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STEVEN SCHICK CONDUCTING

BERNSTEIN Overture to Candide

SCRIABIN Prometheus, The Poem of Fire, Opus 60

Noriko Kawai, piano
Ross Karre, color organ and video projections

INTERMISSION

MAHLER Symphony No. 1 in D Major

Langsam. Schleppend. Wie ein Naturlaut
Kriftig bewegt, doch nicht zu schnell
Feierlich und gemessen, ohne zu schleppen
Stiirmisch bewegt

Overture to Candide by arrangement with Boosey & Hawkes, Inc.,
Sole Agent for Leonard Bernstein Music Publishing Company LLC, publisher and copyright owner.

Unauthorized flash photography and audio/video recording
are prohibited during this performance.




FROM THE CONDUCTOR

I was filling my car with
gas the other day while
watching scenes from
Lindsey Lohan’s latest
brush with the law on a
little video screen built
right into the pump when
the thought occurred to
me: Maybe I don’t need to
be quite this connected.

The quest for as much information as possible,
available at as many hours of the day, and
through as many points of access as possible,
seems to be the overriding cultural motor of our
era. Crawling bands of video-info tell us, even
while we’re trying to relax to the soma of our
favorite television show, that the stock market
is up, the Chargers down, and poor Lindsay is,
again, in trouble. We might try to resist, but we
also seem to crave the “poly-stimulus” of si-
multaneous streams of information pouring
down upon us as though we’re riding through
a thunderstorm of data in an open convertible.

How did we get here, to this place of informa-
tion overflow and short attention span? I'll try
to answer that question just as soon as I update
my facebook.

OK, I’'m back.

We are certainly not the first generation for
whom saturation was a central artistic and en-
tertainment strategy. Take classical music of the
late 19th and early 20th centuries, for example.
As the musical language of the mid-19th cen-
tury—one based on an equilibrium between
the limits of form and an expansive, entropic
desire for expression—gave way to a musical
language with fewer boundaries and more op-
tions, a scenario was created in which more
was almost always seen as better. In essence
the model changed from an agrarian one—
imagine a field of finite size, with firm bound-
aries on all sides that strictly limited how much
could be grown within it—to an urban one
where more could be created simply by build-
ing up and out as the need or desire demanded.
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The push for more at all costs peaked in the first decade
of the 20th century when saturation was viewed not as
an end point, but a birthright. Listen to the opening har-
mony of Alexandre Scriabin’s Prometheus. The first
chord itself is full to the brim, and the piece expands
and opens from there. Scriabin famously pushed his
palette of expressive devices beyond the realm of sound
by including a “color organ.” The color organ part is es-
sentially a lighting plot written in musical notation, and
produces visual effects that the composer describes in
terms like “veiled,” “misty,” and “ecstatic.” The work
also features a quasi-concerto element of piano solo, the
piano itself the instrument most capable of rendering
acoustical saturation.

In today’s concert we pair Prometheus with Gustav
Mahler’s mighty Symphony No. 1, sometimes subtitled
“The Titan.” Need we say more? It’s a gigantic, euphoric,
iiberwerk, etched unflinchingly in the first person singu-
lar of deep expression. Mahler calls for a very large or-
chestra, as you might presume, but he also extends his
language in stylistic ways. The work opens, in essence,
beyond the confines of the concert hall with imitations of
natural sounds from wind and water to the songs of birds
and the rustling of leaves. And, in what was to become
a Mabhler trademark, he plunges into the forbidden mu-
sical territory of the vernacular, alluding to grotesque
waltzes and a klezmer street band. The piece is written
in an utterly saturated language—and “The Titan” is by
no means Mabhler’s largest symphonic creation! The ec-
static excesses of the early 20th century are tempered in
memory by the knowledge that the purifying floods of
war and depression were just around the corner. And
when the overgrowth was washed away musical artists
spent the better part of a hundred years in more austere
modes of expression.

But, baby, we’re back! The ark has landed. We stand
tall and inhale deeply again. The realm of possibilities
expands one more time. The world spins deliriously,
and we struggle to keep our footing. We look around
and find ourselves neck-deep again in the waters of
more and more and ever more. But there is, if you’ll par-
don the expression, more to life than just more. Listen
tonight to passages of quiet intensity in the Scriabin, or
to the intimacy of chamber music that pervades Mahler
and realize that within the surfeit still reside the little
connections and moments that make a life worth liv-
ing. Within this concert of mega-statements we also
hope to offer many small and beautiful things. Grab one
and treasure it. If nothing else it will make a fantastic
life preserver. 4+
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STEVEN
SCHICK

conductor

For the past 30 years Steven
Schick has championed con-
temporary percussion music as
a performer and teacher, by
commissioning and premiering
more than 100 new works for
percussion. Schick has been a
professor of music at UCSD for
18 years and in 2008 was
awarded the title of Distin-
guished Professor by the UCSD
Academic Senate. He is Con-
sulting Artist in Percussion at
the Manhattan School of
Music in New York City, and he
is the founding Artistic Direc-
tor of “Roots & Rhizomes”
(June 2009)—an international
course for  percussionists
hosted by the Banff Center for
the Arts in Canada.

Schick was one of the original
members and percussionist of
the Bang on a Can All-Stars of
New York City (1992-2002),
and from 2000 to 2004 served
as Artistic Director of the Cen-
tre International de Percussion
de Genéve in Geneva, Switzer-
land. Schick is founder and
Artistic Director of red fish blue
fish, UCSD’s acclaimed percus-
sion ensemble. As a soloist,
Schick has appeared in
Carnegie Hall, Lincoln Center,
The Royal Albert Hall (London),
Centre Pompidou (Paris), The
Sydney Opera House and Dis-
ney Hall among many other
national and international ven-
ues. In 2007, Schick was ap-
pointed as Music Director and
conductor of the La Jolla Sym-

phony & Chorus.




PROGRAM NOTES

BY ERIC BROMBERGER

OVERTURE TO CANDIDE

LEONARD BERNSTEIN
Born August 25, 1918, Lawrence, MA
Died October 14, 1990, New York City

Voltaire’s novel Candide, a savage attack
on the statement by Leibniz that “All is for
the best in this best possible of all worlds,”
was published in 1759. Two centuries
later, this tale of the catastrophic adven-
tures of Candide, his tutor Pangloss, and
his lover Cunegonde in a world that is em-
phatically not the best possible was trans-
formed into an operetta by Leonard Bernstein and a team of
distinguished collaborators, including Lillian Hellman, Dorothy
Parker, Richard Wilbur, and Bernstein himself. The initial run in
1956 was not a complete success, and Candide went through nu-
merous revisions in the three decades after the first production.

One part of Candide that has enjoyed complete success is its
overture: Bernstein’s four-minute curtain-raiser has become one
of the most widely-played overtures of the twentieth century,
and from the brassy fanfare that opens it to the swirl of energy
that ends it this music is full of the bright spirits and memo-
rable tunes that mark Bernstein’s best music. Bernstein draws
several of its themes from songs in Candide itself, including “Oh
Happy We” and “Glitter and Be Gay,” and the overture is full of
wry humor, featuring excursions into wrong keys and the sur-
prise ending, still one of the best jokes in all music. 4




NORARY ARTISTIC BOARD ANNOUNCED

We are very pleased to announce the creation of our first Honorary Artistic
Board of well-known friends and artists who support our cause of presenting
adventurous orchestral and choral music. You'll see some familiar names
not only from the world of music but from our most recent concert seasons.
We look forward to collaborative opportunities and thoughtful exchange

with this remarkable group of artists.

LJS&C HONORARY ARTISTIC BOARD MEMBERS

PHILIP GLASS is considered one of the most influential composers
of the 20th century. Through his operas, symphonies, compositions
for his own ensemble, and Oscar-nominated movie scores, he has had
an extraordinary and unprecedented impact upon the musical and in-
tellectual life of our times. His wide-ranging collaborations with artists
include Twyla Tharp to Allen Ginsberg, Woody Allen to David Bowie.

DAVID LANG is a Pulitzer Prize-winning composer who em-
bodies the restless spirit of invention. Deeply versed in the clas-
sical tradition he is also committed to music that resists
categorization, constantly creating new forms. In the words of
The New Yorker: "Lang, once a post-minimalist enfant terrible,
has solidified his standing as an American master.”

JOHN LUTHER ADAMS is the recipient of the 2010
Nemmers Prize in Music Composition. The biennial award hon-
ors classical music composers of outstanding achievement who
have had a significant impact on the field of composition. A
NEA and Rockefeller Foundation grantee, Mr. Adams has been
called “one of the most original thinkers of the new century”
by The New Yorker.

WU MAN is an internationally renowned pipa (Chinese lute) virtuoso,
cited by the Los Angeles Times as “the artist most responsible for bring-
ing the pipa to the Western World.” Born in Hangzhou, China, Ms. Wu
performs regularly with Yo-Yo Ma as part of his Silk Road Project. Her
touring has taken her to the major music halls of the world including
Carnegie Hall and Lincoln Center.

Flutist CLAIRE CHASE has been praised for her “extravagant technique, broad
stylistic range and penetrating musicality” by the New York Times. She is active as
a soloist, chamber musician, curator, and arts entrepreneur as founding director of
the International Contemporary Ensemble (ICE). Ms. Chase has given the world
premieres of more than 100 new works for flute.




PROMETHEUS,
THE POEM OF FIRE,
OoPrPUS 60

ALEXANDER SCRIABIN
Born January 6, 1872, Moscow
Died April 27, 1915, Moscow

Like his good friend Rach-
maninoff, Scriabin won a
Gold Medal for his piano-
playing upon graduation
from the Moscow Conser-
vatory in 1892 and em-
| barked on the career of a
young Vlrtuoso playing recitals throughout Eu-
rope. His own early music was much in the
manner of his idol Chopin, but in the first years
of the new century Scriabin transformed his
life. He left his wife and children and ran off
with a young music student. And—under the
spell of Nietzsche, Madame Blavatsky, and
theosophism—he came to believe that his
music had the power to bring mystical unity to
a fragmented world. Scriabin’s extraordinary
egocentrism (he had been raised by adoring
aunts and a grandmother) and the fact that in
the old-style calendar his birthday fell on
Christmas Day contributed to his sense of Mes-
sianic mission. He began to create a visionary
music suited to this mission, one based on sin-
gle-movement forms, chromatic harmonies,
and daring ideas about its presentation.

A Special Thanks to

Robert Whitley
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Reuters, Creators®
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for his generous donation
of fine wines
for LIS&C events this season.

Scriabin laid out a sequence of four symphonic
works that he believed would lead to the trans-
formation of human consciousness: The Divine
Poem (1905); The Poem of Ecstasy (1908);
Prometheus, The Poem of Fire (1909-1910); and
Mysterium, planned but not yet written when
Scriabin died at 43 of a massive infection. Mys-
terium, the culmination of the sequence, was to
bring about the actual transformation. Scriabin
envisioned a performance in India in which the
audience and performers would be garbed in
white, all the arts—including “the art of per-
fume” —would be fused, and in the course of
the performance mankind would be elevated to
a state of ecstatic consciousness.

Prometheus, first performed in Moscow on
March 2, 1911, with Scriabin as piano soloist

a percussionist |
temporalartlstf ‘

gmg from contem-
music to experimental mul- :
rmance incorporating video,
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and Koussevitsky conducting, forms a distinct
chapter in this progression. Across its twenty-
minute span, Scriabin attempts to depict noth-
ing less than the development of human
consciousness, from primordial formlessness
through man’s emerging self-awareness to a
final ecstatic union with the cosmos. In Greek
mythology (and in Aeschylus and Shelley),
Prometheus had been a rebel who battled the
gods on behalf of man, but Scriabin saw in
Prometheus’ fire the symbol of human con-
sciousness and creative energy. He attempted to
depict this musically in his “Poem of Fire,” and
he envisioned not simply a “symphony of
sound” but a “symphony of color rays.” Toward
this end he conceived a new instrument— the

tastiera per luce, or “color-keyboard” —that
would project light of different colors on a
screen behind the orchestra, reproducing visu-
ally what the orchestra was dramatizing in
sound. It was a visionary conception and one of
the earliest multi-media events.

Scriabin never saw a performance with light
(the premiere was simply as an orchestral
piece), nor did there exist an instrument that
could produce the light display that he envi-
sioned. In fact, Scriabin’s ideas about the cor-
respondences between particular colors and
tones (or ideas) were never developed in a sys-
tematic way, and those who create the light dis-
play at performances of Prometheus must create

NORIKO
KAWAI

piano

Noriko Kawai studied
with Phyllis Sellick
and Yonty Solomon
at the Royal College
of Music in London
and with Rodolfo Caporali at the Academia
di Santa Cecilia in Rome. Before her move to
the United States in 2007, she served as pro-
fessor of piano at the Royal College of Music
in London. She has given numerous recitals
and broadcasts throughout the world and is
well known for the extraordinary range of
her repertoire, from Renaissance composers
to new music, and innovative programs jux-
taposing standard and contemporary works.

In recent seasons, Ms. Kawai has appeared at
festivals in Aldeburgh, Bath, Huddersfield,
Macerata, Paris, Strasbourg, Brussels, Berlin,
Valencia, Oslo, Bludenz, Alicante, Rome and
Venice. She has given concerts with the
Leopold String Trio, the Arditti Quartet and the
Quatuor Diotima, and duo recitals with violin-
ist Irvine Arditti and cellist Rohan de Saram.

For the NMC label Kawai has recorded works
by Gerald Barry, and more recently James Dil-
lon’s The Book of Elements Volumes I-V. The
klatter received unanimous critical acclaim

~

including ‘Editor's Choice’ in Gramophone.
Her earlier Skriabin recital CD from Live
Notes, Japan, was also hailed as a major artis-
tic achievement (“...rivaling the greats of the
so-called Golden Age...one of the great Skri-
abin recitals on disc.”).

A new CD of chamber music by James Dillon,
released by NMC in 2008, features Noriko
Kawai in duo partnerships with Irvine Arditti
and Hiroaki Takenouchi, and with the Arditti
String Quartet. Traumwerk Book 3 (violin &
piano), black/nebulae (two pianos) and the
soadie waste for piano quintet are all first
recordings. Andrew Clements writes in his 5-
star review in The Guardian: “Dillon’s instru-
mental writing takes no prisoners, but the
playing of Kawai and the Ardittis in all these
works is remarkable too, no composer could
hope for better.”

In recent months she gave the North Ameri-
can Premiere performance of Traumwerk
Book 3 for Violin and Piano by James Dillon
with Irvine Arditti at the Ted Mann Concert
Hall UMN, Minneapolis, the first complete
performance of Etudes Mysterieuses by Had-
dad at the Festival PARKMUSIK Neue Ho(e)ri-
zonte 2010 Trombacher Hof, Germany
followed by the release of premiere recording
of the same work from the Wergo label. This
is Ms. Kawai's first performance with La Jolla

Symphony & Chorus. /




their own theory of light and its relation to
this music.

Scriabin scores Prometheus for a huge or-
chestra that includes an important part for
the solo piano, but this is not a con-
certo—the piano is simply one of the
characters in the unfolding drama of en-
lightenment. The music itself begins in
ambiguity with what Scriabin called “the
mystical chord,” a slightly-discordant as-
semblage of fourths. Out of this soft tonal
smear, marked “misty” in the score, dis-
tinct musical forces begin to emerge.
French horns intone a phrase depicting
what one Scriabin scholar has called the
“crepuscular, invertebrate state of Karma-
less humanity,” a trumpet call represents
the creative will, the piano symbolizes
man, and a gentle flute melody is the
dawn of human consciousness; later the
solo violin will be associated with human
love. Many of the themes are built on an
upward sweep, symbolic of man’s aspir-
ing, yearning grasp for consciousness.

Musically, Prometheus may be described
as a gradual crescendo and accelerando
that moves from a quiet Lento beginning
to a thunderous Prestissimo close. Scriabin
covers the score with subjective instruc-
tions for the performers. No audience can
be aware of these, of course, but they re-
veal the essence of this musical journey to
its creator. A sampling: voluptuous, almost
with pain, with delight, with intense desire,
with emotion and rapture, with restrained
terror, defiantly, stormy, with radiant bril-
liance, piercing like a scream, suddenly
very sweet, victorious, with blinding bril-
liance, in a whirl.

Such a progression clearly has an erotic
component, and that was very much a
part of Scriabin’s ecstatic vision. At the cli-
max (that word is used advisedly), an op-
tional chorus enters singing only vowel
sounds, the color organ generates an over-
powering radiance, and the orchestra
rushes Prometheus to its orgiastic fulfill-
ment on a harmonically unambiguous
(and very loud) F-sharp-major chord. 4+
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About
La Jolla Symphony
& Chorus

MISSION:

Rooted in San Diego for over 50 years, the La Jolla Symphony and Chorus
enriches our lives through affordable concerts of ground-breaking, traditional
and contemporary classical music.

DID YOU KNOW?

e LJS&C is a volunteer ensemble comprised of community members from
all walks of life: doctors, scientists, lawyers, engineers, homemakers,
students, and teachers, as well as professional musicians.

¢ LJS&C was founded in 1954 in the village of La Jolla by Peter
Nicoloff, a conductor who assembled a small group of non-professional
musicians “just for fun” and conducted them in what was modestly called
an open rehearsal. Over the next half century, the organization grew to
over 200 orchestra and chorus members.

¢ LJS&C became an affiliate of the UCSD Music Department under the
direction of Thomas Nee in 1967 when the new campus opened.
Concerts were split between Sherwood Auditorium and Revelle cafeteria
on campus until Mandeville Auditorium opened in 1975.

e The Chorus has toured and performed in Poland, Czechoslovakia,
Germany, Austria, Italy, France, Canada, Mexico, and Ireland, and was
proclaimed official cultural ambassador of San Diego in 2003 when it was
the first Western chorus to perform in Bhutan.

¢ |JS&C has performed over 800 concerts in San Diego County and Baja
California, premiered new works, commissioned pieces and made recordings.

e LJS&C is not University funded but a separate 501(c)3 non-profit
corporation, relying on private donations, fundraising activities, grants,
and ticket sales for its support.

We Rely On
- Your
contribation Support.

Thank You!




SYMPHONY NO.1
IN D MAJOR

GUSTAV MAHLER
Born July 7, 1860, Kalischt, Bohemia
Died May 18, 1911, Vienna

Mahler’s First Sym-
phony is one of the
most impressive first
symphonies ever writ-
ten, and it gave its
young creator a great
L : deal of trouble. He
began it late in 1884, when he was only 24,
and completed a first version in March 1888.
But when it was first performed —to a mys-
tified audience in Budapest on November 20,
1889 —it had a form far different from the
one we know today. Mahler would not even
call it a symphony. For that first performance
he called it Symphonic Poem, and it was in
two huge parts that seemed to tell a story: the
opening three-movement section was called
“Days of Youth,” while the concluding two
movements made up what Mahler called the
“Human Comedy.” But as Mahler revised the
symphony for later performances, he began
to let slip quite different hints about the
“meaning” of this music. At one point he
called it the “Titan,” borrowing the title of
Jean Paul Richter’s novel about a wild young
hero who feels lost in this world. Some fur-
ther sense of its content comes from the fact
that the symphony borrows several themes
from Mahler’s just-completed Songs of a Way-
farer, which are about his recovery from an
ill-fated love affair. But finally Mahler, who
had a love-hate relation with verbal explana-
tions of his music (denouncing them one mo-
ment, releasing new ones the next),
abandoned any mention of a program. When
he finally published this symphony in 1899,
he had cut it to only four movements, greatly
expanded the orchestration, and suppressed
all mention of the “Titan” or of any other
extra-musical associations. Now it was sim-
ply his Symphony No. 1.

And what a first symphony it is! The stun-
ning beginning— Mabhler asks that it be “like

a nature-sound” —is intended to evoke a
quiet summer morning, and he captures that
hazy, shimmering stillness with a near-silent
A six octaves deep. The effect is magical, as
if we are suddenly inside some vast, softly-
humming machine. Soon we hear twittering
birds and morning fanfares from distant mil-
itary barracks. The call of the cuckoo is out-
lined by the interval of a falling fourth, and
that figure will recur throughout the sym-
phony, giving shape to many of its themes.
Cellos announce the true first theme, which
begins with the drop of a fourth—when
Mahler earlier used this same theme in his
Wayfarer cycle, it set the disappointed lover’s
embarking on his lonely journey: “I went this
morning through the fields, dew still hung
upon the grass.” A noble chorus of horns,
ringing out from a forest full of busy cuckoos,
forms the second subject, and the brief de-
velopment — by turns lyric and dramatic—
leads to a mighty restatement of the Wayfarer
theme and an exciting close.

Mahler marks the second movement Kraftig
bewegt (“Moving powerfully”); his original
subtitle for this movement was “Under Full
Sail.” This movement is a scherzo in ABA
form, and Mahler bases it on the ldndler, the
rustic Austrian waltz. Winds and then violins
stamp out the opening landler, full of hard
edges and stomping accents, and this drives
to a powerful cadence. Out of the silence, the
sound of a solo horn rivets our attention—
and nicely changes the mood. The central
section is another ldndler, but this one sings
beautifully, its flowing melodies made all the
more sensual by graceful slides from the vio-
lins. The movement concludes with a return
of the opening material.

The third movement opens what, in Mahler’s
original scheme, was the second part of the
symphony. Deliberately grotesque, this music
was inspired by a woodcut picturing the fu-
neral of a hunter, whose body is borne
through the woods by forest animals—deer,
foxes, rabbits, shrews, birds—who celebrate
his death with mock pageantry. Over the tim-
pani’s quiet tread (once again, the interval of
a fourth), solo doublebass plays a lugubrious
little tune that is treated as a round; the ear
soon recognizes this as a minor-key variation



of the children’s song Frere Jacques. The first
episode lurches along sleazily over an “oom-
pah” rhythm; Mahler indicates that he wants
this played “with parody,” and the music
echoes the klezmer street bands of Eastern
Europe. But a further episode brings soft re-
lief: muted violins offer another quotation
from the Wayfarer songs, this time a theme
that had set the words “By the wayside stands
a linden tree, and there at last I’'ve found
some peace.” In the song cycle, these words
marked the disappointed lover’s escape from
his pain and his return to life. The march re-
turns, and the timpani taps this movement to
its nearly-silent close.

Then the finale explodes. It is worth quoting
Mahler on this violent music: “the fourth
movement then springs suddenly, like light-
ning from a dark cloud. It is simply the cry of
a deeply wounded heart, preceded by the
ghastly brooding oppressiveness of the fu-
neral march.” Mahler’s original title for this
movement was “From Inferno to Paradise,”
and while one should not lean too heavily on
a program the composer ultimately dis-
avowed, Mahler himself did choose these
words and this description does reflect the
progress of the finale, which moves from the
seething tumult of its beginning to the tri-
umph of the close. Longest by far of the
movements, the finale is based on two main
themes: a fierce, striving figure in the winds
near the beginning and a gorgeous, long-lined
melody for violins shortly afterwards. The de-
velopment pitches between extremes of mood
as it drives to what seems a climax but is in
fact a false conclusion. The music seems lost,
directionless, and now Mahler makes a won-
derful decision: back comes the dreamy, slow
music from the symphony’s very beginning.
Slowly this gathers energy, and what had
been gentle at the beginning now returns in
glory, shouted out by seven horns as the sym-
phony smashes home triumphantly in D
major, racing to the two whipcracks that
bring it to a thrilling conclusion.

What are we to make of Mahler’s many con-
flicting signals as to what this symphony is
“about”? Is it about youth and the “human
comedy”? Is it autobiographical, the tale of
his own recovery from an unhappy love af-

fair? Late in his brief life, Mahler even sug-
gested another reading. When he conducted
his First Symphony with the New York Phil-
harmonic in 1909, Mahler wrote to his disci-
ple Bruno Walter that he was “quite satisfied
with this youthful sketch,” telling him that
when he conducted the symphony, “A burn-
ing and painful sensation is crystallized.
What a world this is that casts up such re-
flections of sounds and figures! Things like
the Funeral March and the bursting of the
storm which follows it seem to me a flaming
indictment of the Creator.”

Finally we have to throw up our hands in the
face of so much contradictory information.
Perhaps it is best just to settle back and listen
to Mahler’s First Symphony for itself—and
the mighty symphonic journey that it is. 4
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Shaping the Future

The Bishop's School

A passionate faculty and a 9-1
student-teacher ratio allow every child at
The Bishop's School to excel. Now in its
second century, the School's mission
remains unchanged — making a difference
in the lives of young people.

The Bishop's School is a 6-12 coeducational
college preparatory independent day school.
Founded in 1909, the School is located in
the center of La Jolla and affiliated with

the Episcopal Church.

Testing & Application Deadlines
(858) 459-4021, Ext. 244

www.bishops.com
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Association

BOAIRD OF
DIRECTORS

2009-2010 Season

We weild ke © ok Buckley, Walt and Ann
mond, Don and Francis Diehl, Paul and Clare Friedman,

na Page, Diane Salisbury, and most importantly—

the person who started the sponsorship rolling

\ ~ by making a generous challenge grant, David Smith. j







LA JOLLA SYMPHONY CHORUS

Founded in 1965 by Patricia Smith

David Chase, Choral Director

Kenneth Bell, Assistant Conductor | Victoria Heins-Shaw, Accompanist

Mea Daum, Chorus Manager | Marianne & Dennis Schamp, Chorus Librarians

SOPRANO
Young Ju Ahn
Monique Barber
Reine Lea Barna

Judy Bocchi-Manuche

Anna Busija
Frances Castle*
Theresa Clearman
Sally Dean
Madison Donoghue
Clare Friedman
Genevieve Gonzalez
Meryl Gross

Marty Hambright
Rebecca Hamel
Martha Hamilton
Ida Houby

Anita Ip

Karen Johns
Donna Johnson
Hima Joshi

Joann Jungk

Karen Kakazu
Kathryn Kinslow
Constance Lawthers
Allison Lee

Jung Lee

Dhara Mac Dermed
Mona McGorvin
Rachel Millstein
Nancy Moore
Sheeva Mostoufi
Amy Schick

Mitzi Sobash
Jeanne Stutzer
Julie Sullivan

Mary Ellen Walther
Jill Witkowski
Joyce Yin

Stewart Shaw, Chorus Facilites

ALTO

Diane Bushman
Marguerite Cass
Peggy Clapp
Susan Duan

Ellie Elphick
Karen Erickson
Deanna Johnson
Elisabeth Kotzakidou-Pace
Rachael Lapidis
Jean Lowerison
Robin Mayfield
Kathleen McLaren-Hawking
Helen Mout
Minna Ng

Debby Park
Barbara Peisch
Rebecca Ramirez
Satomi Saito
Marianne Schamp
Janet Shields*
Carol Slaughter
Jil Stathis

Kathy Steadman
Susan Taggart
Sarah Warisi
Amee Wood
Katherine Vogt

TENOR

George Anderson
Walter Desmond*
Todd Dickinson
Kirk Garner
David Hingtgen
David Horstman
David Jorstad
Krit Kranratanasuit
Anthony Leonard
James Macemon
Kyle Malone
Marty Marion
Myles Mayfield

Sean McCormac
C. Joe Mundy
Bryan Reis
Derek Snyder
Allan Sohl
Dennis Turner
Bill Ziefle

BASS
Kenneth Bell
John Beresford
Roland Blantz
C. Peter Brown
John Carpenter
Charles Carver
Paul Chen

Les DeLashmutt
Dennis Schamp
Paul Engel

Paul J. Friedman
Peter Gourevitch
Bryan Heard
David Hertzel
Shannon Johnson
Michael Kaehr
Sunwoo Kwon
Joshua Liu
Marc Madison
Steve Marsh
Lawrence Mayer
William Miller
John Noyes
Gilbert Omens
Ray Park

Rich Parker
Saul Propp
William Propp
Stewart Shaw*
Mark Sobel

Otto Sorensen
Richard Tilles
Mark Walters

*Section Leader



LA JOLLA SYMPHONY ORCHESTRA

Founded in 1954 by Peter Nicoloff

Steven Schick, Music Director
Nicholas Deyoe, Conducting Assistant

R. Theodore Bietz, Orchestra Manager | Ulrike Burgin, Orchestra Librarian | Jacob Sudol, Production Assistant

VIOLIN |
Peter Clarke,
Co-Concertmaster

David Buckley,
Co-Concertmaster

Carol Bietz

Pat Bromberger
Evon Carpenter
Pat Gifford
Susanna Han
Sherman Ku
Gudrun Noe
Ina Page
Jeanne Saier
Natalie Schenker
Wendell Su

Ted Tsai

Phillip Wu

VIOLIN I
Gary Brown, Principal

Serena Cohen,
Assistant Principal

Aram Akhavan
Angelo Arias

Eric Bromberger
Susan Brown

Mark Chang

Daniel Chiou

Marit Chrislock-Lauterbach
Rachel Emmons
Judy Gaukel

Vivian Hur

Igor Korneitchouk
Susan Park
Catherine Thompson

VIOLA
Daniel Swem, Principal

Nancy Swanberg,
Assistant Principal

James Bell

Loie Flood

Anne Gero-Stillwell
Ashley Knutson
Sheila Podell

Odile Richart
Euki Sawada
Rachel Simpkins
Cynthia Snyder
Andrea Sayoc

CELLO
Eric Moore, Principal

Caitlin Fahey,
Assistant Principal

Katharina Brandl
Ulrike Burgin
Bryan Cassella
Curtis Chan

Jeff Chen
Milissa Chu
Peter Farrell

Max Fenstermacher
Jessica Greenly
Andrew Ling
Tim Kang

Erdis Maxhelaku
Terri Parsons
Carolyn Sechrist
Clifford Thrasher
Carol Tolbert
Janet White
Timothy Wu

CONTRABASS
Christine Allen, Principal

Bryan Lowe,
Assistant Principal

Darrell Cheng

Bill Childs

Tyler Eaton

Pat Fitzpatrick
Stephen Gentillalli
Lance Gucwa

Les Woodson

FLUTE/PICCOLO
Elena Yarritu, Principal

Rachel Beetz
Cathy McAllister
Erica McDaniel

PICCOLO
Elena Yarritu
Rachel Beetz
Cathy McAllister
Erica McDaniel

OBOE

Carol Rothrock, Principal
Gene Kang

Heather Marks

Brendi Rawlin

ENGLISH HORN
Heather Marks

CLARINET

Jenny Smerud, Principal
Laura Gross

Steve Shields

Fran Tonello

E-FLAT CLARINET
Laura Gross

BASS CLARINET
Steve Shields

BASSOON

Tom Schubert, Principal
Jennifer Bleth

Bridget Nickson

Jim Swift

CONTRABASSOON
Jennifer Bleth

HORN

Cynthia McGregor,
Principal

Nicolee Kuester,
Associate Principal

David Birkby

Buddy Gibbs

John Lorge

Mike McCoy

Monica Palmer
Melissa Stanley
David Tuttle

TRUMPET
Ken Fitgerald, Principal

Elizabeth Meeker,
Associate Principal

TROMBOME

R. Theodore Bietz,
Principal

Eric Starr,
Associate Principal

BASS TROMBONE
Andrew Moreau

TUBA
Kenneth Earnest

TIMPANI
Bonnie Whiting Smith
Leah Bowden

PERCUSSION

Bonnie Whiting Smith,
Principal

Leah Bowden

Dustin Donahue

Danlee Mitchell

Ayaka Ozaki

Eleasa Sokolski

Matthew Taylor

Jennifer Torrence

HARPS
Donna Vaughan

Laura Vaughan

CELESTE/ORGAN
Loie Flood

LIGHT & VIDEO
PROJECTIONISTS

Eric Derr
Dustin Donahue



Top of the
ANDS st
a better outlook.

Atop The White Sands of La Jolla is a special place where
residents who need skilled nursing receive the best in care
with a positive point of view. Both private and semi-private
apartments provide soothing panoramas and a full calendar of
activities. W currently have availability for people from the general

public seeking long-term care, rehabilitation, respite or hospice care
Jor a loved one.

Take a personal tour. Call Carla Pineda at (877) 890-3727.

7450 Olivetas Ave. e La Jolla, CA 92037
www.WhiteSandsLaJolla.com
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