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Steven Schick conducting

HANDEL Entrance of the Queen of Sheba from Solomon
BRAHMS Nénie, Opus 82
SCHOENBERG Five Pieces for Orchestra, Opus 16
Premonitions
Yesteryears
Summer Morning by a Lake (Colors)
Peripetia
The Obligatory Recitative
INTERMISSION
DALLAPICCOLA Piccola musica notturna
BRAHMS Triumphlied, Opus 55

Halleluja! Heil und Preis
Lobet unsern Gott, alle seine Knechte
Und ich sahe den Himmel aufgetan

Anthony Whitson-Martini, baritone

Unauthorized flash photography and audio/video recording are prohibited during this performance.
No texting or cell phone use of any kind allowed.

We gratefully acknowledge our underwriters for this concert

Michael & Nancy Kaehr



FROM THE CONDUCTOR

As Marvin Gaye said, “believe half of what you see
and none of what you hear.” | am not convinced
that the smoothest voice in Motown was really
making a comment on the relative perceptual
acuity of eyes over ears, but | think it's fair to say
that a contemporary psyche usually privileges
visual over auditory stimulus. And | think there is
an argument to be made that sight has become
steadily more important over the past few
centuries. All is not lost for the art of listening,
however. Most emotional contact comes through the ears (a mother
sings to her squalling child; she does not send a reassuring text message!)
And ultimately evolution has left our ears wide open—R. Murray Shaffer
and others have pointed out that we humans do not have “earlids.”

But often the eyes do seem to have it, even in the world of music. In fact
much of the language we use to describe sound has been imported from
the world of sight. We speak of musical color, of tone painting, of tempos
that are brilliant, or of harmonies that are dusky. Beethoven was a
composer of the “enlightenment.” Pérotin was from the “dark ages.”
Composers like Olivier Messiaen and Alexander Scriabin explicitly refer to
specific colors in their scores. And in the first years of the 21st century it
was hard to find a piece of new music premiered in Brooklyn that did not
feature a seemingly obligatory video.

This concert, “Dark/Bright,” is our comment on the role of the eyes in
music. In one way it is a simple juxtaposition of works featuring darker
instrumental tones with those featuring brilliant colors. In this scheme
Brahms'well-named Triumphlied and Handel's lively Entrance of the Queen
of Sheba are distinctly the latter while his Ndnie and Luigi Dallapiccola’s
Una Piccola Musica Notturna (A Little Night Music) comprise the former.
Arnold Schoenberg's classic study of instrumental color— his Five Pieces
for Orchestra—is all of the above. This work is a kaleidoscopic portrayal
of contrasting colors of all hues. At the very center is “Farben” (Colors), a
movement of such remarkable connection to the visual world that the
melodies threading through this music are not made of changing notes,
but rather of changing instrumental colors. Schoenberg called this
strategy “Klangfarbenmelodi” (tone color melody), and it became a
reliable template for late 20th-century composers whose music relied
heavily on strategies imported from the visual arts from Morton Feldman
to John Luther Adams.

We'll also connect this concert to our season-long artesian inspiration,
Wallace Stegner’s novel “Angle of Repose.” One of the sad lessons of this
novel is that while 19th-century Americans looked to the outdoors to
find light and color, their early 21st-century cousins stay inside for the
same reason. A century and a half ago many indoor spaces were dimly
lit, walls were often coated with layers of soot from fires and cooking,and
judging by contemporary exhibitions of period furniture and quilting the
color palette of the 19th century was sophisticated but muted by today’s



standards. Yet outdoors there were wildflowers,
sunsets, lightning storms, insects, and rainbows.
Those natural colors still exist today, but how can
they compete with plasma screens and track
lighting? And judging by the number of people | see
glued to their smart phones on my regular walks
through Torrey Pines State Park, it seems we're pretty
keen on exporting the brightness of our artificially
lit indoor life to the outdoors. Never mind the long-
term damage we're doing to our retinas, a
technology that makes a spring flower or dewy
cactus look dull has got a lot to atone for!

Increasingly we'll need art to remind us of a pre-
technological world of color and light. In this way
both Stegner’s novel and the music we will hear
today treat dark and bright as qualities of memory.
And like real memory—that which is rich and well
masticated by use—the colors in these works are
sophisticated,  surprising, and  sometimes
contradictory. From its title alone we'd expect the
Dallapiccola to be a dark and somber piece, but
instead we find a transparent beauty that reminds
us more of Mozart’s “night music” than of Bartok’s.
And the Brahms Triumphlied is bright all right, but
the insistence of its celebratory tone seems almost a
little manic, overly bright as it were. But | don't see

these small contradictions as problems. Rather they
are frictions that reveal the complexity of the
auditory world.

For concrete imagery nothing beats the visual: it is
immediate, persuasive, and categorical. We use our
eyes to connect us to things. But to connect

ourselves to other people and to an emotional world
of shades and shadows; the luminous and the
obscure, we have sound and ultimately music.
Marvin Gaye was right about at least one important
thing. When there’s deep emotion at play, you're
more likely to hear it through the grapevine than see
it on the Internet. l

nation of fine wines
events this season. ‘

STEVEN SCHICK conductor

For more than 30 years Steven Schick has
championed contemporary music as a
percussionist 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 International de
Percussion de Geneve 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 & Rhizomes"—
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 international 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 conductor of the
San Francisco Contemporary Music Players.
Schick has been music director and conductor
of the La Jolla Symphony & Chorus since 2007.
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ENTRANCE OF THE QUEEN OF SHEBA
FROM SOLOMON

GEORGE FREDERIC HANDEL
Born February 23, 1685, Halle
Died April 14,1759, London

Handel had hoped to make a
career as an opera composer
in London, but it was not to
be. Changing popular tastes
cut seriously into the
audience for the sort of
Italian opera seria Handel
wrote, and in 1737 the
¥ composer suffered a
debilitating stroke. When he was able to resume
work, he turned to the oratorio and infused that
old form with vitality and new dramatic
possibilities. His oratorio Messiah (1742) remains
his most famous, but through the decade of the
1740s he produced a steady procession of great
oratorios, including Samson, Semele, Belshazzar,
Judas Maccabeus, Joshua, and Solomon.

Solomon, written in the spring of 1748, was
premiered in London on March 17, 1749. lIts three
acts tell of various incidents in Solomon'’s life, the
third being a depiction of the visit of the Queen of
Sheba to his court. He shows her his temple and
palace and puts on a series of entertainments, while
she in turn gives him gifts and pays tribute to his
accomplishments as the oratorio ends triumphantly.

The three-minute Sinfonia that introduces the third
act has become famous under the title Entrance of
the Queen of Sheba, a title that did not originate
with Handel. In the oratorio this music functions
simply as an overture —its energy and good spirits
provide the lead-in for the Queen of Sheba’s
entrance and first aria, “From Arabia’s spicy shores.”
On its own, however, the Sinfonia enjoys a well-
deserved life in the concert hall, where it has
become a popular opening work. Handel alternates
two themes: a bustling idea for strings built on a
steady patter of sixteenth-notes and a slightly-
syncopated second idea introduced by a pair of
oboes. So infectious is the energetic main theme
that it remains to charm the memory long after the
music itself has ended. &

NANIE, OPUS 82

JOHANNES BRAHMS
Born May 7,1833,Hamburg
Died April 3,1897,Vienna

In the summer of 1867
Brahms met the Austrian
painter Anselm Feuerbach,
and the two became
friends. The handsome,
flamboyant Feuerbach and
the increasingly-rotund
Brahms made a strange
) pair, and it was not an
relationship (none of Brahms’

untroubled
friendships was easy). But Brahms admired the
classical subjects and grand scale of Feuerbach’s
paintings, and the two—so different in many
ways—found that they had much in common.
The painter actually talked the normally-reluctant
composer into sitting for a portrait, but they

quarreled in the course of those sittings, and
Feuerbach reportedly turned the portrait to the
wall and refused to continue with it. Nevertheless,
when Feuerbach—reeling from critical attacks
and the effects of a nervous breakdown —died
suddenly in Venice at age fifty in January 1880,
Brahms felt the loss and resolved to write a piece
in his memory.

But it took an effort to find a proper text, and
Brahms considered many different texts before
settling on Schiller’s Nénie. A noenia (Latin),a type
of lament sung by parents on the death of a child,
goes back to Roman times. Schiller appropriates
the title and general thrust of the form, but his
brief poem speaks specifically to the transience
of beauty and—by extension—of all living
things: the first line of the poem translates “Even
Beauty must die!” Schiller’s many references to
classical figures in Ndnie—all of whom died
young —doubtless made the poem seem all the
more right to Brahms for a memorial to a painter




of classical subjects. He began work on Ndnie
during the summer of 1880, but Schiller’s poem —
particularly its meter—gave him problems. In a
letter to his friend Theodor Billroth, Brahms noted:
“Incidentally, if the piece does not please you,
reflect upon the fact that hexameter makes a
rhythm which is quite difficult for a musician.”
Brahms completed the score the following
summer at Pressbaum, just as he was finishing
work on his Second Piano Concerto.

Brahms’ lament for Feuerbach does not agonize.
Instead, the tone is almost consoling—the music
opens calmly with a long oboe solo that Brahms
marks dolce espressivo. This beautifully-shaded solo,
flickering between major and minor keys,
establishes the mood for the entire piece as it leads
directly to the entrance of the chorus. Brahms’
choral writing in Ndnie has often been remarked:
the different voices enter in turn, yet these entrances
form neither a fugue nor a canon (as some have
described it). Instead, the overlapping choral parts
create a complex—and very beautiful —web of
polyphonic sound. The opening section recalls the
deaths of youths from antiquity — Eurydice, Adonis,
Achilles—and reaches a climax at the description of
the gates of Troy.

Brahms shifts to F-sharp major for the middle
section, beginning “Aber sie steigt” (curiously for
a lament, Ndnie remains in major keys
throughout). This central section, in which
Brahms uses the harp to great effect, deals
largely with the lament itself. In the final section
Brahms returns to the music from the opening,
but the return is not literal and is somewhat
abbreviated. Ndnie reaches what might be
called its “moral” on the lines beginning “Auch
ein Klaglied”: “Even to be an elegy in the mouth
of the beloved is glorious.” At the end, Brahms
makes a telling adjustment of the text. He does
not want to end with Schiller’s final line, with its
frightening descent into the underworld, so he
circles back to reaffirm the importance of being
remembered in a song of lament and brings
Ndnie to a consoling close in D major on the
word “herrlich.”

Brahms himself conducted the premiere of Ndnie,
which took place in Zurich on December 6,1881.
When the score was published the following year,
Brahms dedicated it to Feuerbach’s stepmother.
It was exactly the right gesture for a noenia, and
she was deeply grateful. ®
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FIVE PIECES FOR ORCHESTRA,
OPUS 16

ARNOLD SCHOENBERG
Born September 13,1874, Vienna
Died July 13,1951, Los Angeles

In the first decade of the
twentieth century, Schoenberg
moved away from traditional
tonality and toward a new
harmonic language based on
what he called “the
\ emancipation of dissonance,”
l w in which no single note (or
‘ L key) would be granted more
importance than another. His Five Pieces for
Orchestra, composed in the summer of 1909, are his
first atonal works for orchestra: they have no key
signatures, nor any implied “home” keys. These five
brief movements may be thought of as “mood”
pieces—each generates a particular atmosphere,
which Schoenberg suggests with slightly coy titles
for the movements. Throughout, the emphasis is on
instrumental color; melodies tend to be fragmentary,
with the line leaping from section to section and
acquiring different colors as it proceeds. Taking note
of the fragmented melodic line, the importance of
individual voices, and the changing colors of this
music, one critic has suggested that they require “an
orchestra of soloists.”

The evocative (but somewhat cryptic) titles for the
movements may be taken as suggestions only —
Schoenberg did not intend this as program music.
The violent Premonitions contrasts two brief
motifs: a quick figure for lower strings heard
immediately and a swirling clarinet figure. These
two theme-fragments are manipulated in many
different ways over a powerful ostinato from the
strings. By contrast, Yesteryears seems gentle, even
nostalgic. It is based on the solo cello’s opening
figure, which is then transformed as it passes
through the orchestra. Schoenberg called the
third movement Summer Morning by a Lake but
later made a parenthetical addition— (Colors). He
told his students that this almost-static music
depicts the concentric rings made by tossing
stones into a still lake. The music consists of one
chord that repeats constantly, changing colors and
taking on a continually-evolving character as it
proceeds. In the score, Schoenberg directs the

conductor: “The change of chords in this piece has
to be executed with the greatest subtlety,
avoiding accentuation of entering instruments, so
that only the difference in color becomes
noticeable.” This movement is one of the earliest
examples of Klangfarbenmelodie (“tone color
melody”), in which shifting instrumental color
becomes more important than shifting pitch; it is
a concept that Schoenberg’s student Anton
Webern would explore much more fully in his
music. Schoenberg marked the fourth movement
Peripetia, a term from Greek drama suggesting a
sudden reversal of fortune, and this movement,
the briefest of the five, is based on sharp contrasts.
Schoenberg called the last movement The
Obligatory Recitative, but no one has the slightest
idea what that means. Itis in a three-beat meter
that seems to evoke the rhythms of Viennese
dances, but the music—and its manipulation of
thematic fragments—swirls violently around that
waltz-rhythm.

The Five Pieces for Orchestra exist in several
versions: Schoenberg’s original version of 1909 for
huge orchestra, his re-scoring for chamber
orchestra made in 1919 for a performance at his
Society for Private Performances in Vienna, and a
revision of the original version for normal-sized
symphony orchestra, made in 1949 while he was
living in Los Angeles. At these concerts, the 1949
edition is performed. &
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PICCOLA MUSICA NOTTURNA

LUIGI DALLAPICCOLA
Born February 3, 1904, Pisino d'Istria (now Pazin, Croatia)
Died February 19,1975, Florence

Any discussion of this music must begin with
its title. Piccola musica notturna is the Italian
translation of Eine kleine Nachtmusik, and in
English Mozart's title has been variously
rendered as A Little Serenade or more literally
A Little Night-Music. All of these titles come
into play as we listen to this music.
Dallapiccola composed it in 1954 on a commission from the
conductor Hermann Scherchen, taking his inspiration from the poem
Noche de verano (“Summer Night”) by the Spanish poet Manuel
Machado (1874-1947). In that brief poem, the speaker contemplates
an empty town square on a silent summer night. Around him, the
acacias and houses and towers are lit by the bright moon, which casts
black shadows on the sand of the square. The narrator walks across
that silent square, feeling “like a phantom”in the darkness.

And so the brief Piccola musica notturna might be described as a
nocturne for orchestra, a mood-piece that tries to capture the
atmosphere of Machado's poem. It does that very successfully —
this has become one of Dallapiccola’s most-frequently performed
and recorded compositions, and audiences respond to its sultry,
lonely atmosphere. That popularity becomes all the more
surprising when one realizes that this is a twelve-tone composition.
As a young man, Dallapiccola had been drawn to the serial
techniques of Schoenberg and his followers,and he had attempted
to adopt their methods as his own. But another powerful influence
on the young man had been Debussy, whose evanescent
harmonies and haunting sounds had so overpowered the young
Dallapiccola that he stopped composing for several years while he
tried to absorb the influence of the French composer fully. Both
these influences can be felt in Piccola musica notturna.

As in any nocturne, the atmosphere here is subdued. Dallapiccola’s
marking is “Very tranquil, but without dragging,” and this music
moves slowly but steadily into the night. Dallapiccola’s use of serial
techniques is somewhat free—while he employs tone-rows, his
concern is to maintain a lyrical line, and he allows himself some
repetition of notes within his rows. Textures are generally lean here.
There are occasional tutti outbursts, but the writing for orchestra is
often soloistic,and it comes as no surprise to learn that Dallapiccola
has prepared a chamber version of this piece. Listeners might best
approach this music by listening not for its tone-rows but for
Dallapiccola’s carefully-achieved sense of an almost haunted
atmosphere, one in which the listener might well feel himself a
“phantom” as he crosses the moonlit square on a silent summer
night. l
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Nani
By Friedrich Schiller (1759-1805)

Even Beauty must die; that which
overcomes men and gods

Does not touch the iron breast of
the Stygian Zeus.!

Only once did love soften the ruler
of shadows.

And then, at the very threshold,
he sternly called back his gift.?

Aphrodite could not staunch the wound
of the beautiful youth

which the boar savagely ripped in
his delicate body.?

Nor could the immortal mother
save the godlike hero,

when he, falling at the Scaean gate,
fulfilled his destiny.*

But she ascends from the sea with
all the daughters of Nereus.’

and raises the lament for her
glorified son.

Behold, the gods weep,
and all the goddesses, too.

that Beauty must pass away,
that the Perfect must die.

To be even a song of lamentation in the
mouth of the beloved is splendid.

for the Common goes down
to Orcus unsung.

Auch das Schone muss sterben!
Das Menschen und Gétter bezwinget.

Nicht die eherne Briist ruhrt es
des stygischen Zeus.

Einmal nur erweichte die Liebe
den Schattenbeherrscher,

Und an der Schwelle noch, streng,
rief er zuriick sein Geschenk.

Nicht stillt Aphrodite dem schénen
Knaben die Wunde,

Die in den zierlichen Leib grausam
der Eber geritzt.

Nicht errettet den gattlichen Held
die unsterbliche Mutter,

Wenn er, am skdischen Tor fallend,
sein Schicksal erfullt.

Aber sie steigt aus dem Meer mit
allen Téchterm des Nereus,

Und die Klage hebt an um den
verherrlichten Sohn.

Siehe da weinen die Gotter,

es weinen die Gottinnen alle,

Dass das Schone vergeht,
dass das Vollkommene stirbt.

Auch ein Klaglied zu sein im Mund
der Geliebten, ist herrlich,

Denn das Germeine geht klanglos
zum Orkus hinab.

1 Hades, the ruler of the Underworld, beyond the River Styx.

2 Orpheus was allowed to leave the Underworld with his beloved wife Eurydice,
but when he looked back at her once before reaching the surface, he lost her again forever.

3 Adonis, loved by Aphrodite, found his death in a boar hunt.
4 Achilles, son of the sea-nymph Thetis, who died at the hands of Paris before the gates of Troy.

5 The father of Thetis and the other sea-nymphs.




ﬁiumphlied (Song of Triumph)

From The Revelation of St. John 19
By Johannes Brahms (1833-1897)

No. 1
Alleluia! Salvation and glory,

honour and power
unto the Lord our God,

for true and righteous
are his judgements.

No. 2
Praise our God, all ye his servants,

and ye that fear him,
both small and great.

Alleluia! For the Lord God
omnipotent reigneth.
Let us be glad and rejoice,

and give honour to him.

No. 3
And I saw heaven opened,
and behold, a white horse;

and he that sat upon him was called
Faithful and True,

and in righteousness he doth
judge and make war.

And he treadeth the winepress

of the fierceness and wrath
of Almighty God!

And he has on his vesture

and on his thigh
a name written:

King of Kings,
and Lord of Lords.

Alleluia, Amen!

Nr. 1
Halleluja! Heil und Preis,

Ehre und Kraft
sei Gott unserm Herrn,

denn wahrhaftig und gerecht
sind seine Gerichte.

Nr. 2
Lobet unsern Gott, alle seine Knechte,

und die ihn fiirchten,
beide Kleine und Grosse.

Halleluja! Denn der allmichtige Gott
hat das Reich eingenommen.

Lasst uns freuen und frohlich sein,
und ihm die Ehre geben.

Nr. 3
Und ich sahe den Himmel aufgethan;
und siehe, ein weisses Pferd,

und der darauf sass, hiess
Treu und Wahrhaftig,

und richtet und streitet
mit Gerechtigkeit.

Und er tritt die Kelter des Weins

des grimmigen Zorns
des allméchtigen Gottes!

Und hat einen Namen geschrieben

auf seinem Kleide,
und auf seiner Hiifte, also:

ein Konig aller Konige,
und ein Herr aller Herrn.

Halleluja, Amen!



TRIUMPHLIED, OPUS 55
JOHANNES BRAHMS

Brahms greeted the Franco-Prussian War and
Bismarck’s unification of Germany with an
enthusiasm that bordered on rapture. For Brahms
and many others, the new German nation symbolized
stability, strength, and culture after the ravages of the
French Revolution, the Reign of Terror, the Napoleonic
Wars, and the decline of the Holy Roman Empire.
When war broke out in 1870, the composer—then
37—-considered enlisting in the Prussian army, but
wisely gave up that idea. Throughout his life,
however, Brahms idolized Bismarck: on the wall of his
apartment in Vienna, he kept a bas-relief of the
German chancellor, crowned with laurel.

In the heady months after the German victory, Brahms
composed a brief movement for double chorus and
orchestra that he titled Triumphlied. Drawing his text
from Chapter 19 of the Book of Revelation and editing
it carefully,he composed this “Song of Triumph” during
the winter of 1870-71, and it was performed in
Bremen on April 7, 1871, on a concert given in
commemoration of the war dead. That concert
included a performance of A German Requiem, and in
that context this ebullient movement seemed a
dramatic counterweight to the contemplative
Requiem. But Brahms was not done with this music,
and during the summer of 1871 he completed it by
adding two more movements. The new work became
a song of praise and triumph that, by quoting from the
Bible, celebrated the Prussian military victory and the
creation of the new German nation.

Anthony Whitson-Martini
is already distinguishing
himself as a “young and
talented baritone” who is
_ “easy on the eyes and the
ears’ Mr.Whitson-Martini
has performed as Baron Zeta (Die Lustige Witwe),
Nardo (La finta giardiniera), Papageno (Die
Zauberflote scenes); Patrick (Mame) with San
Diego Lyric Opera; and as a Chorister with San
Diego Opera (Moby Dick). He has received
multiple prestigious awards from the Carmel

Brahms had a specific model for this music, Handel’s
Dettingen Te Deum, composed to celebrate another
military victory over the French, this time at the
hands of British troops in 1743. The Viennese
composers (Haydn, Mozart, Beethoven, Brahms, and
others) had been astonished by Handel's works for
chorus and orchestra, with their grand sonorities,
contrapuntal imagination, and interweaving of solo
and choral parts,and in Triumphlied Brahms set out to
write the same sort of musical celebration that
Handel had composed over a century earlier.
Brahms' use of double chorus spreads the vocal line
over eight parts,and he contrasts the sound of these
choruses with a baritone soloist in the final
movement. Combined with the huge orchestra,
these forces make some of the grandest sounds
Brahms ever created, and it is no surprise that
Triumphlied was an instant success, particularly in
German-speaking countries.

Brahms’ marking for the first movement is “lively
and solemnly,” and this D-major setting rings out
grandly on brass fanfares and the rhythm of the
word “Hallelujah!” Brahms drew his text here from
Revelations 19:1-2, which celebrates the victory
over Babylon, but he cut the line that follows: “he
has judged the great harlot who corrupted the
earth with her fornication.” That line is an oblique
but unmistakable reference to France, a country
Brahms despised, and while he may have excised
that line, Brahms composed music here that
matched those words exactly (Brahms'biographers
note that the composer took particular delight in
pointing this out to his friends).

ANTHONY WHITSON'MART'N' baritone

Vocal Competition (2nd Place), Mondavi Vocal
Competition (Finalist), and the LJS&C Young
Artists Competition (Most Promising). He has also
performed as a soloist with Point Loma Choral
Union (Messiah, Missa Criolla, & Chichester Psalms),
is the soloist at the Christian Science Church,
Rancho Bernardo, and is looking forward to
performing as a soloist in Handel's Messiah with
the La Jolla Symphony Chorus at St. Elizabeth
Seton Church in December. Mr. Whitson-Martini
is finishing his B.A. in Music at Point Loma
Nazarene University.



Brahms moves to G major at the noble
beginning of the second movement,
another hymn of praise, but the music
erupts on the sound of drums and
trumpet fanfares in the central
“Hallelujah” in D major. The tempo
slows for the quiet conclusion, sung by
antiphonal  choruses. The final
movement returns to the key and
festive manner of the first. Brahms’
marking is once again Lebhaft (“lively”),
and the image here of the heroic rider
on a white horse symbolizes the vision
of a heroic future that Brahms foresaw.
With its dotted rhythms, canonic
writing, grand “Hallelujahs,” and joyous
outpourings, this movement seems
particularly close to the spirit of
Handel, and it drives to a majestic close
on afinal resounding “Hallelujah.”

Triumphlied was one of Brahms’ most
popular works during his lifetime, but
by the time of World War | it had passed
out of public consciousness (and out of
concert halls), and it is seldom
performed today. This music, which
celebrates the creation of a new nation
and its leaders, offers some of Brahms’
most powerful writing for chorus and
orchestra. In its grandeur, festive tone,
public  character, and  skillful
counterpoint, Triumphlied is unlike
anything else he ever wrote. il
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Come Smg ﬁ
Great Music w**

Audition for .
La Jolla Symphony Chorus!

Auditions for openings in all choral : vb
sections of our chorus will be held

on Saturday, January 5, 2013. Chorus  §
membership is open to community *

members with music training

as well as to students at UC San Diego. .
D *

audition process is available at ﬁ

www.lajollasymphony.com

under “Chorus Auditions.” * )
Auditions are by appointment only.

Léjﬁ CONTACT 'b

SYMPHONY Mea Daum, chorus manager
& CHORUS chorus@lajollasymphony.com
858-243-2045

More information about the

Affiliated with UC San Diego

La Jolla Symphony & Chorus
would like to thank...

vibrant city

Commission for Arts and Culture
Cityof San Diego

County Board of Supervisors

City of San Diego

Commission for Arts & Culture

Offices of Pam Slater-Price
and Ron Roberts

For their support of our 2012-2013 season.



LA JOLLA SYMPHONY 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
Stewart Shaw, Chorus Facilities

SOPRANO

ALTO

TENOR

BASS

Young Ju (Danbi) Ahn June Allen Joseph Allen Rodrigo Aerrola
Anna Busija Kathy Archibald George Anderson Kenneth Bell
Frances Castle* Sonja Brun Max Chodos Dorian Bell
Ann Chase Peggy Clapp Walter Desmond* Jack Beresford
Sally Dean Elinor Elphick Todd Dickinson Roland Blantz
Madison Donoghue Karen Erickson David Horstman C. Peter Brown
Clare Friedman Janet Fraser Michael Kasa John Carpenter
Meryl GrossA Cathy Funke Andrew King Charles Carver
Marty Hambright Brooke Gorin Anthony Leonard Scot Cheatham
Martha Hamilton Vicki Heins-Shaw Richard Manning Bob Chen

Ida Houby Lillian Hsu Marty Marion Timothy Davis
Karen Johns Deanna Johnson Myles Mayfield Paul Engel
Donna Johnson Jin-Soo Kim Sean McCormach Paul J. Friedman
Hima Joshi Rachael Lapidis Joe Mundy Bryan Heard
Karen Kakazu Jean Lowerison Boaz Roberts Don Jenkins

Kathryn Kinslow Surya Mitchell Dennis Turner Chan Jenuine
Constance Lawthers Helen Mout Gerry Whitney Michael Kaehr
Judy Manuche Debby Park Bill Ziefle Marc Madison
Mona McGorvin Cinda Peck Steve Marsh
Nancy Moore Barbara Peisch Lawrence Mayer
Emily Peterson Yasaman Pirahanchi William Miller
Michelle Risling Rebecca Ramirez Gilbert Omens
Amy Schick Valerie Rubins Ray Park
Mitzi Sobash Satomi Saito Stewart Shaw*
Penny Steinman Marianne Schamp Steve Shields
Jeanne Stutzer Lisa Shelby Otto Sorensen |
Jessica Varnado-Swall Janet Shields* Richard Tilles !
Mary Ellen Walther Carol Slaughter Kenneth Tse !
Sharon Willoughby Eva Sorlander Mark WaltersA
Jill Witkowski Jil Stathis Robert Wennerholt
Yue (Cynthia) Wu Kathy Steadman
Gloria Xefos Pamela Surko
Susan Taggart/ * Section Leader
Sarah Warisi A Assistant
Amee Wood Section Leader




My Life. My Way. I'm living it in the notes
| play. Vi is defined by our reSIdents who |
have chosen to live life to the Full

you ready to join them?

Conveniently located near San Diego's
Golden Triangle, Vi at La Jolla Village is an
exclusive comr

Certificate of Authority #189 + RCFE Li
CC-La Jolla, Inc., d/b/a Vi at L’a)oiyla’
contracts at Vi at La Jolla Village.




More Photos from
M,An. N
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Galal!l

Save the Date for Gala 2013 - October 19




LA JOLLA SYMPHONY ORCHESTRA

Founded in 1954 by Peter Nicoloff

VIOLIN I
David Buckley,
Co-Concertmaster

Peter Clarke,
Co-Concertmaster

Deborah Ahn
Angelo Arias
Carol Bietz

Evon Carpenter
Pat Gifford
Susanna Han-Sanzi
Ina Page
Wendy Patrick
Jeanne Saier
Catherine Shir
Heidi Thomas
Alexander Wang

VIOLIN Il
Andy Helgerson, Principal

Marit Chrislock-Lauterbach,
Assistant Principal

Mark Chang
Carolyn Chen
Judy Gaukel
Stephanie Kim
Igor Korneitchouk
Arile

Jonathan Ma

Brad Peters
Avrielle Straus

Ted Tsai

VIOLA
Daniel Swem, Principal

Nancy Swanberg,
Assistant Principal

Andrew Chen

Steven Schick, Music Director

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

Loie Flood

Anne Gero-Stillwell
Ashley Knutson
Roark Miller

Sheila Podell
Cynthia Snyder

CELLO
Caitlin Fahey, Principal

Max Fenstermacher,
Assistant Principal

Ulrike Burgin
Curtis Chan
Peter Farrell
Jonathan Ho
Carolyn Sechrist
Clifford Thrasher
Carol Tolbert

CONTRABASS

Christine Allen, Principal

Scott Steller,
Assistant Principal

Bill Childs
Pat Fitzpatrick
Lance Gucwa

FLUTE

Elena Yarritu, Principal
Erica McDaniel
Eugene Mortison

PICCOLO

Rachel Beetz
Erica McDaniel

0BOE

Carol Rothrock, Principal
Gene Kang

Heather Marks

Brendi Rawlin

ENGLISH HORN
Heather Marks

CLARINET
Jenny Smerud, Principal
Fran Tonello

E-FLAT CLARINET
Gabe Merton

BASS CLARINET
Steve Shields

CONTRA-BASS CLARINET
Matt Best

BASSOON
Tom Schubert, Principal
Daniel Freilich

CONTRABASSOON
Alex Wells

HORN

Nicolee Kuester, Principal

Cynthia McGregor,
Co-Principal

Buddy Gibbs

Monica Palmer

David Ryan

Jonathan Rudin

TRUMPET

Ken Fitzgerald, Principal
Tim Brandt

Julie Lees

TROMBONE
R. Theodore Bietz, Principal
Eric Starr

BASS TROMBONE

Jonathan Hammer
Vincent Hernandez

TUBA
Kenneth Earnest

TIMPANI
Ryan Nestor

PERCUSSION

Ryan Nestor, Principal
Daniel Pate

David Sanzi

HARP

Donna Vaughan

CELESTA
Loie Flood



:00 pm
Ch_urch, Carlsbad

Young Aprtists
Winners (Recital

Sunday, January 27, 2013 at 2:00 pm
Private Home, La Jolla Farms

Hear the winners of the LIS&C Young Artists Competition
in an intimate venue. Reception follows.
Valet parking included in ticket price.

RECITAL SPONSOR:
Dr. James Swift & Suzanne Bosch-Swift

TICKETS:
Reserved seating: $50* / General: $25
Student-Youth: $12 (21 yrs and under)

*50% tax-deductible.
Proceeds help support the Young Artists prograt

Call 858-534-4637 or visit www.lajollasymphony.com




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 2012-2013 season.

ANNUAL GIVING

MAJOR
SPONSOR

$25,000+

City of San Diego, Commission
for Arts & Culture

Department of Music, UCSD

SEASON
UNDERWRITER

$15,000+

Anonymous

County of San Diego,
Supervisors Pam Slater-Price
& Ron Roberts

ANGEL

10,000+
Michael & Nancy Kaehr
The Weingart Foundation

BENEFACTOR

$5,000+
Brenda & Steven Schick
Robert Whitley &
Diane Salisbury
Amee Wood & Eric Mustonen

SUSTAINER

$2,500+

Maxine Bloor

Eric & Pat Bromberger
Gary & Susan Brown

J. Lawrence Carter

Dr. Robert Engler & Julie Ruedi
Gerald & Beda Farrell
Rexford & Joan Kastner
Julie & Don MacNeil

Drs. Bill Miller & Ida Houby
Steve & Janet Shields

SUPPORTER

$1,500+
Curtis & Mae Chan
Ted & Beverly Kilman

ASSOCIATE
$1,000+
David Clapp &
Gayle Barsamian
Julia Croom
Dr. & Mrs. Frank Dwinnell, Jr.

Noel & Victoria Eicher

Marty Hambright

Sonya Hintz

Kurt & Dorothy Hummeldorf
Monique Kunewalder
Stephen L.Marsh

McKenna Long & Aldridge
Tom & Barbara Peisch

C. Glasson Schmidt

PATRON

$500+

George & Sarilee Anderson
Mark & Suzanne Appelbaum
Carolyn Chase

Drs. Einar & Sally Gall

Ryan Gamble & Erica McDaniel
David & Pat Gifford

Dr. & Mrs.James Lasry

Janet Merutka

Jeff Nevin

Nolan &Barbara Penn
Fredrick & Beverly Price
Vanya Russell

David D. Smith

Otto Sorensen & Mary Gillick
Mark & Susan Taggart

FRIEND
$100+
Jaqueline Allen
Barbara Allison
Georgios &

Myrtali Anagnostopolous
In Memory of

Daryoush Berenjian
Robert Bergstrom
Cathy Blickenstaff
Dr. Duane &

Denise Blickenstaff
Nancy Bojanic
Garrett Bowles
Tim Brant
David Buckley &

Beth Ross Buckley
George & Ulrike Burgin
Patricia Burkhard
Nelson & Janice Byrne
John & Evon Carpenter
Glenn Casey &

Rochelle Kline-Casey
Frances Castle
David & Ann Chase
Bobbi Chifos

RA. & CA. Clarke

Ann & Walter Desmond
Todd Dickenson

Joel & Nancy Dimsdale
Edward & Edith Drcar
Joanne B. Driskill

FFD

Kenneth W. Earnest, Jr.
Thomas & Julia Falk
George & Elsa Feher
Cathy Funke

Robert & Judy Gaukel
J.M. &Barbara Gieskes
Jim Goode & Andrea Gilbert
Michael & Meryl Gross

Bill & Nancy Homeyer
Peter Jorgensen &Karen Johns
Thomas Jroski

GF. &Aleta Kerth

David Kimball

Edith Kodmur

Igor Korneitchouk

Mr. & Mrs. James Lauth
Constance Lawthers

Mark Lewkowicz

Carl & Claudia Lowenstein
Dr. & Mrs. Warren Marsh
Dr. Michael McCann
Robert & Jan McMillan
Rebecca Mendoza

Jim & Sally Mowry

Mary Nee

Gilbert & Dorothy Omens
Leonard Ozerkis

Bob Palmer

Bill Paxton

Peet’s Coffee & Tea
Gordon & Ingrid Perkins
Ethna Piazza

Kedar Pyatt

Sean Reusch

Sue B. Roesch

Barbara Rosen

Milton & Jeanne Saier

Dr. Margaret Schoeninger
Brian & Sherri Schottlaender
Gerome Shaw &

Joyce Cutler-Shaw
William & Georgiana Simmons
Bernie Sisco
Scott & Jenny Smerud
Capt. & Mrs. W.T. Stutzer
Pamela Surko

Irving & Arlene Tashlick
Helen Wagner

Sarah Warisi

Ellen Warner-Scott
Bonnie B. Wright
David & Elke Wurzel

THERESE HURST
PLANNED GIVING
SOCIETY

Colin & Maxine Bloor

Sue & James Collado
Stephen L. Marsh

Drs.Bill Miller & Ida Houby
Richard & Glenda Rosenblatt
David D. Smith

Amee Wood & Eric Mustonen

CORPORATE
GIFT MATCH

ASEG Inc.
Intuit
Qualcomm

ENDOWMENT
GIFTS

Anonymous
Daniel & June Allen
John & Evon Carpenter
J. Lawrence Carter
David & Ann Chase
Ann & Walter Desmond
Donald & Frances Diehl
Dr. & Mrs. Frank Dwinnell, Jr.
Gerald & Beda Farrell
Paul J. & E.Clare Friedman
Peter Gourevitch
Neil & Clarice Hokanson
Monique Kunewalder
Bob & Esther LaPorta
Julie & Don MacNeil
Steve L. Marsh
Dr. Michael McCann
Drs.Bill Miller & Ida Houby
Mary Nee
Milton & Jeanne Saier
Brenda & Steven Schick
Paul E.Symczak &

Debra Weiner
Amee Wood & Eric Mustonen

The La Jolla Symphony & Chorus Association is a 501(c)3 non-profit corporation,

making your donation tax-deductible. To support the Association, please send donations to the LJS&C at
9500 Gilman Drive, UCSD 0361, La Jolla, CA 92093-0361 or call 858-534-4637.

The LJS&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 13,2012.
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Sponsor Support for the 2012-2013 Season:

Major funding provided by the
City of San Diego Commission
for Arts and Culture and the

" County of San Diego
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