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WELCOME TO THE
0 SEASON

Welcome back! After a long period of
silence, your Regina Symphony Orchestra
is thrilled to return to what we do
best—making music for you.

Over the past 18 months, we all have
largely been deprived of the chance be in
the same room with each other. The
connections we forge between us are what
make our community stronger, and the
RSO cherishes its place in helping to
strengthen these connections. Music is the
best way we know to create a space for
open dialogue, shared conversation, and
for the exchange of important ideas. The
2021-22 season has been designed to do
just this. We have taken the opportunity to
reflect on our traditions, to make some
exciting changes and to come back with a
renewed sense of purpose. | hope you will
find things in this season that reawaken
your imagination, inspire your enthusiasm
and challenge your ideas of what can be
expressed by a symphony orchestra.

This has been a difficult time for the
musicians of the RSO, as I'm sure it has
been for many of you. | know | speak for
all of my colleagues on the stage when |
say that we are overjoyed to be able to
share with you again. | hope you will take
every opportunity you can find to get to
know these wonderful musicians.
They—along with you—make our
community a richer place.

Yours very fondly,
Sincerely,

Ao AR
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GORDON GERRARD
MUSIC DIRECTOR

Conductor Gordon Gerrard is among
the new generation of music directors
changing how orchestras work in
Canada. Currently in his sixth season
leading the Regina Symphony
Orchestra, Gordon has distinguished
himself as a leader in innovative and
inclusionary programming. Trained
first as a pianist and subsequently as a
specialist in operatic repertoire, he
brings a fresh perspective to the
podium that has endeared him

to audiences and musicians alike.

After an international search, Gordon
was appointed Music Director of the
Regina Symphony Orchestra, where he
has taken bold steps reimagining the
orchestra’s programming, including its
Forward Currents Festival dedicated to
social change and community
engagement. He was the Associate
Conductor of the Vancouver Symphony
Orchestra for four seasons and
Resident Conductor of Calgary Opera
from 2007-2011. He has returned to
Calgary Opera to lead productions of
La Bohéme, Roméo et Juliette, Die
Fledermaus, Lakmé and the Canadian
premiere of Mark Adamo’s Little
Women, which was recorded for

national broadcast on CBC's Saturday
Afternoon at the Opera. Last season,
Gordon made his debut with Edmonton
Opera leading the western Canadian
premiere of Rossini's Le Comte Ory.
Gordon has made appearances with
many of Canada’s leading orchestras,
including Toronto, Kitchener-Waterloo,
and Victoria. He has worked regularly
with the National Ballet of Canada, and
in 2016, he made his European debut
at Kammeroper Schloss Rheinsburg in
Germany.

Gordon is a passionate and gifted
educator. He demonstrates his
commitment to education through his
regular work with the young artists at
Calgary Opera, the Atelier Lyrique de
'Opéra de Montréal and has spent
many seasons working with students
at the Banff Centre, Opera Nuova
(Edmonton), UBC Opera (Vancouver)
and Opera McGill (Montréal) and the
Glenn Gould School in Toronto.

This season sees Gordon returning to
the Victoria Symphony, UBC Opera in
Vancouver for Mozart's Le Nozze di
Figaro and to Calgary Opera for La
Traviata.

LAND ACKNOWLEDGEMENT

The RSO creates, inspires, and educates on Treaty 4 Territory, which is the

traditional homeland of the Cree, Saulteaux, Dakota, Nakoda, Lakota and Métis
Peoples. In the spirit of reconciliation and collaboration, we affirm our relationship
and partnership with the First Nations and Métis people who live here.
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CHAMBER AT THE CATHEDRAL
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Saturday, September 18, 2021
Holy Resary Cathedral
|
2pmand 7:30pm
» l AN
Experience the viftuosity of the
. Cha'y'lber Players with the Canadian
ﬂdebt’:t of the reduction of Brahms V
1 iations on a Theme of Haydn by
Joron Toister. A new.way to hear the
o 1loving tribute to Haydn.'
-
" “"ONSLOW: String Quintet No. 19, Op. 44
| \LIGETI: Bagatelles for wind quintet
' |BRAHMS: Variations on a
=Theme of Haydn < \
—a .
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PROGRAM NOTES
BRAHMS THEME OF HAYDN

George Onslow: STRING QUINTET
NO. 19, OP.44

George Onslow was an unusual
composer, which is perhaps why he
has faded into obscurity. Although he
was born into significant wealth in
1784 and reaped the benefits of money
all his life, his life was also
characterized by displacement and
upheaval. This started with his father,
Edward, the son of a British Earl who
was on track to follow his own father’s
career in Parliament when knowledge
of his romantic attachments to other
men became public. He apparently
didn’t anticipate this being as much of
anissue as it was, as the
parliamentary papers from the time
that he was appointed “Steward of the
Manor of East Hendred”— an office
whose purpose was solely to resign
from the House of Commons— lists
the reason for his appointment as the
new Steward as having involved public
advances at a Royal Academy
exhibition. Edward left for France,
married a French woman, and settled
into Clermont-Ferrand, an ancient
French city in the shadow of the Chaine
des Puys volcanoes.

Although George Onslow was born in
Clermont-Ferrand, he retained ties to
the English cultural scene through his
grandfather. It is impossible to know
exactly when or how, since he did not
seem to think it important, but Onslow
did later list two London-based

brahms

musicians in his short autobiography
as his first piano teachers: Jan
Ladislav Dussek and Johann Baptist
Cramer. He must have studied at least
with Cramer in London.

However, it's possible that his period of
studying with Dussek took place when
the two of them were in Hamburg.
Dussek spent much of his life
travelling through Europe, including a
period in Hamburg where he became
famous for his glass harmonica
playing. During his travels, Dussek was
a favourite of Joseph Il of Austria,
Catherine the Great (though he had to
leave Russia abruptly after joining a
plot to assassinate her), and Marie
Antoinette, before finally moving to
London. In the young Onslow’s case,
he was in Hamburg because his father
was exiled for the second time in his
life; this time, he was involved in
counter-revolutionary action in the
aftermath of the French Revolution.

If Hamburg was the lieu of Onslow’s
tutelage with Dussek, he likely felt
encouraged having a teacher who was
even more frequently displaced than he.

What emerged in Onslow’s music from
a family legacy of exile was a kind of
rakish disregard for the type of music
that, as a nominally French composer,
he “ought” to have been composing.
Paris was, at the time, the world’s
leading centre of grand opera, so
opera was naturally the highest
aspiration of every French composer.
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Although Onslow had a healthy respect
for opera and composed three, the vast
majority of his output consisted of
chamber music. He also held himself
at arms-length from the Paris music
scene; although he visited Paris often
in the winter concert season, he chose
to live permanently in the countryside
near his hometown of Clermont-Ferrand.

His string quartets and string quintets
make up the greatest portion of his
musical output: 36 quartets and 34
quintets. The quintets are notable for
yet another unusual feature, Onslow’s
use of the double bass. He first heard
the double bassist Domenico
Dragonetti step in at the last minute
when the cellist couldn’t make it for a
performance of Onslow’s tenth quintet.
Although it must have initially seemed
an imperfect substitution, Onslow was
so won over by Dragonetti’s playing
that he included the option for double
bass in every subsequent quintet,
including this Nineteenth. Indeed, the
nineteenth quintet is available for
three separate configurations: the first
involving two celli, the second involving
two violas, and the third option
involving both cello and bass. The
quintet is driving, almost frantic; each
movement is slightly more up-tempo
than it might be expected to be. The
first movement, Allegro, leads to a
second movement which, although it is
theoretically a Minuet, is also marked
allegro impetuoso; the third movement,
instead of a relaxing andante, has the

character of a march. The final Vivace
races to the finish line, providing a
portrait of Onslow as a master that a
critic at the time called “the elan
terrible of the French Revolutionary
style.”

Gyorgy Ligeti: SIX BAGATELLES FOR
WIND QUINTET

In 1944, Hungarian composer Gyorgy
Ligeti was 21 years old and embarking
on a career in music. He was studying
in Cluj, now located inside of Romanian
borders, during the school year, and
returning to Budapest in the summers
to learn from folkloric composer

Pal Kadosa. Then his entire family was
arrested. His parents were sent to
Auschwitz, his brother to Mauthausen.
Gyorgy escaped the concentration
camps only by being conscripted
instead into a military labour corps for
Jews, supporting front-line Axis
troops. But when Germany invaded
Hungary, despite already being aligned
with the Axis, Ligeti took the
opportunity that the chaos presented
to escape. After a nearly 500-
kilometer journey on foot, evading both
the Nazis and the Soviets, he returned
home to learn that his entire family,
save his mother, was dead.

After the war, he returned to school in
Budapest—as an illegal migrant, since
the postwar redrawn borders meant
that his hometown was newly
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Romanian, and he therefore had no
right to attend school in Hungary as a
resident. But in the shambles of
Budapest, still overrun by soldiers, he
found that he could not go back to life
or art as it existed before the war.
Romanticism—the triumph of feeling
over reason, the nationalistic
character, and German roots of sturm
und Drang—was dead. Ligeti was in the
wrong place at the wrong time to freely
explore the avant-garde. His country
turned from one regime to another,
and by the time he had graduated from
Budapest’s Liszt Academy and
accepted a teaching position there,
Hungary was firmly in the grip of
Stalinism.

As in the USSR, the artistic
environment in Hungary permitted only
music that was acceptable within the
political climate of the Soviet bloc.
Cheerful, optimistic, and folkloric
music was the order of the day. Ligeti,
fortunately, was well-suited and not
necessarily opposed to that style: his
original intention in returning to
Budapest had been to study with Béla
Bartok, master of the Hungarian
folkloric style. But Bartok had died of
leukemia in 1945, never making it back
to his homeland; and Ligeti had little
interest in producing only music
intended to be co-opted by totalitarian
politics. He yearned for music that
existed in realms beyond those he was
allowed to inhabit, so he wrote in private.

One such private composition was the
Musica Ricercata, a piano suite from
which Ligeti would later pull six
movements to form the Bagatelles for
wind quintet. Musica Ricercata can be
viewed as a very literal attempt by the
composer to reconstruct his shattered
sense of identity from nothing: it
consists of eleven movements, with the
first movement using only two pitches
(A and DJ, and each movement adding
a single pitch into the set used to craft
the music. With melody and harmony
restricted, Ligeti is forced to rely on
contrast in rhythm, dynamics, and
contour. The result is a singularly
arresting suite of pieces, to the point
that Stanley Kubrick chose the second
movement, consisting only of the
pitches E#, F#, G, as a recurring motif
in his 1999 psychosexual mystery Eyes
Wide Shut.

Ligeti mounted the second daring
escape of his life after the failed 1956
Hungarian Revolution: he and his wife
(ex-wife at the time, though they later
remarried) huddled together
underneath sacks of mail on a train
headed to Vienna. In West Germany,
the music that he had consigned to the
bottom drawer of his desk in Budapest
could finally emerge. Musica Ricercata
saw the light, as well as the
arrangement of six movements for
wind quintet, which was premiered in
1969 in Sweden. In the Bagatelles the
third, fifth, seventh, eighth, ninth and
tenth movements of Musica Ricercata
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acquire yet another aspect of
musicality to work with in the absence
of melodic freedom: timbre. In fact, the
music makes such engaging and
surprising use of its five instruments
that anyone who has heard only the
Bagatelles might find it difficult to
believe that it is possible to play

this music on a piano; each instrument
becomes not just a tone, but a player
on a stage, demonstrating the full
range of both its capabilities and its
limitations.

Johannes Brahms: VARIATIONS ON A
THEME OF HAYDN

“I shall never write a symphony,”
Johannes Brahms once said to his
friend Hermann Levi. “You have no idea
how the likes of us feel when we hear
the tramp of a giant like him behind
us.” By him, Brahms meant Beethoven;
though Levi presumably did know how
Brahms felt, since Levi also began his
career as a composer, and never wrote
a symphony.

Brahms, of course, eventually did.
Before his first symphony in 1876, he
wrote several pieces that could be
regarded as psychological warm-ups
for his first foray into the symphonic
genre. The first of these was his
German Requiem, following the death
of both his friend Robert Schumann
and Brahms’ own mother. Then, in the
summer of 1873, he took the summer

months in Tutzing, a popular vacation
spot for wealthy Munichers, and wrote
another not-quite-symphony: the
Variations on a Theme by Haydn.

The Haydn Variations, as they are
popularly called, are remarkable in
several ways. One way is the scope of
the “variation” of the material; the
music strays so far afield of the
original material that they may not
even sound like “variations” in any
scope of transformation that would be
obvious to the casual listener. In
addition, the original theme is not

by Haydn.

The source of the theme was a
divertimento for eight wind
instruments titled a “Feldpartitai,”
probably in reference to the fact that
wind instruments were still commonly
used for outdoor occasions, such as
hunting and military purposes, and
carried the rough associations of their
outdoor use into their emerging
usefulness as an orchestral section.
The divertimento was first published in
1782, long before copyright law and by
extension the idea of exact authorship
having significant meaning made their
way into Germany; it was common for
works by students to be published
under their more famous teacher’s
name, as is the case here. The
divertimento that caught Brahms'’
attention was not by Haydn, but likely
by his student Ignace Pleyel. Pleyel, as
well as being a successful composer,
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founded a piano manufacturing
company which was the favourite of
Chopin, Debussy, Saint-Saéns, Ravel,
and Stravinsky, among others; the
company finally filed for bankruptcy
and closed its doors in 2013.

Pleyel's theme, titled “Chorale St.
Antoni” in the divertimento style,
caught Brahms' attention for good
reason. Although it has a serious,
almost religious affect, it is slightly off-
kilter from the expectations of a
religious chorale: instead of operating
in units of four bars, the opening
phrase of the theme has five. When
Brahms first decided to write a set of
variations, he in fact wrote it twice:
once for two pianos and once for
orchestra, produced simultaneously. It
was to be his last large-scale work for
piano, as the final forty years of his life
were focused primarily on orchestral
works. The Haydn variations
functioned as a sort of bridge between
his writing for piano and for orchestra;
in the past he had a habit of composing
first for piano and then orchestrating,
whereas here he produced both at the
same time, and with equal confidence.

Although the connections between the
original theme and the variations may
be difficult to discern on first listening,
they are there in complicated and
subtle ways that call to mind Brahms’
relationship to the legacy of Haydn;
whereas he kept a bust of Beethoven
overtop of his piano to watch him as he

worked, he kept a bust of Haydn in his
bedroom, presiding over the shadowy
realm of dreams. The theme is stated
first in the oboes and bassoons,
referencing the orchestration of the
original theme. The first eight
variations that follow reference the
phrasing and harmonic structure of
the original but the ninth variation, the
Finale, returns to the most traditional
of devices of variation: canons and
counterpoint, spun togetherinto a
passacaglia that repeats the five-
measure foundation twelve times.

The premiere of the work was given
quickly, only a few months after
Brahms' return home from his
productive summer vacation. He
conducted it himself with the Vienna
Philharmonic, to acclaim and a
growing confidence in his own powers
as an orchestral composer.

Program Notes by Anna Norris




12

CLASSICS AT THE CATHEDRAL

Gordon Gerrard, conducto
Jonathan Craig Penner,

Friday, Oct 1, 2021
Holy Rosary Cathedral
7:30 pm

Saturday, Oct 2, 2021
Holy Rosary Cathedral
2 pm and 7:30 pm

Blast off with this exciting program
featuring Mozart's final sympho
masterpiece, contrasted agains
Prokofiev’s youthful Symphony No- 1:
Jonathan Craig Penner, homegrown
cellist will be the featured soloist on
the vibrant and invigorating
Saint-Saéns Cello Concerto No. 1.

RSO Box Office (306) 586-9555 | reginasymphony.com | info@reginasymphony.com




JONATHAN CRAIG PENNER
BIOGRAPHY

Jonathan Craig Penner is currently in
his third year of studies at McGill
university, pursuing a bachelors
degree in Cello Performance in the
class of Brian Manker. Jonathan grew
up in Regina, studying cello with Simon
Fryer at the Conservatory of
Performing arts and has had the
opportunity to participate in
masterclasses with Adrian Fung,
Andrew Yee, Yuri Hooker, and Tom
Weibe among others. Jonathan is
thankful to be a recipient of the Regina
Gyro String Scholarship, and winner of
the 2019 Shurniak Concerto
Competition.

Jonathan performs on a J.B. Stensland
Cello made in 1997.

PROGRAM NOTES

MOZART JUPITER SYMPHONY

Sergei Prokofiev: CLASSICAL
SYMPHONY, OP. 25

In February of 1917, on the streets of
what is now St. Petersburg, women
lining up for food and industrial
workers striking erupted into mass
protests against economic and social
difficulties leading to food rationing. A
week later, the soldiers of the capital
took their side, and three days later
Tsar Nicolas Il abdicated, ending the
Russian Empire.

Twenty-six-year-old Sergei Prokofiev
did not spend the revolution on the
streets, burning monarchist
monuments. As bullets flew in the
capital, he relaxed in Kislovodsk, a spa
city, writing a cantata setting of a
Russian translation of a cuneiform
inscription.

The cantata, titled Seven, They Are
Seven, could be interpreted as
anti-Bolshevik: “Charity they know not,
shame they know not, prayers they
heed not, to entreaties they are deaf!”
On the other hand, his fellow composer
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Nikolai Nabokov insisted that in his
experience, Prokofiev was:
continuously repeating that the
Revolution for him was an inescapable,
positive event of Russia’s national
history...He believed that the Russian
Revolution was teaching a lesson to
the West and would ultimately lead to a
regeneration of European society.

Nabokov became known for publicly
humiliating Shostakovich by asking if
he approved of the censorship of
Stravinsky’s music; with Shostakovich,
on a state-sponsored visit to the US, he
was forced to reply that he did. It's
unlikely that Nabokov would have any
motivation to misrepresent Prokofiev's
statements as more sympathetic to the
USSR than they really were.

So, what did Prokofiev really think?
Perhaps the most accurate
assessment of Prokofiev's political
sentiments is given by British music
critic lan MacDonald: that his grasp of
politics was so slight that any
conclusions he drew about the political
situation at home or abroad was based
purely on self-interest. Though
unflattering, that certainly explains
why the composer spent the year of
1917 immersed in the primitivism of
Seven, They Are Seven and the
deliberate references to Mozart and
Haydn in the Classical Symphony.

“Out of bravado, | wanted to stir up a
hornet’s nest,” was Prokofiev's
explanation for the latter work,

although he could equally have said it
about any of his early compositions.
Writing his first symphony in deliberate
conversation with a bygone era was
more than simple mimicry. “I could not
approve of adopting the idiom of
another man and calling it one’s own,”
he said. “I think the desire which | and
many of my fellow composers feel, to
attain a more simple and melodic
expression, is the inevitable direction
of music of the future.”

Such a “simple and melodic”
expression is on display in the Classical
Symphony but tempered with just
enough of Prokofiev's hornet-stirring
style to ensure nobody would ever
mistake his version of Classicism with
the genuine article. Although he
despised neo-classicism, calling
Stravinsky’s excursions into the genre
as “Bach on the wrong notes,” there
are plenty of “wrong notes” in evidence
in the four-movement Classical
Symphony. Grace notes that would
ordinarily be nestled close to their
main tones leap around over multiple
octaves, themes appear in registers
that Haydn would never have
considered, recapitulation material
begins in the wrong key before finding
its way back to the original, and extra
beats destabilize the rhythm and place
the work squarely in the twentieth
century.

RSO Box Office (306) 586-9555 | reginasymphony.com | infofdreginasymphony.com



PROGRAM NOTES

MOZART JUPITER SYMPHONY continuep

Prokofiev conducted the premiere of
the Classical Symphony in April 1918, in
the midst of a civil war that claimed at
least seven million lives. Four months
later, he arrived at Angel Island in
California, but not without a warning
coming to him from an anonymous
important figure in the revolution: “You
are running away from events, and
these events will never forgive you
when you return. You will not be
understood.”

Thirty-five years later, the prediction
was borne out: Prokofiev's political
naiveté convinced him that nothing
could go too wrong for him if he
returned to the Soviet Union. As soon
as he was permanently settled in
Moscow, his passport was revoked. He
had an affair, filed for divorce, and
then, in an odd twist of fate, was
actually required to divorce his foreign
wife, who was immediately arrested for
“espionage” and deported to the
Vorkuta gulag. Eventually, his music
was disparaged by the Composer’s
Union so uncompromisingly that
musicians found it difficult to play
without their fingers shaking in fear of
the repercussions of interpreting the
work of an Enemy of the People. "My
soul hurts,” he whispered to his
second wife during her final illness. He
finally died, impoverished and broken,
fifty-five minutes before the death of
Joseph Stalin.

Camille Saint-Saéns: CONCERTO FOR
VIOLONCELLO, NO. 1, OP. 33, A MINOR

From mid-September in 1870 to the
end of January 1871, the city of Paris
was surrounded by opposing forces in
the Franco-Prussian War. The
commander-in-chief of the city's
defences drafted 350,000 civilians into
the National Guard. He hoped that the
Prussians would attack quickly, to be
defeated by the natural fortifications of
the city despite the inexperience of the
forces defending it. Instead, the
Prussian force settled down to wait. As
untrained National Guardsmen tried to
prepare themselves to fight, Paris
starved. Rats, dogs, cats, and horses
were the first to be eaten. When those
ran out, citizens turned to zoo animals
for food, killing and eating the city's
two elephants. When Paris
surrendered after four months of
siege, Otto von Bismarck sent trains of
food into the city, and Parisians
washed the streets afterwards to
cleanse the pollution of German entry.

One of the National Guardsmen
pressed into service for the siege was
composer Camille Saint-Saéns. At
thirty-five, Saint-Saéns had already
had a long career in music; in fact, he
had a long career in quite a few things,
being both a musical prodigy and a
polymath. “He knows everything, but
lacks inexperience,” said Hector
Berlioz about him in 1864, upon
denying him the Prix de Rome for a
second time. It was an unusual thing to
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say about a twenty-nine-year-old, but
nevertheless accurate. By that time,
Saint-Saéns was not just a musician
but also a scholar of Classical
languages, theology, mathematics, and
astronomy. In the latter subject, he
published several papers, which
helped to popularize the study of
astronomy in France. He was the
organist for a parish of 26,000
congregants, and a teacher who
scandalized his colleagues by
introducing his students to
contemporary music. The siege, then,
gave him a rare taste of precisely the
thing that Berlioz thought he lacked
most: inexperience in his situation.

Paris’ surrender was followed by the
short-lived Paris Commune, where
working-class soldiers of the National
Guard refused to accept the authority
of the French government. Instead,
they instituted direct democracy in the
city. They abolished child labour and
interest on debts, excluded religious
practice from schools, and required
the remittance of all rent owed for the
period of the siege—for a little while,
before the French army moved in,
regained control of the city and
mounted mass executions. By that
time, Saint-Saéns had enough; when
his superior in the Guard was
murdered by rebels, he fled to London.
By the time some semblance of order
returned to Paris, he was supporting
himself primarily by playing recitals for
the English.

When Saint-Saéns returned to his
home city and began to work on a
concerto for cello, he had gained
experience quite different from any of
the previous sorts that Berlioz had
seen in him. His city, too, was different.
French intellectuals and artists had
previously been welcoming to German
musical innovation, but the aftermath
of the war created an appetite for
uniquely and identifiably French art.
The Société Nationale de Musique was
formed in response. “The proposed
purpose of the Society is to aid the
production and popularisation of all
serious works, whether published or
not, by French composers,” read the
constitution of the society. “To
encourage and bring to light, as far as
lies within its power, all musical
attempts, whatever their form, on
condition that they give evidence of
lofty artistic aspirations on the part of
their author.”

Saint-Saéns was a founding member
and a significant beneficiary; his music
was exactly the type of French music
that the Society existed to support. He
began to write a concerto for another
artist who was ideally positioned to
come to the forefront of Parisian
artistic life, cellist Auguste Tolbecque.
Tolbecque taught at the conservatory
in Marseille but moved to Paris around
the same time that Saint-Saéns was
returning. The concerto is not
conventional in form. The cello leaps
into the music right from the
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beginning, allowing no orchestral
introduction—a bold statement from
the newly arrived Tolbecque to the city
of Paris, its arms newly open to Gallic
artists. It also connects all three
movements together with no pause in
between, an arrangement of material
for which there was no French word to
substitute for the German
Concertstiick. It ushered both Saint-
Saéns and Tolbecque back into the
forefront of artistic life in Paris and has
remained perennially more popular of
the composer’s two cello concerti.

Wolfgang Amadeus Mozart:
SYMPHONY NO. 41, K.551, C MAJOR
(JUPITER])

When Joseph Il became Holy Roman
Emperor and Archduke of Austria in
1765, he began a program of liberal
reforms. He abolished the death
penalty, lifted censorship of the press,
and equalized land tax such that the
rich paid more than the peasants,
decreased the power of the Catholic
Church, and made elementary
education compulsory for children of
all genders. He was also a supporter of
the arts; when Wolfgang Amadeus
Mozart first travelled to Vienna with
the express goal of meeting the
Emperor, all of his wishes were
fulfilled when Joseph eventually
became a major patron.

By the summer of 1788, however, the
sunny ways of Joseph'’s early rule were
drawing to a close. He followed Russia
into war with the Ottomans, and the
front lines were as marked by disease
as by fighting: there were constant
outbreaks of malaria, the quarantine
stations were stuffed full, and half the
army was sick at any given time.
Joseph, on the front lines with his
men, did not escape; he eventually fell
ill and died after returning home.

Meanwhile the home front was, if not
equally harrowing, certainly a change
from the comfortable life that Mozart
and the rest of Vienna’s cultural elite
had come to expect. Food prices and
taxes rose. In fear of having their sons
conscripted to the war effort, the
families who could afford to do so left
Vienna, feeling that Joseph had
betrayed their liberal ideals— the very
families who were the supporters of
such costly events as opera. It is hardly
surprising, then, that the Vienna
premiere of Don Giovanni was received
poorly and closed quickly.

Of course, the musicians around him
were suffering equally as concerts
were cancelled, patrons fled, and
bread riots threatened the rule of their
benevolent Emperor— and the
musicians were the lucky ones
compared to the conscripted lower
class dying in droves on the frontlines.
Mozart, however, had neither the
financial nor the psychological
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resources to maintain his composure.
He had never been particularly prudent
financially, and during the downturn he
panicked: he begged his publisher for
an advance on future works, tried to
sell the original manuscripts of
previous works, and finally sent a
series of increasingly desperate letters
to fellow Freemason Michael von
Puchberg.

“Great God! | would not wish my worst
enemy to be in my present position,”
he wrote. “And if you, most beloved
friend and brother, forsake me, we are
altogether lost, both my unfortunate
and blameless self and my poor sick
wife and child.” Although Mozart was
not exaggerating the situation of his
family’s poor health—his daughter died
that summer, though his wife
Constanze eventually outlived him—
he probably did have other avenues
towards financial solvency on the
expenses side; he still lived in an
expensive apartment and owned a
horse and carriage. In any case,
Puchberg sent him money. So it was
that in the summer of fear, disease,
and riots in the streets, when they had
little hope of being performed, Mozart
wrote his three final symphonies.

The 39th, 40th, and 41st symphonies
were all written in a single nine-week
period. Even for prolific Mozart, that
was a manic rate of output. It may have
been driven by the desire to present
them at a concert series taking place

at a new casino (magnanimously, he
sent Puchberg some free tickets), but
there is no evidence of the concert ever
happening— and it does seem likely
that, had some listener heard these
symphonies for the first time in a
series, they would have been
impressed enough to write about the
experience. The three are generally
regarded as Mozart's most emotionally
expansive orchestral music; it is
possible that they may even have been
conceived of as a musical unit.

The final symphony, the 41st, lacks
what in the classical style would be a
“proper” introduction. After two
movements in sonata form and a third-
movement minuet in the form of an
Austrian folk dance, it culminates in a
fugue that forms the grandest finale of
all of them— and, by extension, the
finale of Mozart’s entire symphonic
career. George Grove, writing a century
later, said that “it is for the finale that
Mozart has reserved all the resources
of his science, and all the power, which
no one seems to have possessed to the
same degree with himself, of concealing
that science, and making it the vehicle
for music as pleasing as it is learned.
Nowhere has he achieved more.”

Program Notes by Anna Norris
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2021-2022 SEASON AT A GLANCE

2021
SEPTEMBER
Chamber at the Cathedral 1 Brahms Theme of Haydn September 18
Classics 1 Romeo & Juliet September 25
Presented by Rod McDonald &
Maureen Hawley
OCTOBER
Classics at the Cathedral 1 Mozart Jupiter Symphony October 1 &2
Baroque 1 Handel & Purcell October 9
Pops 1 Jess Moskaluke October 16
Chamber at Government House 1 Britten & Beethoven October 23
Canada Life Family Series 1 The Adventures of JS Box October 31
NOVEMBER
Classics at the Cathedral 2 Korndorf & Schubert November 5 & 6
Classics 2 Adizokan November 27
DECEMBER
Chamber at the Cathedral 2 Prokofiev Quintet December 4
Special RSO Christmas Special December 11
Special Handel's Messiah December 17 & 18
|
2022
JANUARY
Pops 2 An Evening of Pink Floyd January 15
Special Beethoven 9 January 22
Canada Life Family Series 2 A Nighttime Story January 23
Chamber at Government House 2 New Year, New Music January 29
FEBRUARY
Baroque 2 Corelli & Telemann February
Pops 3 Sarah Slean February 12
Classics at the Cathedral 3 Bruch & Beethoven February 25 & 26
Presented by the Bill & Helen Davidson
Foundation in memory of June Barber
MARCH
Chamber at the Cathedral 3 Beethoven String Quartet March 5
Classics 3 For Earth and Sky March 12
Pops 4 Orchestral Rock Odyssey March 19
Baroque 3 Barocco March 26
APRIL
Canada Life Family Series 3 Alligator Pie & Mother Goose April 3
Classics at the Cathedral 4 Murphy, Haydn & Dvorak April 8 &9
Chamber at Government House 3 Schubert Octet April 23
MAY
Pops 5 Thorgy Thor & The Thorcestra May 7
Classics & Thus Spake Zarathustra! May 14




=17/}

SGl is proud to support the
RSO 2021/22 se




handel &
purcell

HANDEL

Gordon Gerrard, condug

Saturday, Oct 9, 2021 ‘1
Holy Rosary Cathedral
2 pm and 7:30 pm

Join the RSO on a trip to 17th and 18th
century London to be immersed in the
dramatic music of Handel, Purcell and
Avison.

HANDEL Instrumental Pieces from
Alceste HWV 45

HANDEL Concerto grosso in D major
Op. 6 No. 5HWV 323

AVISON Concerto grosso No. 12

in D major

HANDEL Concerto grossoin G minor
Op.6 No. 6 HWV 324

PURCELL: Suite from The Fairy Queen

BAROQUE

Photo: Chris Graham
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George Frideric Handel: ALCESTE,
HWYV 45: INSTRUMENTAL PIECES

Euripides’ Alcestis is an
uncategorizable play. When it was first
performed at the yearly festival of
Dionysus in Athens, the genre
expectations of the festival's theatrical
competition were fairly rigid. Three
finalist playwrights would present four
plays each: three tragedies, and one
satyr play. The difference between the
tragedies and the satyr play was one of
tone, certainly— the final play was
more comic— but the difference in
tone could certainly be attributable to
the chorus. Whereas the chorusin a
tragic play consisted of masked
singers who comment on the action
from the perspective of a spectator, the
chorus in a satyr play consisted of
satyrs: horse-like men with enormous,
permanent erections, braying out
sexual innuendoes and scatological
humour.

When Euripides’ final play took the
stage in 438, audiences were settling
in for some well-earned titillation after
watching three tragedies. Instead, they
got Alcestis, which (perhaps tragically)
contains not a single supernatural
erection or fart joke. Which is not to
say that it is a fourth tragedy; it has a
happy ending, the sole domain of
comedic plays. However, the path it
takes to its conclusion goes through a
thorough exploration of duty, love,
death, and sacrifice.

The story begins before the action of
the play: the god Apollo was exiled
from Mount Olympus for a period of a
year and a day and took refuge with
King Admetus of Thessaly. Apollo
repaid Admetus for his hospitality by
offering him the kind of double-edged
“gift” typical of the Gods: Admetus
could be free from Death, so long as he
found someone to take his place at the
time that Death came for him.

The play opens with that time having
come. Admetus, having
understandably procrastinated on the
task of finding someone to die in his
place, has only one taker: his wife
Alcestis, who wants to spare her
children and herself from losing
Admetus. The chorus, made up not of
satyrs but of Thessalonian citizens,
grieve her impending death and tell of
her final day spent embracing her
children and husband. On her
deathbed, Alcestis asks Admetus to
promise that he will never remarry,
never let a jealous step-mother take
control over their children, and never
forget her. Admetus promises that and
more: he says that he will lead the rest
of his life solemnly, abstaining from the
usual merrymaking of his royal
household. Satisfied, Alcestis dies.

Just then Hercules shows up at the
palace. Being renowned for the
hospitality with which he welcomed in
Apollo, Admetus chooses not to burden
his friend with the news and tells the
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staff to entertain him and pretend that
nothing is wrong. In doing so, he
breaks the promise he has just made
to the dead Alcestis to refrain from
merrymaking. The servants, forced to
wait on the increasingly drunk
Hercules, finally snap and tell him
what has happened. Hercules is
embarrassed, devastated, and furious,
and secretly vows to get Alcestis back
by doing battle with Death as she is
laid to rest.

Later, Hercules comes to the palace
again; he brings with him a veiled
woman that he gives to Admetus as a
new wife. Admetus is reluctant, but
eventually does as his friend asks—
only to find Alcestis herself under the
veil, back from the dead. She is unable
to speak for three days, after which
she is fully restored to life, and the
chorus ends by singing the praises of
Hercules.

Handel's setting of Alcestis is— or was,
since Handel's planned performance of
it was cancelled — unique in his
output. Instead of a full opera, with the
major roles consisting of sung
material, Alceste was incidental music
for a play, with some material being
sung by supporting characters and
instrumental music to introduce the
work. The reason behind its
cancellation is not entirely clear, but
one possibility is that the music was
too difficult for the cast; another is that
the large forces required were too

costly. A third possibility is that the
play, surprising in 438, was still
deemed by the businessman
bankrolling the venture in 1750 to have
too uncertain a reception over two
thousand years later. In any case,
Handel carved up the music and used
it in other works, including two also
involving the character of Hercules.
The music intended for Alceste
remains still in its original form,
despite the version of the play
(reworked from the Euripides by Tobias
Smollett]) having been lost; enigmatic
music for an unconventional story.

George Frideric Handel:
CONCERTO GROSSO, OP. 6, NO. 5,
HWYV 323, D MAJOR and
CONCERTO GROSSO, OP. 6, NO. 6,
HWV 324, G MINOR

Although the landscape of classical
music in 2021 may present all sorts of
challenges to orchestras, here’s one
challenge we generally don’t have to
worry about: a rival band starting up in
your city, intentionally and aggressively
poaching performers, wooing audience
members, and generally trying to put
you out of business. That was,
however, precisely the challenge faced
by George Frideric Handel as a music
director.

Handel had himself created the craze
among Londoners for Italian opera,
and as a result had been appointed

handel &
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director of the Royal Academy of Music
(no relation to the conservatory in
London that still bears that name), an
organization intended to provide a
steady stream of it to wealthy
subscribers. The Academy had the
money to back up its goal; it imported
the best singers from ltaly (and paid
them much more than Handel
received) to sing both Handel's operas
and oratorios, and commissions from
other leading composers. The halls
were packed.

It must have appeared quite a lucrative
market. The Academy was backed by
George Il; his estranged son Frederick,
Prince of Wales, swooped in to create a
rival. Fortunately Frederick, Handel
had his final falling-out (of many) with
Senesino, his longtime star castrato.
Frederick’'s group scooped him up and
hired the famous castrato Farinelli,
whom legend has it was so effective in
his role as a captive hero onstage that
Senesino broke character in his role as
the tyrant to embrace him during a
performance. The new company
named itself the Opera of the Nobility,
presumably angling to capture the
patronage of those who wished to be
seen as a member or adjacent to said
Nobility. To add insult to the injury of
the poached singers, the first opera
mounted by the Opera of the Nobility
was a new work by their music
director, Nicola Porpora, on the subject
of Ariadne, the princess of Greek
mythology— in direct competition with
the new opera on the same subject
that Handel was putting on.

The scene was heating up. Although it
would have been impossible to mount
more or better operas and oratorios
than they were already doing, Handel
began to conceive of other ways to
make his concerts more attractive than
those of his rival. One of those ways
was to offer concerti incorporated into
performances of his oratorios; making
himself, the composer-performer, into
a star to rival the Opera of the
Nobility’'s castrati. Many of these were
organ concertos intended to be played
by Handel himself, which turned out to
sell like hotcakes as soon as they were
published. Handel's publisher, who had
also had conspicuous success with his
edition of Corelli’'s concerti grossi
(concerti for a group of musicians,
instead of a single soloist), encouraged
him to make a foray into the genre, so
Handel composed an entire set of
twelve to be performed in the
intermissions during the 1739-1740
masque and oratorio season.

By this time the Opera of the Nobility
had gone bust, but not before forcing
Handel's Academy into bankruptcy
too— a musical war of mutually
assured destruction that left Handel
composing his concerti for
performance at Lisle's Tennis Court, a
building occasionally converted into a
theatre, but whose hopes of being one
permanently were dashed by the strict
political censorship of plays starting in
1737. Handel produced twelve concerti
over the course of only five weeks.
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The set that resulted is both an
obvious allusion to Corelli’s concerti,
and wholly original to Handel, and the
fifth and sixth works in the set are very
different from each other. The fifth
concerto is bright and full of allusions:
the first, second and sixth movements
rework Handel's own Ode for St.
Cecelia’s Day, and the fifth movement
references material that the Italian
Domenico Scarlatti had just published
in his collection of harpsichord études.
The sixth concerto, meanwhile, is
much more somber. The third of its five
movements, a musette— a genre that
references a bagpipe-Llike instrument
of that name— Handel would later end
up often performing separately during
breaks in oratorios.

Handel wrote so much music and it
was published in such disparate forms
and times, and borrowed from himself
so liberally, that it is difficult to make a
statement on the reception of a
particular concerto in its original form.
The concerti grossi as a group,
however, seem to have served their
purpose admirably: Handel's
contemporary, music critic Charles
Burney, wrote about them that “If the
epithet grand, instead of implying, as it
usually does, many parts, or a
Concerto requiring a great band or
Orchestra, had been here intended to
express sublimity and dignity, it might
have been used with the utmost
propriety.”

More importantly—as Handel would
probably think—his rival at the Opera
of the Nobility, Porpora, died in poverty
and is rarely performed today, while
Handel's name and music live on.

Charles Avison: CONCERTO NO. 12

“Mr. Avison: an ingenious, polite, and
cultivated man,” wrote the
Gentleman’s Magazine in its July 1808
issue. “Avison, from being an
agreeable, well-informed, and
gentlemanlike man of the world,
directed the musical opinions of his
circle to his own taste, and in some
instances, prejudices.”

Agreeable, cultivated, man of the
world, prejudiced— clearly, the
reputation held by Charles Avison
among his contemporaries was of
someone who might today be called a
“character.” Indeed, everything on
record about him suggests a forceful
personality. He was born in Newcastle-
upon-Tyne around 1710, at the time
one of the world’s major centres of
shipbuilding. Although he may have
left for a short time to study in Italy
with Francesco Geminiani, but he
seems to have been attached to his
hometown; he returned quickly and
remained there for the rest of his life,
meaning that the epitaph “man of the
world” is presumably chiefly
metaphorical. Although he had
something of a steady income as a
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church organist, he also taught
students, composed, put on concerts.
Since many of the concerts were
performed for the musicians at no cost
and with the proceeds going to charity,
we can assume that he was persuasive
to his musician friends and was
himself a generous person. In addition
to financing the other aspects of his
charity concerts himself, he also
offered a hundred pounds to repair the
organ in his own church, with his own
salary from the church amounting to
only twenty pounds. He also engaged
in the hobby by which his prickly
reputation was chiefly earned, and
from which we now know the most
about him: criticism.

As a critic, Avison espoused,
vehemently, some opinions and
preferences which have put him, if not
on the wrong side of history, at least on
the wrong side of the eventual
classical canon. He had chosen his
teacher carefully and stood by
Geminiani and everything he stood for.
Indeed, he constructed an entire
hierarchy of composers of his time and
before, based on their ability to
balance melody and harmony in their
music, and his ranking was provocative
both in his time and in ours. On the
bottom, he placed Vivaldi, Tessarini,
Locatelli, and Alberti, whom he
considered to be composers whose
music was ideally suitable for children.
A slight, to be sure— and yet who can
deny that Vivaldi has had much of his

enduring popularity fame in the form
of his music being perennially popular
with, and appropriate for, younger
audiences? Slightly better than the
children’s’ composers, he places
Hasse, Porpora, Terradellas and
Pergolesi, whom he criticized but with
the admission that his faults were
frequently lost amidst his excellencies.
Critical acclaim for Pergolesi's music
was slow in coming, but the critical
establishment is coming around to
Avison'’s point of view. Finally, at the
top of the hierarchy he placed his own
teacher Geminiani, who has now fallen
into ill-deserved obscurity, as well as
Palestrina, Rameau, Purcell, and
Corelli; all men whom time has
vindicated Avison’s high opinion.

Where he ran into trouble, however,
was with Handel. Although he praised
Handel quite a bit, much of his praise
came in reaction to the horrified
objections at his daring to criticize him.
Unlike Avison’s favourites, such as his
carefully chosen teacher Geminiani,
Handel was sometimes too busy (or
perhaps too inspired by genius) to
carefully fill in every detail of his
music. Avison interpreted such
carelessness as a lack of craft, which
is perhaps fair; genius and meticulous
craft can be viewed as opposing
qualities that most artists receive, or
develop, a full measure of only one.
“Mr. Handel is in music, what Dryden
was in poetry,” Avison remarked.
“Nervous, exalted and harmonious; but
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voluminous, and, consequently, not
always correct. Their abilities equal to
everything; their execution frequently
inferior.” Although it caused him grief,
it's not an unfair assessment.

Against such meticulously high
standards, Avison’s music must seem
ripe for judgement— and indeed, many
commentators have pointed out that
Avison’s own music is intelligent, well-
organized, and pleasant— but not
terrible inventive. However, the set of

concerti that he adapted from the
keyboard concerti by Scarlatti, of which
this concerto no. 12 in D major is the
final of the set, therefore contain the
best of both worlds: Scarlatti’s
inventiveness born of the influence of
Spanish and Portuguese folk music on
him, married with Avison’s
meticulousness and strong sense of
sonority.

Program Notes by Anna Norris
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A Message from Holy Rosary Cathedral

The cathedral under construction
inAugust, 1913, with trolley tracks and
a wooden sidewalk in front.

It is with great pleasure and excitement that we
welcome the Regina Symphony Orchestra to
present their 2021-2022 concert season in our
church. This partnership brings together two
cultural icons, two heritage treasures of the city
of Regina, which have been in existence for more
than a century. For our parish, it is an opportunity
to open our doors to many who have not seen
the inside of our beautiful building, and for us to
serve the community in some way. It makes it
possible for the RSO not to be silenced through
the pandemic, a chance for the orchestra to
continue playing the music that so many cherish,
for musicians to do what they do best.

The history of our church, the mother-church of
the Roman Catholic Archdiocese of Regina, is
closely aligned with the growth of the city.
Construction of the building started in June 1912,
shortly after the infamous cyclone that hit the city,
and was completed in 1917. Designed by Joseph
Fortin of Montreal (who had designed the
Saskatchewan Legislative Building, and would
later design the cathedral in Gravelbourg), the
building is in the Romanesque-revival style,
topped by two graceful 161-foot spires.

We hope that the church, with its graceful
architecture and awe-inspiring acoustics, will
prove to be an appropriate setting for

the pleasurable concerts we have come to expect
of our treasured Regina Symphony Orchestra.

Rev. Danilo Rafael, Pastor
Samira McCarthy, Chairperson, Parish Council,
Holy Rosary Cathedral
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Mr. Doug Billett
Robert Billington
Bill Bolstad

Irene Boss

Marianne Boychuk
Stephen King & Cara
Bradley

Dawn Redmond-Bradley
Jennifer Brewin
Heather Britton

In Memory of Sr.
Gabrielle Brousseau

In Memory of Donna
Brown

Jeffrey Bugera

Mr. Tyson Buhler
Debra Burnett

Jim Campbell

Garnet & Christina
Caplette

Mr. Bryan Carter

Dr. Lynn Cavanagh
Lynn Channing

Jane Chapco & Max
Bilson

Juliet Charko

Patrick Cherneski
Shannon Chernick
Doreen Chicilo
Jennifer Cohen

S.A. Cowley

Valerie Crowther

Sara Cryderman

Rev. Amanda Rose
Currie

Assistant Principal Horn
Dr. & Mr. Danielle Cutts
Margaret Dickinson
Rodney Dickinson
George Dobranski
Gayle & Dennis Dodds
Angela Dohms

Isabel Dolman

Andrew Donovan

Mrs. Kristine Douaud
Mrs. Terrie Ann Dumelie
Mrs. Donna Lynn Dynna
Ms. Ethelwyn Dzuba
John Edgar

Mrs. Noreen C. Edmondson

Charles & Sharon
Eisbrenner

Maureen Eley

Mrs. Kim E. Engel

In Memory of Brenda
Kostiuk

Marj Farmer

Mr. Michael Farrer
Barbara Flaten-Orr
Dianne Fraser
Bonnie Freeman

Dr. & Mrs. Garry &
Kathleen Gable
Alyce Garratt

Mrs. Dawn Gates
Marianne Gerrard
Gord & Mary-Lou Gibson
Elizabeth Glendinning
Hon. & Mrs. Ralph &
Pamela Goodale

Dr. Adriana Gourgaris
Ms. Julie Graham
Ann Grahame

Perry Gray

Starla Grebinski
Joanne Green

Ethel Griswold - In
Memory of Vernon
Griswold

Dona Gritzfeld
Corinne Groff

Stacy Grunert

Paul Grzesina
William Guidos

Jan Gullickson

Linda Gunningham
Karen D.J. Hack
Lloyd Hanna
Thomas V. Hannan

J. A. Hanson




THANK YOU DONORS

Mr. Chris Harbron
Carla Harris

Judy Harris

Wendy Hase

Loretta Hawkes
Margaret Hegion

Ruth Heinrichs
Heritage Saskatchewan
Larry & Patricia
Hesterman

Janet Fielden Hilderman
Ms. Elaine Hilsden
Marlene Hinz

Louise Hoffert
Margaret Holt

Gerry & Margaret Hooey
Mr. Aaron Hoos

In Memory Of: Gramps
Ulla Hovdestad

Lorrie Howe

Shauna Hudson
Christine Hughes

Julie C Hutton

Marjorie Jackson

Dr. Anne M. James
Marie James

Janet & Bill Johnson
Ms. Enid Anne Jones
Ms. Lorinda Jones
Mick Jones

Mr. & Mrs. Angus &
Devona Juckes

Allan & Anne Karasin
Cynthia Keil

Stephen & Francoise
Kenny

Dennis Charles King
Bill & Margaret Klassen
Jocelyn Klein

Sharon Klemke

Brad & Darlene Klinger
Murray Knuttila &
Wendee Kubik

David Kohler

Maureen Kolot

Ms. Nancy Kot

Gavin Koyl

Charlene Kramer
Bernadette Kutarna
Pamela LaBelle

Lynn & Bob Lane

Karen Langford

Dr. Andrea Lavoie
Margaret Lawrick

Ruth Lea

Brad & Tricia Leidal
Kama Leier

Enid Lemke

Madeleine Lepage
Thomas & Doreen Light
Dr. Barry Lotz

Joel MacDonald

Terry & Margo Mack
Ms. Jean Helen MacLean
E. Magee

George Maier

Joanna Majkut

Mr. & Mrs. Allison Mang
In Memory of Brenda
Kostiuk

Heather & Steve
Mazurak

Nancy McBean

Bev McBeth

Michelle McCartney
Evelyn McConnell
Megan McCormick
Murray & Marian
McCormick

Mrs. Jill McDougall

Michelle & lan McKillop
Rod & Corrie McLeod
Jean McLuhan

Louise McMaster
Marnie McMillan

Karl Meszaros

Monica Milas

Dr. David & Anne Millar
Bill & Eunice Misskey
Bill & Kay Morton
Kristen Myers

Orest & Lucille Nawrocki
Assistant Principal
Percussion

Mary Beth Barbour
Andre Nogue & Terry
Gabriel

Claude & Lucette
Noiseux

Mr. Erik Norbraten
Gary Norris

Mary Okumura

Ms. Audrey Olson

Art & Mary Opseth
Barb Pacholik-Hamel
Dr. Raj Patel

Linda & Alec Paul
Thomas Pavlovsky
Lorna Pederson

Mr. Lynden Penner
Wenda Persson

Ms. Verda Petry
Sandra Pfeifer

Helen Polos

Dr. Angela Poole
Penelope Popp

Ms. Betty Ann Pottruff
Mrs. Mary Jane Potvin
Ken & Marybelle Powers
Carmelle Pretzlaw
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THANK YOU DONORS

Gerhard & Doreen
Pretzlaw

In Memory of Brenda
Kostiuk

Graham Purse

Bev Pyne

Barb Quinney
Zoraida Quinones
Mr. Paul D. Radigan
David & Beti L. Randall
Dorothy | Rhead
Diane Rhodes

Nat Ross

Janice Routley
Grant Royan

Mrs. Maureen Sarah
Runyon

Lore Ruschiensky
Jerry Sali

Ms. Jackie Schmidt
Lorne Schnell
Gordon & Carol
Schroeder

Michelle Serafin
Jeanne Shami

Toshi Shinmura

Pat Sinkewicz

Diane Smith

Dr. Todd & Arlene
Sojonky

Bishop Sommerfeld
Carolyn Speirs

Janet & David Stadel
Mary Rose Stang

Diane Stephenson
Patricia Stevenson
Sandra Stretten

Louise Sutherland
Susan M Sutherland
Ms. Josephine Szumlak
Beryl Tell

Phil Tempel

Irene & Rick Temple
Ms. Joan Therens
Elaine Thompson &
Stathy Markatos

Val & Dave Thomson
Mr. Wayne Alexander
Thrasher

Kristy Tillman

Jonah Toth

Mr. Kevin B. Toth

Louis Trichard

Sarah Elizabeth
Truszkowski

Kathleen Irwin

Dr. & Mrs. Johan Van Zyl
In Memory Of: Catherine
Verrall

Catherine Vu

Tanya Walker
Brenda Wallace
Diane & James Wallace
lan & Judy Wallace
Mr. Charles-Henri
Warren

Kathy & Bob Watt
Marilyn Webb

Greg Wehrle
Floralyn Wessel
Bill & Joan Whelan
Jeff & Bobbi White
Lynn White
Richard White
Mark Wihak
Doreen Willerth
Gerard & Erna
Woynarski

Elaine Yeomans
Judy Zawacki
Rhonda Zwack
Anonymous Donors (23)

Our list recognizes donations made between August 1, 2020 to August 13, 2021. While we take the utmost care
ensuring our list is accurate, we recognize that errors may occur. We appreciate your understanding and
encourage you to bring any errors to our attention.

The Regina Symphony is a registered charity sharing orchestral music experiences in Regina and beyond.
Donations from our community are an important piece of our financial stability. All gifts have a
significant impact on our ability to continue to hire professional musicians, to offer incredible live music
experiences, and provide high-quality education opportunities. Thank you for your support!




JOIN OUR COMMUNITY
OF SUPPORT

Donors are an important part of the financial stability of our orchestra. All gifts
have a positive impact on our ability to continue to hire professional musicians, to
offer incredible live music experiences, and provide high-quality education
opportunities.

Giving monthly or as a one-time amount is meaningful to our entire organization
and it also comes with benefits for you!

HOW TO DONATE:

ONLINE reginasymphony.com/donate
IN PERSON OR BY MAIL

Regina Symphony Orchestra

9:00 am to 4:30 pm Monday to Friday
2424 College Avenue

Regina, SK S4P 1C8

BY PHONE

RSO Box Office

9:00 am to 4:30 pm Monday to Friday
(306) 586-9555

Follow the RSO @reginasymphony

www.reginasymphony.com

N
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n
CALL FOR CHORISTERS r}éz

The Regina Symphony Orchestra is looking for 150 singers to join our choir for the
epic Beethoven Ninth Symphony on January 22, 2022.
Rehearsals will start in the fall 2021.

Visit reginasymphony.com/news for details on how to apply or email
info@reginasymphony.com for the link to the application

=R REGINA
r\a SYMPHONY
Ml ORCHESTRA

Gordon Gerrard
Music Directar

202112022
CONCERT
SEASON

POPS OPENING NIGHT!
JESS MOSKALUKE | OCTOBER 16

CHAMBER AT GOVERNMENT HOUSE
BRITTEN & BEETHOVEN | OCTOBER 23

CLASSICS AT THE CATHEDRAL
KORNDORF & SCHUBERT | NOVEMBER 5 & 6

CLASSICS
ADIZOKAN | NOVEMBER 27

Jickets on sale now!

reginasymphony.com
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REGINA

Y SYMPHONY
ORCHESTRA
Gordon Gerrard
Music Director

% &~ ‘' DON'T MISS A NOTE
\Q__ég WITH YOUR SEASON
- SUBSCRIPTION

Subscribe online at
reginasymphony.com
or the RSO Box Office at
infoldreginasymphony.com
or call (306) 586-9555

BEST PRICES

Save 20% over buying the same
concerts individually

PRIORITY RENEWALS

Be the first to know about new
concerts and get the first chance
to renew for next season

BUY MORE, SAVE MORE
' Receive additional discounts on
) extra tickets to series and specials
FREE TICKET EXCHANGES
You can also turn your tickets in as
a donation and receive a charitable
tax receipt for the value

PRORATED OPTIONS AVAILABLE



