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We should take a moment to acknowledge the land on which we are 
gathered. For thousands of years, this land has been the home of Patwin 
people. Today, there are three federally recognized Patwin tribes: Cachil 
DeHe Band of Wintun Indians of the Colusa Indian Community, Kletsel 

Dehe Wintun Nation and Yocha Dehe Wintun Nation. 

The Patwin people have remained committed to the stewardship of this 
land over many centuries. It has been cherished and protected, as elders 

have instructed the young through generations. We are honored and 
grateful to be here today on their traditional lands. 

https://diversity.ucdavis.edu
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The opening of this venue marked a transformative moment 
for the arts, not just at UC Davis but for the entire region. 
Here is a space with impeccable acoustics and design, 
along with programming that brings world-class artistry right 
to the heart of Northern California.

The opening of the Mondavi Center also established a true 
gateway between UC Davis and the greater Sacramento 
region. It’s one of the few places where the UC Davis 
community and the general public join together regularly. 
Here, you are treated to a variety of art forms that leaves you 
entertained and inspired.

The Mondavi Center is much more than a platform for the 
performances. It stands as a bastion of community building, 
celebration and generating dialogue.

The Mondavi Center is a home for graduation ceremonies. 
It’s a home for speakers and comedians who challenge our 
notions of race, gender, justice and nationality. It’s a home 
for dancers who convey joy and suff ering, empathy and 
apathy through body movement.

What a 20 years this has been.

This is a wonderful year of anniversaries at UC Davis, 
including my own. It was almost fi ve years ago to the day 
that I arrived at UC Davis to serve as chancellor.

My wife LeShelle and I learned quickly that the Mondavi 
Center was one of the great perks of living in Davis. We’ve 
spent countless nights here in the audience. We’ve been 
dazzled by jazz legends like Wynton Marsalis and the 
Grammy-winning jazz singer Cécile McLorin Salvant. We’ve 
been awestruck by some of the world’s great symphony 
orchestras and dance troupes—all within walking distance 
of our neighborhood.

The Mondavi Center holds so many fond personal memories 
as well. The ceremony that inaugurated me as chancellor 
was held here in Jackson Hall. Through my Chancellor’s 
Colloquium series, I’ve had the opportunity to interview and 
spark dialogue with the great actor Alan Alda, the legendary 
rapper GZA and one of my own heroes, William Shatner of 
Star Trek fame.

As much as this is an opportunity to refl ect on the past, 
this is also a chance to look forward and get excited about 
the future. That’s what the Mondavi Center is all about—
always pushing forward, always looking for new ideas and 
inspirations.

This 20th-anniversary season welcomes back some familiar 
faces. But this is not a retrospective year. We’re seeing old 
friends who are doing new things and pushing their artistry 
into new realms. We’re welcoming even more diverse voices 
who help us better understand our world and fi nd inspiration 
in their craft.

Looking ahead, I’m excited about the return of the Vanderhoef 
Studio Theatre as a performance space following its closure 
from the pandemic. And, I look forward to the Mondavi 
Center continuing to transform our region. This anniversary 
moment isn’t a victory lap: It’s a chance to consider where 
we want to head in the future.

Congratulations once again to the Mondavi Center on this 
wonderful milestone. Enjoy the show!

Gary S. May
Chancellor, UC Davis

Happy 20th anniversary 
to the Robert and Margrit Mondavi 
Center for the Performing Arts!
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ROBERT AND MARGRIT MONDAVI CENTER FOR THE PERFORMING ARTS PRESENTS  

American Bach Soloists
American Bach Choir

A Baroque Christmas
Maya Kherani, soprano

Aryeh Nussbaum Cohen, countertenor
James Reese, tenor

Christian Pursell, bass-baritone
Jeffrey Thomas, conductor

Sinfonia per Il Santissimo Natale, op. 1 no. 12 Giovanni Valentini
(1582–1649)

Largo
Andante e forte
Allegro
Largo
Presto

Messiah  George Frideric Handel
(1685–1759)

SINFONY
RECITATIVE, accompanied – Tenor – Comfort ye, comfort ye my People
ARIA – Tenor – Ev’ry Valley shall be exalted
CHORUS – And the Glory of the Lord shall be revealed
RECITATIVE, accompanied – Bass – Thus saith the Lord of Hosts
ARIA – Alto – But who may abide the Day of His coming?
CHORUS – And He shall purify the Sons of Levi
RECITATIVE – Alto – Behold, a Virgin shall conceive, and bear a Son
ARIA – Alto and CHORUS – O thou that tellest good Tidings to Zion
RECITATIVE, accompanied – Bass – For behold, Darkness shall cover the Earth
ARIA – Bass – The People that walked in Darkness have seen a great Light
CHORUS – For unto us a Child is born

Program
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American Bach Soloists
American Bach Choir

A Baroque Christmas
Maya Kherani, soprano

Aryeh Nussbaum Cohen, countertenor
James Reese, tenor

Christian Pursell, bass-baritone
Jeffrey Thomas, conductor

INTERMISSION

Concerto Pastorale Johann Christoph Pez
(1664–1716)

Pastorale: Adagio
Aria: Presto
Aria: Grave
Aria Pastorale: Presto
Minuet and Trio
Passacaglia
Aria: Presto

La Nuit from In Nativitatem Domini Canticum, H.416 Marc–Antoine Charpentier
(1643–1704)

Messiah (continued) George Frideric Handel
(1685–1759)

PIFA
RECITATIVE – Soprano – There were Shepherds abiding in the Field
ARIOSO – Soprano – And lo, the Angel of the Lord came upon them
RECITATIVE – Soprano – And the Angel said unto them, Fear not
RECITATIVE, accompanied – Soprano – And suddenly there was with the Angel a Multitude
CHORUS – Glory to God
ARIA – Soprano – Rejoice greatly, O Daughter of Sion
RECITATIVE – Alto – Then shall the Eyes of the Blind be open’d
ARIA – Alto and Soprano – He shall feed his Flock like a shepherd
SEMICHORUS – Lift up your Heads, O ye Gates
CHORUS – Hallelujah!
RECITATIVE, accompanied – Bass – Behold, I tell you a Mystery
ARIA – Bass – The trumpet shall sound
CHORUS – Worthy is the Lamb that was slain
CHORUS – Amen
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Program Notes 
 

Sinfonia per Il Santissimo Natale,  
op. 1 no. 12
GIOVANNI VALENTINI
Born: Venice, 1582 
Died: Vienna, 1649

Concerto Pastorale
JOHANN CHRISTOPH PEZ
Born: Munich, 1664 
Died: Stuttgart, 1716 
For centuries, and especially during the Baroque era, 
composers have enjoyed writing music that evokes 
the various sensibilities of idyllic pastoral life. Musical 
representations of everything from birdsongs to summer 
storms (think of “Summer” from Vivaldi’s Four Seasons) are 
parts of some of the most popular Baroque works. Arcadian 
references that put forward impressions of life in an ideal 
(if imaginary) rustic paradise have been incorporated by 
countless composers, notably found in Handel’s Acis and 

Galatea and Beethoven’s “Pastoral” Symphony No. 6. 

The musical genre known as the “pastorale” takes its 
name from the Latin root pastor, meaning shepherd. 
Understandably, music composed for Christmas is replete 
with depictions of shepherds created by a few tried and 
true musical devices. Among them are the use of particular 
instruments (for example, recorders and flutes), the use of 
passages of melodies played above a drone (a constant 
lower pitch) that can sound rather like a hurdy-gurdy, and 
the use of typically triple meters often sounding like a 
jig. For example, Corelli’s popular “Christmas Concerto” 
is nicknamed so because of its final section named 
“Pastorale,” and one of the most widely known movements 
from Handel’s Messiah is the “Pifa” (colloquially renamed 
as the “Pastoral Symphony”), which serves as an interlude 
that introduces the scene of the annunciation to shepherds 
about the birth of Jesus. Handel’s title for the movement is 
drawn from pifferai, an old Italian name for the shepherds 
from the campagna—the open country and plains that 
surround Rome—who would perform music on their 
various pipe instruments in the streets of Rome during the 
Christmas season. Both works on this program by Valentini 
and Pez include music in the pastoral style.

While we would like to imagine that the sounds of such 
pipers were sweet and gentle, in actuality “pipes” refers 
to an array of wind instruments including bagpipes, not 
otherwise associated with idylls! It was the contribution 
of those bagpipes that formed the musical connection of 
lilting triple-meter melodies over a droned bass note as 
used in pastoral movements in past centuries. When we 
look at paintings of nativity scenes, a bagpipe player is 
frequently included. Three examples are on this page—and 
there are many more—but it is interesting to note that the 
painting at the top by Domenichino (Domenico Zampieri) 
shows the piper actually playing his instrument while most 
other paintings, for example those by Bronzino and Coecke 
van Aelst, show a more quiet scene with the piper not 
playing his instrument.

Giovanni Valentini is a composer who is nearly forgotten 
today. Probably a native of Venice, he was also a poet 
and keyboard virtuoso. In fact, his poetry continued to 
be published after his musical compositions were not. 
Certainly overshadowed by contemporaries including 
Claudio Monteverdi and Heinrich Schütz, he is known to 
have studied with Giovanni Gabrieli and later enjoyed a 
prestigious position as court organist and Kapellmeister at 
the imperial court of Ferdinand II, Holy Roman Emperor, in 
Vienna. In his Sinfonia per Il Santissimo Natale (Symphony 
for Blessed Christmas) we hear early on a somewhat 
rambunctious reference to the “pastorale” concept. 
Although it is fast and rather more brusque than soothing, 
it is nevertheless in the proper style of a compound triple 
meter (12/8) over droned bass notes. In fact, the whole 
piece is quite celebratory and joyful.

Various accounts of the life of Bavarian-born Johann 
Christoph Pez place his early musical studies in the choir of 
St. Mark’s in Munich where he sang as a tenor, played viol 
and lute, and eventually became Kapellmeister. But other 
materials place him at the age of 12 as a tower watchman 
at Munich’s Church of St. Peter where he later became its 
music director. But all accounts concede that he became 
a musician at the court of prince Maximilian Emmanuel, 
Elector of Bavaria, who later sent him to Rome to study with 
the famous Arcangelo Corelli. Despite that mentorship, 
he favored the sound of French music and wrote often in 
that style. His Concerto Pastorale is a mixture of styles yet 
sounds absolutely unique and original. From the outset, the 
listener is charmed by the sounds of recorders and strings, 
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playfully exchanging ideas, and often in lively dance 
meters. No doubt the title word “Pastorale” is reflective of 
the orchestration for that most docile and simple of wind 
instruments, a wooden tube with holes for fingers to alter 
pitches: the quintessentially rustic recorder.

La Nuit from In Nativitatem Domini 
Canticum, H.416
MARC-ANTOINE CHARPENTIER
Born: Paris, 1643 
Died: Paris, 1704

The exact date of Marc-Antoine Charpentier’s birth in Paris 
is lost to us, but it probably was around 1640, give or take a 
decade. While still a youth he spent several years in Rome, 
studying with Carissimi, a composer best remembered 
today as the inventor of the (Italian) oratorio. Charpentier 
brought back from Italy not only a fine sense of dramatic 
church music, but also a keen appreciation for the ability 
of music to depict intense emotions, particularly through 
the introduction of chromaticism. These characteristics, 
when blended with Charpentier’s native French taste for 
suave melody, dense, dissonant harmonies, and a lively 
instrumental palette, produced a remarkable and distinctive 
musical language. The richness of his style did not go 
unnoticed by his contemporaries, whether for good or for 
ill. For example, “Ninths and tritones glittered under his 
hands,” as opposed to “Such mournful chords grate on our 
ears.” But this stylistic variety was a clear expression of his 
philosophy: “Diversity is the soul of music.”

After his return from Italy, Charpentier seems to have 
plunged headlong into Parisian musical life, in which he 
was enormously successful, even without ever holding 
an official post at court. Around 1670 he began a fruitful 
collaboration with Molière—the French playwright, 
actor, and poet—composing for the theatrical troupe 
which became (in 1680) the Comédie Française. He was 
employed during the 1680s by the Duchess of Guise, one 
of the most benevolent patrons of music in France. All the 
while, he steadily built his reputation as a composer of 
church music, receiving commissions from a wide range 
of ecclesiastical establishments. For unknown reasons, 
Charpentier gravitated towards the Jesuits, composing 
occasional works for a number of their colleges and finally 
being named to the post of maître de musique for the 
principal Jesuit church in Paris, St. Louis. The church is still 

there (now called Saint-Paul-Saint-Louis), next to the Saint-
Paul Métro stop in the Marais. The pinnacle of Charpentier’s 
career came in 1698, when he was appointed maître de 
musique of the Sainte-Chapelle. It is difficult to imagine 
now, when that exquisite building is embedded within a 
warren of offices that contain the bureaucracy of the French 
judicial system, but in those days the Sainte-Chapelle was 
the chapel of the royal palace on the Île de la Cité; only the 
director of music at the royal chapel at Versailles ranked 
higher. Here he remained until his death in 1704.

An arguably enormous part of Charpentier’s compositional 
focus was on music for Christmas. Whether writing 
harmonized settings of dozens of French carols or 
producing cantatas for voices and instruments, the charm 
and grace of his music found a perfect implementation in 
music for the Christmas holidays. Several of the cantatas 
bear the same title, a rather generic one, In Nativitatem 

Domini Nostri Jesu Christi Canticum (A Song for the Nativity 
of Our Lord Jesus Christ). Pastoral depictions of the calm 
of night lead into various scenes of shepherds and the 
birth of Jesus. The most extensive of those settings begins 
with a Praeludium that introduces a text drawn from the 
Psalms: “How long will you hide your face from us, Lord, 
and despise our miseries?” Exchanges between the choir 
(depicting the Daughters of Jerusalem) and a solo bass 
singer refer to their collective need and impatience, waiting 
for the arrival of the benevolent King of Heaven. Following 
some beautiful verses such as “On this day the mountains 
will sparkle with sweetness, and the hills will shed milk and 
honey,” a final plea is sung by the chorus, “Heavens, shed 
your dew and let the clouds rain down righteousness.” 
Then comes a movement simply titled “La Nuit” (The Night) 
and it is utterly exquisite. In a style that has become known 
as a “Sommeil” (a movement about sleep), the first third 
gently lulls the world and its anxiety into a deep sleep. It is 
in a minor key, but it gives way to the middle section, now 
in a major key, that offers a transition to an even greater 
calm. As the very early dawn approaches, the music 
changes to a triple meter, it’s dancelike motion, albeit slow, 
providing a kind of emotional elevation. The movement 
is extraordinary, and we add to its effect by introducing 
12 strikes of a bell to bring an even greater sense of the 
passage of time and the anticipation of the morning that 
brought the announcement by an angel of the birth of the 
long anticipated Messiah.
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Messiah 

GEORGE FRIDERIC HANDEL
Born: Halle, 1685 
Died: London, 1759

Within the decade that followed Handel’s composition 
of Messiah in 1741, nearly a dozen different casts and 
configurations of vocal soloists were employed by the 
composer during those first 10 years of what would 
become a never-ending history of performances 
worldwide. In each case, and for the remaining years of 
Handel’s life, he made revisions to his score in order to 
best utilize the particular talents of the solo singers on 
hand. While it is certainly true that Handel’s arrangements 
and transcriptions of arias that were employed for 
the work’s premiere in Dublin (1742) were due to the 
inadequacy of some of the singers at his disposal there, all 
subsequent revisions sought to show both the artists and 
the work in their best light. Customizing a musical work for 
the sake of the performers was not uncommon. In fact, it 
was not unheard of for an operatic vocalist (of necessarily 
considerable reputation) to carry along his or her favorite 

arias from city to city, insisting that they be incorporated 
into otherwise intact and singularly composed musical 
works for the stage. This indulgence was not as 
unreasonable as one might first assume. 

The operatic style during Handel’s day has since become 
known as opera seria, a term that literally means “serious” 
opera and that was devised to mark the differences 
between those works and opera buffa, comic operas 
that were the outgrowth of commedia dell’arte. There 
were strict conventions within opera seria, including 
the utilization of the da capo, or A-B-A, format for arias. 
Secco recitatives, accompanied only by continuo (usually 
harpsichord with violoncello), were used to reveal plot 
details and to introduce the arias (or, rarely, duets) that 
would illuminate the emotions of whichever character 
would sing them. But there were also non-musical 
conventions of equally practical importance. In most cases 
the singer would exit at the end of an aria; hence the term 
“exit aria.” Of course, one of the primary reasons for this 
theatrical device was to solicit applause from the audience 
for the singer (although some of the approval might just 
as well have been intended for the composer). And each 
principal singer would fully expect to sing a number of 
arias in a variety of moods; lamentation, revenge, defiance, 
melancholy, anger, and heroic virtue were common 
sentiments. The texts of the arias were rarely longer than 
four or eight lines, and rather generic, so it was more or 
less reasonable that a singer could substitute a favorite 
aria from another work so long as the general emotion was 
appropriate.

HANDEL’S PLIANT SCORE
Other traditions further supported this kind of expected 
artistic license. In most cases, final arias within any opera 
of the period were always awarded to the most important 
singer, not necessarily the most important character. 
This sort of deference to the talent made a great deal of 
sense as, during Handel’s day, the singers themselves 
were as much of an attraction to the audience, if not 
more so, than the composers and their works might 
have been. So, in Handel’s implementations of various 
casts of Messiah soloists, he made redistributions of the 
workload to be fair or, in some cases, to be flattering to 
the members of any particular roster. When surveying all 
of the versions of Messiah, it is very interesting to look 
first at the assignment of the final aria, “If God be for us.” 

Handel — blind and with his score to Messiah on the desk  
 by Thomas Hudson, 1756
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Although originally composed for soprano, even for the 
premiere he altered the key so that it could be sung by the 
contralto, Susanna Cibber, a singing actress that Handel 
found to be tremendously compelling. Over the next few 
years he continued to assign that “status” aria to her until 
1749, the year before the first performance of Messiah as a 
charity event for London’s Foundling Hospital. In this case 
it was awarded to a treble, or boy soprano, perhaps as a 
prescient indication of discussions that were underway to 
bring the oratorio into that venue, a home for abandoned 
or orphaned children. And the following year, in 1750, it 
was again transposed down a few keys so that it could be 
sung by the most recently arrived operatic star, the great 
Italian castrato, Gaetano Guadagni (1728–1792). Only for 
the last performance of Messiah conducted by Handel in 
1754 was the final aria heard as it was first composed, for 
soprano.

AN EPOCH OF CHARITY
London’s Foundling Hospital, a home “for the maintenance 
and education of exposed and deserted young children,” 
was established in 1739 in the Bloomsbury area. Its 
founder, Thomas Coram (1668–1751), was a sea captain 
and had spent a number of his early years in the American 
colonies. Following a career as a successful London 
merchant, he turned his attention to philanthropy and, in 
particular, rescuing homeless, abandoned children. At 
that time, charity and philanthropy had become not only 
critically essential to the survival of Londoners as a whole, 
but it had also gained an oddly self-serving functionality as 
part of the fantastic expansion of London and the greater 
English empire. The rate of growth of London during the 
18th century was exponential. About three-fourths of 
Londoners had been born elsewhere. Its culture was as 
diverse as the most modern 21st-century city. London 
offered opportunities and wealth to the industrious and 
ambitious, as well as a thriving underworld, anonymity, 
and meager subsistence to criminals and the unskilled. 
Its hierarchical systems of social status were engrained, 
accepted, and treasured, despite the fact that the 18th 
century offered all Londoners the chance to upgrade 
their places and stations within that cosmopolis. Ironically, 
though, even those who were able to buy into higher 
levels of society through their success as merchants were 
as eager as the blue-blooded aristocracy to maintain 
whatever distinctions of social status could be maintained. 
The wealthy typically lived in five-story townhouses while 

the lower classes (those not housed as servants in the top 
floors of the elite’s homes) often lived in terribly unhealthy 
and cramped hovels. During most of the 1700s, Londoners 
were subjected to dreadful pollution, reprehensibly 
unsanitary conditions, and mostly unbridled crime.

Many of those poor conditions were the result of the 
preponderance of manufacturing industries within 
London’s commercial organism. About a third of London’s 
population was employed by manufacturing ventures, 
and the resulting pollution had turned the Thames River 
into, literally, a sewer. Still, this flourishing business culture 
helped increase overseas trade at least threefold during 
the century, and the spoils were global political power 
and domestic wealth. But the victims of all this were the 
children. Many lived only a few short years, and still others 
were abandoned to live on their own in the filth, smoke, 
and mire of London’s poorer quarters.

In the face of such undeniable misery, the wealthy could 
hardly turn a blind eye. During an era of destitution, 
depravity, and victimization, the beliefs of the 
Latitudinarian branch of the Church of England were timely 
assertions that benevolent and charitable deeds, rather 
than (or at least in addition to) the formalities of church 
worship, were essential to the quality of the moral state of 
the individual. Only by engaging in acts of compassion and 
by the establishment of a supporting relationship with the 
less fortunate could their plights, their suffering, and the 
terrible waste of human life be acceptably mitigated and 
tolerated.

Thus, charity became fashionable. Merchants supported 
charities that in turn supported the working class. They 
needed healthy workers in great numbers to keep 
their machines well-oiled and their industries thriving. 
Consumers were needed on the other side of the coin, 
so to speak, so the maintenance of the lower classes 
was in the best interest of those entrepreneurs. The 
kingdom itself needed to be defended at sea and abroad, 
so healthy battalions had to be provided. By supporting 
the less fortunate and encouraging their strength and 
independence, to a degree, those who had newly acquired 
wealth could gain prestige and propriety while nurturing 
their economic self-interests. To have a “bleeding heart” 
was especially in vogue among London’s upper-class 
women. Their ever-increasing opportunities to fashion 
socially relevant activities led quite naturally to their 
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involvement in charities, which in turn substantiated 
their refinement, respectability, and moral rank. William 
Hogarth (1697–1764), the great English painter, satirist, and 
cartoonist, called this transformative time “a golden age of 
English philanthropy” and one of the greatest results of it 
was the Foundling Hospital.

In 18th-century London, the term “hospital” was applied to 
institutions for the physically ill as well as for the mentally 
ill, and to organizations that, through hospitality, supported 
particular factions of London’s population including sailors, 
refugees, penitent prostitutes, and destitute children. To 
a great degree, the efforts of Coram, assisted by Hogarth 
and Handel, firmly established the Foundling Hospital 
as one of England’s most long-lived and admirable 
benevolent institutions. Even before the buildings were 
completed—a process that took 10 years from 1742 to 
1752—children were first admitted to temporary housing in 
March, 1741. No questions were asked, but overcrowding 
quickly led to the establishment of rules for acceptance. 
The requirement that children be aged no more than two 
months was relaxed by the House of Commons in 1756 so 
that children up to 12 months would be accepted. During 
the next few years, more than 15,000 infants were left 
at its doors. Even within the Hospital, though, more than 
two thirds of them would not survive long enough to be 
apprenticed during their teenage years.

THE GENESIS, FIRST PERFORMANCES, AND EVOLUTION OF 
MESSIAH
In the same year that the Foundling Hospital accepted 
its first charges, Handel composed Messiah. Charles 
Jennens, the librettist for Messiah, had probably made 
the suggestion to Handel that the premiere of the work 
might take place in Dublin as a charity event. In fact, on 
March 27, 1742, Faulkner’s Dublin Journal published this 
announcement:

“For Relief of the Prisoners in the several Gaols, and 
for the Support of Mercer’s Hospital in Stephen’s 
Street, and of the Charitable Infirmary on the Inns 
Quay, on Monday the 12th of April, will be performed 
at the Musick Hall in Fishamble Street, Mr. Handel’s 
new Grand Oratorio, call’d the Messiah …”

The previous decade or so had been quite unpleasant for 
Handel. He had begun to suffer financial difficulties, and by 
the early 1730s his professional life was simply unraveling. 

He was nearly bankrupt and had fallen very much out of 
the critical favor of the aristocratic public for whom he 
had composed his Italian operas. They were expensive to 
produce and not accessible enough for his audience. But, 
in fact, Handel himself was the object of what must have 
felt like brutal betrayal by his patrons, his audience, and 
even his musicians. 

For the first half of his life, Handel had led a charmed 
existence. He seems to have waltzed into one happy 
situation after another, in which he enjoyed the patronage 
of royalty, the aristocracy, and the culture-seeking 
population at large. He was unexaggeratedly a national 
hero, despite his non-domestic origins. He had lived in 
extravagant estates, kept the most celebrated artists, 
writers, and musicians in his closest circles, and profited—
although, not necessarily financially—from the tremendous 
favor that was bestowed upon him by an entire empire. 
His unprecedented success was so irreproachable that 
he was, without a doubt, completely unprepared for 
what amounted to a staggering fall from grace. But what 
emerged in 1741–42 was a work that would transcend the 
boundaries of musical forms, subject matter, social and 
cultural expectations, and, eventually, the bitterness of his 
rivals. And it would restore “the great Mr. Handel” to the 
revered status that he had enjoyed decades before.

The first performance of Messiah took place on April 13, 
1742, in Dublin’s newest concert hall, which was built by 

London’s Foundling Hospital
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the Charitable Music Society. Alternatively named the 
Great Music Hall on Fishamble Street, the New Music Hall, 
or Mr. Neale’s Hall (named after William Neale, the music 
publisher who led the Charitable Music Society), it was a 
stately building, designed by the Dublin architect Richard 
Castle, featuring two rows of boxes, a slanted parterre, 
lovely ornamental details including fluted columns and 
pilasters on the raised performance platform, and an 
arched ceiling that created a fine acoustic. Mirrors were 
also incorporated into the trimmings, so that Dublin’s finest 
could view themselves approvingly. The hall had opened 
only a few weeks before Handel arrived to present his 
season of concerts. 

The premiere of Messiah was a tremendous success. 
The review that appeared in Faulkner’s Dublin Journal 
proclaimed: 

“Words are wanting to express the exquisite Delight 
it afforded to the admiring crowded Audience. The 
Sublime, the Grand, and the Tender, adapted to the 
most elevated, majestic and moving Words, 
conspired to transport and charm the ravished Heart 
and Ear.” 

Performances in subsequent years took place in London, 
but those were met with less enthusiastic receptions. 
Messiah had blurred the distinctions between opera, 
oratorio, passion, and cantata, and perhaps some 
Londoners found this to be a fundamental fault. So it is 
fascinating to note that when the function of Messiah was 
returned to that of a work presented for the benefit of 
charities, and when the venue became an ecclesiastical 
structure rather than a theater, the oratorio took hold of 
its permanent place in the hearts of audiences, then in 
London and now throughout the world. 

For at least one year before the first Foundling Hospital 
performance of Messiah in 1750, Handel was involved 
with the charity, probably drawn to it through his 
associations with Hogarth and the music publisher John 
Walsh (1709–1766) who had been elected a governor in 
1748. On May 4, 1749, Handel had made an offer, which 
was gratefully accepted, to present a benefit concert of 
vocal and instrumental music to help in the completion 
of the hospital’s chapel. The hospital reciprocated with 
an invitation to Handel, which he initially declined, to 
become one of its governors. On May 27, Handel directed 

a performance (in the unfinished chapel) of excerpts from 
his Fireworks Music, Solomon, and the newly composed 
Foundling Hospital Anthem, “Blessed are they that 
considereth the poor and needy.” (The Foundling Hospital 

Anthem was Handel’s last work of English church music.) 
The “Hallelujah” chorus from Messiah was the final work, 
a premonition of what was in store for the following year. 
Royalty were in attendance.

Nearly one year later, on May 1, 1750, Handel performed 
Messiah in the (still not quite finished) chapel. That day 
marked what could be seen as the most significant 
day in Handel’s career. The benefit concert’s success 
was extraordinary. More than 1,000 people crowded 
into the space, and more were turned away. Massive 
public attention to the event, coupled with unequivocal 
approbation for the oratorio, served Handel well and 
generated new commitment on the part of the London 
audience to uphold Handel and his oratorios as the great 
beacons of English music that they are. He became a 
governor of the hospital; since more than £1,000 had been 
raised by his performances, the fee required of governors 
was waived. Due to the overcrowded conditions on May 1, 
a second performance was offered on May 15, especially 
to those who were turned away a fortnight before, that 
resulted in the first documentation of an entire audience 
standing for the “Hallelujah” chorus.

The most noteworthy musical aspect of the 1750 Foundling 
Hospital version of Messiah is the reworking of the aria, 
“But who may abide.” In this year, Handel employed the 

Chapel of London’s Foundling Hospital
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castrato, Gaetano Guadagni, who had arrived in London 
as part of an Italian opera company two years before, in 
1748, at the age of 20. The music historian Charles Burney 
(1726–1814) wrote about Guadagni:

“His voice was then a full and well toned counter-
tenor; but he was a wild and careless singer. 
However, the excellence of his voice attracted the 
notice of Handel, who assigned him the parts in his 
oratorios of the Messiah and Samson, which had 
been originally composed for Mrs. Cibber …”

Handel composed a new middle section of the aria, taking 
advantage of Guadagni’s bravura vocal technique as 
well as his apparently considerable low notes. Two other 
arias were also reworked for Guadagni: “Thou art gone 
up on high” and “How beautiful are the feet.” Recent 
research seems to indicate that the alto arrangement of 
“How beautiful are the feet” was only an afterthought. 
For the May 1, 1750, performance, Handel had seven 
soloists (female soprano, boy treble, female contralto, male 
castrato, countertenor, tenor, and bass). But two weeks 
later, on May 15, when the work was offered for a second 
time especially to those who were turned away a fortnight 
before, the soprano must have fallen ill. Emergency 
reassignments were put in place, and the alto arrangement 
of “How beautiful are the feet” was one of them. In all 
fairness, however, it might have been that Handel was 
so pleased with Guadagni’s singing that he took that 
opportunity to give the singer another one of the oratorio’s 
“gem” arias. 

TOTAL ECLIPSE
The Foundling Hospital continued to rely upon annual 
performances of Messiah for significant income in 
subsequent years. But Handel’s life was approaching 
its very real twilight. The great colleague whom Handel 
never met, Johann Sebastian Bach, had undergone two 
operations on his eyes, both unsuccessful, the second 
of which led within months to Bach’s death in 1750. By 
the next year, Handel’s own eyesight was deteriorating 
rapidly. By March 1751, he was blind in one eye but 
nevertheless directed two performances of Messiah (in the 
still unfinished chapel) and even played voluntaries on the 
organ. 1752 brought more performances of Messiah, still 
under the composer’s direction, but his eyesight continued 
to deteriorate despite various treatments and an operation. 
On August 17 a London newspaper reported that Handel 

had been “seiz’d a few days ago with a Paralytick [sic] 
Disorder in his Head which has deprived him of Sight,” and 
in March of 1753 Handel’s dear and longtime friend, Lady 
(Susan) Shaftesbury, reported that (at a performance) “it 
was such a melancholy pleasure, as drew tears of sorrow, 
to see the great though unhappy Handel, dejected, wan 
and dark, sitting by, not playing on the harpsichord, and to 
think how his light had been spent by being overplied in 

music’s cause.” 

Soon, though, the Foundling Hospital Chapel was due for 
its official opening. Messiah was performed in April of 1753 
in the Covent Garden Theatre, and three days later the 
Chapel was officially dedicated at a performance of the 
Foundling Hospital Anthem. The last report of any public 
performance conducted by the blind Handel comes from 
the May 1 revival of Messiah for the benefit of the Hospital. 
For this performance, the configuration of soloists was 
somewhat conventional for that era: one soprano, one 
male alto, one tenor, and one bass. The celebrated 
castrato Guadagni returned to London to sing his last 
performance of Messiah on this occasion, and Handel, 
although debilitated by blindness, played a voluntary and 
an organ concerto for the Foundling Hospital audience. 
Annual performances to benefit the charity continued 
until his death in 1759 and beyond, leading to more than 
250 years of performances throughout the world, having 
reached millions upon millions of listeners. 

Handel was a man of quiet yet firm religious convictions. 
Almost certainly nudged to embrace Catholicism during his 
years in Rome, and having been presented with the idea 
of converting to the Church of England especially during 
the years of rather significant monarchical patronage 
in London, he remained a rather staunch Lutheran. 
Ecclesiastics were prevalent in his mother’s family, and his 
Evangelical-Lutheran identity may very well have stemmed 
partially from a desire to retain a lifelong connection to 
his Saxon background and heritage. It follows then that, 
while Messiah is certainly considered by any audience to 
be a “Grand Musical Entertainment”—as it was sometimes 
called in Handel’s day—the composer is purported to have 
said, “I should be sorry if I only entertained them; I wished 
to make them better.”

© Jeffrey Thomas 2022
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Libretto 

Messiah 
AN ORATORIO
Set to Musick by George Frideric Handel, Esq.

PART ONE
SINFONY

RECITATIVE, accompanied – Tenor 

Comfort ye, comfort ye my People, saith your God; speak 
ye comfortably to Jerusalem, and cry unto her, that her 
Warfare is accomplish’d, that her Iniquity is pardon’d. The 
Voice of him that crieth in the Wilderness, prepare ye the 
Way of the Lord, make straight in the Desert a Highway for 
our God. (Isaiah 40:1–3)

ARIA – Tenor 

Ev’ry Valley shall be exalted, and ev’ry Mountain and Hill 
made low, the Crooked straight, and the rough Places 
plain. (Isaiah 40:4)

CHORUS 
And the Glory of the Lord shall be revealed, and all Flesh 
shall see it together; for the Mouth of the Lord hath spoken 
it. (Isaiah 40:5)

RECITATIVE, accompanied – Bass 

Thus saith the Lord of Hosts; Yet once a little while, and 
I will shake the Heav’ns and the Earth; the Sea and the 
dry Land: And I will shake all Nations; and the Desire of 
all Nations shall come. (Haggai 2:6–7) The Lord whom 
ye seek shall suddenly come to his Temple, ev’n the 
Messenger of the Covenant, whom ye delight in: Behold 
He shall come, saith the Lord of Hosts. (Malachi 3:1)

ARIA – Alto 

But who may abide the Day of his coming? And who shall 
stand when He appeareth? For He is like a Refiner’s Fire. 
(Malachi 3:2)

CHORUS 

And he shall purify the Sons of Levi, that they may offer 
unto the Lord an Offering in Righteousness. (Malachi 3:3)

RECITATIVE – Alto 

Behold, a Virgin shall conceive, and bear a Son, and shall 
call his Name Emmanuel, GOD WITH US. (Isaiah 7:14; 

Matthew 1:23)

ARIA – Alto and CHORUS 

O thou that tellest good Tidings to Zion, get thee up into 
the high Mountain: O thou that tellest good Tidings to 
Jerusalem, lift up thy Voice with Strength; lift it up, be not 
afraid: Say unto the Cities of Judah, Behold your God. O 
thou that tellest good Tidings to Zion, Arise, shine, for thy 
Light is come, and the Glory of the Lord is risen upon thee. 
(Isaiah 40:9 and 60:1)

RECITATIVE, accompanied – Bass 

For behold, Darkness shall cover the Earth, and gross 
Darkness the People: but the Lord shall arise upon thee, 
and his Glory shall be seen upon thee. And the Gentiles 
shall come to thy Light, and Kings to the Brightness of thy 
Rising. (Isaiah 60:2–3)

ARIA – Bass 

The People that walked in Darkness have seen a great 
Light; And they that dwell in the Land of the Shadow of 
Death, upon them hath the Light shined. (Isaiah 9:2)

CHORUS 

For unto us a Child is born, unto us a Son is given; and the 
Government shall be upon his Shoulder; and His Name 
shall be called Wonderful, Counsellor, The Mighty God, 
The Everlasting Father, The Prince of Peace. (Isaiah 9:6)

INTERMISSION
PIFA

RECITATIVE – Soprano 
There were Shepherds abiding in the Field, keeping Watch 
over their Flock by Night. (Luke 2:8)

ARIOSO – Soprano 

And lo, the Angel of the Lord came upon them, and the 
Glory of the Lord shone round about them, and they were 
sore afraid. (Luke 2:9)

RECITATIVE – Soprano 

And the Angel said unto them, Fear not; for behold, I 
bring you good Tidings of great Joy, which shall be to all 
People. For unto you is born this Day, in the City of David, a 
Saviour, which is Christ the Lord. (Luke 2:10–11)

RECITATIVE, accompanied – Soprano 

And suddenly there was with the Angel a Multitude of the 
heav’nly Host, praising God, and saying ... (Luke 2:13)
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CHORUS 

Glory to God in the Highest, and Peace on Earth, Good Will 
towards Men. (Luke 2:14)

ARIA – Soprano 

Rejoice greatly, O Daughter of Sion, shout, O Daughter 
of Jerusalem; behold, thy King cometh unto thee: He is 
the righteous Saviour; and He shall speak Peace unto the 
Heathen. (Zechariah 9:9–10)

RECITATIVE – Alto 

Then shall the Eyes of the Blind be open’d, and the Ears 
of the Deaf unstopped; then shall the lame Man leap as 
an Hart, and the Tongue of the Dumb shall sing. (Isaiah 

35:5–6)

DUET – Alto and Soprano 

He shall feed his Flock like a shepherd: and He shall gather 
the Lambs with his Arm, and carry them in his Bosom, and 
gently lead those that are with young. Come unto Him all ye 
that labour, come unto Him all ye that are heavy laden, and 
He will give you Rest. Take his Yoke upon you and learn of 
Him; for He is meek and lowly of Heart: and ye shall find 
Rest unto your souls. (Isaiah 40:11; Matthew 11:28–29)

SEMICHORUS 

Lift up your Heads, O ye Gates, and be ye lift up, ye 
everlasting Doors, and the King of Glory shall come in. Who 
is this King of Glory? The Lord Strong and Mighty; the Lord 
Mighty in Battle. Lift up your Heads, O ye Gates, and be 
ye lift up, ye everlasting Doors, and the King of Glory shall 
come in. Who is this King of Glory? The Lord of Hosts: he is 
the King of Glory. (Psalm 24:7–10)

CHORUS 

Hallelujah! for the Lord God Omnipotent reigneth. The 
Kingdom of this World is become the Kingdom of our Lord 
and of his Christ; and He shall reign for ever and ever, King 
of Kings, and Lord of Lords. Hallelujah! (Revelation 19:6, 

11:15, and 19:16)

RECITATIVE, accompanied – Bass 

Behold, I tell you a Mystery: We shall not all sleep, but we 
shall all be chang’d, in a Moment, in the Twinkling of an Eye, 
at the last Trumpet. (1 Corinthians 15:51–52)

ARIA – Bass 

The trumpet shall sound, and the Dead shall be rais’d 
incorruptible, and We shall be chang’d.  (1 Corinthians 15:52)

CHORUS 

Worthy is the Lamb that was slain, and hath redeemed 
us to God by His Blood, to receive Power, and Riches, 
and Wisdom, and Strength, and Honour, and Glory, and 
Blessing. Blessing and Honour, Glory and Pow’r be unto 
Him that sitteth upon the Throne, and unto the Lamb, for 
ever and ever. (Revelation 5:12–14)

CHORUS 

Amen.
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The American Bach Soloists are leading performers in the 
field of Baroque music, dedicated to historically informed 
performances of Bach and his contemporaries. The 
ensemble’s mission—to provide meaningful, memorable, 
and valuable musical experiences for our audiences through 
inspiring performances and recordings, and to support the 
preservation of early music through educational programs 
for students and emerging professionals—has been realized 
under the leadership of co-founder Jeffrey Thomas, who 
for more than three decades has brought thoughtful 
perspectives to his performances as artistic director and 
conductor of the American Bach Soloists. Recognized 
worldwide as one of the foremost interpreters of the music 
of Bach and the Baroque, he continues to inspire audiences 
and performers alike through his keen insights into the 
passions behind musical expression. Fanfare Magazine 
proclaimed that “Thomas’s direction seems just right, 
capturing the humanity of the music … there is no higher 
praise for Bach performance.” 

Together with “the best American specialists in early music” 
(The Washington Post), the ensemble has achieved its 
vision of assembling the world’s finest vocalists and period-
instrument performers to bring this brilliant music to life. 
Critical acclaim has been extensive: The Washington Post 

called ABS “a flawless ensemble … a level of musical finesse 
one rarely encounters.” San Francisco Classical Voice 

declared “there is nothing routine or settled about their 
work. Jeffrey Thomas is still pushing the musical Baroque 
envelope.” And the San Francisco Chronicle has extolled 
the ensemble’s “divinely inspired singing.” 

The first public concerts were given in February 1990 at 
Saint Stephen’s Church in Belvedere, where the ensemble 
has served as artists-in-residence. The debut of ABS’s first 
annual summer festival in Tiburon/Belvedere took place in 
1993. By the fifth season, regular performances had been 
inaugurated in San Francisco and Berkeley, and as a result 
of highly successful collaborations with the Robert and 
Margrit Mondavi Center for the Performing Arts, ABS’s full 
concert seasons expanded to the Davis/Sacramento region 
in 2005. As the audience increased, so the artistic direction 
of the ensemble expanded to include Bach’s purely 
instrumental and larger choral masterpieces, as well as 
music of his contemporaries and that of the early Classical 
era.

ABS’s robust commitment to the mentorship, training, and 
support of young artists began with the establishment 
the American Bach Soloists and Henry I followed by the 
Goldberg International Young Artist Competition in 1998 to 
foster emerging musicians who wish to pursue a career in 
early music. In July 2010, ABS inaugurated the American 
Bach Soloists Academy, offering unique opportunities 
to advanced conservatory-level students and emerging 
professionals to study and perform Baroque music in a 
multi-disciplinary learning environment, with ABS musicians 
serving as faculty/mentors. And in 2013, to commemorate 
ABS music director Jeffrey Thomas’s 25-year tenure of 
inspired leadership, the American Bach Soloists created the 
Jeffrey Thomas Award to honor, recognize, and encourage 
exceptionally gifted emerging professionals in the field of 
early music.

The American Bach Soloists have a diverse and prolific 
discography of more than two dozen titles including Bach’s 
Mass in B Minor, Orchestral Suites, Saint Matthew Passion, 
Motets for Double Chorus, Brandenburg Concertos, and 
six volumes of Bach cantatas. Other titles include Bach’s 
transcriptions of Italian music, Haydn Masses, choral and 
vocal works by Schütz, the premiere recording of Corelli’s 
Concerti Grossi in arrangements for recorders (including the 
celebrated “Christmas Concerto”), and a landmark recording 
of Beethoven’s Ninth Symphony, all with period instruments. 
All titles are available on iTunes and Spotify. One of their 
most popular offerings is a historically significant version 
of Handel’s Messiah, recorded at the Robert and Margrit 
Mondavi Center for the Performing Arts at UC Davis. ABS 
“Artist Series” recordings feature harpsichordist Michael 
Sponseller on a disc of Bach concertos; 1685 & The Art 

of Ian Howell featuring the remarkable countertenor in 
works by Bach, Handel, and Domenico Scarlatti; soprano 
Mary Wilson singing a collection of virtuoso vocal works 
by Handel, and an album of acclaimed countertenor Aryeh 
Nussbaum Cohen singing Gluck, Handel, and Vivaldi. 
ABS’s feature film Handel’s Messiah in Grace Cathedral, 
recorded in 5.1 DTS-HD™ Surround Sound and 2.0 DTS-
HD™ Stereo, is available on High-Definition Blu-ray™ and 
DVD, and was made available worldwide for streaming 
at the organization’s ever-growing YouTube channel: 
americanbach.org/youtube.

American Bach Soloists
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Jeffrey Thomas
Conductor Jeffrey Thomas has 

brought thoughtful, meaningful, 

and informed perspectives to 

his performances as artistic 

director and conductor of the 

American Bach Soloists for 

more than 30 years. Recognized 

worldwide as one of the foremost 

interpreters of the music of Bach and the Baroque, he 

continues to inspire audiences and performers alike 

through his keen insights into the passions behind musical 

expression. Fanfare Magazine has praised his series of 

Bach recordings, stating that “Thomas’ direction seems 

just right, capturing the humanity of the music … there is 

no higher praise for Bach performance.” He began his 

musical studies as a toddler, trying to keep up with his 

older brother’s impressive piano skills. A nerve-wracking 

first piano recital appearance performing an American 

folk song arrangement led him to realize that piano would 

not be his instrument of choice. But a successful decade 

of playing violin brought much musical satisfaction. While 

a high school student, the arrival in his hometown of a 

professional harpsichordist piqued his interest and led to 

harpsichord and organ lessons, the latter affording him 

happy times in empty churches playing Bach (sometimes 

as loudly as possible) on the pipe organ. But singing 

would soon win out as the most likely career choice, 

so studies at the Oberlin Conservatory of Music, the 

Manhattan School of Music, S.U.N.Y. Purchase, and The 

Juilliard School culminated in his professional debut 

in Gian Carlo Menotti’s opera, The Last Savage, at the 

Spoleto Festival. That same week, he received a phone 

call from the office of San Francisco Opera General 

Director Kurt Herbert Adler, asking him to fly to San 

Francisco to sing a role in Wagner’s Die Meistersinger 

during the SFO’s debut Summer Season in 1981. Offered 

a chance to be one of the first group of Adler Fellows, 

Jeffrey moved to San Francisco to participate in the 

program and was heard by the legendary guru of the 

Bay Area early music scene, Laurette Goldberg. After 

she heard Jeffrey in a performance of a Scarlatti opera, 

she said to him, “You know, dear, you should sing Bach!” 

and invited him to perform a concert of Bach cantatas. 

He was astonished to discover, at the first rehearsal, that 

his performer colleagues were harpsichordist/conductor 

Gustav Leonhardt and baritone Max van Egmond, early 

music musicians whom he had idolized since his teenage 

years. “The rest is history,” as the saying goes. As artistic 

director and conductor of the American Bach Soloists, 

he has directed and conducted recordings of more than 

25 cantatas, the Mass in B Minor, Saint Matthew Passion, 

Brandenburg Concertos, and works by Corelli, Schütz, 

Pergolesi, Vivaldi, Haydn, and Beethoven. Jeffrey is an 

avid exponent of contemporary music, and has conducted 

the premieres of new operas, including David Conte’s Gift 

of the Magi and Firebird Motel. He has presented master 

classes at the Eastman School of Music, the New England 

Conservatory of Music, San Francisco Conservatory 

of Music, SUNY at Buffalo, Swarthmore College, and 

Washington University, been on the faculty of Lehigh 

University in Pennsylvania, and was artist-in-residence 

at the University of California, where he is now professor 

emeritus of music in the department of music at UC Davis, 

having held the Barbara K. Jackson Chair in Conducting 

and a UC Davis Chancellor’s Fellowship.
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Maya Kherani
Soprano Maya Kherani, a first-

generation Indian American, 

became obsessed with classical 

music after seeing the movie 

Amadeus as a teenager. After 

begging her mom for voice 

lessons, Maya took up singing 

as a “hobby” while she majored 

in mechanical and aerospace engineering at Princeton 

University. Despite her parents thinking she’d grow out 

of the phase while supporting her master’s study at the 

San Francisco Conservatory of Music, Maya is now lauded 

for her vibrant voice and exciting characterizations in 

repertoire from the Baroque to the Modern. This season 

includes a debut at the Festival d’Aix-en-Provence and in 

Versailles as Drusilla/Fortuna in L’incoronazione di Poppea, 

Messiah with Boston Baroque, Reena Esmail’s Meri Sakhi 

Ki Avaaz (My Sister’s Voice) with the Berkeley Symphony, 

Bach cantatas with Portland Baroque Orchestra, Belinda 

in Dido and Aeneas with Opera San Jose, and a world 

premiere production singing Piper in Pay the Piper at 

Glyndebourne. Upcoming engagements this season 

include performances with the American Bach Soloists, 

Philharmonia Baroque Orchestra, Pacific MusicWorks in 

Seattle, Vancouver Symphony, Rhode Island Philharmonic, 

Portland Opera, and Early Music Vancouver. Maya’s 

numerous awards include semi-finalist in the 2020 

Glyndebourne Cup, third Prize in the Handel Aria 

Competition, the 2015 McGlone Award from Central City 

Opera, and 1st Place and Audience Favorite at the James 

Toland Vocal Competition. When not on the road, Maya 

loves to cook, hike, and take walks in her neighborhood 

with her 1-year-old daughter.

Aryeh Nussbaum Cohen
Countertenor Aryeh Nussbaum 

Cohen has been acclaimed as 

a “complete artist” by The New 

York Times and “extravagantly 

gifted … poised to redefine 

what’s possible for singers of this 

distinctive voice type” by the San 

Francisco Chronicle. He has been 

awarded by many major competitions including the Grand 

Prize of the 2017 Metropolitan Opera National Council 

Auditions and a 2017 Sara Tucker Study Grant and 2022 

Career Grant from the Richard Tucker Music Foundation. 

His first commercial recording project—the world premiere 

recording of Kenneth Fuchs’ Poems of Life with the London 

Symphony Orchestra, conducted by JoAnn Falletta—

was honored with a 2019 GRAMMY® Award in the Best 

Classical Compendium category, which recognizes albums 

with multiple soloists and multiple works. His first solo 

album was Aryeh Nussbaum Cohen Sings Gluck, Handel, 

& Vivaldi with American Bach Soloists. In the 2022–23 

season, Aryeh makes three distinguished European 

debuts: at the Bayerische Staatsoper as Endimione in 

David Alden’s production of Cavalli’s La Calisto led by 

Christopher Moulds; at the Komische Oper Berlin as David 

in Handel’s Saul in a new production by Axel Ranisch 

under the baton of David Bates; and at Glyndebourne 

as Athamas in a new production by Adele Thomas of 

Handel’s Semele conducted by Václav Luks. No less 

vibrant is the artist’s concert calendar with highlights that 

include Handel’s Jeptha with Dame Jane Glover and Music 

of the Baroque, Handel’s Theodora with Richard Egarr and 

Philharmonia Baroque Orchestra, and Messiah with the 

San Francisco Symphony, American Bach Soloists, and 

Ann Arbor Symphony. Other concerts include programs 

with Geoffrey McDonald and the Chamber Orchestra 

of Philadelphia and with Matthew Dirst and Ars Lyrica 

Houston.
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James Reese
Tenor James Reese has been 

praised for his “intensity and 

sensitivity … spirituality and 

eloquence.” He is a frequently 

sought-after soloist with 

many leading orchestras and 

ensembles throughout North 

America, including the American 

Bach Soloists, Philharmonia Baroque Orchestra, TENET 

Vocal Artists, Bourbon Baroque Orchestra, Lyric Fest, 

and the Gamut Bach Ensemble. This season, James will 

collaborate with pianist Daniel Overly in a concert-length 

recital of Art Song at the Philadelphia Chamber Music 

Society. He also looks forward to this season’s debuts 

with the Washington Bach Consort, the Brooklyn Art Song 

Society, and New York’s Musica Sacra. James is a noted 

interpreter of Baroque music, giving performances both 

“splendid” (San Francisco Chronicle) and “captivating” 

(Broad Street Review). Following his Carnegie Hall solo 

debut in Bach’s Mass in B Minor with the New York Choral 

Society, the New York Classical Review noted “the high, 

easy tenor of James Reese … floated beautifully on its 

own over the long, gentle lines of the Benedictus.” An 

advocate for New Music, he is a founding member of 

Philadelphia vocal sextet Variant 6. He sings frequently 

with leading choruses and vocal ensembles, including 

The Crossing, Seraphic Fire, the Santa Fe Desert Chorale, 

and Gallicantus. James is a graduate of Northwestern 

University’s Bienen School of Music, where he studied with 

Kurt R. Hansen, Alan Darling, and Donald Nally. He holds 

a Master of Music degree from Yale University’s School of 

Music, where he studied with James Taylor at the Institute 

of Sacred Music. He lives in Philadelphia.

Christian Pursell
Bass-baritone Christian Pursell 
is a rising star among the next 

generation of singers. Hailing 

from the Santa Cruz mountains 

of California, he is a graduate of 

the prestigious Adler Fellowship 

program at the San Francisco 

Opera, where his performance 

credits with the company include Lieutenant Ratcliffe in 

Billy Budd, Walter Raleigh in Roberto Devereux, the Jailer 

in Tosca, Count Lamoral in Arabella, and Angel in It’s a 

Wonderful Life. More recently he has performed Escamillo 

in Carmen at Cincinnati Opera in July 2021, followed by 

appearances as Escamillo with Houston Grand Opera, 

Hawaii Opera Theatre, and Opera Theatre of Saint Louis. 

He returned to the Bay Area in December 2021 to perform 

in Handel’s Messiah with American Bach Soloists and 

San Francisco Symphony, and joined Arizona Musicfest 

in February 2022 for Beethoven’s Symphony No. 9. As 

a concert soloist, He has performed Samuel in Handel’s 

Saul with the Philharmonia Baroque Orchestra in the 

Walt Disney Concert Hall, a concert version of Strauss’ 

Salome with the Fabio Luisi and the Dallas Symphony 

Orchestra, and performances of Britten’s War Requiem, 

Brahms’ Ein deutsches Requiem, Bach’s Saint Matthew 

Passion, Beethoven’s Symphony No. 9, Haydn’s The 

Creation, Faure’s Requiem, and Pärt’s Passio. Christian 

is a recent prize winner in the 2021 James Toland Vocal 

Arts competition and the recipient of the 2019 Igor Gorin 

Memorial Award. 
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American Bach Soloists
VOCAL SOLOISTS

Maya Kherani, soprano* 
Aryeh Nussbaum Cohen, countertenor* 

Christian Pursell, bass-baritone 
James Reese, tenor  

VIOLIN 

Tatiana Chulochnikova* ***
  Joseph Hollmayr, Freiburg, 

Germany, circa 1760 
Tomà Iliev (principal)* ***
  Anonymous, Germany, 18th 

century
Ryan Cheng*
  Timothy Johnson, Hewitt, 

Texas, 2009; after 
Bartolomeo Giuseppe “del 
Gesù” Guarneri, Cremona, 
Cremona, 18th century

Daria D’Andrea
  Anonymous, Neapolitan 

school, circa 1760
Gail Hernández Rosa*
  Attributed to Jacob Stainer, 

Mittenwald, circa 1700
Wilton Huang * 
  Stensland & Girard, 

Montreal, 2003; after 
Giovanni Battista 
Guadagnini model, 18th 
century

YuEun Gemma Kim* ***
  Christian Pedersen 

Albuquerque, 2011: after 
Bartolomeo Giuseppe “del 
Gesù” Guarneri, Cremona, 
Cremona, 18th century

Mishkar Núñez-Fredell*
  Lu-Mi Workshop, Beijing, 

China; after 17th century 
Italian models, 2010

David Wilson
  Timothy Johnson, Hewitt, 

Texas, 2007; after 
Stradivari, Cremona, 18th 
century 

Andrew Wong *
    Jay Haide, El Cerrito, 

California, 2016; after 
Antonio Stradivari, 
Cremona, circa 1720

Jude Ziliak* **
  Anonymous Italian, circa 

1730

VIOLA 

Clio Tilton (principal)*
  Eric Lourme, Le Havre, 

France, 2009; after 
Brothers Amati, Cremona, 
17th century

Ramón Negrón Pérez*
  Jay Haide, El Cerrito, 

California, 2016; after 
Giovanni Paolo Maggini, 
Brescia, circa 1580

Jason Pyszkowski*
  Jay Haide, El Cerrito, 

California, 2008; after 
Giovanni Paolo Maggini, 
Brescia, circa 1580

Yvonne Smith*
  Timothy Johnson, 

Connecticut, 2017; 
after Andrea Guarneri, 
Cremona, c. 1676

VIOLONCELLO 

Gretchen Claassen (principal 
and continuo)* ***
  Anonymous, German, 18th 

century
Laura Gaynon*
  Jay Haide, El Cerrito, 

California, 2011; after 
Stradivari, Cremona, 18th 
century

Alexa Haynes-Pilon*
  John Morrison, London, 

circa 1800
Joseph Howe*
  Jay Haide, El Cerrito, 

California, 2017; after 
Antonio Stradivari, 
Cremona, circa 1700

CONTRABASS

Steven Lehning (principal 
and continuo)** 
  Anonymous, Austria, circa 

1830. 
Jonathan Luik* 
  Jay Haide, El Cerrito, 

California, 2014; after 
Joseph Panormo, London, 
circa 1820

Daniel Turkos* 
  Anonymous, Bohemian, 

mid-19th century. 

OBOE 

Stephen Hammer
  Joel Robinson, New York, 

2002, after Saxon models 
circa 1730

Kathryn Montoya
  Sand Dalton, Lopez Island, 

Washington, 2004; after 
J.H. Eichentopf, Leipzig, 1st 
half of 18th century

RECORDER

Kathryn Montoya
  Patrick Von Huene, Boston, 

Massachusetts, 2017; after 
Jacob Denner, Nuremberg, 
circa 1720 

Stephen Hammer 
  Levin and Silverstein, 

Newfoundland, New 
Jersey, 1990; after Thomas 
Stanesby, London, circa 
1700

BASSOON 

Cornelia Sommer*
  Guntram Wolf, Kornach, 

Germany, 2008; after 
“HKICW” (maker’s mark), 
Germany, circa 1700

David Wells*
  Rufus Acosta, San 

Jose, California, 2014; 
after Johann Heinrich 
Eichentopf, Leipzig, circa 
1730 

TRUMPET 

Lucas Balslov (solo)*
  Stephen Keavy and Robert 

Vanryne, London, 2004, 
after Johann Leonhard Ehe 
II, circa 1670

William B. Harvey
  Stephen Keavy and Robert 

Vanryne, London, 2003; 
after Johann Wilhelm 
Haas, Nuremberg, circa 
1710–1720

TIMPANI 

Henry Reed*
  Anonymous, England, circa 

1840 

ORGAN 

Corey Jamason** 
  John Brombaugh and 

Associates, Eugene, 
Oregon, 1980

*      ABS Academy Alumnus 
**    ABS Academy Faculty 
***  Jeffrey Thomas Award Recipient
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American Bach Choir
SOPRANO

Jennifer Brody 
Cheryl Cain 
Michelle Clair 
Tonia D’Amelio 
Rita Lilly 
Allison Zelles Lloyd 
Diana Pray 
Cheryl Sumsion 
Helene Zindarsian

ALTO

Matheus Luduwig Coura* 
Dan Cromeenes* 
Elisabeth Elliassen 
Kevin Fox  
Peter Kenton 
Leandra Ramm 
Kyle Tingzon 

TENOR

Seth Arnopole 
Edward Betts 
Nick Burdick 
Michael Desnoyers 
Kevin Gino 
Jeffrey Howe 
Mark Mueller 
Jonathan Smucker

BASS

John Kendall Bailey 
Sidney Chen 
Adam Cole 
Jeffrey Fields 
James Nicholas Monios 
Chung-Wai Soong 
Daniel Yoder

*      ABS Academy Alumnus 
**    ABS Academy Faculty 
***  Jeffrey Thomas Award Recipient
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COLORATURA CIRCLE
$50,000 and above
James H. Bigelow†

Patti Donlon†
The Nancy and Hank Fisher Family Fund

Bill and Nancy Roe*

IMPRESARIO CIRCLE
$25,000 - $49,999

Ralph and Clairelee Leiser Bulkley
Thomas and Phyllis† Farver*

VIRTUOSO CIRCLE
$16,500 - $24,999

Judith Bailey Gabor & Beth Gabor
Anne Gray†

Mary B. Horton*

MAESTRO CIRCLE
$11,000 - $16,499

Wayne and Jacque Bartholomew 
Karen Broido*

Susie† and Jim Burton
Chan Family Fund†

John* and Lois Crowe
Les and Mary Stephens De Wall

Benjamin and Lynette Hart*
Dean and Karen† Karnopp*

Hansen Kwok†
Nancy Lawrence†°

Diane Marie Makley†*
Grace† and John Rosenquist

Christian† and Mariana Sandrock
Rosalie Vanderhoef*

Elizabeth and Yin Yeh

The Mondavi Center is deeply grateful for the 
generous contributions of our dedicated patrons 
whose gifts are a testament to the value of the 
performing arts in our lives.

Annual donations to the Mondavi Center directly 
support our operating budget and are an essential 
source of revenue. Please join us in thanking our loyal 
donors whose philanthropic support ensures our 
future ability to bring great artists and speakers to 
our region and to provide nationally recognized arts 
education programs for students and teachers. 

For more information on supporting the Mondavi 
Center, visit MondaviArts.org or call 530.752.7354.

The Art of Giving

This list re� ects all gifts received as of August 26, 2022

20th Anniversary 
Champions

Presenting Sponsor
The 20th Anniversary Season
is generously underwritten by

The Nancy and Hank Fisher Family Fund

Supporting Sponsors
James H. Bigelow

Chan Family Fund
Patti Donlon
Anne Gray

Lawrence Properties
Diane Marie Makley 

Bill and Nancy Roe

To contribute to our 20th Anniversary campaign,
please reach out to: Tiff any Redmon, Director of Development: 

tredmon@ucdavis.edu | 530.754.5420

Our Members in BOLD have increased their annual giving by at least 20% in honor of our 
20th Anniversary. If you would like to make a 20th Anniversary gift, please call 530.752.7354.
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BENEFACTOR CIRCLE
$7,500 - $10,999

Carla F. Andrews
Jo Anne Boorkman*
Allen and Sandy Enders
Catherine and Charles Farman
Janlynn Robinson Fleener† and Cliff McFarland
Garry Maisel
Raymond Seamans and Ruth Elkins
Brian K. Tarkington and Katrina Boratynski
Joe Tupin

PRODUCER CIRCLE
$3,750 - $7,499

Lydia Baskin*
Cordelia S. Birrell
Caroline Cabias†
Sandy Togashi Chong and Chris Chong*
Michele Clark and Paul Simmons
Michael and Kevin Conn
Bruce and Marilyn Dewey*
Wayne and Shari Eckert
Jolán Friedhoff and Don Roth
In Memory of Henry “Hank” Gietzen
John C. Gist Family
Charles and Ann Halsted
Judith Hardardt*
Dee Hartzog
Karen Heald and Casey McElheney†
In Memory of Christopher Horsley*
Teresa Kaneko*
Barry and Gail Klein*
Brian and Dorothy Landsberg
Linda Lawrence
Claudia and Allan Leavitt
Bob and Barbara Leidigh
Nelson Lewallyn and Marion Pace-Lewallyn

Robert and Betty Liu
Debbie Mah† and Brent Felker*
Yvonne L. Marsh†
J and B Ouyang
Misako and John Pearson
Warren G. Roberts and Jeanne Hanna Vogel*
In Honor of Diversity, Equity, and Inclusion
Liisa A. Russell
Neil and Carrie Schore
Julie and Chris Shacoski
Tom and Meg Stallard*
Tom and Judy Stevenson*
Tony and Joan Stone
George and Rosemary Tchobanoglous
Ed Telfeyan and Jerilyn Paik-Telfeyan
Denise Verbeck and Judy Persin
Ken Verosub and Irina Delusina
John D. Walker
Judy Wydick
And 2 donors who prefer to remain anonymous
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DIRECTOR CIRCLE
$1,750 - $3,749

Drs. Ralph and Teresa† Aldredge
Elizabeth and Russell Austin
Don and Kathy Bers
Marguerite Callahan
CASA de ESPAÑOL†
Margaret Chang and Andrew Holz
Pat Chirapravati and Richard Breedon
Jim and Kathy Coulter*
Brett Daly
Gwendolyn Doebbert and Richard Epstein
Joyce Donaldson*
Matt Donaldson and Steve Kyriakis
Noel O. Dybdal
Cynthia Gerber
Douglas Gramlow
Darrow and Gwen Haagensen
Len and Marilyn Herrmann
James and Nancy Joye
Dr. Martin and JoAnn Joye*
Barbara Katz
Robert and Cathryn Kerr
Arthur Lawyer*
Richard and Kyoko Luna Family Fund
Dennis H. Mangers and Michael Sestak
Susan Mann
Betty Masuoka and Robert Ono
In Memory of William F. McCoy
Sally McKee
Mary McKinnon and Greg Krekelberg
Augustus Morr
John Pascoe and Susan Stover
Linda and Lawrence Raber
Joanna Regulska and Michael Curry
Kay Resler*
Marshall and Maureen Rice
Dwight E. and Donna L. Sanders
Karen and Ed Schelegle
Janet S Shibamoto-Smith and David Glenn Smith
Kathryn R. Smith
Rosalind R Tyson*
Dale L. and Jane C. Wierman
Jennifer Wu
And 1 donor who prefer to remain anonymous

ENCORE CIRCLE
$700 - $1,749

Michael and Shirley Auman*
Laura and Murry Baria
Andrew and Ruth Baron
William F. Benisek
Judy and David Day
Dotty Dixon*
Anne Duffey
Cathie and John Duniway
Nancy and Don Erman
Robert and Melanie Ferrando
Robin Hansen and Gordon Ulrey
Dr. Eva G. Hess
Karen D Horobin
Susan Kauzlarich and Peter Klavins
Joseph Kiskis and Diana Vodrey
Paul Kramer
Helen L. Krell, M.D.
P. Kubo
Ruth M. Lawrence
Michael and Sheila Lewis*
Natalie and Malcolm MacKenzie*
Robert Medearis
Roland and Marilyn Meyer
Robert and Susan Munn
Ti� any Redmon and Jon Blumberg
Miriam and Carrie Rocke
Robert and Patricia Ronald
Cynthia Ruff*
Robert Ruxin
In memory of our friend Carol Sconyers, 

Books and More. 
Elizabeth St. Goar
Walt Stone and Ann Cassidy-Stone
Karen and Ed Street*
Virginia Thresh
Roseanna Torretto*
Steve and Andrea Weiss 
Dan and Ellie Wendin
Paul Wyman
Karen Zito
And 1 donor who prefer to remain anonymous
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ORCHESTRA CIRCLE
$350 - $699

Michelle and Matthew Agnew
Heidi and John Arnold
Paul and Linda Baumann
Delee and Jerry Beavers
Sylvia L Bender
Carol Benedetti
Simon and Cindy Cherry
Stuart and Denise Cohen
Mr. and Mrs. David Covin
Relly Davidson
Daniel and Moira Dykstra
Maureen Fitzgerald and Frank 
DeBernardi
Elaine A. Franco
James and Deborahann Gilles
Don and Sharon Hallberg*
Kelly and Sandy Harcourt
Marylee Hardie
Mary A. Helmich
Katherine and John Hess
Jeanette Hill
Michael and Margaret Hoffman
Robert and Marcia Jacobs
Dr. and Mrs. Ron Jensen
Weldon and Colleen Jordan
Ruth Ann Kinsella*
Bill and Laura Lacy
Allan and Norma Lammers
Frank Pajerski
Ellen Lange and Lucien Polak
Carol Ledbetter
Randall Lee and Jane Yeun
Ernie and Mary Ann Lewis
Bunkie Mangum
Karen McEvoy
Elaine and Ken Moody
Robert and Janet Mukai
Xochitl Rodriguez Murillo†
William and Nancy Myers
John and Nancy Owen
Carlene Ozonoff
Jill and Warren Pickett
Judith and John Reitan
The Rev. James and Lori Korleski 
Richardson
Joan S. Sallee
Patsy Schiff
Dan Shadoan and Ann Lincoln

Roger and Freda Sornsen
Yayoi Takamura and Je�  Erhardt
Tony and Beth Tanke
Helen and Cap Thomson
Lynda Trowbridge*
In memory of Carl E. Walden
Andrew and Vivian Walker
Tom Wilson
Jean Wu
Verena Leu Young*
Karl and Lynn Zender
And 2 donors who prefer to remain 
anonymous

MAINSTAGE CIRCLE
$125 - $349

Paul and Victoria Akins
Jacqueline and James B. Ames
Penny Anderson
Nancy Andrewkyle*
Scott Arrants and Michelle Johnston
Diane and Charlie Bamforth
Marion and George Barnett
Diane Barrett and Pieter Stroeve
Carol Beckham
Merry Benard
Brenda K. Betts
Bevowitz Family
Dr. Robert and Sheila Beyer
Elizabeth Bianco
John and Katy Bill
Sharon Billings
Mary Campbell Bliss
Judith Blum
Brooke Bourland*
Carol Boyd*
Melody A. Boyer
Dan and Millie Braunstein*
Greg and Laura Brucker
Christine M. Bruhn
Peg and Steve Brush
Dr. Margaret Burns and Dr. Roy W. 

Bellhorn
Marion L. Cantor
James and Patty Carey
Barbara Carter*
Ping Chan*
Carol Christensen*†
John and Lesli Chuck*  
Michael and Lisa Chun
Betty May Clark
Gail Clark
Linda Clevenger and Seth Brunner
James and Linda Cline

David A. Combies
Terry Cook
Nicholas and Khin Cornes
Catherine Coupal*
Victor Cozzalio and Lisa Heilman-

Cozzalio
Tatiana Cullen
Susan and Fitz-Roy Curry
Fred Deneke and Jim Eastman
Carol Dependahl-Ripperda
Marjorie Dolcini*
Chris and Jerry Drane
Laura Eisen and Paul Glenn
Carol A. Erickson and David W. 

Phillips
Eleanor E. Farrand*
Michael and Ophelia Farrell
Janet Feil
Robin and Jeff Fine
Sonya Foster
Marion Franck and Robert Lew
Rita Franklin*
Marlene J. Freid
Edwin and Sevgi Friedrich*
Sean Galloway
Nancy Gelbard and David Kalb
Mark Goldman and Jessica Tucker-

Mohl
Pat and Bob Gonzalez*
Michael P. Goodman, MD and Bonny 

Neyhart, MD
Jeffrey and Sandra Granett
Paul and Carol Grench
Myrtis Hadden
Kitty Hammer
P. and M. Handley
Jim and Laurie Hanschu
Bob and Sue Hansen
David and Anne Hawke
Mary W Herbert
Calvin H Hirsch, MD
Lorraine J Hwang
L. K. Iwasa
Karen Jetter
Mun Johl
Andrew and Merry Joslin
Stephen and Beth Kaffka
Shari and Tim Karpin
Patricia Kelleher*
Charles Kelso and Mary Reed
Leonard Keyes
Michael Koltnow and Kathleen 

Stack
Elizabeth and C.R. Kuehner
Marsha M. Lang
Darnell Lawrence
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Mary Ann Limbos and Ralph Robinson
Karen Lucas*
Robert and Patricia Lufburrow
Melissa Lyans and Andreas Albrecht, 

Ph.D
David and Alita Mackill
Karen Majewski
Vartan Malian and Nora Gehrmann
Theresa Mann
Pam Marrone and Mick Rogers
Dr. Carol Marshall and Daniel Ferrick
J. A. Martin
The Martinez Family
Leslie and Mike Maulhardt*
Katherine F. Mawdsley*
Jeanine and Dave McAnaney
Tim and Linda McKenna
Karen Merick and Clark Smith
Beryl Michaels and John Bach
Maureen Miller
Rex Miller
Hallie Morrow
Bill and Diane Muller
Margaret Neu*
Kim T. Nguyen
Catherine and Jay Norvell
Jeri and Clifford Ohmart
Jim and Sharon Oltjen
Andrew and Sharon Opfell*

Mary Jo Ormiston*
Susan Orton and Larry Friedman
Jessie Ann Owens
Ann M. Pelzman
Christine Perry and David Fortune
Ross and Karen Peters
Pete Peterson and Frances 

McChesney
Pat and Tony Philipps
C. Ann Reed
Fred and Martha Rehrman*
Mary Ann Reihman and Craig Clark
David and Judy Reuben
Russ and Barbara Ristine
Kenneth Ritt and Pamela Rapp
Denise Rocha
Tracy Rodgers
In memory of Robert L. Rodriguez "Bob"
Frank Roe and Marie Jasieniuk
Mary and Ron Rogers
Ruth Rosenberg and Joe Gibson
Janet F. Roser, PhD
Paul and Ida Ruffi n
Drs. Joy and Richard Sakai*
Charles Salocks and Susan Knadle-

Salocks
Julie and Don Saylor
Fred and Polly Schack
Leon Schimmel and Annette Cody

Nancy and Chuck Shulock
Patricia Smith
Robert Snider and Jak Jarasjajjrawhal
Jean Snyder
Dennis Steindorf and Jeannie Brooks
Johanna Stek
Eric and Pat Stromberg*
Kimberly Swaback
William and Esther Tournay
Justine Turner*
Ute Turner*
Sandra Uhrhammer*
Nancy Ulrich*
Peter Van Hoecke
Ann-Catrin Van
Ms. Linda M. Walsh
Jerry Washington
Martha S. West
Robert and Leslie Westergaard*
Dion and Curt Wiedenhoefer
Mary Lou and Charley Wright
Eleanor Yamamoto and Tomoko Sato
Jeffrey and Elaine Yee*
Iva and Phillip Yoshimura
Phyllis and Darrel Zerger*
Marlis and Jack Ziegler

And 19 donors who prefer to remain 
anonymous

We mourn the passing of our dear 
friends and supporters:

John Cron
1931-2021

Joy Dorf
1937-2021

Richard Dorf
1933-2020

Nancy Lawrence
1943-2022

Frances Lawyer
1953-2020

Malcolm MacKenzie
1935-2022

Verne Mendel
1923-2020

Carol Sconyers 
1931-2022

Richard Walters
1930-2021

To learn about planned giving opportunities, please contact  Michael Weagra� , Development 
Manager (530.752.7354 or mdweagra� @ucdavis.edu). 

Hans° and Salome° Abplanalp 
Wayne and Jacque 

Bartholomew
Karen Broido
Ralph and Clairelee Leiser 

Bulkley
John and Lois Crowe
Dotty Dixon
Estate of William and Jean 

Allewelt
Nancy DuBois°
Jolán Friedhoff and Don Roth
Anne Gray
Benjamin and Lynette Hart
L. J. Herrig° 
Mary B. Horton
Margaret Hoyt

Barbara K. Jackson°
Roy° and Edith° Kanoff
Robert and Barbara Leidigh
Yvonne LeMaitre° 
Nancy Lawrence °
Jerry and Marguerite Lewis
Robert and Betty Liu
Joy Mench and Clive Watson 

Trust
Don McNary°
Ruth R. Mehlhaff° 
Estate of Verne and Katinka 

Mendel
Kay Resler
Hal° and Carol° Sconyers
Joe and Betty° Tupin

Mondavi Center Legacy Circle
We thank our supporters who have remembered the Mondavi Center in their estate plans. 
These gifts make a di� erence for the future of performing arts and we are most grateful.
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Thank you to our 2022–2023 Corporate Sponsors

Additional Support by J. Lohr Vineyards & Wines and Nugget Markets

“The Robert and Margrit Mondavi Center for the Performing Arts 
represents an important lifestyle that defines the Davis Community. 
I am so impressed with the talented and versatile programs they 
bring to our community from all over the world that create truly 
exciting performances.

I hope you will attend many programs of your choice and you will 
realize how fortunate we are to have this outstanding Performing 
Arts Center in our community.”

- Nancy Fisher

A special message from our 
Presenting Sponsor, Nancy Fisher:

Artistic Ventures Fund
We applaud our Artistic Ventures Fund members, whose major gift commitments support artist engagement fees, 
innovative artist commissions, artist residencies, and programs made available free to the public.

James H. Bigelow
Ralph and Clairelee Leiser 

Bulkley
Chan Family Fund
John and Lois Crowe
Patti Donlon

Richard and Joy Dorf°
The Nancy and Hank Fisher 

Family Fund
Wanda Lee Graves and 

Steve Duscha
Anne Gray

Barbara K. Jackson°
Lawrence Properties°
Diane Marie Makley
Bill and Nancy Roe 
Rosalie Vanderhoef*

Endowment Giving
Thank you to the following donors for their special program support.

James H. Bigelow
Karen Broido
Ralph and Clairelee Leiser 
Bulkley
Chan Family Fund

Sandra Togashi Chong
John and Lois Crowe
Richard and Joy Dorf°
Mary B. Horton
Barbara K. Jackson°

Dean and Karen Karnopp
Debbie Mah and Brent Felker
Diane Marie Makley
Bill and Nancy Roe
Rosalie Vanderhoef

Note: We apologize if we listed your name incorrectly. Please contact Michael Weagra� , 530.752.7354 , to inform us of corrections.




