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PROGRAM NOTES
BY MICHAEL CLIVE

Symphony No. 34 in C Major
WOLFGANG AMADEUS MOZART
(1756–1791)

Many of us who grow up loving clas-
sical music as children come to an

unexpected turning point with Mozart as
adults: a moment when we realize that his
music is not merely beautiful entertain-
ment, but transcendent, complex, challeng-
ing art. In musicologists’ analyses of
Mozart’s symphonies — especially those
deemed his “great” symphonies, with
numbers higher than 25 — I’ve long sus-
pected that this turning point is embedded
in the musicologists’ writing and often
results in fascinating musical insights. Some
music historians have stated flatly that the
great symphonies spring from the operas;
others, that the piano concertos are the
key to the symphonies. It might well
depend upon where their musical awaken-
ing occurred.

In the case of the Symphony No. 35,
the surface connections to the landmark
“Haffner Serenade” are too strong to
ignore. But the esthetic foundations of the
Symphony No. 34 are more debatable, and
are worth looking at. Mozart wrote it dur-
ing a stay of about two and a half years in
Salzburg, his hometown, to which he’d
returned after his release from a less-than-

congenial job. For the fantastically prolific
Mozart, this was a relatively unproductive
period, but it did produce another sere-
nade and several symphonies including this
one, which was written after spending
some time away from the form. 

The Symphony No. 34 is a festive,
energetic work in three brisk movements,
written in C major and with a prominent
role for the trumpets — both factors con-
tributing to its jovial mood. But the freely
composed first movement has given rise
to differing takes in musical circles: it is
written in sonata form, but without an
expositional repeat of the main theme
and, arguably, without a traditional devel-
opment, since the developmental section
is built with new musical material. And
since it ends with a coda that returns to
the original theme, many critics compare
it to the form of Italian overture of the
day, which does much the same thing.
The operatic Mozart?

Not entirely, according to Jens Peter
Larsen writing in The Mozart Companion,
edited by the great H.C. Robbins Landon
and Donald Mitchell (1965); for this sym-
phony, he brings the concerto into play.
“Anyone measuring it by the ‘sonata-
form’ concept…would find it almost
entirely inexplicable. But if we consider it
as an intermediary form, between sym-
phony and concerto, everything falls into
place.” He calls the development section,
with its suppressed repetition, a “concerto
episode,” and cites the repetition of the
original theme in the coda as another
concerto element.

You may find yourself leaning forward
in your seat, or perhaps contentedly set-
tling back, for the central andante move-
ment. It is lovely and intimate, written in
the related key of F major with elegantly
sparse orchestration; only bassoons supple-
ment the strings. “Yet it is not in the least
a string quartet movement,” writes Larsen.
“This movement,” he says, “…makes us
think of opera…” It was a declaration that

must have pleased Robby Landon.
The final movement, on the other

hand, is an energetic gigue written in a
lively, rhythmic Allegro Vivace. It is “again
in concerto style,” according to Larsen,
who cites “the well-known six-four
chord, plus a trill on the dominant”
toward the end of the movement. This
musical construction is strongly reminis-
cent of a climactic moment in almost any
classical concerto, when that six-four-
dominant sequence signals a dramatic
pause in the orchestra so the soloist can
play an unaccompanied cadenza. Does it
mean that this symphony falls into place
as “an intermediary form, between sym-
phony and concerto”? That’s between you
and the musicologists.

Symphony No. 35 in D Major, 
“Haffner”
WOLFGANG AMADEUS MOZART

By 1782, when Mozart wrote his
Symphony No. 35, the “Haffner,” he

was living in Vienna. Like the great
“Haffner” Serenade written six years ear-
lier, it seems to have been a miracle of
haste — written without interruption,
sent to the copyists straightaway, and vir-
tually forgotten in the interim. “My new
Haffner Symphony has positively amazed
me,” he wrote to his father after receiv-
ing a copy six months later, “for I had
forgotten every single note of it. It must
surely produce a good effect.” Right
again, Wolfgang.

“The Haffner Symphony is midway
between symphony and serenade,” writes
Larsen, but here the categorization is
well justified: the original score included
an introductory march and a second
minuet, like a typical serenade of six or
eight movements, while a traditional
symphony included just four or even
three. But when Mozart deleted the
extra sections for initial performances in
Vienna, he was left with a traditional
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four-movement symphony, and the
“Haffner” Symphony has remained in
that form.

It is suffused with the same glowing
optimism that pervades the “Haffner”
Serenade, and is also extraordinarily rich
in melody; tunes that are not just numer-
ous, but intense, arresting our attention
and staying in our memory. In any sym-
phony of the classical or romantic era,
the composer balances the listener’s
interest between the thematic subjects in
each movement and what’s done to
develop those subjects — inversion, vari-
ations, developmental tricks. In this sym-
phony, Mozart has placed a great deal of
emphasis on the melodies themselves:
Larsen refers to its “extraordinary
motivic concentration.” 

From the opening of the first move-
ment, motifs and musical gestures engross
not just with their beauty, but with their
drama — as in the opening melody, with
its wide leaps and strong rhythmic
accents. This theme dominates the entire
movement, though it later combines
with other motifs in a substantial, highly
modulated development. The lyrical flow
of the slower Andante movement that
follows, with its interplay of themes one
against the other, is more reminiscent of
a serenade movement.

A sprightly and somewhat more
pointed mood in the third movement, a
minuet, continues the warmth of the ser-
enade mood while quickening the senses
for a brilliant finale: a fast-paced (Presto)
movement that includes elements of the
rondo — a form that piles on new
themes while continually returning to
the original — but fuses it with elements
of sonata-style development. 

But while Larsen hears a continuation
of the hybrid serenade-symphony in this
glittering last movement, others hear
intimations of Mozart’s operas: the mood
of itchy, gleeful impatience in the over-
ture of The Marriage of Figaro, or echoes

of a comical baritone aria from The
Abduction from the Seraglio. If this sym-
phony puts you in the mood for a
Mozart opera, I’m right there with you.

Choral Fantasy
LUDWIG VAN BEETHOVEN
(1770–1827)

It is a rarely performed pièce d’occasion thatrequires a novel array of musical forces
including piano, full orchestra and mixed
chorus. It was written to honor a little-
remembered monarch, King Maximilian-
Joseph of Bavaria. Yet even if you’ve never
heard it before, Beethoven’s Choral Fantasy
is likely to sound very familiar, because you
have heard the melody that is its keystone:
Beethoven reworked it in the monumental
choral movement of his Symphony No. 9,
the “Ode to Joy.”

For those of us who are not musical
geniuses, it can be odd to hear music
scholars describe Beethoven as a lesser
melodist who had difficulty with this
aspect of composition. Really? Are we
talking about the same Ludwig van
Beethoven who left the world a musical

legacy that is not only profoundly great,
but profoundly melodic? While humma-
ble tunes did not flow from Beethoven
with seeming effortlessness as they did
from, say, Mozart or Saint-Saëns, he still
managed to compose masterpieces and
chose to fill many of them with evoca-
tive melodies developed with artistry that
gives us some of the most transcendent
moments in music.

Like a jazz musician who “knows the
chart” of an old standard and transforms it
into highly individual expression,
Beethoven could start with a deceptively
simple subject; put it through an expansive,
often astonishing development; and make
of it something intensely moving. But
finding the right “deceptively simple sub-
ject” might require repeated experimenta-
tion and correction, then reworking the
development before releasing an opus for
publication. Even then, he was not always
done: Beethoven returned to some of his
own signature melodies in later works,
connecting recurrent philosophical ideas
with recurrent musical themes. If you can
readily hear the do-re-mi scale in your
mind’s ear, you can test how this creative
history is manifest in the Choral Fantasy
and the “Ode to Joy.”

The Choral Fantasy builds to a grand
choral tribute that celebrates peace,
enlightenment and nobility through art,
as does the “Ode to Joy.” But while both
themes begin on the third note of the
scale, or “mi,” and hew to the same basic
template, the “Ode to Joy” literally ele-
vates the notes to embrace freedom and
brotherhood, rising to the fifth and dom-
inant note, or “sol.” The Choral Fantasy
remains more earthbound, as if tugged
downward by the tonic note “do.”

The Fantasy opens with a stately but
highly virtuosic piano introduction
which Beethoven himself played at the
premiere in December of 1808. And it is
easy to imagine the piano as the voice of
the composer, first establishing the tone
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of homage to King Maximilian-Joseph,
then introducing the choral theme in a
highly ornamented version that is even-
tually taken up by the orchestra and the
chorus. The conclusion unites all three
elements — piano, orchestra and chorus
— in a joyful apotheosis of God’s grace
bestowed upon Man.

Michael Clive is a cultural reporter and 
critic who lives in the Litchfield hills of
Connecticut.

The following rogram notes are
by the composer 

Prometheus for Piano, Chorus
and Orchestra (WORLD PREMIERE)
WILLIAM BOLCOM
(B. 1938)

Instrumentation: two flutes (second takes piccolo),
two oboes (second takes English horn), two B-flat
clarinets and bass clarinet, two bassoons and con-
trabassoon, four horns in F, three trumpets in C,
two trombones and bass trombone, tuba, celesta,
timpani, four percussionists, SATB chorus, solo
piano and strings.

It is undeniable that our century and millen-
nium have not gotten off to an auspicious
start, with Sept. 11, 2001, our worldwide
economic crisis, and all the ills the 20th centu-
ry has foisted on the 21st. The ancient legend
of Prometheus is a perfect metaphor for our
time; in it the god is chained to a rock with a
huge bird gnawing at his vitals, which are
eternally renewed and eternally destroyed each
day.

To much of the rest of the world the West
is Prometheus, whose fire has fueled the tech-
nological expansion of the last 500 years —
electricity, steam, oil, the atom, and the com-
puter. The sense of power we’ve all gained
thereby has simultaneously pulled us away
from religion, and freed of its restraint we in
the West have brought ourselves to a level of
technical sophistication unknown to any other
era. We’ve wedged our way into almost-divine
capability, unlike Prometheus who as a god was
born with it — but at a price. We are now all
Prometheus, chained to our rock of technologi-
cal dependency; there is no question that our
unprecedented advance has given the world
enormous benefits we have no desire of relin-
quishing — nor should we — but we are
enjoined to see the dark side of this bounty.

George Gordon, Lord Byron (1788-
1824) is, with Percy Bysshe Shelley and
William Blake, among the first poets to speak
of the new interest in science of his era. His
poem Prometheus, coming as it does from the
early industrial revolution, examines the
antipodes we are haplessly hurled between
constantly as well as the West’s altruism that
has fueled so much of the modern world’s
predicament. When I was requested to write
the present work for the same forces as
Beethoven’s Choral Fantasy, I felt the piano
part would be ideal in portraying Prometheus’
eternal agony; my Prometheus is perhaps the
antithesis of the joyous mood of the
Beethoven you will hear tonight but is not
devoid of hope, particularly if it points us to
begin to understand our situation. This piece
is dedicated to that hope.

The opening piano solo evoking
Prometheus’s eternal struggle against

his chains precedes the first stanza of
Byron’s poem, in a contoured, unpitched
recitation by the chorus with the piano.
This is followed by an apocalyptic fanfare
from the orchestra and the first state-
ment, in falling brass triads, of the central
motive of the piece; the piano returns,
gently this time, with the rest of the
orchestra, moving toward a climax. The
subsequent solo piano passage depicting
the giant bird’s attacks points toward the
first movement’s quiet closing.  

Movement II, marked in the score
“lively; like sparks,” involves for the first
time the entire ensemble of piano, cho-
rus, and orchestra; in it Prometheus’s
inescapable fate is shown. A short piano
interlude derived from the work’s open-
ing ensues, followed by the chorus and
orchestra lamenting both Prometheus’s
fate and Zeus’s regretful meting of his
dire punishment by lightning bolts, por-
trayed by the piano. The movement ends
on a tragic note, employing the earlier
triadic motive in a quiet ending, which
flows attacca into the final section.  

The chorus, alone for the first time,
intones “Thy Godlike crime was to be
kind,” in antiphony with the brass. Here,
again with piano and the rest of the
orchestra, follows the meditation at the
core of the poem:  “Like thee, Man is in
part divine, / A troubled stream from a
pure source.” After the strife of the rest
of Prometheus comes a peace derived
from a greater understanding that I feel
we will someday acquire and for which I
pray fervently.

—William Bolcom



But baffled as thou wert from high,

Still in thy patient energy,

In the endurance, and repulse

Of thine impenetrable Sprirt,

Which Earth and Heaven could not convulse,

A mighty lesson we inherit:

Thou art a symbol and a sign

To Mortals of their fate and force;

Like thee, Man is in part divine,

A troubled stream from a pure source;

And man in portions can foresee

His own funereal destiny;

His wretchedness, and his resistance,

And his sad unallied existence:

To which his Spirit may oppose

Itself—and equal to all woes,

And a firm will, and a deep sense,

Which even in torture can descry

Its own concenter’d recompense,

Triumphant where it dares defy,

And making Death a Victory.

And the inexorable Heaven,

And the deaf tyranny of Fate,

The ruling principle of Hate,

Which for its pleasure doth create

The things it may annihilate

Refus’d thee even the boon to die:

The wretched gift Eternity

Was thine—and thou hast borne it well.

All that the Thunderer wrung from thee

Was but the menace which flung back

On him the torments of thy rack:

The fate thou didst so well foresee,

But would not to appease him tell;

And in they Silence was his Sentence,

And in his Soul a vain repentance,

And evil dread so ill dissembled

That in his hand the lightnings trembled.

Thy Godlike crime was to be kind,

To render with thy precepts less

The sum of human wretchedness,

And strengthen Man with his own mind;

PROMETHEUS

by George Gordon, Lord Byron 

[1788-1824]

Titan! to whose immortal eyes

The sufferings of mortality,

Seen in their sad reality,

Were not as things that gods despise;

What was thy pity’s recompense?

A silent suffering, and intense;

The rock, the vulture, and the chain,

All that the proud can feel of pain

The agony they do not show,

The suffocating sense of woe,

Which speaks but in its loneliness,

And then is jealous lest the sky

Should have a listener, nor will sigh

Until its voice is echoless.

Titan! to thee the strife was given

Between the suffering and the will,

Which torture where they cannot kill;

TEXTS & TRANSLATIONS

Charming, fair and lovely, sound
The harmonies of our earthly life,
From the sense of beauty spring
Blossoms that forever bloom.

Peace and joy glide clasped in
love

Like waves in their interplay,
All that is rough and hostile
Is elevated to sublimity.  

When the sound of magic rules
And sacred words are spoken,
Glorious things must then take

shape,
Night and storms resolve into

light.

CHORAL FANTASY
Text by Cristoph Kuffner (Attrib.)

Schmeichelnd hold und lieblich klingen
Unsers Lebens Harmonien,
Und dem Schönheitssinn entschwingen
Blumen sich, die ewig blüh’n.

Fried’ und Freude gleiten freundlich

Wie der Wellen Wechselspiel;
Was sich drängte rauh und feindlich,
Ordnet sich zu Hochgefühl.

Wenn der Töne Zauber walten
Und des Wortes Weihe spricht,
Muss sich Herrliches gestalten,

Nacht und Stürme werden Licht.

Calm without, ecstasy within
Reign for all the blessed ones,
And the arts’ spring sunshine
Lets light emerge from suffering.  

Great thought that has pierced
the heart

Blooms forth new and fair;
The spirit that has soared on high
Hears a welcoming spirit choir.

Take then gaily, noble souls,
All the gifts of noble art,
For when love and strength are

united,
God’s favor will be humankind’s

reward.

Äuss’re Ruhe, inn’re Wonne
Herrschen für den Glücklichen,
Doch der Künste Frühlingssonne
Lässt aus beiden Licht erstehn.

Grosses, das ins Herz gedrungen,

Blüht dann neu und schön empor,
Hat ein Geist sich aufgeschwungen,
Hallt ihm stets ein Geisterchor.

Nehmt denn hin, ihr schönen Seelen,
Froh die Gaben schöner Kunst,
Wenn sich Lieb’ und Kraft ver-

mählen,
Lohnt dem Menschen Göttergunst.
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tor of the German National Theater and
Staatskapelle (GNTS) in Weimar,
Germany, where he recently led Wagner’s
“Ring Cycle” to great critical acclaim.
St.Clair was the first non-European to
hold his position at the GNTS; the role
also gave him the distinction of simulta-
neously leading one of the newest
orchestras in America and one of the
oldest orchestras in Europe. He has also
served as the general music director of
the Komische Oper Berlin.

St.Clair’s international career has him
conducting abroad numerous months a
year, and he has appeared with orchestras
throughout the world. He was the prin-
cipal guest conductor of the Radio-
Sinfonieorchester Stuttgart from
1998–2004, where he successfully com-
pleted a three–year recording project of
the Villa–Lobos symphonies. He has also
appeared with orchestras in Israel, Hong
Kong, Japan, Australia, New Zealand, and
South America, and summer festivals
worldwide. 

St.Clair’s commitment to the devel-
opment and performance of new works

In 2010–11, Music Director Carl St.Clair
celebrates his 21st season with Pacific

Symphony. During his tenure, St.Clair has
become widely recognized for his musi-
cally distinguished performances, his com-
mitment to building outstanding educa-
tional programs and his innovative
approaches to programming. St.Clair’s
lengthy history with the Symphony solidi-
fies the strong relationship he has forged
with the musicians and the community.
His continuing role also lends stability to
the organization and continuity to his
vision for the Symphony’s future. Few
orchestras can claim such rapid artistic
development as Pacific Symphony—the
largest orchestra formed in the United
States in the last 40 years—due in large
part to St.Clair’s leadership.

The 2010-11 season, the “Year of the
Piano,” features numerous masterworks
for keyboard performed by a slate of
internationally renowned artists. The sea-
son also features three “Music Unwound”
concerts highlighted by multimedia ele-
ments and innovative formats, two world
premieres, and the 11th annual American
Composers Festival, featuring the music
of Philip Glass.

In 2008-2009, St.Clair celebrated the
milestone 30th anniversary of Pacific
Symphony. In 2006-07, he led the
orchestra’s historic move into its home in
the Renée and Henry Segerstrom
Concert Hall at the Orange County
Performing Arts Center. The move came
on the heels of the landmark 2005-06
season that included St.Clair leading the
Symphony on its first European tour—
nine cities in three countries playing
before capacity houses and receiving
extraordinary responses. The Symphony
received rave reviews from Europe’s clas-
sical music critics—22 reviews in total. 

He recently concluded his tenure as
general music director and chief conduc-

by American composers is evident in the
wealth of commissions and recordings by
Pacific Symphony. St.Clair has led the
orchestra in numerous critically
acclaimed albums including two piano
concertos of Lukas Foss on the harmonia
mundi label. Under his guidance, the
orchestra has commissioned works which
later became recordings, including
Richard Danielpour’s An American
Requiem on Reference Recordings and
Elliot Goldenthal’s Fire Water Paper: A
Vietnam Oratorio on Sony Classical with
cellist Yo-Yo Ma. Other composers com-
missioned by St.Clair and Pacific Symphony
include William Bolcom, Philip Glass,
Zhou Long, Tobias Picker, Frank Ticheli
and Chen Yi, Curt Cacioppo, Stephen
Scott, Jim Self (the Symphony’s principal
tubist), Christopher Theofandis and
James Newton Howard.

In North America, St.Clair has led
the Boston Symphony Orchestra, (where
he served as assistant conductor for sev-
eral years), New York Philharmonic,
Philadelphia Orchestra, Los Angeles
Philharmonic, and the San Francisco,
Seattle, Detroit, Atlanta, Houston,
Indianapolis, Montreal, Toronto, and
Vancouver symphonies, among many. 

Under St.Clair’s dynamic leadership,
the Symphony has built a relationship
with the Southern California communi-
ty by understanding and responding to
its cultural needs. A strong advocate of
music education for all ages, St.Clair has
been essential to the creation and imple-
mentation of the symphony education
programs including Classical Connections,
arts-X-press and Class Act. 

CARL ST.CLAIR

ABOUT THE MUSIC DIRECTOR
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ABOUT THE ARTISTS

JEFFREY BIEGEL
PIANO

Jeffrey Biegel is one of today's most reveredartists, having created a multi-faceted career as
a pianist, recording artist, composer and
arranger. His electrifying technique and mes-
merizing touch have received critical acclaim
worldwide. 

Biegel’s performances set the standard in tradi-
tional repertoire. His recent recordings for Naxos,
the world’s leading classical music label, include
Leroy Anderson’s Concerto in C, conducted by
Leonard Slatkin with the BBC Concert
Orchestra, Ellen Taaffe Zwilich’s Millennium
Fantasy and Peanuts Gallery with the Florida State
University Orchestra, and a solo CD of Vivaldi’s
Four Seasons. He also recorded Classical Carols on
the Koch label, as well as the Complete Sonatas
by Mozart on the E1 label. Most recently he
recorded an all-Bach CD with Grammy-winning
producer Steven Epstein newly released on the
new Steinway and Sons label.

Biegel performed with Pacific Symphony
earlier this year at the world premiere of
Richard Danielpour’s Mirrors for Piano and
Orchestra. He is currently assembling a global
commissioning project for Ellen Taaffe Zwilich’s
next work for piano and orchestra. Biegel’s
newly created Trio21, with violinist Judy Kang
and cellist Robert deMaine, will begin its inau-
gural season in 2011-2012 with performances
of a new work commissioned by the celebrated
composer Kenneth Fuchs.

Biegel’s career as a pianist has been marked
by bold, creative achievements and highlighted
by a series of firsts. In the late 1990s, he initiated
the first live internet recitals in New York and

Amsterdam, and assembled a consortium of
more than 25 orchestras to celebrate the millen-
nium with the premiere of Ellen Taaffe Zwilich’s
Millennium Fantasy for Piano and Orchestra. In
2006, Biegel joined 18 co-commissioning
orchestras to perform Lowell Liebermann’s
Concerto No. 3 for Piano and Orchestra, which
was composed exclusively for him. He has
played premieres of new works and arrange-
ments with the Boston Pops, New York Pops,
the American Symphony Orchestra, the Eastern
Music Festival Orchestra, as well as the sympho-
ny orchestras of Minnesota, Indianapolis, and
Harrisburg, among others.

Until the age of 3, Biegel could neither hear
nor speak until corrected by surgery. The
“reverse Beethoven” phenomenon can explain
his life in music, having heard only vibrations in
his formative years. Born a second-generation
American, Biegel’s roots stem from Russia and
Austria. His Russian cousin, pianist Herman
Kosoff, studied with the great Leopold
Godowksy in Austria before immigrating to the
United States.  

Biegel currently serves on the piano faculty
at the Brooklyn Conservatory of Music at
Brooklyn College, a City University of New
York (CUNY), and the Graduate Center of the
City University of New York (CUNY). He
resides outside New York City with his wife,
Sharon, and his sons, Craig and Evan.

JOHN ALEXANDER
ARTISTIC DIRECTOR, 
PACIFIC CHORALE

Artistic Director of Pacific Chorale since
1972, John Alexander is one of America’s

most respected choral conductors. His inspired
leadership both on the podium and as an advo-
cate for the advancement of the choral art has
garnered national and international admiration
and acclaim. 

Alexander’s long and distinguished career has
encompassed conducting hundreds of choral and
orchestral performances nationally and in 27
countries around the globe. He has conducted
his singers with orchestras throughout Europe,
Asia, the former Soviet Union and South
America and, closer to home, with Pacific
Symphony, Pasadena Symphony, Musica Angelica
and the Los Angeles Chamber Orchestra. Equally
versatile whether on the podium or behind the
scenes, Alexander has prepared choruses for many
of the world’s most outstanding orchestral con-

ductors, including Zubin Mehta, Pierre Boulez,
Seiji Ozawa, Michael Tilson Thomas, Leonard
Slatkin, Esa-Pekka Salonen, Gustavo Dudamel,
Lukas Foss, Max Rudolf, Carl St.Clair, Gerard
Schwarz, Marin Alsop, John Mauceri, John
Williams, and Keith Lockhart.

Alexander retired in spring 2006 from his
position as director of choral studies at
California State University, Fullerton, having
been awarded the honor of professor emeritus.
From 1970 to 1996, he held the position of
director of choral studies at California State
University, Northridge. Alexander continues his
involvement in the pre-professional training of
choral conductors. He is in demand as a
teacher, clinician, and adjudicator in festivals,
seminars and workshops across the United
States. In 2003, Chorus America honored him
with the establishment of the “John Alexander
Conducting Faculty Chair” for their national
conducting workshops.

Alexander is a composer of many works and
serves as the editor of the John Alexander Choral
Series with Hinshaw Music. His numerous trib-
utes and awards include: The “Distinguished
Faculty Member” Award from California State
University, Fullerton (2006); the “Helena
Modjeska Cultural Legacy Award” (2003), pre-
sented in honor of his lifetime achievement as an
artistic visionary in the development of the arts
in Orange County; the "Outstanding Individual
Artist" Award (2000) from Arts Orange County;
the "Gershwin Award" (1990), presented by the
county of Los Angeles in recognition of his cul-
tural leadership in that city; and the "Outstanding
Professor" Award (1976) from California State
University, Northridge. In June 2008, Alexander
received the “Michael Korn Founders Award for
Development of the Professional Choral Art”
from Chorus America.
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PACIFIC CHORALE

Founded in 1968, Pacific Chorale is
internationally recognized for excep-

tional artistic expression, stimulating
American-focused programming, and
influential education programs.  Pacific
Chorale presents a substantial perform-
ance season of its own at the Orange
County Performing Arts Center and is
sought regularly to perform with the
nation’s leading symphonies. Under the
inspired guidance of Artistic Director
John Alexander, Pacific Chorale has
infused an Old World art form with
California’s hallmark innovation and cul-
tural independence.

Pacific Chorale is comprised of 140
professional and volunteer singers.  In
addition to its long-standing partnership
with Pacific Symphony, the Chorale has
performed with the Los Angeles
Philharmonic in Disney Hall on numer-

ous occasions.  Other noted collabora-
tions include the Hollywood Bowl
Orchestra, the Boston Symphony, the
National Symphony, and the Long
Beach, Pasadena, Riverside and San
Diego symphonies. John Alexander and
the Chorale have toured extensively in
Europe, South America and Asia, per-
forming in London, Paris, Belgium,
Germany, Estonia, Russia, Spain, Brazil,
Argentina, Shanghai, Guangzhou, Beijing
and Hong Kong, and collaborating with

the London Symphony, L’Orchestre
Lamoureux of Paris, the National
Orchestra of Belgium, the China
National Symphony, the Hong Kong
Sinfonietta, the Estonian National
Symphony, and the Orquesta Sinfonica
Nacional of Argentina.

The Chorale’s outstanding perform-
ances can be heard on seven CDs,
including Musica and Nocturne, collec-
tions of American a cappella works con-
ducted by John Alexander; Songs of
Eternity by James F. Hopkins and Voices
by Stephen Paulus, conducted by John
Alexander and featuring Pacific
Symphony; Pacific Symphony’s Fire,
Water, Paper: A Vietnam Oratorio by Elliot
Goldenthal, and An American Requiem by
Richard Danielpour (both recordings
conducted by Carl St.Clair); and a holi-
day recording, Christmas Time Is Here,
released on the Gothic Records label.

Soprano

Hannah Rae Arevalo
Judith Bohlen
Rhonda Bright
Margie Carrigan
Helen Choi
Jamie Collins
Shelly Doolittle
Emily Hayes
Karen F. Henderson
Andrea Hilliard
Nancy Hodgson
Susan Jacobs
Sinae Kang
Joyce Kim
Kellee King
Barbara Kingsbury
Susan Lew
Maureen Lombardino
Young MacKeand
Rita Major
Jennifer Mancini
Sandy Martinez
Amy McCoy
Hannah McMeans
Lenora Meister
Maria Cristina Navarro
Kris Oca
Deborah Pasarow

Linda Williams Pearce
Chikayo Rattee
Meri Rogoff
Sarah Schaffner
Carol Tsai
Lorraine Joy Welling
Linda Wells-Sholik

alto

Cindy Anderson
Nancy Beach
Kelly Birch
Mary Breuer
Julie Anne Campen
Tina Chen
Harriet Edwards
Jacline Evered
I-Chin Feinblatt
Tiffany Fernandez
Marilyn Forsstrom
Mary Galloway
Geraldine Gibb
Kathryn Gibson
Sandy Grim
Laura Harrison
Anne Henley
Kathryn Holder
Andrea Klyver
Nancy Lanpher

Adrienne Larsen
Kaii Lee
Jeanette Moon
Michele M. Mulidor
Pat Newton
Kathleen Preston
Heather Ralph
Loraine Reed
Karen Rose
Vanessa Rothholtz
Joan Severa
Jane Shepherd
Jane Shim
Martha Wetzel
Julia Wood

tenor

Nicholas Preston, Roger W.
Johnson Memorial Chair

Carl Porter, Singers
Memorial Chair

Mark E. Aldrich
Michael Ben-Yehuda
David Bunker
Jack Burke
Joseph Cruz
Craig Davis
James Edwards
Philip Enns

David Evered
David Exline
Jason Francisco
Vincent Hans
Steven M. Hoffman
Richard Hupp
Craig S. Kistler
Chang H. Lee
Gerald McMillan
Jeff Morris
Aaron Mosley
Ray Quiett
David Rigsby
Sean Saclolo
Brian Sullivan
Faulkner White

BaSS

John Carpenter, Singers
Memorial Chair

Henry Allain
Jim Anderson
Aram Barsamian
Robert David Bretón
Mac Bright
Ralph Cato
Carver Cossey
James Dunning
Thomas Enders

Karl Forsstrom
Michael Gallup
Larry Gates
Mark Hamilton
Tom Henley
Robert M. Istad
Michael Jacobs
Rodney Jee
Eulis Kay
Gordon La Cross
Michael McKay
Ricardo McKillips
Martin Minnich
Emmanuel Miranda
Seth Peelle
Carl Pike
John Boone Pooler
George Reiss
Jeffrey Richter
Robert Rife
James Spivey
David Stankey
Joshua Stansfield
David Svoboda
Roger Swibold
Steve Webb
Scott Ziemann

Pacific Chorale
John Alexander, Artistic Director  •  Robert M. Istad, Assistant Conductor

Kelly Ruggirello, President  •  Martin Hubbard, Chairman
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ABOUT PACIFIC SYMPHONY

Pacific Symphony is the largest orchestra
formed in the United States in the last

40 years. Recognized as an outstanding
ensemble making strides on both the
national and international scene as well as
in its own burgeoning cultural community of
Orange County, the orchestra launches a
significant and celebratory season in 2010-
2011. The season celebrates the art of the
piano, and features the continuation of the
successful and acclaimed “Music Unwound”
series, highlighted by visual elements, varied
formats and more.

In addition, Principal Pops Conductor
Richard Kaufman celebrates his 20th
anniversary with the Symphony in 2010-
11. The Pops season stars some of the
world’s leading entertainers and is enhanced
by a state-of-the-art high-definition video
and sound system. Each season also includes
a three-concert chamber music series and
“Classical Connections,” which offers an
intimate exploration of selected works
hosted by St.Clair. And rising star Assistant
Conductor Maxim Eshkenazy brings a new
energy to the highly popular Family series
—featuring holiday favorites and a number
of new concert programs designed for families
—as well as the Pacific Symphony Youth
Orchestra.

It was at the start of the 2006-07 season
that the orchestra first moved into the
Renée and Henry Segerstrom Concert Hall,
an acoustical gem designed by architect
Cesar Pelli with acoustics by the late Russell
Johnson. “Pacific Symphony is rising to
meet the ambitions of its new home”—
The New York Times. In September 2008,
the Symphony debuted the hall’s stunning
new 4,322-pipe William J. Gillespie Concert
Organ.

In 2005-06, the Symphony not only
made its debut appearance in Walt Disney
Concert Hall in Los Angeles by special
invitation from the League of American
Orchestra’s 2006 National Conference, but
also embarked on its first European tour.
Performing in nine cities in three coun-
tries, the Symphony received rave reviews
—22 in all—expanding its reach to an
international level. Timothy Mangan, classi-
cal music critic for The Orange County
Register, who accompanied the orchestra on
tour, said at the conclusion, “The tour has

ended in something very close, or maybe
even right on the nose, to triumph. All that
happened on tour…showed that this band
can really impress.”

“Pacific Symphony clearly wanted to be
measured against Europe’s greatest. And
they can be!”—Neue Rhein Zeitung,
Dusseldorf, Germany.

The Symphony offers moving musical
experiences with repertoire ranging from
the great orchestral masterworks to music
from today’s most prominent composers,
highlighted by the annual American
Composers Festival. The Wall Street Journal
said, “Carl St.Clair, the Pacific Symphony’s
dynamic music director, has devoted 19
years to building not only the orchestra’s
skills but also the audience’s trust and
musical sophistication—so successfully that
that they can now present some of the
most innovative programming in American
classical music to its fast-growing, rapidly
diversifying community.” 

With a vision for the future, the
Symphony is dedicated to developing and
promoting today’s young and established
composers and expanding the orchestral
repertoire. This commitment to new works
is illustrated through the Symphony’s 
commissions and recordings, in-depth
explorations of American artists and themes
at the American Composers Festival. 
The Symphony’s innovative approaches to
introducing new works to audiences
received the prestigious ASCAP Award for
Adventuresome Programming in 2005. In
2009, the League of American Orchestras
named the Symphony as one of five 
innovative orchestras to be profiled in an
in-depth study. 

The orchestra has commissioned such
leading composers as Michael Daugherty,
James Newton Howard, Paul Chihara,
Philip Glass, William Bolcom, Daniel

Catán, William Kraft, Tobias Picker, Frank
Ticheli, as well as Chen Yi, who composed
a cello concerto in 2004 for Yo-Yo Ma.
The Symphony has also commissioned and
recorded An American Requiem, by Richard
Danielpour, on the Reference Recordings
label in 2002, and Elliot Goldenthal’s Fire
Water Paper: A Vietnam Oratorio with Yo-Yo
Ma for SONY Classical. 

The Symphony’s award-winning education
programs are designed to integrate the
Symphony and its music into the commu-
nity in ways that stimulate all ages and
form meaningful connections between 
students and the organization. St.Clair
actively participates in the development
and execution of these programs. The
orchestra’s Class Act residency program has
been honored as one of nine exemplary
orchestra education programs in the nation
by the National Endowment for the Arts
and the League of American Orchestras.
Added to Pacific Symphony Youth
Orchestra on the list of programs in 2007-
08 were Pacific Symphony Youth Wind
Ensemble and Pacific Symphony Santiago
Strings.

The Symphony has played a central role
in the phenomenal growth of the performing
arts in Orange County. Presenting more
than 100 concerts a year and a rich array of
education and community programs, the
Symphony touches more than 275,000
Orange County residents—from school
children to senior citizens. In addition to
its winter home, the Symphony presents a
summer outdoor series at Irvine’s Verizon
Wireless Amphitheater, the organization’s
summer residence since 1987.
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piccolo

Cynthia Ellis

oBoe

Jessica Pearlman,*
Sue Radford Chair

Deborah Shidler+

engliSH Horn

Lelie Resnick

clarinet

Benjamin Lulich,*
The Hanson Family
Foundation Chair

David Chang

BaSS clarinet

Joshua Ranz

BaSSoon

Rose Corrigan*
Elliott Moreau
Andrew Klein
Allen Savedoff

contraBaSSoon

Allen Savedoff

FrencH Horn

Keith Popejoy*
Mark Adams
James Taylor**
Russell Dicey

trumpet

Barry Perkins*
Tony Ellis
David Wailes

tromBone

Michael Hoffman*
David Stetson

Viola

Robert Becker,*
Catherine and James Emmi
Chair

Carolyn Riley
John Acevedo
Luke Maurer
Meredith Crawford
Julia Staudhammer
Joseph Wen-Xiang Zhang
Pamela Jacobson
Cheryl Gates
Erik Rynearson
Margaret Henken

cello

Timothy Landauer*
Kevin Plunkett**
John Acosta
Robert Vos
László Mezö
Ian McKinnell
M. Andrew Honea
Waldemar de Almeida
Jennifer Goss
Rudolph Stein

BaSS

Steven Edelman*
Douglas Basye**
Christian Kollgaard
David Parmeter
Paul Zibits
David Black
Andrew Bumatay
Constance Deeter

Flute

Mercedes Smith*
Sharon O’Connor
Cynthia Ellis

FirSt Violin

Raymond Kobler
Concertmaster,
Eleanor and Michael Gordon
Chair

Paul Manaster
Associate Concertmaster

Jeanne Skrocki
Assistant Concertmaster

Nancy Coade Eldridge
Christine Frank
Kimiyo Takeya
Ayako Sugaya
Ann Shiau Tenney
Maia Jasper
Robert Schumitzky
Agnes Gottschewski
Dana Freeman
Grace Oh
Jean Kim
Angel Liu
Shalini Vijayan

Second Violin

Bridget Dolkas*
Jessica Guideri**
Yen-Ping Lai
Yu-Tong Sharp
Ako Kojian
Ovsep Ketendjian
Linda Owen
Phil Luna
MarlaJoy Weisshaar
Robin Sandusky
Alice Miller-Wrate
Xiaowei Shi

CARL ST.CLAIR, MUSIC DIRECTOR
William J. Gillespie Music Director Chair

RICHARD KAUFMAN, PRINCIPAL POPS CONDUCTOR

Hal and Jeanette Segerstrom Family Foundation Principal Pops Conductor Chair

MAXIM ESHKENAZY, ASSISTANT CONDUCTOR

Mary E. Moore Family Assistant Conductor Chair

BaSS tromBone

Robert Sanders

tuBa

James Self *

timpani

Todd Miller*

percuSSion

Robert A. Slack*
Cliff Hulling

Harp

Mindy Ball*
Michelle Temple

piano/celeSte

Sandra Matthews*

perSonnel manager

Paul Zibits

liBrarianS

Russell Dicey
Brent Anderson

production/Stage manager

Libby Farley

aSSiStant 

Stage manager

Will Hunter

* Principal
** Assistant Principal
+ On Leave

The musicians of Pacific
Symphony are members of 
the American Federation of
Musicians, Local 7.


