being an outsider; she has a real
sense about the need of the classroom teacher and the need
of the music teacher, because you're dealing with both, obviously.
And the kinds of materials that they need in order to prepare
[are easier to develop when the education director understands
the public school system]. 8
Clearly, when the education outreach person is able to understand
the limitations and the assets of the school environment and is able
to essentially speak the same professional language as the music educator,
it is possible to offer the school district a more viable, comprehensive
package of useful education materials and age-appropriate, environmentappropriate performances.

9

It is evident here that Ms. French is of the strong opinion
that mutual cooperation between the professional musician and the
music educator benefits the students, and therefore benefits the very
future of music, itself.

The problem of professional jealousy

~nd

hostility must be addressed because it interferes with the potential
for audiences to grow and to become educated about the beauty and

8
9

French, 8.

French, 4.
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the importance of many different types of music.

The legacy of the

Orchestra da Camera speaks eloquently to the fact that young people,
adult community members, music educators, teachers of different subjects,
professional musicians, and different boards of different organizations
can decide that they will not allow their differences to interfere
with the overall goal, which is to bring music to life as often as
possible.

However, how much of this dynamic relationship is dependent

upon the personalities of the people involved, and how much of it
is the appeal of the goal itself?
CONCLUSION
This history of the Orchestra da Camera has brought this writer
to the following set of conclusions:
1.

The energy, vision, and talent of the community organization

person is indispendable if professional musicians are to win their
rightful places in the public school systems.
2.

The individual's familiarity with both professional music

making and the art of teaching music impact directly on the degree
to which the program will be able to survive the political problems
that are bound to arise.
3.

The locality's proximity to professional music centers

is basic to the success or failure of the program efforts.

If the

locality is close enough to a metropolitan center, it is more likely
that the professional music organization will be able to draw fine
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talent.

If the organization is diligent about exploiting its

contracts and is meticulous in its selection and execution of
musical performances, this assumption can be made that the organization will be able to support full-time employees who can devote
time and energy to school-based programming.
All of these conclusions are based on this researcher's
study of the evolution and entrenchment of the orchestra da Camera.
This study could not have taken place without the discussion of
the Lorrs, to whom, it is believed, the entire community of Long
Island owes a debt of gratitude for bringing countless adults and
young people the joy of professional music.
It is not possible to determine at this point just what
the future of the Orchestra da Camera shall be.

Perhaps the

Orchestra will survive even when the Lorrs decide that making music
on Long Island is just too demanding for them to manage on a full
time basis.

It is feared that the Orchestra will not be able

to withstand the reduced involvement of the Lorrs, but. this is not
in any wayan effort to undermine the importance of the Lorr's
accomplishment in the many and farflung communities around Long
Island.

We have been fortunate to benefit from their example;

perhaps this history could help another group, at another time,
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become involved in bringing professional performing arts to young
people in schools and to communities at large.

APPENDIX I
Organizations that have Collaborated
with
ORCHESTRA DA CAMERA
Metropolitan Opera Studio (5 years)
Metropolitan Opera Ballet
New York City Ballet
New York City Student Ballet
Suki Schorer Ballet
Arthur Mitchell Harlem Dance Theatre
Joffrey Ballet II
New York City Opera Company
The Orchestra Da Camera Opera Company
Mime - Tony Montonaro and Mina & Moni Yakim
Nicolo Marionettes
Poko Puppets
Solaris Dance Company
Chris & Maureen Dance Company
Artist - Robert Carter
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APPENDIX II
ORCHESTRA DA CAMERA
Conductors
I.

Christian Badea

2/28/76 - 4/23/77

2.

Arthur Bloom

4/11/73

3.

Thomas Booth

4/20/75 - 6/1/75

4.

Antonia Brico

10/25/75

5.

Sylvia Caduff

2/22/68

6.

James Conlon

5/8/75 - 2/28/82

7.

Jonathan Dudley

2/15/73 - 11/17/73

8.

Michael Feldman

11/14/73 - 5/21/74

9.

Adrian Gnam

6/20/80

10.

Charles Gause

1/21/67 - 5/4/74

1I.

Herbert Grossman

4/8/70 - 12/14/78

12.

Leon Hyman

1/22/71

13.

Jesse Levine

12/6/81 - 9/24/82

14.

George Mester

3}9/75 - 5/22/78

15.

Milton Rosenstock

7/31/68

16.

Michael Rudiakov

12/10/78 - 12/11}79

17.

John Ryan

11/10/70 - 3/6/71

18.

Gerard Schwarz

11/26/77 - 4/26/80
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ORCHESTRA DA CAMERA - Conductors (continued)
19.

Jose Serebrier

Fall, :1971

20.

Howard Shanet

1/31/76

2l.

Lawrence L. Smith

12/11/65 - 2/28/70

22.

Ignace Strasfoge1

4/2,3/66

23.

William Strickland

6/5/76 - 3/18/78

24.

Albert Tepper

1/12/67

25.

Arthur Weisberg

8/27/65 - 2/2/80

26.

Clayton Westerman

11/8/67

27.

Richard Woitach

11/10/70 - 2/4/71

APPENDIX III
ORCHESTRA DA CAMERA
Soloists

Violin:
Anahid Aj ernian

Nicholas Mann

Christian Badea

Robert Mann

Jean Eley

Matthew Raimondi

Karen Eley

Alvin Rogers

Lewis Eley

Gino Sambuco

Ruben Gonzalez

Roland Vamos

Mark Kaplan

Vladimir Weisman

Piano:
Dickran Atamian

Edith Kraft

Turing Bram

Samuel Lipman

Zita Carno

Mario Miranda

Misha Dichter

Kun-Woo Paik

. Karl Engel

Jeffrey Palmer

Till Engel

Lalan Parrott

Jonathan Feldman

Andre Schub

David Golub

Suzanne Shader

Raymond Harvey

Etsuko Tazaki

Young Uck-Kim

Elizabeth Wright
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ORCHESTRA DA CAMERA - Soloists (continued)
Viola:
Jean Dane

Robert Mann

Cello:
--Warren Lash
Oboe:
Livio Caroli

Henry Schuman

Adrian Gnam

Joel Tinun

Gerard Reuter
Flute:
Ruth Freeman

Robert Stallman

Clarinet:
Larry Guy
French Horn:
Robin Graham

William Hamilton

Arthur Goldstein

Julie Landsman

Bassoon:
Lauren Goldstein

Ralph Lorr

Piccolo:
Laura Conwesser

Florence Nelson
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ORCHESTRA DA CAMERA - Soloists (continued)
Trmnpet:
Jay D. Brower

Carole Reinhart

Robert Haley

Barbara Sauer

Trombone:
Erwin Price
Violoncello:
Ronald Feldman

Michael Rudiakov

Contra Bass:
David Walter
Bass-Baritone:
Herbert· Beattie
Basso-Cantante:
Kenneth Thompson
Koto & Sangen:
Fusako Yoshida
Vocal Artists:
Paul Adkins - Tenor

Douglas Keilitz-Baritone

John Aler - Tenor

John Jack OUsley - Bass

Mary Burgess - Sporano

Florence.Quivar Mezzo-Soprano

~udith

Allen George Mezzo-Soprano

Sharon Reis - Mezzo-Soprano
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ORCHESTRA DA CAMERA - Soloists (continued)
Alfred Jackson - Tenor

Kim Runda - Soprano

Dancers:
Suzushi Hanayagi

Henry Smith

Saeko Ichinoe & Company

Kris Varjan

John Parks & Berrnadine
Mime:
Moni Yakim

APPENDIX IV
Musical Works Commissioned
by
ORCHESTRA DA CAMERA
Composition

Composer

Bicentennial Program

Willy Strickland

Boy Who Hated Music

Willy Strickland

Colors

Arnie Black

Concerto for Percussion

Willy Strickland

Four Drawings on a Classroom Wall

Willy Strickland

Jazz Odyssey

Willy strickland

Marna Duck Suite and Sour

Robert Mann

Music of Film and Theatre

Willy Strickland

Opera - Beauty and the Beast

Jeremiah Murray

Shakespearean Overture

Albert Tepper

Trumpet Shall Sound

Willy Strickland
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APPENDIX V
SELECTED ORCHESTRA DA CAMERA ALUMNI
Matthew Raimondi

Concertmaster 6 years. Now with
Composers string Quartet.

Seymour Barah

1st cellist 6 years.

Robert Nagle

1st trumpet.

Arthur Weisberg

Was bassoonist. 1st conducting
experience with Orchestra Da
Camera. Now foremost conductor
in the contemporary Chamber
Ensemble.

Richard Stalzman

Clarinet 6 years.
soloist.

Thomas Nyfenger

1st flutist.

Yoko Matsuda

Violin.

Sequoia Quartet.

Harold Kohon

Violin.

Kohon string Quartet.

Robin Graham

1st horn & soloist. 1st in Los Angeles
Chamber Orchestra.

Gerard Schwarz;

Trumpet, soloist and conductor.

Dawn Rheinhart

1st trumpet.

Burt Lucarelli

Oboe.

William Arrowsmith

Oboe. 1st oboe, Metropolitan Opera
Orchestra.

Felix Galimir

Was concertmaster. World famous
teacher and chamber player,
Ga1imir String Quartet.
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Composer.

Yale University.

Now world famous

Yale University.

World famous soloist.

Now soloist.
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SELECTED ORCHESTRA DA CAMERA alumni (continued)
Joseph Rabbai

Clarinet. 1st clarinet.
Opera Orchestra.

Gino Lambuco

Violin.

Earl Carlyss

Violin. With Juilliard String
Quartet.

Gerard Kantarjian

Violin. Concertmaster. Now Project
Director National Endowment for
the Arts.

Murray Panitz

Flute.

Michael Gilbert

Violin.

John Wion

Flute. Soloist and 1st flute New York
City Opera.

Birdwell

Horn. Manager of Los Angeles Chamber
Orchestra •

Metropolitan

New York Philharmonic.

1st 'flute Philadelphia Symphony.
New York Philharmonic.

••• and many more musicians •••
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