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THE CLASSICIST

Saturday, March 17, 2012, 7:30pm | Sunday, March 18, 2012, 2:00pm
Mandeville Auditorium, UCSD

Steven Schick conducting

MOZART Overture to The Marriage of Figaro, K.492

STRAVINSKY Symphony in C

Moderato alla breve

Larghetto concertante
Allegretto

Largo; Tempo giusto, alla breve

INTERMISSION

STRAVINSKY Ebony Concerto

Allegro moderato
Andante
Moderato; Con moto

Curt Miller, clarinet

BEETHOVEN Symphony No. 1 in C Major, Opus 21

Adagio molto; Allegro con brio
Andante cantabile con moto
Menuetto: Allegro molto e vivace
Adagio, Allegro molto e vivace

Ebony Concerto by arrangement with Boosey & Hawkes, Inc.
Unauthorized flash photography and audio/video recording are prohibited during this performance.

We gratefully acknowledge our underwriters for this concert

Ida Houby & Bill Miller / Dr. Robert Engler & Julie Ruedi
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FROM THE CONDUCTOR

The Symphony is dead! Long live The Sym-
phony! Could these have been the
thoughts in Igor Stravinsky’s mind as he put
the finishing touches on his two great sym-
phonic statements, the “Symphony in C”
and his “Symphony in Three Movements?”

I will give you a brief moment to recover
and ask yourself whether the music direc-
tor whose orchestra is about to perform
for you has just declared symphonic music to be dead? The
answer is no. Of course not. | love both of the symphonies
we’ll play for you as well as many, many others. And certainly
“symphonic music,” that catchall category for anything played
by a symphony orchestra, is still alive and very well. However,
a “symphonic world view” —the artistic, historical, and cul-
tural artesian feeder for the symphonies themselves is gone.
It's hard to say exactly what dates are to be found on its tomb-
stone, but for the sake of discussion let’s say its birth was in
1789—as the streets ran red in the French Revolution, and it's
death knell was sounded on that day in 1914 that Archduke
Franz Ferdinand was assassinated and the planet stared into
the abyss of its first true “world war.”

That leaves two interrelated questions: why are those dates sig-
nificant, and what more precisely is a “symphonic world view?”
This latter idea needs to be considered in light of the growing
movement of democracy in the late 18th century and the radical
way classical era composers, especially Beethoven, responded to it.

We know the legend: that Beethoven dedicated his third sym-
phony to Napoleon only to rip up the dedication page once
Napoleon proclaimed himself emperor. So instead of the “Bona-
parte Symphony,” we now have “The Eroica.” But a democratic
resonance far deeper than that is to be found in the structure
of early symphonies. The symphonic form asserted, as did democ-
racy itself, a concept of fundamental equality in which diverse
forces occupying differing roles work together to create a uni-
fied whole. Functionally, a symphonic form establishes an iden-
tifiable musical “home” —this involves the creation of primary
tonal and thematic relationships—but it also allows for regions
of otherness in the development section of the form or some-
times via the quotation of “exotic” elements of extra-European
origin. The inevitable tonal and thematic return in the finale thus
provides a built-in mechanism not only for reinforcing the iden-
tity of home, but also for expanding it to include vestiges of the
“foreignness” that a listener has encountered along the journey
through the piece. As a result a true symphony is not only an
artistic but also political model that reinforces early democratic
precepts of equality and social flexibility.



The death of the symphony as a political
model does not mean that democracy itself
has died or that we've lost interest in it, but
it does mean that the world is more chaotic
than we'd hoped and that democracy is an
ideal and not a panacea. By the time Stravin-
sky sat down to compose his “Symphony in
C" (with the score to Beethoven's Symphony
No. 1 open on his desk) World War | was over.
Like everyone else he had seen that our ma-
chines can come back to haunt us, that our
social structures were not bullet proof, and
that the ordered world we thought we’d in-
herited from the political philosophers of the
Enlightenment might not be as ordered as
we'd hoped. So when we hear the symphonic
world-view through Stravinsky’s musical voice
it feels retrospective. The repeated exposi-
tion, the themes in different keys, the culmi-
nating cadential chords at the ends of
movements have sepia-toned references to
past practices rather than real contemporary
currency. Perhaps they are even the nostalgic
images of a vanishing worldview. What were
classical values in Beethoven are not insignif-
icantly called “neo-classical” in Stravinsky.

So what are we to make of the numerous “sym-
phonies” composed after World War 11? Philip
Glass has nine of them—a cheeky number to
have written! Are they not actual symphonies?
Many recent pieces are in fact not symphonies,
at least not as Beethoven, Mozart or even
Stravinsky understood the word. By “sym-
phony” many composers now mean simply
“large-scale work for orchestra.” Some of these
are worthy, even great pieces of music, but
what is absent in them is the naked political ide-
alism of the early democrats. The great oppor-
tunity for us on this day is to hear the real thing:
to hear the young Beethoven roar that the
world could be different and that his music
could be a potent agent of change. Hear also
Stravinsky's reformulation of that ideal, perhaps
tinged with the melancholy of experience, as he
too imagined a different world. Isn't it grand to
think of classical music not as the enfeebled
soma that's served up with your order at an up-
scale restaurant, but as something to be hurled
from the ramparts, as a real stake in our strug-
gle to become the best versions of ourselves.
Even from the relative calm of a “post-sym-
phonic” world, that sounds pretty good. &

STEVEN SC“[CK 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.
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OVERTURE TO THE MARRIAGE
OF FIGAKO, K492

WOLFGANG AMADEUS MOZART
Born January 27, 1756, Salzburg
Died December 5, 1791, Vienna

The Marriage of Figaro,
based on the Beaumarchais
play that had been banned
for its theme of social injus-
tice and its portrayal of ser-
vants outsmarting their
masters, had its premiere in
Vienna on May 1, 1786, and
promptly began a successful run. In many re-
spects, Figaro marked the high point of Mozart's
success during his lifetime. On a visit to Prague
the following year to conduct the opera, Mozart
reported that “here nothing is talked of but Fi-
garo, nothing played but Figaro, nothing whis-
tled or sung but Figaro, no opera so crowded as
Figaro, nothing but Figaro.”

Mozart customarily composed the overtures to
his operas last, and that was probably the case
with The Marriage of Figaro, though there is no

evidence that he had to stay up all night before
the final rehearsal to get it done, as was the case
with Don Giovanni. Mozart's overtures were usu-
ally in sonata form, but he abandoned that form
here, and for good reason. The Marriage of Fi-
garo is witty, brilliant, and wise, and it needs an
overture that will quickly set its audience in such
a frame of mind. This overture is very brief (barely
four minutes), and Mozart drops the develop-
ment section altogether. He simply presents his
sparkling themes (there are six of them, even in
so short a space!), recapitulates them, and
plunges into the opera. Evidence suggests that he
had originally begun to compose a D-minor An-
dante as an interlude at the center of the over-
ture, but saw that it would be out of place and
crossed it out.

From the first instant, when this music stirs to life,
to its sudden explosions of energy, the overture
has delighted all who hear it and is the perfect
lead-in to the comic escapades (and human in-
sight) that will follow. Faced with having to choose
a performance marking for his players, Mozart dis-
pensed with any description of the emotional char-
acter he wanted from a performance. He simply
chose one word, and it is perfect: Presto. Bl

SYMPHONY IN C

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

We do not instinctively
think of Stravinsky as a
symphonist. He made his
reputation as a composer
of ballets and music for
.. small ensembles, piano,
= and voice, but not as some-
s one attracted to this most
Germanic and formal of structures. He wrote
only three mature works that he was willing to
call a symphony: the Symphony of Psalms (1930),
Symphony in C (1940), and Symphony in Three
Movements (1945).

The composition of the Symphony in C was
spread out, in both time and place. Stravinsky

began the first movement in Paris in the fall of
1938 and had the first two movements complete
the following summer, just before the outbreak
of World War II. He came to the United States in
the fall of 1939 to give the Charles Eliot Norton
lectures at Harvard and wrote the third move-
ment in Cambridge that winter. He then moved
to Los Angeles, and the symphony was completed
in Hollywood on August 19, 1940.

This was a terrible time for Stravinsky and for the
world at large. While Stravinsky was working on
the Symphony in G, his wife, mother, and daughter
all died, and the composer himself contracted tu-
berculosis and was briefly committed to a sanatar-
ium. Stravinsky began this symphony at the
moment of the Munich crisis of 1938 and com-
pleted it during the fiercest fighting of the Battle
of Britain. Yet there is no trace of these troubles—
personal or international —in the music, which re-
mains relaxed and serene throughout. Stravinsky
would later say that “I consider that music is, by its



very nature, essentially powerless to express any-
thing at all, whether a feeling, an attitude of
mind, a psychological mood, a phenomenon of na-
ture.” T.S. Eliot insisted that the greater the artist,
the greater the separation between his life and his
work, and the Symphony in Cillustrates this per-
fectly: born in darkness, it shines throughout.

Stravinsky’s choice of key is almost as important
as his decision to write a symphony: C major is the
most fundamental, the most “open,” of keys—it
is “white-key"” music. Stravinsky had scores of
Beethoven and Haydn symphonies (as well as the
Tchaikovsky First Symphony) on his desk as he
worked, and he referred to these classical mod-
els frequently. But the Symphony in Cis not a pas-
tiche, nor is it a conscious anachronism like
Prokofiev’s Classical Symphony of 1917. Instead,
Stravinsky tries here to adapt the forms of the
past for his own music in the present. The struc-
ture of the Symphony in Cis extremely clear—
and extremely classical: a sonata-form first
movement, complete with exposition, develop-
ment, and recapitulation; a slow movement in
ABA form; a dance movement, also in three-part
form; and a finale that recalls material from the
opening movement to bring the symphony to a
formally symmetric close.

A good symphony grows organically out of its
opening material, and the opening flourish of the
Symphony in C contains the germ of much of
what will follow. Its rhythm will animate the first
movement, but more important is the three-note
tag that concludes this flourish. This is the funda-
mental “shape” of the opening movement: it
reappears in many forms during the opening mo-
ments and eventually becomes the movement’s
principal theme, sung by solo oboe. A second sub-
ject arrives right on cue in the horns, and listeners
will have no trouble following the structure of this
movement (the Beethoven-Haydn model is clear).
The oboe’s long main theme draws the movement
to what appears to be a quiet close before stri-
dent chords leap up to seal it off. Stravinsky him-
self noted what may be the most unusual feature
of this music: among all his mature works, this is
the only movement in which the meter never
changes—the music remains in 2/2 throughout.

The second movement is significantly marked
Larghetto concertante, for there is a soloistic qual-
ity to Stravinsky's use of different instrumental

sections here. It opens with a double theme,
played simultaneously by solo oboe and first vio-
lins. These two ideas—graceful, ornate, and
singing—establish the character of the move-
ment, and Stravinsky underlines this with his con-
stant admonitions to the players: dolce, cantabile,
grazioso, espressivo. The central episode leaps for-
ward at twice the speed of the opening, and
Stravinsky rounds the movement off with an ab-
breviated return of that opening material.

The second and third movements are joined—the
woodwinds’ quiet three-note gesture at the end
of the second movement becomes the lower
strings’ forceful gesture that opens the Alle-
gretto. The third movement of the classical sym-
phony was based on the minuet, and Stravinsky
bhases his third movement on dance forms as well.
The metric irregularities absent in the first move-
ment show up here with a vengeance, as the
music leaps almost by the measure from 3/8 to
5/16 to 7/16 to 2/8. The middle section slows
down a little and dances slinkily along rhythms
that have been identified with the passepied, but
the opening vitality quickly returns, and a brief
fughetta drives the movement to its poised close.

Stravinsky himself believed that the two conclud-
ing movements—those written in America—
were fundamentally different from the opening
two “European” movements, and he noted that
certain passages in the final two movements
"might not have occurred to me before | had
known the neon glitter of Los Angeles’s boule-
vards from a speeding automobile.” The finale
opens with an almost lugubrious Largo for bas-
soons and lower brass, but the music steps out
sharply at the Tempo giusto, alla breve. Within
this movement’s rush of activity, we begin to
make out old friends: bits of rhythm and the
three-note tag that dominated so much of the
first movement begin to intrude. The finale seems
in constant brisk motion—including a short-lived
fugato—but as it nears the end, tempo and
mood relax, and finally the wind choir sings a
chorale based on the three-note tag. The Sym-
phony in C concludes with a muted final chord
for strings that is not quite in C major.

The Symphony in C was dedicated to the Chicago
Symphony Orchestra on the occasion of its fifti-
eth anniversary. Stravinsky led that orchestra in
the premiere on November 7, 1940.
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Curt Miller
Solo Clarinet

Steve Shields
1st Alto Saxophone / 1st Clarinet
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2nd Alto Saxophone
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2nd Clarinet
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1st Tenor Saxophone / 3rd Clarinet
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2nd Tenor Saxophone / Bass Clarinet

Jim George
Baritone Saxophone

Ryan Beard
French Horn

Ken Fitzgerald
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Rachel Alan
2nd Trumpet

Julie Lees
3rd Trumpet
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Allan Gutierrez
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R. Theodore Bietz
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Devin Burnworth
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Andrew Moreau
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Laura Vaughan
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Nicholas Deyoe
Guitar

Kyle Blair
Piano

Christine Allen
String Bass

Louise Devenish
Drum Set

EBONY CONCERTO
IGOR STRAVINSKY

By the early years of the twentieth century,
American popular music had begun to
make its way to Europe, and soon it was
influencing art music there: Golliwog’s
Cakewalk shows that by 1908 Debussy was
quite familiar with American ragtime
music. In the years after World War |,
American jazz arrived in full force in Eu-
rope, and soon jazz rhythms and instru-
mentation began to show up in the music
of Ravel, Berg, Krenek, Martinu, and many
others. Igor Stravinsky had written some
brief ragtime movements in the decade
after his great Russian ballets, but he did
not fully engage jazz until he arrived in the
United States in 1940.

During World War Il, bandleader Woody
Herman asked Stravinsky—then living in
Los Angeles—for a piece for his band, and
Stravinsky began a careful study of jazz, lis-
tening to recordings of Herman'’s Thunder-
ing Herd and researching the capability and
range of its instruments. The Ebony Con-
certo, as Stravinsky named his new piece,
was scored for the instruments of Herman's
band—two alto saxes, two tenor saxes,
baritone sax, bass clarinet, five trumpets,
three trombones, piano, harp, guitar, dou-
blebass, tom-toms, cymbals and drums—
plus one “extra” instrument: a French horn.

Stravinsky described the Ebony Concerto,
which he completed on December 1, 1945,
as a “jazz concerto grosso with a blues slow
movement,” but that is not quite accurate
because Stravinsky did not preserve the ri-
tornello structure of the baroque concerto
grosso, choosing instead to write in classi-
cal forms. The Ebony Concerto, which spans
only about nine minutes, has a sonata-form
first movement, a ternary-form slow move-
ment, and a variation-finale, forms that
would have been more readily familiar to
Mozart than to Vivaldi. As a nod to Woody
Herman's abilities, the clarinet is given a
central role, though the Ebony Concerto is
really an ensemble piece rather than a solo



concerto. Also, the scrupulous Stravinsky
allows no room for individual improvisa-
tion here—every part is carefully and
specifically notated.
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The three movements may be described
briefly. The opening Allegro moderato
contrasts a bouncy, spiky first theme-
group with a more lyric second idea
shared by trombone and clarinet. These
ideas are developed and recapitulated,
the solo clarinet is given a brief cadenza,
and the movement ends quietly. The cen-
tral Andante is the “blues” movement,
but listeners are more likely to be struck
by the heavy, almost oppressive atmos-
phere of its opening than by any blues-
like melody; the brief middle section is
perky, and the movement concludes with
the return of the opening material. The
finale opens with a Moderato introduc-
tion, then Stravinsky offers a theme, a se-
quence of quick variations on it, and
some virtuoso writing for the solo clar-
inet before the Ebony Concerto arrives
at its unexpectedly subdued and solemn
concluding chords. B
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CU“T MILLER clarinet

Clarinetist Curt Miller ~ UCSD faculty in the Camera Lucida cham-

I specializes in the per-
. formance of new and
recent chamber music
_in addition to present-
ing evocative perform-
ances of clarinet repertoire extending back
to the 18th century. In 2011 Miller per-
formed music by Rebecca Saunders at the
Harvard Fromm Players series and co-
founded an octet, Knell, dedicated to per-
forming new commissions and
20th-century gems. He has performed re-
cent music with the ensemble Palimpsest
and at the Art of Elan series in the San
Diego Museum of Art. As a performer of
older works he frequently appears with
members of the San Diego Symphony and

ber series. Past engagements have taken
Miller around the world including perform-
ances with the Oberlin Contemporary
Music Ensemble in New York, multiple ap-
pearances at the Kennedy Center's Conser-
vatory Project, studies at the Lucerne
Festival Academy under Pierre Boulez and
orchestral performances at Disney Hall in
Los Angeles, the Rudolfinum of Prague, and
as a guest artist at the Festival de Santa
Catarina, Brazil. He received his BM from
Oberlin Conservatory as a student of
Richard Hawkins and an MA in Music Per-
formance at UCSD under Anthony Burr.
Miller was the 2011 second-place award
winner in the La Jolla Symphony and Cho-
rus’s Young Artist Competition.



SYMFHONY NO. 1 IN C MAJOR,
Orus 21

LUDWIG VAN BEETHOVEN
Born December 16, 1770, Bonn
Died March 26, 1827, Vienna

Beethoven began sketches for a
symphony in C major in 1795,
just three years after he arrived
in Vienna, but the piece did not
go well and he abandoned it.
| The symphony was the grandest
. of purely instrumental forms,
and—because he did not want
to rush into a field where Haydn and Mozart had
done such distinguished work—Beethoven used
the decade of the 1790s to refine his technique as a
composer and to prepare to write a symphony. He
slowly mastered sonata form and began to write for
larger chamber ensembles and for wind instru-
ments; he also composed two piano concertos be-
fore taking on the challenge of a symphony.
Beethoven then wrote the First Symphony in 1799-
1800, and it was first performed, along with his
Septet, in Vienna on April 2, 1800.

The genial First Symphony has occasionally been
burdened with ponderous commentary by those
who feel that it must contain the seeds of
Beethoven'’s future development—every modula-
tion and detail of orchestration has been squeezed
for evidence of the revolutionary directions the com-
poser would later take. Actually, Beethoven’s First is
a very straightforward late-eighteenth-century sym-
phony, the product of a talented young man quite
aware of the example of Haydn and Mozart and
anxious to master the most challenging form he had
Marty amfbtight - ; faced so far. In fact, one of the most impressive

Mary Ellen Walther
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things about Beethoven’s First Symphony is
just how conservative it is. It uses the stan-
dard Haydn-Mozart orchestra of pairs of
winds plus timpani and strings (though
early reviewers commented on its heavy use
of the winds); its form is right out of Haydn
(with whom Beethoven had studied); and
its spirit is consistently carefree. There are
no battles fought and won here, no grap-
pling with darkness and struggling toward
the light—the distinction of the First Sym-
phony lies simply in its crisp energy and ex-
uberant music-making. There are some
unusual features along the way, but these
should be enjoyed as the striking touches
they are rather than exaggerated in light of
Beethoven's future directions as a sym-
phonist—the young composer who wrote
the First Symphony was, frankly, looking
backward rather than forward.

The key signature of this symphony may
suggest that it is in C major, but the first
movement'’s slow introduction opens with
a stinging discord that glances off into the
unexpected key of F major. This leads to
another “wrong” key—G major—and

rapes
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only gradually does Beethoven “correct”
the tonality when the orchestra alights
gracefully on C major at the Allegro con
brio. Many have noticed the resemblance
between Beethoven'’s sturdy main theme
here and the opening of Mozart's
“Jupiter” Symphony, composed twelve
years earlier. This is not a case of plagiarism
or of slavish imitation—only a young
man'’s awareness of the thunder behind
him. This energetic movement, with its
graceful second theme in the woodwinds,
develops concisely and powerfully.

The second movement, marked Andante
cantabile con moto, is also in sonata form.
The main theme arrives as a series of poly-
phonic entrances, and Beethoven soon
transforms the dotted rhythm of this
theme’s third measure into an accompani-
ment figure—it trips along in the back-
ground through much of this movement,
and Beethoven gives it to the solo timpani
for extended periods. Beethoven'’s stipula-
tion con moto is crucial: this may be a slow
movement, but it pulses continuously for-
ward along its 3/8 meter, driving to a




graceful climax as the woodwind choir
sings a variant of the main theme.

By contrast, the third movement bristles
with energy, and Beethoven’s marking
Menuetto seems incorrect: this may well
be a minuet in form, but the indication Al-
legro molto e vivace banishes any notion
of dance music. This movement is—in
everything but name—a scherzo, the first
of the remarkable series of symphonic
scherzos Beethoven would write across his
career (this movement is similar to the
third movement of Beethoven’s String
Quartet in F Major, Opus 18, No. 1, com-
posed in these same years—that move-
ment is marked Scherzo). The trio section is
dominated by the winds, whose chorale-
like main tune is accompanied by madly-
scampering violins.

The most amusing joke in this symphony
comes at the opening of the finale, where
a rising scale emerges bit by bit, like a
snake coming out of its hole; at the Allegro
molto e con brio that scale rockets upward
to introduce the main theme. With this

eight-bar theme, the movement seems at
first a rondo, but it is actually in sonata
form, complete with exposition repeat and
development of secondary themes. A vig-
orous little march drives the symphony to
its resounding close.

Beethoven'’s First Symphony found enthu-
siastic audiences—it was soon performed
in Berlin, Breslau, Frankfurt, Dresden, Mu-
nich, Paris, and London, and there is even
evidence that it may have been performed
in Lexington, Kentucky, in 1817
(Beethoven would have been delighted).
To those dismayed by the course of
Beethoven'’s subsequent music (their num-
ber included Haydn), the First Symphony—
which so cheerfully trails clouds of
eighteenth-century glory—remained a
symbol of the direction his career should
have taken. ®
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LA 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
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David Buckley,
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Peter Clarke,
Co-Concertmaster

Deborah Ahn
Aram Akhavan
Angelo Arias
Carol Bietz

Evon Carpenter
Pat Gifford
Susanna Han-Sanzi
Andy Helgerson
Ina Page

Wendy Patrick
Jeanne Saier
Natalie Schenker
Lavinia Scherf
Alexander Wang

VIOLIN 11
Gary Brown, Principal

Marit Chrislock-Lauterbach,
Assistant Principal

Susan Brown
Mark Chang
Carolyn Chen
David Cooksley
Rachel Emmons
Erin Fraboni
Judy Gaukel
Igor Korneitchouk
Joy Lin

Brad Peters
Diana Roth
Stephanie Shin
David Wang

VIOLA

Daniel Swem, Principal

Nancy Swanberg,
Assistant Principal

Andrew Chen

Yeung-ping Chen, Production Assistant

Loie Flood

Anne Gero-Stillwell
Noel Lee

Roark Miller
Ramon Negron
Rachel Simpkins

CELLO
Eric Moore, Principal

Caitlin Fahey,
Assistant Principal

Ulrike Burgin
Curtis Chan

Jeff Chen
Rebekah Dyer
Peter Farrell
Max Fenstermacher
Jonathan Ho
Andrew Ling
Carolyn Sechrist
Clifford Thrasher
Carol Tolbert
Timothy Wu

CONTRABASS
Christine Allen, Principal

Tyler Eaton,
Assistant Principal

Darrell Cheng

Bill Childs
Stephen Gentillalli
Lance Gucwa
Julie Perret
Martin Pham

FLUTE
Elena Yarritu, Principal

Cathy Blickenstaff
Erica McDaniel

FICCOLO

Erica McDaniel

0BOE

Carol Rothrock, Principal
Heather Marks

Brendi Rawlin

CLARINET
Jenny Smerud, Principal
Fran Tonello

BASSOON
Tom Schubert, Principal
Jennifer Bleth

HORN
Ryan Beard, Co-Principal

Nicolee Kuester,
Associate Principal

David Ryan
Dave Tuttle

TRUMPET
Ken Fitzgerald, Principal
Rachel Allen

TROMBONE
R. Theodore Bietz, Principal

Joseph Moore
Devin Burnworth

BASS TROMBONE

Andrew Moreau

TUBA

Kenneth Earnest

TIMFANI
Jonathan Hepfer
Ayaka Ozaki

HARFP
Laura Vaughan



ANNUAL GIVING

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+
Drs. Ida Houby & Bill Miller
Diane Salisbury &

Robert Whitley
Steven & Brenda Schick

SFONSOR $2,500+
Betty Scalice Foundation
Maxine Bloor
Eric & Pat Bromberger
Gary & Susan Brown
J. Lawrence Carter
Dr. Robert Engler &
Julie Ruedi
Beda & Jerry Farrell
Drs. Joan Forrest &
Michael Latz
Dr. & Mrs. Paul Friedman
Rexford & Joan Kastner
Donald & Julie MacNeil
Jeanne & Milton Saier
Steve & Janet Shields
Dr. James Swift &
Sue Bosch-Swift

BENEFACTOR $1,500+

C. Peter & Maureen Brown

Dr. & Mrs. Curtis Chan

Dr. & Mrs. Frank Dwinnell

Bernard Eggertsen &
Florence Nemkov

Judy & Robert Gaukel

Sonya Hintz

Samuel J. Horodezsky

Luce Forward LLP

Nancy Moore
Tom & Barbara Peisch
Arthur & Molli Wagner

FATRON $1,000+
Gayle Barsamian &
David Clapp
Gordon & Lauren Clark
Donald & Frances Diehl
Noel & Victoria Eicher
Ted & Beverly Kilman
Monique Kunewalder
Stephen Marsh
Alex & Valerie Rubins
C. Glasson Schmitt
Fred Walker &
Katharine Sheehan
Randy Stewart

SUSTAINER $s00+
Daniel & June Allen
George & Sarilee Anderson
Garrett Bowles & Linda Altes
Glenn Casey &

Rochelle Kline-Casey
Walter & Ann Desmond
Max Fenstermacher &

Nancy Swanberg
David & Pat Gifford
Eldy & Deanna Johnson
Karen Johns &

Peter Jorgensen
Dr. James & Lois Lasry
J. Eric McCall
Mary Nee
Catherine & Bob Palmer
Ethna Piazza
Carol Plantamura &

Felix Prael
Fredrick & Beverly Price
Richard & Glenda Rosenblatt
Thomas Schubert
David Smith
Joe & Julie Snyder
Richard Stern
Paul E. Symczak

AFICIONADO s$2s0+
Richard & Catherine Ball
Ted & Carol Bietz

Janice & Nelson Byrne
David & Ann Chase

Mea & Gaelen Daum

Robert & Christina Dilworth

FFD

Dr. Zofia Dziewanowska

Thomas & Julia Falk

Kenneth Fitzgerald

Peter Gourevitch

Louis C. & Celia K.
Grossberg Foundation

Bonnie Hubbard

Karen Kakazu

Robin & Charles Luby

Jim & Sally Mowry

Dr. Margaret Schoeninger

Carol & Stuart Smith

Capt. & Mrs. W.T. Stutzer

Susan & Mark Taggart

Henry & Irene Weber

Elena Yarritu

ASSOCIATE $100+
Anonymous
Charlotte Albrecht
Jaqueline Allen
Mark Applebaum
Hans Beck
Mary L. Beebe
Mary & Al Berend
Paul Black & Evelyn Truitt
Dr. Duane &

Denise Blickenstaff
William Boggs &

Marilyn Huff
George & Ulrike Burgin
C. Butcher
R.A. & CA. Clarke
Nathan Daum
Bill & Sally Dean
Nancy & Joel Dimsdale
Russ & Eloise Duff
Darrell & Dorothy Fanestil
Jerry & Barbara Fitzsimmons
Edwin & Wita Gardiner
J.M. & Barbara Gieskes
James Goode
Michael & Meryl Gross
Marty Hambright
Robert & Mary Jean Hardy
Nancy & Bill Homeyer
Donna Johnson
G.F. & Aleta Kerth
David Kimball
Ray & Jan Kociencki
Edith Kodmur

Robert & Esther La Porta

Carl & Claudia Lowenstein

Marc Madison

Dr. & Mrs. Warren Marsh

Dr. Marianne McDonald

Marion Mettler

Roy & Barbara Moreau

Charles Joe Mundy

Rafael & Kathleen Navarro

Marie Nelson

Wolfgang & Gudrun Noe

Peet’s Coffee & Tea, La Jolla

Gordon & Ingrid Perkins

Kedar Pyatt

Sue B. Roesch

Barbara Rosen

Murray Rosenblatt

Carol Rothrock

Vanya & Clifford Russell

Amy Schick

Brian & Sherri Schottlaender

Gail Schreiber

Sheldon & Carolyn Schultz

David & Kathleen Scott

Joyce Cutler-Shaw &
Gerome Shaw

Dr. & Mrs. Jack Sipe

William & Georgiana Simmons

Scott & Jenny Smerud

Dr. & Mrs. Hans Spiegelberg

Thomas & Julie Sullivan

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

CORPORATE GIFT MATCH
Allen Matkins

ASEG Inc.

Intuit

Qualcomm

The La Jollgrgybr;b_hony & Chorus Association is a 501(c)3 non—proﬁtAc‘orporation,
making your donation tax-deductible. To support the Association, please 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 February 21, 2012.



1a Jolla ;Symphony & Chorus 2011-2012 Season

SPRING SYMFHONIES
STRAV ICI;JECI[(]SY Sunday, May 6 at 2:00pm

A Season Survey of a 20th-Century Master Mandeville Auditorium, UCSD

David Chase Conducting

EDVARD GRIEG

The Last Spring

ROBERT SCHUMANN
Symphony No. 1
in B-flat Major “Spring”

BENJAMIN BRITTEN

Spring Symphony

SPECIAL GUESTS:

soprano Kerrie Caldwell
mezzo-soprano Sasha Hashemipour
tenor Christopher Bingham

and the North Coast Singers

SPONSORS:

Beda & Jerry Farrell
Bloor Family

Joan & Rexford Kastner

Tickets: 858-534-4637 or www.lajollasymphony.com

Sponsor Support for the 2011-2012 Season:

Major funding provided by the
.. City of San Diego Commission 7
for Arts and Culture and the §°: )
Samse ™™ County of San Diego ks Nl classical music

104.9
QUALCONW\ XILN! QJ?I

www.xlncl.org



FAMILY
HISTORY

HISTORY

HEALTH SHOULD BE A CONVERSATION.

LET'S TALK ABOUT YOU.

You are not a patient. You are not a disease. You are an individual.
Isn’t it about time your health care was tailored for you? We think so.

Learn how Genomics and Mobile Health technologies can positively

impact your health and lifespan. Call us at (858)847-5064 or visit us
at mdrevolution.com and start your health conversation today.

MD REVOLUTION




