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Retirement

ALa Costa Glen there
is always reason
to celebrate. Sip and
savor a retirement beyond

compare but never beyond

your pocket book.

Enjoy fine cuisine in one
of our four dining venues.
Use of our 5 Star Health
Center is also included,

if ever needed. It’s time

to pop the cork on true

peace of mind.

La Costa Glen is the
perfect vintage for your
golden years. Call us for
your personal tour

at 800-858-7016.

La Cos:ca Glen

CARLSBAD

A CoNTINUING LIFE® COMMUNITY
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MUSIC DIRECTOR STEVEN SCHICK LA]OLLA CHORAL DIRECTOR DAVID CHASE
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&CHORUS

ANCIENT NOISES

Saturday, December 3, 2011, 7:30pm | Sunday, December 4, 2011, 2:00pm
Mandeville Auditorium, UCSD

Steven Schick conducting
LANG Grind to a Halt

David Chase conducting
BARTOK Cantata Profana

Part One
Beginning of the tale
Hunting fugue
Haunted bridge and the transformation

Part Two
Father searches the forest
Father and the stags

Part Three
Epilogue

INTERMISSION

Steven Schick conducting
LIGETI Poeme Symphonique for 100 Metronomes
Metronomes provided courtesy of Musiqa.

STRAVINSKY Les Noces (The Wedding)

Part One
Scene One: The Braid
Scene Two: At the Groom’s House
Scene Three: The Departure of the Bride and Groom

Part Two
Scene Four: The Wedding Feast

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

We gratefully acknowledge our underwriters for this concert
Michael & Nancy Kaehr
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I remember a March day of my childhood
as | watched my father walk out onto a
field of black lowa earth, look around
with his hands on his hips, sniff the warm-
ing spring air, and decide that it was time
to plant. His decision was an act of trust in
nature, of virtuosic improvisation in the
realm of business. It was a yearly ritual of
creating order and productiveness out of
the chaos of possibility. By choosing to
plant, my father took sides in the ageless disputation between
wilderness and cultivation. His son, the musician, thinks in
terms of noise and ritual. Either way, father and son confront
one of the overriding questions of their lives. How do we en-
counter the uncontrolled and irrational—the “other”—in our
lives? What tools do we use to understand it and how do we
rephrase it in a language of custom and tradition?

It's not only in the realms of music and farming that the di-
chotomy between noise and ritual, chaos and order, has lever-
age. | love baseball and like football. Every significant moment
in those two sports has been signposted by the quick alterna-
tion between ritualized action and a spontaneous explosion of
noise. (If you saw the end of game six of the World Series this
year then | rest my case.) Elsewhere: the trauma of childbirth
—-certainly this must be a noisy experience if you're the one
being born—is followed quickly by the potentially confusing
ritual of a quick spank and parental adoration. Even in the so-
cial sphere of a concert, the noise of applause is to be an-
swered by the ritual of tuning.

The presence of noise is how we know we are someplace in-
teresting, and ritual is how we make sense of that place.

To explore this question we partner two pairs of works: one
made mostly of noise and another that seeks to understand
it through ritual. With David Lang’s Grind to a Halt, a rau-
cous piece even for the composer of such gritty music as The
Anvil Chorus and International Business Machine, we find
the noise of creation. Building things always makes noise
and David Lang'’s musical language could be uniquely sum-
marized by the word “construction.” He builds one rhyth-
mic cycle on top of another, eventually confusing the ear
and creating, well, noise. Béla Bartdk’s Cantata Profana is
our riposte. It is not a constructed, but rather a “natural”
ritual in the vein of the Bach “Passions” but where there is
“the accordance of dignity and rightness to a natural as op-
posed to a civilised state,” in the words of Paul Griffiths. Nes-
tled in Bartok’s middle period among the late string
quartets, the first performance of the Miraculous Mandarin,



and the composition of Music for Strings
Percussion and Celeste the Cantata seems
designed as a work that bridges Bartok’s
profile as a composer of concert music to
the pull he felt towards “more primitive”
influences among the folk musics of central
and eastern Europe. The Cantata is Bartok's
own ritual in order to understand the tur-
bulence of his inner creative world.

Our second half reprises the pattern, starting
with another Hungarian composer of pro-
gressive tendencies, this time Gyorgy Ligeti,
and moving to a stylized ritual in Les Noces
of Igor Stravinsky. Ligeti's Poéme Sym-
phonique is a piece more often talked about
than experienced. But experience it you will!
One hundred metronomes set to prescribed
speeds are wound and then released, creat-
ing a cacophony of noise that results, as the
metronomes wind down, in a fascinating
polyrhythmic array of clicking that eventu-
ally thins to silence. We link it here without
pause to Les Noces, Stravinsky’s ritualized
version of a Russian wedding. In Les Noces
we are very pleased to welcome back our

friends, the Tijuana dance troupe “Lux Bo-
real” with choreography by Allyson Green.

And so we seek to understand our world
through opposing compass points. But not so
fast: when we actually confront noise and rit-
ual they seem more similar than contrary. The
noisiness of Grind to a Halt is a latticework of
rhythmic overlay—in many ways as sophisti-
cated a structure as the Bartok that follows
it. And Ligeti, for all the hubbub he creates
on stage, rightly calls his piece a “poem.”
There is something questing and melancholy
about hearing the machines we've made
wind down and shed their utility. So, there is
order embedded in noise. And, conversely, if
the Canata Profana and Les Noces are any ex-
amples, our rituals can be pretty boisterous.

Isn‘t it marvelous? That opposing forces
might in fact be different forms of the same
basic stuff. That noise can be the source of
art—the breath of the world as John Luther
Adams calls it. That the memory of a farmer
standing on his bare field would turn out to
be the abiding poetic image of my life. ®

STEVEN SC“ICK conductor

For more than 30 years Steven Schick has
championed contemporary music as a per-
cussionist and teacher by commissioning and
premiering more than 100 new works. Schick
is a professor of music at the University of
California, San Diego and in 2008 was
awarded the title of Distinguished Professor
by the UCSD Academic Senate.

Schick was one of the original members and
percussionist of the Bang on a Can All-Stars
of New York City (1992-2002). He has
served as artistic director of the Centre In-
ternational de Percussion de Genéve in
Geneva, Switzerland, and as consulting artist
_in percussion at the Manhattan School of
Music. Schick is founder and artistic director
of the acclaimed percussion group, red fish
blue fish, a UCSD ensemble composed of his
graduate percussion students that performs
regularly throughout San Diego and has

toured internationally. He also is founding
artistic director (June 2009) of “Roots & Rhi-
zomes”—an annual international course for
percussionists hosted by the Banff Center for
the Arts in Canada.

As a percussion soloist, Schick has appeared
in Carnegie Hall, Lincoln Center, The Royal
Albert Hall (London), Centre Pompidou
(Paris), The Sydney Opera House and Disney
Hall among many other national and inter-
national venues.

Schick is a frequent guest conductor with
the International Contemporary Ensemble
(Chicago and New York City), and in 2011
he was appointed artistic director and con-
ductor of the San Francisco Contemporary
Music Players. Schick has been music direc-
tor and conductor of the La Jolla Symphony
& Chorus since 2007. ‘ '



TROGRAM (NOTES by Eric Bromberger

GRIND TO A HALT

DAVID LANG
Born 1957, Los Angeles, CA

A Pulitzer Prize-winning
composer, David Lang’s
compositions are known
for a fierce intelligence
and clarity of vision that
informs their structures.
His catalogue is extensive,
and his opera, orchestra, chamber and solo
works are by turns ominous, ethereal, ur-
gent, hypnotic, unsettling and very emo-
tionally direct. Much of his work seeks to
expand the definition of virtuosity in music
— even the deceptively simple pieces can be
fiendishly difficult to play and require in-
credible concentration by musicians and au-
diences alike.

CANTATA TROFANA

BELA BARTOK

Born March 25, 1881, Nagyszentmiklos,
Hungary

Died September 26, 1945, New York City

During the summer of
1930 Bartdk, then 49
years old, took on what
was for him an entirely
new project. As part of
his research into the
folk-music of Eastern Eu-
rope, he had collected a
number of colinde, songs that were sung as
part of Romanian Christmas celebrations.
But Barték discovered—to his surprise and
pleasure—that often these colinde ranged
far from the traditional Christmas story: “the
most important part of the text...has no
connection with the Christian Christmas: in-
stead of the story of Bethlehem it deals with
the miraculously triumphant battles against
an invincible lion (or stag); one legend tells

The composer has provided the following
program note.

Grind to a Halt is a short, intense blast of rage
that | wrote as an expression of my feelings at
the death of the composer Jacob Druckman,
who had been my major teacher at the Yale
School of Music. When Jacob got sick he called
me to ask if | could take over teaching his classes
at Yale for him, so that he could concentrate on
his treatment. | agreed, and a few weeks later
he died. At the time | was writing Grind to a Halt
for the San Francisco Symphony. It would por-
tray a machine slowly running out of energy,
going out of sync, becoming incoherent, falling
apart. | decided that | couldn’t go on with what
| was writing because | was too angry about
Jacob’s death; angry that | had not paid closer
attention to him; angry at Fate, and Death, and
God. The image of a machine running down
began to feel much more serious to me and
much more personal, and about something
much darker and more human. ®

of nine brothers who hunted in the wilds
until they themselves turned into stags...All
fragments from pagan times!”

This last tale in particular appealed to
Bartdk, and in the summer of 1930 he com-
posed a cantata based on it. The tale was
originally in Romanian, but Barték finally set
it in Hungarian. It tells the story of a father
who has nine sons, and instead of teaching
them a trade in the town or fields he en-
courages them to become hunters and to
spend their time in the wild forest. They be-
come so much a part of the natural world
that—in a magical moment—they pass over
a "haunted bridge” and are transformed
into stags. The father comes looking for his
sons and is about to shoot one of the stags
when that one—formerly his favorite son—
confronts the father and warns that the
stags will attack him if he shoots. The father
begs them to return home to their mother
and to the sumptuous table she has set, but
they cannot for they have entered a magical
world, far beyond human concerns.



The Cantata Profana is one of
Barték’s masterpieces, embodying
some of his most deeply-held beliefs.
He noted: “My own true guiding
idea, however—of which | have been
fully conscious since | found myself as
a composer—is the brotherhood of
peoples, brotherhood in spite of all
wars and conflicts. | try—to the best
of my ability—to serve this idea in
my music.” Some have been quick to
see the Cantata Profana, composed
in 1930, as Bartdk’s response to the
darkening political climate in Europe
(the stags leave behind human strife
and find fulfilment in the “mountain
springs”). This may be over-reading
(Hitler would not come to power for
another three years), but it is true
that the magical transformation and
the entrance into an enchanted, pure
world spoke directly to Bartdk, who
did believe in the brotherhood of
men and in a pantheistic universe
(during the final years of his life,
Bartok attended a Unitarian church
in New York City). Bartok's approach
to the issue of language in this can-
tata confirms this belief: the text was
originally in Romanian, he set it in
Hungarian, and the first perform-
ance was given in English in London
in 1934. All of this was fine with
Barték, who was trying to speak be-
yond the language of one individual
nation to address common human
concerns. Bartok planned a cycle of
cantatas and wished to write the oth-
ers on Hungarian and Slovakian
texts, but he completed only the Can-
tata Profana. Perhaps the darkness
that gradually shrouded the 1930s vi-
tiated his hopes for the brotherhood
of all nations.

Bartok scores the Cantata Profana for
large and unusual forces. He calls for
a double chorus, which sometimes
sings antiphonally, sometimes in uni-
son, and sometimes divided into
many parts. The role of the favorite
son-turned-stag is a demanding part

CHAD FRISQUE tenor

Chad Frisque is happy to return to La Jolla Sym-
phony and Chorus. First heard with LIS&C in 2007
as the The Recitant in Berlioz' L'’Enfance du Christ,
Mr. Frisque has since filled his time with private
engagements on the West Coast. A past member
of the San Diego Opera Ensemble, recent roles
have included First Soldier/Student in Des
McAnuff's praised staging of Alban Berg’s
Wozzeck, the herald in Don Carlos, and Giuseppe
in La Traviata. Seen in such productions as Falstaff
with Opera Omaha, Pirates of Penzance with the
Denver Symphony, and Peter Grimes with Los An-
geles Opera, Mr. Frisque makes San Diego his per-
manent home and has worked with such
companies as San Diego Opera, San Diego Lyric
and San Diego Festival Chorus. Comfortable on
both the opera and concert stages, Chad has sung
tenor soloist in Bach’s Magnificat, Die Weihnacht's
Oratorium and The Messiah, among others.

l’ﬂlLl[’ LA RSON bass

Philip Larson received a degree in vocal perform-
ance from University of lllinois. He was a founding
member of the "Extended Vocal Techniques En-
semble,” one of the first groups dedicated to the
performance of vocal music featuring extended
techniques. The quartet performed throughout
the U.S., Europe and Canada. In 1977 Mr. Larson,
with Edwin Harkins, founded [THE], a compos-
ing/performing duo that performed at Music
Today in Tokyo, Paris Autumn Festival, the Darm-
stadt Ferienkurse, the Inter-Society for the Elec-
tronic Arts in Rotterdam, the Suzuki Theater
Festival in Japan, the New Music America Festival
in Chicago and PICA in Perth, Australia. They have
collaborated with John Cage, Toru Takemitsu, An-
thony Braxton, and media artist Vibeke Sorenson.
As a concert soloist, he has performed in New
York, Boston, Chicago, Los Angeles, Paris, Tokyo,
Munich, Lisbon, Cleveland, Bucharest and War-
saw with various ensembles including Cleveland
Chamber Symphony, Handel and Haydn Society,
Metropolitan Chamber Orchestra, and red fish
blue fish percussion ensemble. Recordings include
the works of lannis Xenakis, Anthony Davis, Roger
Reynolds, and Chaya Czernowin. Mr. Larson is
professor of music at UCSD.



for tenor solo, while a baritone solo sings
the part of the pleading father. The or-
chestra is large and—Ilike the chorus—is
sometimes treated antiphonally. Perform-
ances of this difficult score are understand-
ably rare, and as a result one of Bartok’s
finest creations remains almost unknown
to general audiences.

The Cantata Profana is in the arch-form that
was so important to Barték in these years:
he used that form in his Fourth String Quar-
tet of 1928 and Fifth of 1934. But as with all
Bartok’s arch-forms the exact structure here
is subtle. Everyone senses that the begin-
ning of the Cantata Profana consciously re-
calls the beginning of Bach’s St. Matthew
Passion. Both works open with antiphonal
choruses and pulsing lower strings, but
where Bach sets out to tell a story central to
Christianity, Bartok plunges into the past to
tell a pagan story in this “profane cantata”
(listeners should be reminded that “pro-
fane” does not mean salacious but simply
“outside the temple”). This opening section
sets the scene masterfully: it takes us deep
into a primeval forest, and the music sud-
denly leaps ahead at the hunting music,
marked Allegro and built on a vigorous

Choral Director of the
La Jolla Symphony
Chorus since 1973,
David Chase serves as a
lecturer in the UCSD
Music  Department.
Under his leadership
the 130-voice ensem-
ble performs a mixture of musical styles that
combine standard repertory with new or
rarely performed works on the LJS&C sub-
scription series and at community venues.

Dr. Chase is a graduate of Ohio State Univer-
sity, and received his doctorate at the Univer-
sity of Michigan. While living in Ann Arbor,
he served as conductor of the Grand Rapids
Symphonic Choir. In 2009, he retired from

fugue that shows us the power of the nine
young men in all their glory. But eventually
these young men come to the “haunted
bridge.” Here the music slows, and on un-
earthly swoops of harp sound the young
hunters are transformed into stags.

Without pause, the music glides into the
central Andante. Here the disconsolate fa-
ther searches for his sons and is about to
shoot one of the stags when the tenor
soloist warns him off. In music marked Agi-
tato, the father pleads for their return to civ-
ilization, but the son is adamant: he and his
brothers can never return, for their antlers
will not fit through doors, and now they
“can only wear the wind and sun.”

The third part briefly reprises the action
of the first two parts, but now the drama
is over: the young men have entered a
new world, and the tone of Bartdk’s
music—based on material heard earlier—
is now serene. The transformation is com-
plete: the stags have put behind them the
world of “crystal goblets,” and the tenor’s
floating solo tells us that now they will
drink only “from clear and cooling moun-
tain streams.” &

DAV") CHASE choral director conductor

Palomar College in San Marcos, California,
where he taught music since 1974. In addi-
tion to his academic and choral duties, Dr.
Chase has performed and recorded with the
Robert Shaw Festival Chamber Chorus in
Souillac, France and at Carnegie Hall. He also
has been a fellow in the Melodious Accord
Fellowship with Alice Parker in New York City.
His compositions are published by Shawnee
Press and Concordia Music Publishers.

Dr. Chase and members of the chorus have
made four European tours, a tour of Mex-
ico, and in 2001 were the first Western
chorus invited to perform in the Kingdom
of Bhutan. In spring 2012, the chorus trav-
els to Carnegie Hall to perform Britten’s
Spring Symphony.



‘POEME SYMPHONIQUE FOR
100 ‘METRONOMES

GYORGY LIGETI

Born May 28, 1923, Dicsészentmarton,
Hungary (now in Romania)

Died June 12, 2006, Vienna

Gyorgy Ligeti began
his career as a com-
poser in Hungary in
the years after World
War Il, when musical
life in that country
was rigidly controlled
by a repressive com-
munist bureaucracy intent on enforcing
the doctrine of “Socialist Realism”: music
(and all art) must be acceptable to the
masses and must serve the ends of the
state. Under these restrictions, Ligeti
found himself limited to composing pa-
triotic choruses and music for school mu-
sicians. Desperate for wider horizons,
Ligeti found them when he escaped from
Hungary in December 1956, just after the
revolution there had been crushed.

Suddenly—in Western Europe—Ligeti
found the musical possibilities almost
limitless, and he began to explore them.
He studied with Karlheinz Stockhausen
in Cologne and for a time became inter-
ested in electronic music and music con-
structed out of non-instrumental sounds.
In 1961 Ligeti produced what might be
called his first classic score, Atmospheres,
an orchestral work that does without
themes, rhythm, or harmony and instead
offers slowly-shifting textures (listeners
may know that work best not from the
concert hall but from the movie theater:
Stanley Kubrick used it—without per-
mission—in his movie 2007).

But Ligeti was also aware in these years
of the many competing “ideologies” in
the world of music, and in 1962 he com-
posed a score that he hoped would be
understood—at least partially—as crit-
icism of those ideologies. This was his
Poeme Symphonique, composed for

one hundred metronomes. This piece
called into question not only all the
competing ideologies, with their various
manifestos, but the very nature of music
itself. The Poéme Symphonique requires
one hundred metronomes, each set at a
different tempo. These metronomes are
wound tight, and—at a signal from the
“conductor”—they are all set in motion
(these metronomes must be the old-
fashioned wind-up type, not the more
recent electric version). At first, the
sound produced is simply a inchoate
mass of ticking sounds, but as the
springs in the metronomes wind down,
it becomes possible for listeners to pick
out the strands of individual rhythms
until finally only one metronome is left
in motion, and gradually it ticks its way
into exhaustion and silence.

It has been pointed out that Ligeti’s
Poéme Symphonique is not a “poem,”
nor is it “symphonic,” and that is part of
his ironic take on the artistic battles of
the day. This piece created something of
a scandal in that day, for it called into
question the whole meaning of music
(one radio station in Europe refused to
broadcast a performance of it, much to
Ligeti's delight). Today, nearly half a cen-
tury after its creation, the Poéme Sym-
phonique reminds us of the artistic
battles in the years after World War 11,
and more specifically it reminds us of
Ligeti's probing questions about what
constitutes music in a world where com-
plete artistic freedom seemed to open
the door to anything. B

A Special Thanks to

| ] “Robert Whitley

Syndicated Wine Columnist

Publisher of
www.winereviewonline.com

|
I'. for his generous donation of fine wines
for LIS&C events this season.



‘LES “NOCES

IGOR STRAVINSKY
Born June 17, 1882, Oranienbaum
Died April 6, 1971, New York City

In 1912, while working on The
Rite of Spring, Stravinsky had the
germinal idea for a different
i piece. The Rite of Spring was
about a pagan sacrifice in an-
cient Russia, and the new work
would have a somewhat simi-
lar—but in fact quite different—
subject: it would be a depiction of a Russian peasant
wedding. Stravinsky at first envisioned a cantata for
singers, dancers, and instrumentalists: “My idea was
to compose a sort of scenic ceremony, using as | liked
those ritualistic elements so abundantly provided by
village customs which had been established for cen-
turies in the celebration of Russian marriages.”
Stravinsky fashioned his own libretto, drawing from
collections of Russian poems and folk-tales, and he
began work on the new score in Clarens, Switzerland,
during the summer of 1914, just as World War |
began. It took three years to complete the short
score, which featured four soloists and a mixed chorus.

If Stravinsky had the vocal score complete in three
years, the problem of the instrumental accompaniment
to those voices would vex him for six more years. At
first he scored the music for a huge orchestra of 150
players, divided into several sections. Rejecting this
grandiose plan, he next conceived a version for a
smaller orchestra of winds and percussion plus eight
string players. This was reduced to an ensemble of per-
cussion and keyboard instruments, featuring the cim-
balon and player-piano. Dissatisfied with this,
Stravinsky settled on what would be the final instru-
mentation in the early 1920s: an ensemble of four pi-
anos and a large percussion battery. The first
performance, given by the Ballets Russes, took place in
Paris on June 13, 1923. It had been over ten years since
Stravinsky had had his first idea for the new work.

Les Noces, as Stravinsky named the piece, is unique
(that plural title is usually rendered in English as the
singular The Wedding). He conceived of it as a the-
ater-piece and subtitled it “Russian choreographic
scenes with song and music.” The four vocal soloists,
the four-part chorus, and the instrumentalists com-
bine to tell of the events and customs of a Russian



peasant wedding in the early nineteenth cen-
tury. That telling is almost stream-of-con-
sciousness: for the listener, the effect is of
being in the midst of a peasant wedding and
overhearing the songs and cries and asides
that such an occasion might produce. No
singer takes an individual part, and the story
of the marriage of Nastasia and Fetis
emerges from myriad shifting perspectives.
Les Noces offers very little narrative action,
but a great deal of color and emotion.

Musically, the closest relative of Les Noces is
The Rite of Spring. Though Les Noces em-
ploys much smaller forces, it uses some of the
same techniques as that monumental ballet:
fragmentary themes that refuse to develop
in any traditional sense, block chords re-
peated obsessively, and enormous rhythmic
complexity. One comes away from Les Noces
not remembering tunes but struck by the
pound of the rhythms and the ring of bells,
drums, and percussive pianos.

The four tableaux of Les Noces (which is per-
formed without a break) may be summarized
briefly. In “The Braid” Nastasia sings a ritualized
lament for the loss of her innocence, as her
friends sing of weaving the maiden’s braid. In
the second scene, “At the Bridegroom’s House,”
the men of the chorus sing of the groom's
prowess, and the marriage receives the blessing
of the priest and parents, intoned without ac-
companiment. In “The Departure of the Bride
and Groom,” the mothers of the couple sing a
ritualized farewell to their children. The final
scene, "The Wedding Feast,” depicts the feast
of the red table. There is much celebration here
(along with the sorts of remarks one hears at
weddings when some of the guests have had
too much to drink). Finally, a couple is selected
to warm the wedding bed, the bride’s headress
is changed for the matron’s wrap, the groom
carries her over the “rushnyk” to their bed-
room, and their parents and the guests assem-
ble outside the door. Les Noces closes not with
song but the peal of resounding bells. B

WH%LE Official Caterer

FOODS  on 335"
), 2011-2012 Season

Mecata R RSB




CHOREOGRAFHER NOTES
FOR “LES ‘NOCES”

There is a rich choreographic history of
artists who have been inspired by the beau-
tiful music and story of Igor Stravinsky's Les
Noces, from Bronislava Nijinska’s original
seminal version in 1923, to others including
Jerome Robbins, Maurice Bejart, Angelin
Preljocaj, and Anna Teresa de Keersmaeker.

Therefore it was a daunting but exciting
challenge to create my own version of this
iconic ballet, when Steven Schick invited
me to make a work in the “Stravinsky Cir-
cus!” season. | was thrilled and grateful to
collaborate again with Steven and David
Chase and the excellent La Jolla Symphony
and Chorus, as the opportunities for live
music and dance performed on this scale
are all too rare. | researched Stravinsky’s
original intentions in the libretto and let
the haunting melodies and driving
rhythms of the music serve as my move-
ment inspiration guide. Stravinsky wrote
in his autobiography, “My idea was to

Allyson Green is a
choreographer, vi-
sual artist, and cura-
tor. She currently
serves as Chair of
the UCSD Depart-
ment of Theatre and Dance. Based in New York
from 1986-2001, her repertory of over one
hundred works has been presented to critical
acclaim in eighteen countries and throughout
the United States since 1993. Her career has
been particularly influenced by collaborative in-
ternational partnerships with artists such as Ben
Wright (UK), Jose Navas (Canada), Meg Stuart
(Belgium), Dominique Porte (France), and Lux
Boreal Contemporanea Danza (Mexico); two
decades of choreographic research in East-
ern/Central Europe; and ongoing site-specific

compose a sort of scenic ceremony, using
as | liked those ritualistic elements so
abundantly provided by village customs
which had been established for centuries
in the celebration of Russian marriages. |
took my inspiration from those customs,
but reserved to myself the right to use
them with absolute freedom.” | have tried
to honor Stravinsky’s original intent of a
love song to his native home, finding a
more joyous celebration in Part Il than in
Nijinska’s version. But following in the tra-
dition of the lamenting Russian betrothal
songs, “the bride weeps,” as Stravinsky
writes, “...because she must weep,” in Sec-
tion 1 of the work. Ligeti's Poéme Sym-
phonique for 100 metronomes provides an
exciting sonic setting for our tableau of
the match-making ritual that initiated all
Russian folk weddings. Working with the
extraordinary dancers of Lux Boreal of Ti-
juana is always a delight, and we were in-
trigued by the similar ideas and customs in
both Mexican and Russian folk weddings,
particularly of the Ukraine. Borrowing as
freely as Stravinsky did to create his score,

ALLYSON GKEEN dance director/choreograper

collaborations with visual artist Peter Terezakis.
She was the Artistic Director of Sushi Perform-
ance and Visual Art from 2003-5, producing
the Central Station International Festival among
numerous multi disciplinary events. Recent cu-
ratorial projects at UCSD include the creation
of the Cal-Laboratory Kitchen, a research labo-
ratory for international choreographers and
composers; the Arts in Action Festival for social
justice issues; and the co-creation, with Martin
Wollesen and Artpower, of Wonderland, an in-
ternational festival of contemporary dance.
Most recently she has enjoyed a rich fall sab-
batical, assisting choreographer Ben Wright and
director Michael Grandage on Don Gionvanni
at the Metropolitan Opera in NYC; creating a
Trolley Dance The Last Stop; and creating
Stravinsky's Les Noces.



we have “married” movement
ideas of Mexican folklorico to
folk dances | have learned in my
extensive travels in Eastern Eu-
rope, the Baltics, and Russia.

My deep thanks are given to all of
Lux Boreal for creating the heart
of our work. | am also grateful for
our Ukranian costume designer
Alina Bokovikova, and to her asso-
ciate Erick Sundquist, who have
created contemporary costumes
inspired by classic folk dress, with
notes of music interwoven into the
print designs. Our lighting de-
signer Alan Burrett designed the
work for Bejart, and so | am hon-
ored to collaborate with him on
this version here, as well as the
lighting students of UCSD. Thanks
to our Stage Manager Leighann
Enos for her masterful job with a
huge cast, and also thanks to Julie
Burelle for dramaturgical research.
To create “the village,” | have
asked dear friends, from students
to master artists, to join in to the
collaboration and | have greatly
enjoyed creating this celebration
with them. | am very grateful to all
for their many volunteered hours
and joyful contributions to make
such an event possible. In particu-
lar my deep thanks to Peter
Terezakis, Matthew Armstrong,
Donna Web, Sarah Larson, and
Martita Abril for your assistance in
creating and rehearsing the dance
on both sides of the border. Con-
gratulations to Peter and Mar-
garet Larlham, celebrating their
40th wedding anniversary with the
Dec. 4th performance!

The presence of all of you in the
audience completes the festivities
for us; we are honored that you
have joined us as members of the
international village of music and
dance lovers. We hope that you
enjoy the wedding! B

LUX BOREAL
CONTEMFORANEA DANIA

Lux Boreal means “lights from the north;” the
company was founded in 2002 by Henry Torres
and Angel Arambula, and is based in Tijuana, Méx-
ico. Since the beginning, the company has been
part of the dance movement in northern Mexico.
The scenic circle of Lux Boreal Contemporanea
Danza is made by choreographers and dancers of
this borderland and many other cities who con-
verge on a life commitment to dance, and whom
have found a way to bring their surrounding real-
ity to the language of art. Consisting of eight
dancers plus collaborators and understudies, Lux
Boreal is part of an artistic bi-national relationship
through tightening bonds with artistic communi-
ties from either side of the border. This situation
has allowed the troupe to present their work and
create dance pieces in different scenarios resulting
in a constant cultural exchange with the United
States. In 2009, Lux Boreal was honored in Dance
Magazine’s Top 25 to Watch, and since 2008 has
been listed as part of the Hall of Fame in Tijuana.
The company received the Public Choice Award in
San Luis International Dance Festival and has been
strongly supported by the National Fund for Arts
and Culture through the program Mexico en Es-
cena since 2007.

RED FISH BLUE FISH

Founded fifteen years ago by Steven Schick, the
UCSD-based percussion ensemble performs,
records, and premieres works from the last 85
years of western percussion’s rich history. The
group works regularly with living composers
from every continent. Recent projects include a
world premiere of a Roger Reynolds’ Sanctuary
and the American premiere of James Dillon’s epic
Nine Rivers cycle with the International Contem-
porary Ensemble. Recordings to be released in
the 2012-13 season include the works of Karl-
heinz Stockhausen, Giacinto Scelsi, and rare
works of lannis Xenakis.



JESSICA ASIODI soprano

Australian Jessica Aszodi has been hailed by
the Australian news-media as “One of the
finest actress-singers in the country” (The Age,
2010) and “...a tour de force” (Sydney Morn-
ing Herald). Currently a graduate student in
voice at the University of California, San Diego,
she is a graduate of the Victorian College of the
Arts and of Victorian Opera’s Young Artists pro-
gram. She has sung more than a dozen roles

with Victoria Opera Company including Donna
Elvira in Don Giovanni, and Seso in Guilio Ce-
sare. She has appeared as a soloist with the
Melbourne Symphony Orchestra, Royal Mel-
bourne Philharmonic, and Macau International
Music Festival, among others. A passionate ex-
ponent of new and unusual repertoire, Ms. As-
zodi has performed with some of Australia’s
foremost new music ensembles.

‘MA“THA JANE WEAVEK mezzo soprano

Martha Jane Weaver (Lownie) is an ex-
tremely versatile singer with repertoire rang-
ing from Bach to Verdi to Copland, Gilbert
& Sullivan, Broadway, Gospel and Spirituals.
Her many guest-artist credits include the San
Diego, Nevada-Reno, and Sacramento opera
companies; the Philharmonia Baroque Or-
chestra; Los Angeles Bach Festival, Los An-
geles Chamber Orchestra; Nevada, Utah and
San Diego symphonies; Hollywood Bowl;
William Hall Chorale; and dozens of other

choral organizations throughout the South-
west. Ms. Weaver is a soloist and section
leader at St. James by-the-Sea Episcopal
Church in La Jolla, and a frequent guest
recitalist at many San Diego-area churches
and venues such as the Spreckles Organ Pavil-
ion in Balboa Park. In recent years she has also
become a noted vocal coach and choral work-
shop director. Ms. Weaver last appeared with
the La Jolla Symphony & Chorus as a soloist in
Beethoven'’s Ninth Symphony, February 2007.

ALECK KAR]S piano

For over twenty years Aleck Karis has been one
of the leading pianists in the New York con-
temporary music scene. Particularly associated
with the music of Elliott Carter, Mario Davi-
dovsky, and John Cage, he has championed
their works all over the world. Among his nu-
merous solo piano discs on Bridge Records are
acclaimed recordings of Stravinsky, Schumann,
Carter and John Cage. Recently, Karis per-
formed Birtwistle’s marathon solo work Harri-
son’s Clocks in London and New York,

Feldman’s Patterns in a Chromatic Field in New
York, and appeared at the Venice Biennale. At
home with both contemporary and classical
works, Karis has studied with William Dagh-
lian, Artur Balsam and Beveridge Webster and
holds degrees from the Manhattan School of
Music and the Juilliard School. Currently, he is
a Professor of Music at the University of Cali-
fornia, San Diego. In this weekend's perform-
ances of Les Noces, pianos 2, 3, and 4 are
played by Karis's graduate students.

ALAN BU“KETT lighting design

Born in London, Alan Burrett’s internationally ac-
claimed work for theatre, dance and opera has
been seen in over 30 countries. He began his ca-
reer as the resident designer with Bejart ballet in
Brussels where he designed sets, costumes and
lights for numerous productions, as well as for
the 300th Anniversary of Moliere at the Comedie

Francaise, various productions for the Paris Opera
Ballet, and French television. In 1995 he began a
10-year association with LA Opera becoming
their first resident lighting designer in 2001. Bur-
rett joined the UCSD Department of Theater and
Dance in fall 2008 as head of the graduate pro-
gram in lighting design.



AL[NA BOKO‘“KOVA costume design

Alina Bokovikova is a local costume designer
who is currently teaching Costume Design at
UCSD. Born in the Ukraine, she is very ex-
cited to bring her original national experience
to this multicultural production of Les Noces.
Other dance credits include: Blurred Borders,
Untitled, The Center of Universe, Winsome

love Some, Generation, Night, Fairy Tails. Her
theatre credits include: The Great American
Trailer Park Musical (San Diego Rep), Hedda
Gabler (Potiker Theatre), and Joe Turner’s
Come and Gone (Forum Theatre), Stere-
oblind (dance film) and Limelight Musical
(ACD La Jolla Playhouse), among others.

LEIG“ANN ENOS stage manager

Leighann Enos is based out of San Diego and
most recently worked on the Persian Arts So-
ciety’s production of Scarlet Stone, The Old
Globe's productions of Odyssey, August:
Osage County and Twelfth Night (2010 Sum-
mer Shakespeare Intensive), and La Jolla Play-
house’s production of Sleeping Beauty
Wakes. UCSD credits include space between,
The Threepenny Opera, reasons to be pretty,

Everything Nice (2010 Baldwin New Play Fes-
tival), La Mandragola, and Topdog/Under-
dog. She has also worked on the World
Premiere of Magnolia and the Chicago pre-
miere of Rock ‘N’ Roll (Goodman Theatre)
and the World Premiere of Arrow To The
Heart (Vox Nova Theatre Company). She is a
third-year MFA stage manager at UCSD and
holds a B.A. from the University of Florida.
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1A JOLLA SYMFPHONY CHORUS

Founded in 1965 by Patricia Smith

David Chase, Choral Director
Kenneth Bell, Assistant Conductor and Language Coach

Victoria Heins-Shaw, Accompanist

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

SOPRANO
Young Ju Danbi Ahn
Karen Bryan
Christine Bull
Anna Busija
Frances Castle#*
Ann Chase*
Sally Dean
Madison Donoghue
Clare Friedman
Meryl Gross
Felicia Gutierrez
Marty Hambright
Martha Hamilton
Amanda Harris
Ida Houby
Donna Johnson
Hima Joshi
Karen Kakazu
Kathryn Kinslow*
Jacquelyn Lane
Constance
Lawthers*
Allison Lee
Jung Lee
Christine Lehman*
Winnie Luong
Judy Manuche
Mona McGorvin
Rachel Millstein
Lauren Munroe
Jamie O'Brien
Emily Peterson
Amy Schick
Yi Hong Sim*
Mitzi Sobash
Jeanne Stutzer
Julie Sullivan
Mary Ellen Walther
Jill Witkowski

Stewart Shaw, Chorus Facilities

ALTO

June Allen

Kim Burton

Peggy Clapp

Elinor Elphick

Karen Erickson

Elizabeth Ingersoll

Deanna Johnson

Cynthia Jorstad

Jin-Soo Kim

Rachael Lapidis

Jean Lowerison

Robin Mayfield

Kathleen
McLaren-Hawking

Helen Mout

Debby Park

Cinda Peck*

Barbara Peisch

Yasaman Pirahanchi

Rebecca Ramirez*

Valerie Rubins

Satomi Saito

Marianne Schamp*

Janet Shields#*

Carol Slaughter

Jil Stathis

Susan Taggart

Sarah Warisi

Amee Wood*

TENOR

Joseph Allen
George Anderson
Nicholas Brown
Walter Desmond#
Bill Eadie

David Horstman
David Jorstad
Michael Kasa
Anthony Leonard*
James Macemon
Marty Marion*
Myles Mayfield*

Sean McCormac*
Ryan Morgan
Joe Mundy*
David Rushton
Derek Snyder
Allan Sohl
Dennis Turner
Bill Ziefle

‘BASS

Kenneth Bell*
John Beresford
Stephen Blavet
C. Peter Brown*
John Carpenter
Charles Carver
Scot Cheatham
Bob Chen
Rodney Contreras*
Timothy Davis
Les DeLashmutt
Paul J. Friedman
Vincent Fung
Bryan Heard
David Hertzel*
J. Rodney Jee
Donald Jenkins
Michael Kaehr
Frank Li

Marc Madison
Steve Marsh
Lawrence Mayer
William Miller
Gilbert Omens
Ray Park*
Stewart Shaw#
Steve Shields*
Otto Sorensen*
Richard Tilles
Mark Walters
Robert Wennerholt

# Section Leader
* Les Noces
Chamber Choir



1A JOLLA SYMPHONY ORCHESTRA

Founded in 1954 by Peter Nicoloff

Steven Schick, Music Director
Nicholas Deyoe, Assistant Conductor

R. Theodore Bietz, Orchestra Manager | Ulrike Burgin, Orchestra Librarian
Yeung-ping Chen, Production Assistant

VIOLIN 1
David Buckley,
Co-Concertmaster

Peter Clarke,
Co-Concertmaster

Deborah Ahn
Aram Akhavan
Carol Bietz
Evon Carpenter
Allison Chilton
Pat Gifford
Susanna Han
Andy Helgerson
Gudrun Noe
Ina Page
Jeanne Saier
Lavinia Scherf
Heidi Thomas
Phillip Wulfridge

VIOLIN 11
Gary Brown, Principal

Marit Chrislock-Lauterbach,
Assistant Principal

Angelo Arias
Susan Brown
Carolyn Chen
Judy Gaukel
Vivian Hur

Igor Korneitchouk
Anna Levitt

Yael Mayer

Brad Peters
Stephanie Shin

VIOLA
Daniel Swem, Principal

Nancy Swanberg,
Assistant Principal

James Bell

Andrew Chen

Loie Flood

Anne Gero-Stillwell
Ashley Knutson
Roark Miller

Euki Sawada
Cynthia Snyder
Brian Tang

CELLO
Eric Moore, Principal

Max Fenstermacher,
Assistant Principal

Ulrike Burgin
Bryan Cassella
Curtis Chan

Jeff Chen
Rebekah Dyer
Peter Farrell
Jonathan Ho
Carolyn Sechrist
Clifford Thrasher
Carol Tolbert
Janet White
Timothy Wu

CONTRABASS

Christine Allen,
Principal

Darrell Cheng

Bill Childs

Pat Fitzpatrick

Stephen Gentillalli

Lance Gucwa

Antar Martin

FLUTE
Joey Payton,
Principal

Rachel Beetz
Erica McDaniel

TICCOLO
Erica McDaniel

0BOE
Carol Rothrock,
Principal

Gene Kang
Heather Marks

CLARINET
Jenny Smerud,
Principal

Laura Gross
Fran Tonello

‘BASS CLARINET
Laura Gross

‘BASSOON
Tom Schubert,
Principal

Jennifer Bleth
Jim Swift

CONTRABASSOON
Jennifer Bleth

‘HORN
Cynthia McGregor,
Principal

Buddy Gibbs
Jonathan Rudin
Dave Tuttle

TRUMFET
Rachel Alan,
Principal

" Tim Brandt

Stephanie Gobrecht

TROMBOME

R. Theodore Bietz,
Principal

Chris Kjonaas

‘BASS TROMBONE
Andrew Moreau

TUBA

Kenneth Earnest,
Principal

TIMFANI

Daniel Pate

‘TERCUSSION
Jonathan Hepfer,
Principal

Kjell Nordeson
Ayaka Ozaki
Daniel Pate
Eleasa Sokolski
Stephen Solook

‘TIANO
William Fried

‘HARF
Laura Vaughan



CONTRIBUTORS

The La Jolla Symphony & Chorus Association is deeply grateful to the Department of Music at UC San Diego
for its generous support and assistance. The association would also like to acknowledge the generosity of its
chief benefactress Therese Hurst, who upon her death in 1985 left her estate to the association providing
an endowment. LJS&C thanks the following contributors for their support of the 2011-2012 season.

LEADERSHIF CIRCLE

‘MAJOR SFONSOR

$25,000+

City of San Diego,
Commission for Arts
& Culture

Department of Music,UCSD

SEASON
‘UNDERWRITER

$15,000+
Anonymous

ANGELS 10,000+
Nancy & Michael Kaehr
Amee Wood & Eric Mustonen

‘UNDERWRITER

$5,000+

Ida Houby & Bill Miller

Diane Salisbury &
Robert Whitley

Steven & Brenda Schick

FONSOR $2,500+
axine Bloor
Eric & Pat Bromberger
Gary & Susan Brown
Dr. Robert Engler &
Julie Ruedi
Beda & Gerry Farrell
Drs. Joan Forrest &
Michael Latz
Dr. & Mrs. Paul Friedman
Rexford & Joan Kastner
Donald & Julie MacNeil
Steve & Janet Shields
Dr. James Swift &
Sue Bosch-Swift

‘BENEFACTOR $1,500+
J. Lawrence Carter

Dr. & Mrs. Curtis Chan
Dr. & Mrs. Frank Dwinnell
Samuel J. Horodezsky
Tom & Barbara Peisch
Jeanne & Milton Saier
Nancy & Louis T. Moore

TATRON $1,000+

Gayle Barsamian &
David Clapp

Gordon & Lauren Clark

Sonya Hintz

Ted & Beverly Kilman

Monique Kunewalder

Stephen Marsh

C. Glasson Schmitt

Arthur & Molli Wagner

Fred Walker &
Katharine Sheehan

SUSTAINER 500+
Daniel & June Allen

George & Sarilee Anderson
Judy & Robert Gaukel

Rochelle Kline-Casey &
Glenn Casey

Walter & Ann Desmond

David & Pat Gifford

Karen Johns &
Peter Jorgensen

Dr. James & Lois Lasry

J. Eric McCall

Mary Nee

Catherine & Bob Palmer

Carol Plantamura &
Felix Prael

Richard & Glenda
Rosenblatt

Alex & Valerie Rubins
David Smith

Joe & Julie Snyder
Richard Stern

Paul E. Symczak

AFICIONADO $250+
Richard & Catherine Ball
Janice & Nelson Byrne
David & Ann Chase
Mea & Gaelen Daum
Thomas & Julia Falk
Louis C. & Celia K.
Grossberg Foundation

Bonnie Hubbard
Jim & Sally Mowry
Ethna Piazza

Dr. Margaret
Schoeninger

Carol & Stuart Smith
Capt. & Mrs. W.T. Stutzer
Susan & Mark Taggart
Henry & Irene Weber
Elena Yarritu

ASSOCIATE $100+

Jaqueline Allen

Hans Beck

Paul Black & Evelyn Truitt

Dr. Duane & Denise
Blickenstaff

William Boggs &
Marilyn Hu?f

George & Ulrike Burgin

R.A. & C.A. Clarke

Mea & Gaelen Daum

Nathan Daum

Bill & Sally Dean

Robert & Christina
Dilworth

Nancy & Joel Dimsdale

Russ & Eloise Duff

Dr. Zofia Dziewanowska

Darrell & Dorothy
Fanestil

Jerry & Barbara
Fitzsimmons

Edwin & Wita Gardiner

J.M. & Barbara Gieskes

James Goode

Robert & Mary Jean Hardy

Nancy & Bill Homeyer

Donna Johnson

Karen Kakazu

G.F. & Aleta Kerth

David Kimball

Ray & Jan Kociencki

Edith Kodmur

Robert & Esther La Porta

Carl & Claudia
Lowenstein

Robin & Charles Luby

Dr. & Mrs. Warren Marsh
Dr. Marianne McDonald
Roy & Barbara Moreau
Charles Joe Mundy
Rafael & Kathleen Navarro
Wolfgang & Gudrun Noe
Peet's Coffee & Tea,
La Jolla
Gordon & Ingrid Perkins
Kedar Pyatt
Sue B. Roesch
Barbara Rosen
Murray Rosenblatt
Carol Rothrock
Amy Schick
Katharine Sheehan &
Fred Walker
Brian & Sherri
Schottlaender
David & Kathleen Scott

Joyce Cutler-Shaw &
Gerome Shaw

Dr. & Mrs. Jack Sipe

William & Georgiana
Simmons

Scott & Jenny Smerud

Dr. & Mrs. Hans
Spiegelberg

Randy Stewart

Joseph & Elizabeth Taft

Arlene & Irving Tashlick

Helen Wagner

Ellen Warner-Scott

David & Elke Wurzel

THERESE HURST
MUSICAL HERITAGE
SOCIETY
Colin & Maxine Bloor
Sue & James Collado
Ida Houby & Bill Miller
Stephen Marsh
Amee Wood &
Eric Mustonen
Richard & Glenda
Rosenblatt

David Smith

The La Jolla Symphony & Chorus Association is a 501(c)3 non-profit corporation. Contributions to the LJS&C
are tax-deductible. Those wishing to support the Association may send donations to the LIS&C at
9500 Gilman Drive, UCSD 0361, La Jolla, CA 92093-0361 or call (858) 534-4637.

The LIS&C makes every effort to ensure that our contributors’ names are listed accurately.

If you find an error, please let us know and we will correct it.

This list is current as of November 14, 2011.



St. Elizabeth Seton Catholic Church, Carlsbad

Audience and chorus combine in our annual sing-along
of the Christmas portion of Handel's Messiah.

Tickets: General $15 / Student $8 (21 and under)

Tickets: 858-534-4637 or www.lajollasymphony.co
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Mandeville Auditorium, UCSD

A Season Survey of a 20th-Century Master

Sponsor Support for the 2011-2012 Season:

., Major funding provided by the
| viDra lture City of San Diego Commission
V‘m L% for Arts and Culture and the

e " County of San Diego
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