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From the Artistic Director of
the alchemy project
Thank you so much for joining The Alchemy Project in
its inaugural program this year—I am thrilled that you
are here! During this first project we have explored
the intersection of mental health and creativity. As we
have delved deeper into this topic, we have discovered
that nearly one in four adults in the United States will
struggle with mental illness and 90% of the people
who die by suicide have an existing mental illness or
substance abuse problem at the time of their deaths.
With these statistics in mind, the goal of The Alchemy
Project is to examine mental health from a variety of
angles through conversation and concert events and
to raise both awareness and funds on behalf of the
Minnesota non-profit organization, SAVE (Suicide
Awareness Voices of Education).
To this end, we have held f ive ex traordinar y
conversation events on the campus of the University
of Minnesota in order to consider this topic in greater
depth with a diverse group of scholars, artists, healthcare professionals, and distinguished members of our
community. During these events, we investigated
the relationship between mental health and the
composer’s creative process, the history of mental
illness, society’s relationship with the mentally ill,
madness as metaphor, and the dynamic between
healing and narrative, discussions of which you will
find in this program book.
This weekend’s interdisciplinary art event is the
culmination of this first project, a unique choral concert
featuring the University of Minnesota Chamber Singers
and the Alchemy Ensemble, performing remarkable
settings of poetry and prose by authors who have dealt
with mental health issues. Poets include Sara Teasdale,
Sylvia Plath, William Blake, Federico Garcia Lorca,
Emily Dickinson, and Edgar Allen Poe. In addition
to performing a wonderful collection of existing
works of living composers, The Alchemy Project is
presenting two world-premiere performances of works
by Minnesota composers J. David Moore and Midge
McCloy.



Although these concerts are the culmination of the
project, it is our hope that your engagement with
mental health will not end here. Here are some things
you can do: advocate for those living with mental
illness in our communities; remember and honor the
victims and survivors of suicide; work to remove the
stigma of mental illness; acknowledge the vast web of
issues revolving around mental health and creativity,
including class, gender, race, geography, culture,
education, and faith; finally, keep crisis intervention
resources at hand; there is always help available for
those who need it. A list of resources can be found
at the end of the program book.
In closing, let me again express my thanks to all of
you this evening. At the close of my doctoral studies
at the University of Minnesota, I have reflected at
great length about my professional identity and the
role of the arts in our communities, challenging myself
to define my artistic vision and values. The Alchemy
Project is very much connected to this process of
articulating my artistic credo and has been a laboratory
for realizing my evolving artistic philosophy. I am
grateful to all of you who have journeyed with me
this past year. Whether you contributed financially
or otherwise to the project, participated in the
conversation events held this fall and winter, or are
experiencing this concert program this evening, we
would not be here if it weren’t for you.
All my best,
Emilie Sweet
Founder/Artistic Director of The Alchemy Project

From the Executive Director of Save
On behalf of the Board of Direc tors, staf f and
volunteers, welcome to The Alchemy Project’s concert
performance benefiting SAVE (Suicide Awareness
Voices of Education). For 18 years SAVE has been a
Minneapolis-based non-profit agency using a public
health model to educate the nation about suicide and
mental illness. Our mission is to prevent suicide through
public awareness and education, reduce stigma, and
serve as a resource for those touched by suicide.
Each year we reach nearly 50 million Americans with
a message that suicide can be prevented. We educate
over 10,000 people in our community on depression
and distribute over 25,000 pieces of literature for
prevention and grief after a suicide, when a tragedy
has occurred.
We could not be more proud to have been selected
as the beneficiary of this event because we share a
common mission with The Alchemy Project in that
we both work to raise awareness of an important
humanitarian topic through innovative approaches.
Like the tremendous students, faculty, and performers
involved in The Alchemy Project, we do this work
because we believe that the stigma surrounding the
medical disorder found in the brain we know as mental
illness needs to be discussed like other illnesses, not
shrouded in stigma and shame. Too often people falsely
believe that mental illnesses are “character disorders”
or “moral defects.” Nothing could be further from the
truth. Mental illnesses are medical diseases that affect
all parts of the body. Tragically we lose too many moms

and dads, brothers and sisters, co-workers, students,
friends, grandparents, and youth to suicide frequently:
one person dies by suicide every 16.6 minutes in this
country—over 30,000 people a year. More people die
by suicide than by DWI’s, homicides, and HIV and AIDS
each year. In Minnesota suicide is the 2nd leading cause
of death for adolescents and young adults ages 15-34
years, and the problem seems to be getting worse.
I deeply appreciate all the great work that has gone into
making The Alchemy Project such a huge success. From
the many community conversations that have shed
light on this topic to the performances that have been
choreographed and designed to show the interplay
between mental illnesses and real life, everything has
been done with the utmost quality and dedication.
Your willingness to come out and be a part of this
event shows that you, too, want to be a part of the
solution! My hope is that today is not the culmination
of many months of work on so many people’s part
but the beginning of a new era for our community
as we look at mental illness and our society as a joint
venture. You see, when we open ourselves to share
ideas, thoughts and talents, the possibilities of success
are endless. Your presence and support will help SAVE
lives, and for that I sincerely thank you and appreciate
your being part of The Alchemy Project.
Dr. Dan Reidenberg
Executive Director—SAVE
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Society’s Relationship to Mental Health
As a way to start off our inaugural project, we brought together a diverse set of viewpoints
to explore the various cultural patterns of thought on mental health throughout history,
and, as is often the case, the necessity of changing those patterns to better understand
mental health and mental illness. We discussed the histories of stigma and how even
the process of defining someone as “mentally ill” serves to separate them from those
considered “normal” in society, both past and present. Such ideas range from “madness”
as a catch-all term for earlier conceptions of mental illness since the Renaissance and
before to the more modern debates about the relationship between brain chemistry,
personality, and one’s personal history. Attempting to move away from strict and
overly divisive models of health and illness, one thing that came through quite clearly
as part of these events, was that mental health cannot be thought of only as a cultural
phenomenon and never only as a problem of brain chemistry or personal history. It is
a complex relationship between these and other factors, especially access to care and
sometimes overt discriminatory practices towards members of different economic and
social groups experience. We also discussed the massive rise of the pharmaceutical
industry and how advertising has shaped current conceptions of mental health. Simply
put, and as most responsible doctors and therapists will tell you, medicine alone does
not make a person happy. It may, however, give you the ability and insight to recognize
that you don’t just “have the blues” and that you need to turn somewhere else for help.
Of course, there are varying types and degrees of both mental health and mental illness,
ranging from ADHD to depression, from bi-polar disorder to schizophrenia, resulting in
a high rate of people diagnosed with a mental illness. With 30,000 people dying each
year by suicide, the missions of organizations like SAVE, the Barbara Schneiderman
Foundation, and others are that much more important.

Left: “Shape of Thought” by Rachel Orman.
Part of Intermedia Arts’ “Mind Fields” Exhibit.
Photo courtesy of Theresa Sweetland.



What is Normal?
Mark Anderson—Director, Barbara Schneiderman Foundation, thebarbaraschneiderfoundation.org

If a police officer encounters a person standing on a bridge,
apparently talking to themselves about death, speaking to
apparently no one about religious topics, and peering over the
railing, staring at the river below, should the officer intervene? Is
this normal? People did exactly that from the 10 th Avenue bridge
after the collapse of the I-35W bridge in Minneapolis last August,
but officers at the scene understood that this was not a suicide
gesture but a pouring out of grief at the tragedy below. They
decided that it was indeed normal. But on a different bridge in
a different location, they may have been more concerned.
We all experience extreme emotions in extreme events. A person
who has experienced enormous stress can wind up with depression
or anxiety disorder. These are expected responses to the stress.
They are not normal, but they are expected.
We all live with stress. It’s part of the human condition. Just as an
athlete or an artist can learn to use the stress of the performance
to improve their game or their art, some learn to live with very
high levels of stress. Others may not be able to adapt to the stress
and may find it debilitating. Which of these is normal? Clinicians
report using pharmaceuticals to bring a person’s mood into the
normal range so that they are capable of talking about stress and
how to deal with it in a therapeutic relationship.
There is a gentleman who was arrested 89 times during a 12
year period when his mental illness was out of control. He lived
in homeless shelters or wherever he could camp out and ate
stolen food. He didn’t bathe for extended periods and people
didn’t want to go near him. He became more and more isolated
when what he needed was human intervention and support. He
sees today that what seemed normal during those years—the
delusions, the depression, the mania—were not normal.
Imagine a child who grows up in a community where he doesn’t
know adults who have a job. There are no books in the home.
There are no meal times. People come and go from the home,

extended family members and others he does not know. These
adults abuse substances in his presence from the time he is a
baby. This is not a normal environment and the child’s response
to the classroom in kindergarten might not be normal. But is it
expected?
Imagine a child who grows up in a family in South America,
where her father is an elected official and whose is repeatedly
threatened. Close friends of the family are murdered. The family
gains asylum in the US to save their lives. The child does not
speak the language here and is cut off from her extended family
and community. The food is different, as is the climate and the
ways people interact. Her friends who speak her language say
that no one wants them here in the United States. They want
to deport them back to a country their parents left many years
ago. They are not US citizens and are afraid to get medical care,
afraid to call the police, afraid to tell their employers their real
identity. They are told they can never go to college and hear on
TV over and over that they are illegal and are criminals. If the
child feels traumatized, is that normal or expected? If she needs
psychological or psychiatric care, can she get it?
How about the person with dark skin who feels followed every
time they go into a store? Are they paranoid? Is that something
they should just get over? If they go to see a counselor and feel
patronized, feel they are not understood because the provider
does not seem to understand what kind of world they live in,
can we blame them for skipping their next appointment? Is that
normal? How will they get the care they need if they don’t trust
the health care or mental health systems? What is the provider’s
responsibility to adapt their practice to foster more trust?
Of course, there are no easy answers to these questions. But the
first step is to see the world as it really is so we can think about
ways to heal it and to heal us all.



Madness as Metaphor
Bringing together both artists and scholars, we discussed the
artistic and social deployments of madness and mental illness.
Throughout the history of the arts, madness has been a key trope,
symbolizing such things as the maintenance and destruction of
social order, the inherently unstable nature of femininity, and
the superhuman creative impulses of masculinity. Dance major
Julia Winkels discussed the relationship of madness and gender
in classical dance—as exemplified by Giselle—how the title
character’s perceived mental state was directly tied to her class
status as well as her virginity. Art’s relationship to mental health
can also take the form of artists utilizing cultural conceptions
of madness or mental illness as expressions of the society and
culture in which their work is produced, as well as artists coping
with their own mental health struggles. Paula Rabinowitz, head
of the University of Minnesota’s English department, showed the
intertwining of these two possibilities in her discussion of poets
like Allen Ginsburg and Sylvia Plath. More recently, however,
artists have attempted to counteract the predominantly negative
and limiting associations of madness (and, more broadly, mental
health) within the various artistic fields. Matt Jensen detailed his
activities with the Minnesota Association for Children’s Mental
Health, helping to produce theater productions with children to
educate younger children about mental health. Lora Stoyanova’s
stop-motion animation film Snow, subtly and deftly expresses
the infantilization that often occurs in conceptions of mental
illness. Another Twin Cities arts organization, Intermedia Arts,
recently explored similar terrain in their Mind Fields exhibit,
which Executive Director Theresa Sweetland discusses in her
essay. These examples and emphases barely scratch the surface
of the complex interconnections between mental health and the
artistic process, one which will continue to inspire creation and
exploration for many years to come.

Right: “Cosmos” by Rachel Orman.
Part of Intermedia Arts’ “Mind Fields” Exhibit.
Photo courtesy of Theresa Sweetland.



Art & Healing: Mind Fields
Theresa Sweetland, Executive Director, Intermedia Arts, www.intermediaarts.org

Intermedia Arts is a nationally recognized, 35-year-old 501(c)(3)
non-profit arts and cultural center located in South Minneapolis.
We receive recognition for our success engaging the power of the
arts to increase social connections between people from different
social, economic, and ethnic groups. We chose to approach
the issue of health and healing as a four-year initiative in 2006.
As part of this initiative, we will engage communities, artists,
policy makers, health care providers, and caregivers in a dialogue
and exploration of the role of art in patient and community
empowerment. We will examine how creativity and culture play
a role in personal and societal healing. Each year we will focus on
one of these four elements of wholeness. In year one we looked
at the Mind; year two the Body; year three the Spirit; and year
four the Community.
In the fall of 2007, we launched Art & Healing, a program that
provides an outlet for artists to tell their own personal stories
about health and healing. Artists and communities identified the
current health care and wellness crisis in the United States. We
believe that a transformation of this system requires partnership
and collaboration from voices of diverse perspectives and
communities. Communities of color, youth, people with disabilities,
and new immigrant communities especially face stigma associated
with certain illnesses. Little research into alternative practices
and cultural barriers keep many communities from seeking care
that they need. Many people in our community live without
care, without proper treatment, or do not have legal rights to
services.
The voices of these communities and their stories are hard to
hear amidst the drone of politics, media, and business. Arts are
often viewed as only having therapeutic or healing purposes
within a hospital environment, but Intermedia Arts has found
that especially among underrepresented communities, the arts
also are an essential tool for ensuring personal and communitywide health by building connections, awareness, and capacity

for change. Through our Art & Healing program, we highlight
the power of the arts to educate, communicate, motivate, and
speed healing as a viable and important part of the national
dialogue around health care. We believe that the wholeness of
the individual includes the body, mind, spirit, and community.
The core of this year’s program was Art & Healing: Mind Fields—an
exhibit focused specifically on the care of the mind and the ways
in which artistic expression can be used as a tool for building
connections between the inner worlds of the psyche and the
outer realities of our collective lives. Mind Fields was spurred by
conversations with Spectrum ArtWorks, a non-profit visual art
organization in the heart of Minneapolis that provides studio space
and community for artists living with a mental illness. Starting by
inviting local artists to show and share their work, we also hosted
a series of community dialogues for artists, community members,
and health care practitioners to address the ways in which artistic
expression can be used as a tool for healing.
Overall, we provided a safe and supportive environment
for underrepresented stories from people with disabilities,
communities of color, new immigrants, youth, caregivers and
alternative health providers to emerge. We gave 19 artists the
opportunity to be heard and find each other. We brought over
2500 people through the exhibit over four months to soak in
the experiences of others and hopefully start to break down the
stigma they may have had when walking in the door. We brought
60 people to the table for food and conversation around such
topics as mental health, cultural healing, youth and HIV/AIDS, and
staying well. These stories fed the larger conversation around
transformation and provided an opportunity for a more creative
dialogue around the challenges, the triumphs, and the possibilities
for change. We believe that healing is not the same for everyone,
and educating ourselves and others on diverse perspectives is
essential to moving forward.



The Dynamic
Between
Narrative &
Healing
In this conversation, we examined the
important yet all too often overlooked
relationship between the art of narrative
and the art of healing. Panelists were
three doctors—Jon Hallberg, Mary Faith
Marshall, and MaryAnn Goldstein—who
shared their own stories and experiences
about this relationship that traverses many
areas. There are the uses of narrative
therapies as an important part of coping
with mental illness. We can read in the
history of literature the presence of
narratives of health, illness, and recovery.
Telling stories of grief and loss can serve
as a way to cope and heal. It is also a way
for doctors to better empathize with their
patients, seeing them as carriers of complex
life narratives rather than carriers only of
symptoms and diseases. We discussed
the impact that this relationship has on
medical ethics, as well as initiatives here
in our own community that are being
undertaken to better integrate narrative
into healing practices. Drs. Hallberg and
Marshall are instrumental in founding
the Center for Arts & Medicine, a new
initiative at the University of Minnesota
that attempts to bring many of these ideas
to fruition. By integrating these mutually
beneficial dimensions of life, both patients
and practitioners can better appreciate the
vital importance of creative expression to
everyone in regards to mental health.

Minding Memory
Madelon Springnether
It is a poor sort of memory that only
looks backwards.		
— Lewis Carroll, Alice in Wonderland
In 2002, I turned sixty, my daughter
married, and I published a memoir titled
Crying at the Movies. At the time, this
seemed like a remarkable concurrence of
events—a series of life changes that must
be significantly related. But how?
I’m not obsessive about birthdays, but
sixty seemed like a milestone, signaling
the passage from middle age into what?
Old age? L ate middle age? A s the
demographics of aging shift, so do the
categories and the lines of demarcation
between them.
For my grandmother’s generation, sixty
was old. With the exception of my paternal
grandmother, who lived to be nearly one
hundred, all of my grandparents died
before the age of seventy. In their sixties,
they saw themselves as elderly, and they
looked it—silver-haired, somewhat bent,
slow-moving, arthritic. But the average life
span in the US has increased dramatically
over the course of the 20th century—from
approximately forty-eight at the beginning
to nearly seventy-five by its end. My own
mother died at age eighty-two and would
have lived even longer if she’d attended
more carefully to her health in her middle
years.
My father’s tragic death at age forty-two
was the subject of my memoir Crying
at the Movies—where I explored how
feelings of unresolved mourning invaded
and disrupted my adult life. Yet, because
my dad died so young, he offered me no
model—either positive or negative—of
aging. If anything, I found myself surprised
at having so dramatically outlived him. At
sixty, I felt more like his mother than his
daughter. What could he have told me, had
he lived, that I didn’t already know?
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All of this is to say that I was radically
unprepared to think about aging, yet I
was now entering the territory that I had
once defined as ‘old.’ I consoled myself
with the thought that I was not in fact yet
‘old,’ as my life could well extend into my
nineties. Who knows, I might even make
it to one hundred! I thought of my dad’s
mother, hoping I’d inherited her genes.
More importantly, I had not thought about
the difference between being (or feeling)
solidly middle-aged—and something else.
How was this time of my life different
from what had gone before? No matter
that everyone said I looked younger than
my years. I didn’t feel bad about how I
looked—at least not yet—the real issue
for me was how I felt within. This territory
was uncharted. I was beginning a journey
that was unlike any other—a journey that
had only one destination, no matter how
distant or deferred. Death.
I’d already survived longer than anyone
would have at another time or in another
(less privileged) part of the world. I’d
had rheumatic fever as a child—three
times with increasing severity—at a time
when penicillin was just beginning to be
prescribed for ordinary use—and had had
two different types of cancer in my adult
life—fortunately both curable. Throughout
these various ordeals, I’d had good health
care and excellent doctors, who, in effect,
saved my life.
It wasn’t as if I wasn’t aware of mortality.
Rather, I was just beginning to appreciate
my extraordinary good luck in having come
so far. But sheer relief wasn’t enough. At
sixty, I’d already lived more of my life
than I had left to live, which meant that
my life was as much grounded in memory
as in present or future action. With each
forward glance, I was also looking back. If
anything, past and present now seemed
commingled to the extent that I could no
longer separate them. Experience in the

moment embraced both—in ways that also began to affect my
anticipation of the future.
How to give words to such an elusive awareness? Especially now
that memory itself is so much in doubt—less a certifiable entity
than a mirage or fleeing shadow.
Cognitive neuroscience offers a guide through this phantom world.
Personal memory, it tells us, is an absent presence—something
that happens, brain-wise, in the moment, but refers to feelings or
events that occurred in another time and place. The very process
of remembering is fluid and volatile, dependent as it is on the
activation of neural pathways in the brain, at the same time that
it occurs in response to an absent experience or awareness.
Memory can only happen in the present, though it can only refer
to something past. A neuro-chemical—yet also unreal—reality.
You cannot take hold of memory. You can only comprehend it
as paradox.
My daughter’s wedding, in the early summer of 2002, foregrounded
these issues. It was here that I began to think about my age, my
past, and my experience in the present—differently.
I had been used to thinking of the past as traumatic, something
I’d labored to overcome or ‘forget.’ Crying at the Movies explored
this reaction and its painful consequences for much of my adult
life. Not having mourned my father when he died, I found myself
re-experiencing his loss in a variety of displaced ways in my
middle years. Concluding this book felt like a relief, but I did not
anticipate any radical change in myself or the way that I lived. It
was enough, I thought, to have said what I needed to say.
Yet the very act of having defined the parameters of my childhood
loss subtly altered them. Suddenly, my past was accessible to
me in a new way—no longer as something to avoid or suppress,
but as a field of resonance.
At my daughter’s wedding, I sensed this shift—without having a
language to describe it. Instead, what I felt was a kind of happiness
I’d not experienced since I was a child. I was, for a brief though
memorable period of time, euphoric. Yet I was also immersed
in, and suffused by, memory. My pleasure in the moment was
underpinned and enriched by the density of my reminiscences.
It was as if I lived simultaneously in the present and the past,
neither vying with the other, but rather each contributing to
something vibrantly new.
Although the euphoria faded, the feeling of inner change did
not. Somehow, without conscious effort, my life had taken an
unexpected turn. It was as if I’d been released from tragedy into a
lighter, more comic mode—as in one of Shakespeare’s late plays,
where storm and shipwreck lead not to death and destruction
but to reconciliation and transformation.

Full fathom five thy father lies;
Of his bones are coral made
Those are pearls that were his eyes;
		Nothing of him that doth fade
But doth suffer a sea-change
Into something rich and strange.
When I first encountered this play, I took these lines personally.
Drowning was my father’s fate. Yet I could not picture anything
beautiful emerging from such a terrible story. Now I began to
reconsider.
My father’s body, surely rotted in his grave, would never turn into
anything other than what it was—his decomposing remains. But
perhaps his lifeline, as represented in me, might have another
trajectory? And what about memory, so seemingly fixed, yet also
so flirty, so malleable?
At the root of the word “memory”—which gives rise to such
words as “commemorate,” “memorial,” and “memoir”—lies the
Latin memor, meaning to be mindful. Also the Germanic murnan,
meaning “to remember sorrowfully” or “to grieve.” Mindfulness
and mourning. Another conundrum.
To be mindful—that is to say fully present in the moment (to
borrow the language of mindfulness meditation)—may also
include remembering, which is to say being aware of what is
not present, hence open to loss. Conversely, to remember is to
re-member, to reconstruct or recreate, thus generating a new
state of consciousness. Not only can you simultaneously inhabit
the seemingly fixed past and the fluidly volatile present, but by
that very act of mind you may alter both.
At age sixty, I began to explore the interplay between mindfulness
and memory that not only configures my past, but also shapes
my anticipation of the future.
The result is Great River Road, an extended meditation on how
we make our way through our later lives, incorporating bits and
pieces of the ones we’ve already lived, how the remembered past
suffuses and enriches the present moment, and how we might
imagine a life as an ongoing creation that aims toward a vision
of something meaningfully integrated, if not whole.
Another way to say this is that in 2002, my life suffered a seachange. Into something rich and strange.
Madelon Sprengnether is a professor of English at the University
of Minnesota, where she teaches critical and creative writing. She
is the author of a book of poems, The Normal Heart, a collection
of personal essays, Rivers, Stories, Houses, Dreams, and has
co-edited a collection of travel writing by women, The House
on Via Gombito.

Lines from Shakespeare’s Tempest came to mind—where Ariel
sings to comfort Ferdinand, who believes his father drowned.
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Mental Health &
the Creation of Music
In the early stages of conceptualizing The Alchemy Project, we
thought the combination of music and mental health seemed an
ideal way to begin. And though we saved this topic for the final
Conversation event, much of what we talked about previously
directly applied. The discussion was a spirited exchange about
multi-faceted cross-fertilization between two areas of life that
affect most people in some way, shape, or form. Conceiving of
“creation” in the broadest way possible, we talked about mental
health’s relationship not only to composition and performance
but also to music therapy as well as the efforts of scholars and
other music writers to greater engage with the history of mental
health throughout the history of music. This can take the case of
diagnosing or evaluating composers such as Charles Ives, Gustav
Mahler, or Robert Schumann as suffering from a mental illness, or
discussing so-called “outsider musicians” such as the schizophrenic
Wesley Willis and Larry “Wild Man” Fischer. Discussions of these
artists walk a thin line between re-inscribing stereotypical and
exploitative ideas of the so-called “tortured artist” and a critical
reading of the complex relationship between a composer’s
mental health and the music he or she creates. Composers, like
other artists, often deployed aspects of mental illness in their
works. Sometimes, this association fulfilled discriminatory and
regressive social norms, such as so-called “mad scenes” of operatic
heroines. At the same time, though, composers in attendance at
our Conversation detailed the necessity of their own mental health
to write music at all, demystifying the romantic composer-as-hero
paradigm that informs so many views of musical composition.
Through all of this, however, it is the intense power music has
to express the inexpressible that leads many to see music as
representing hope—the hope of something better, both personally
and culturally.

Music Therapy for Clients
with Mental Illness
Claire M. Klein
While The Alchemy Project seeks to explore the cross-section of
creativity and mental illness, artists and trained clinicians have
utilized the creative powers of music as a therapeutic tool. Emily
Dickinson, Edgar Allen Poe, Sylvia Plath, Sara Teasdale, and
other poets with featured pieces in this concert may have found
avenues for expression and methods of coping in their artwork.
Composers, too, have used their music as means to communicate
messages they are otherwise unable to say aloud. The growing
field of music therapy uses the power of the creative arts with a
variety of clinical populations, including those diagnosed with
mental illness.
Music therapy can address the individual emotional, physical,
psychological, social, communicative, cognitive, and spiritual needs
of clients using evidence- and research-based musical interventions.
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These methods include music improvisation, music listening,
composition and songwriting, lyric analysis, music and imagery,
music performance, and reminiscing to music. Music therapists earn
bachelor degrees from an American Music Therapy Association
(AMTA) approved institution and complete a six-month clinical
internship at an AMTA approved site. The aspiring music therapist
is then eligible to sit for the certification exam administered by
the Certification Board for Music Therapists (CBMT) to earn the
MT-BC (Music Therapist-Board Certified) credential.
After accreditation, music therapists work with a variety of
populations and settings: in schools, nursing homes, hospitals,
clinics, hospice programs, physical rehabilitation settings, homes
of those with developmental delays, through their own private
practices, and in situations for those with mental illness. Music
therapists often work with other members of an interdisciplinary
treatment team, such as psychologists, medical doctors, and
social workers, in order to help clients address the specific needs
and issues.
Contemporary psychiatric treatment and management plans of
mental health disorders often include some form of medication.
Compliance with prescription instructions can be addressed with
music therapy. This type of psychosocial intervention can also
develop skills that help clients successfully transition back into
the community. Interventions may also focus on improving selfesteem and finding appropriate means of emotional expression.
Social skills can be addressed through group therapy sessions
where multiple clients build rapport with each other and learn
from one another’s experiences. While group sessions offer
similar experiences for each client, the music therapist designs
interventions to meet the objectives set for each individual. Such
therapeutic experiences can allow the patient a sense of control
over their life, provide a medium for self-expression and exploring
feelings, positively affect mood and emotional states, develop
problem-solving skills, experience success, and resolve familial
and peer conflicts.
While other types of therapy can also meet these objectives,
surveys amongst psychiatric patients have indicated a preference
for music therapy. This therapy employs a variety of methods to
address biopsychosocial issues and can be adapted to best suit
the specific conditions of the individual patient (Silverman, 2007).
Commonly used interventions include songwriting, lyric analysis,
improvisation, facilitated drumming, music and relaxation, and
music games. Research concerning different types of interventions
demonstrates positive changes for psychiatric clients receiving
music therapy and can be further explored in the Journal of
Music Therapy, at the American Music Therapy Website (www.
musictherapy.org), and other related publications.
Thus, music therapy and The Alchemy Project share common
goals of advocacy for those diagnosed with mental illness through
artistic experiences and educating the public on the increasingly
creative options for maintaining mental health and awareness of
mental illness.

A Few Words from the Cantiamo String Quartet
Stepping into the world of professional music was, for us, a process
of having more and more unique opportunities fall into our paths.
We spent several years paying homage to opera pits and wedding
gigs, recitals and concert-going until new ideas started to arise.
Hints of premiering new works began to surface and encounters
with various composers shifted our focus until we found ourselves
immersed in an entirely new musical fascination. We found that
we really love playing new music. Since then, collaborating with
composers and promoting their works have been among our
most enjoyable projects. So when Emilie Sweet asked us to join
The Alchemy Project, the idea of playing The Ecstasies Above,
along with other new works, was a pretty compelling notion. But
as it has unfolded, we have found another dimension that has
made it even better.
Our first undertaking was a conversation event at the Hamm
Clinic in St. Paul. We were welcomed into a room large enough for
about 30 people and were introduced to a group of psychologists,
psychiatrists, and other therapists who were on staff at the clinic.
After a brief welcome and some introductions, we played some
selections for them, including a short quartet by David Stone,
a portion of a quartet written by our violist, Jacob Tews, and a
tango by Michael McLean.
Once we finished playing, the discussion began. First there was
some elementary question-and-answer exchange about our
respective disciplines – psychology and music. Soon there arose
topics such as the causes of mental illness, the roles of conditioning
and chemistry, and the often solitary condition of the “artistic
genius.” We shared some of our experiences as musicians and
how a musical life can affect mental development and personal
relationships; they returned with some experiences in working
with the mentally ill and personal challenges with professional
burn-out. The exchange had turned from polite interest to a kind
of conviction that our disciplines were strangely related. There
was a genuine desire to learn from each other and a kind of rich
discovery in meeting each other.
Every now and again you are faced with the realization that the
human condition is unspeakably complex. We had sat in this
room and talked with professionals who had witnessed the daily
struggles of people attempting to live peaceably inside their own
minds. It made me want to applaud them. They had glimpsed the
hardness of human life and, instead of averting their eyes in fear
took on the mammoth task of wrestling it to the ground. It made
me want to take part in what they do—assist their work and be

their allies in bringing mental health to our society’s discussion
table. As it turns out, this was the exact mission of The Alchemy
Project. Sometimes you learn the value of a work once the work
is already done.
As we packed up our instruments and began to leave, several
people stopped us to compliment our music-making, saying that
the event had been beautiful. And I found that I had to agree—it
was beautiful. It wasn’t beautiful because we played well or
necessarily because the music was good. It was beautiful because
they enjoyed the few minutes of respite, and because in our brief
discussion, we had engaged each others’ minds in a way that
does not often happen. Sometimes in life you will have chance
encounters with other people, where you are pleasantly surprised
by the spontaneous, unsolicited depth of connection that passes
between you. But other times the connection is hoped for, and
in your desire to seek each other out, you are rewarded.
Sitting in that room was a refreshing reminder that music is not
only beautiful, is not simply creative, and is not only a bow to
the human aesthetic craving. It can be purposeful. It can be
intentional—used in a fixed decision to step out and advocate
for the things we value.
Today we are advocating an awareness of the mental illnesses
that afflict so many people in our lives. The truth is: we are,
in fact, our brother’s keeper. We are not helpless. We cannot
always provide perfect healing, but we can make this effort to
understand and form partnerships today that will yield fruitful
solutions in the future.
Thank you to everyone involved in this project. It has been a
pleasure.

Above: The Cantiamo Quartet performing at
The Hamm Clinic in St. Paul, December 18, 2007.
Photo by Justin Schell.
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The Alchemy Ensemble
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Chamber Singers
Cantiamo String Quartet
Emilie Sweet, conductor

FUSING WITH INTENSER FIRE

Donald Skirvin
Alchemy (Sara Teasdale)
(b. 1946)		
Living Gold
		
Cups of Fire
		
Jewelled Blaze
		
O Beauty

Stephen Chatman

Greater Love (Wilfred Owen)

Megan Fisher, soprano saxophone
	X ander Castro, soloist
(b. 1950)

J. David Moore
Mad Girl’s Love Song (Sylvia Plath)
(b. 1962)		
World Premiere Performance

Cantiamo String Quartet

John Tavener
(b. 1944)

The Lamb (William Blake)
The Tiger (William Blake)

Words from our Community Partner

Dan Reidenberg, Executive Director of SAVE

Einojuhani Rautavaara
Suite de Lorca (Federico García Lorca)
(b. 1928)		
Canción de jinete
		
El Grito
		
La luna asoma
		
Malagueña

Intermission
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David Evan Thomas

With a Glorious Eye (John Clare)

(b. 1958)

Elliott Carter

Musicians Wrestle Everywhere (Emily Dickinson)

(b. 1908)

Midge McCloy
A Late Night Lullaby (Midge McCloy)
(b. 1949)		
World Premiere Performance

Elliot Carter

Heart, Not So Heavy As Mine (Emily Dickinson)

Dominick Argento

To God: In Memoriam M.B. (Robert Herrick)

(b. 1927)

Peter Haberman, trumpet

Tarik O’Regan

The Ecstasies Above (Edgar Allen Poe)

(b. 1978)

Cantiamo String Quartet

PROGRAM NOTES
1. Alchemy
In many ways,The Alchemy Project was born from these texts by
Sara Teasdale (1884-1933), an early twentieth-century poet from
St. Louis, Missouri. The miniature movements in this song cycle
are settings of four independent poems thematically linked to
the idea of transformation. This idea has resonated as a poetic
incarnation of our organizational mission to empower the arts to
transform our community—I was especially moved by Teasdale’s
words in the first movement of the cycle, “I shall learn…to change
the lifeless wine of grief to living gold.” That is alchemy in a
nutshell: transforming struggle into hope.
Like many of the poets represented this evening, Sara Teasdale’s
life was not without struggle. She was unwell for most of her life
and suffered from serious bouts of depression, ultimately resulting
in her 1933 suicide. Before her death, Teasdale contributed a
significant output of poetry, wherein she explored spiritual ideas
such as the impermanence of life, the artist’s relationship with
beauty, and the psychology of the artist’s identity.
I. Living Gold
I lift my heart as spring lifts up
A yellow daisy to the rain;
My heart will be a lovely cup
Altho’ it holds but pain.
For I shall learn from flower and leaf
That color every drop they hold,
To change the lifeless wine of grief
To living gold.

II. Cups of Fire
Hibiscus flowers are cups of fire,
(Love me, my lover, life will not stay)
The bright poinsettia shakes in the wind,
A scarlet leaf is blowing away.
A lizard lifts his head and listens —
Kiss me before the noon goes by,
Here in the shade of the ceiba hide me
From the great black vulture circling the sky.
III. Jewelled Blaze
My forefathers gave me
My spirit’s shaken flame,
The shape of hands, the beat of heart,
The letters of my name.
But it was my lovers,
And not my sleeping sires,
Who gave the flame its changeful
And iridescent fires;
As the driftwood burning
Learned its jewelled blaze
From the sea’s blue splendor
Of colored nights and days.
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IV. O Beauty
The sun was gone, and the moon was coming
Over the blue Connecticut hills;
The west was rosy, the east was flushed,
And over my head the swallows rushed
This way and that, with changeful wills.
I heard them twitter and watched them dart
Now together and now apart
Like dark petals blown from a tree;
The maples stamped against the west
Were black and stately and full of rest,
And the hazy orange moon grew up
And slowly changed to yellow gold
While the hills were darkened, fold on fold
To a deeper blue than a flower could hold.
Down the hill I went, and then
I forgot the ways of men,
For night-scents, heady, and damp and cool
Wakened ecstasy in me
On the brink of a shining pool.
O Beauty, out of many a cup
You have made me drunk and wild
Ever since I was a child,
But when have I been sure as now
That no bitterness can bend
And no sorrow wholly bow
One who loves you to the end?
And though I must give my breath
And my laughter all to death,
And my eyes through which joy came,
And my heart, a wavering flame;
If all must leave me and go back
Along a blind and fearful track
So that you can make anew,
Fusing with intenser fire,
Something nearer your desire;
If my soul must go alone
Through a cold infinity,
Or even if it vanish, too,
Beauty, I have worshipped you.
Let this single hour atone for the theft of all of me.
Donald Skirvin served as composer-in-residence with the a
cappella vocal ensemble, The Esoterics, from 1997 through 2003.
During his tenure with this group he wrote twenty-five new pieces,
eleven of which appear on CDs released by The Esoterics. Mr.
Skirvin has also served as conductor and organist with various
churches and musical organizations. His primary music focus
since relocating to Seattle has been composition. He studied
music at the Jordan Conservatory of Music, Indianapolis, and
at Indiana University, Bloomington, and is a member of ASCAP
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and the Washington Composers Forum. (Excerpted with kind
permission from Yelton Rhodes Music)
Things to listen for:
• Choral genre highly influenced by solo art-song settings
• Meter and rhythm derived from speech, specifically: the
alternation of triplets and duplets; irregularity of meter; the
rhetorical use of silence; tempo rubato
• Mostly homophonic texture with occasional use of imitation—
this means the choir is often singing the same text at the same
time in blocks of choral sound
• The inclusion of jazz-based harmonies resulting in a colorful
harmonic palette
• How Skirvin unifies these movements through large-scale
structural, motivic, and conceptual development
• Example: In movement three, the cascading sixteenth notes
on “iridescent fires” are similar to movement four, “so that you
can make anew…”
• Example: In movement one, Skirvin uses an opening chorale
much like the chorale that closes the fourth movement.
• E xample: Skir vin draws out the parallel concept s of
transformation of pain to healing from movement one and
the transformation of love to beauty in movement three.
• Example: Similarly, the poetic reference to the impermanence
of life in movement two is balanced by images of resurrection
and reawakening in movement four.
2. Greater Love
Poet Wilfred Owen (1893-1918) is generally regarded as the
leading British poet of World War I. During the war, Owen suffered
from shell-shock (perhaps now to be known as post-traumatic
stress disorder) and was hospitalized for rehabilitation at Craig
Lockhart War Hospital. While recuperating at Craiglockhart,
Owen met an important colleague and friend—Siegfried Sassoon,
who, revealing his affinity for the psychoanalytic ideas of Freud,
suggested that Owen write poetry to help him heal. Tragically,
Owen returned to the front and was killed in action just prior to end
of the war. Much of Owen’s output is drawn on his experiences in
war. His graphic, realistic texts reflect the horrors of his experience.
His style features include a lyrical use of para-rhyme (imperfect
consonance). Perhaps the greatest musical setting of the poetry
of Wilfred Owen is Benjamin Britten’s War Requiem.
Red lips are not so red
As the stained stones kissed by the English dead.
Kindness of wooed and wooer
Seems shame to their love pure.
O Love, your eyes lose lure
When I behold eyes blinded in my stead!

Your slender attitude
Trembles not exquisite like limbs knife-skewed,
Rolling and rolling there
Where God seems not to care:
Till the fierce love they bear
Cramps them in death’s extreme decrepitude.
Your voice sings not so soft,—
Though even as wind murmuring through raftered loft,—
Your dear voice is not dear,
Gentle, and evening clear,
As theirs whom none now hear,
Now earth has stopped their piteous mouths that coughed.
Heart, you were never hot
Nor large, nor full like hearts made great with shot;
And though your hand be pale,
Paler are all which trail
Your cross through flame and hail:
Weep, you may weep, for you may touch them not.
Dr. Stephen Chatman, professor of composition at the University
of British Columbia in Vancouver since 1976, is the first Canadian
ever short-listed in the BBC Masterprize international competition
(2001, Tara’s Dream for orchestra). Chatman is recognized
internationally as a composer of choral, orchestral, and piano
music. His approximately sixty choral works, widely performed and
published by ECS (Boston), Boosey & Hawkes (New York), Jaymar
(London, Ontario), Waterloo (Waterloo, Ontario), and Gordon V.
Thompson (Toronto), have sold more than 250,000 printed copies.
Recorded works include two choral collections performed by
the Vancouver Chamber Choir, Due North (Centredisc) and Due
West (CBC Records), and instrumental recordings on C.R.I., CBC
Records, Skylark, and Frederick Harris Music Celebration Series.
His orchestral works, commissioned by the Vancouver, Toronto,
Edmonton, Windsor, and Madison symphonies and the CBC Radio
Orchestra, and published by ECS and Theodore Presser (Bryn
Mawr, Pennsylvania), have been performed and recorded by the
B.B.C. Symphony Orchestra, Berlin Radio Orchestra, Sydney, Seoul,
San Francisco, St. Louis, Detroit, Dallas, New World, Quebec,
Calgary, Winnipeg, and New Foundland symphonies.
Things to listen for:
• Strophic song in a folk-based idiom reminiscent of British
composers Ralph Vaughan Williams and Benjamin Britten.
• Significant usage of men’s voices and soprano saxophone
• Choral texture often pairing a folk-based melody with chordal
accompaniment, the final verse in unison
• Harmonic language incorporating modality, again in reference
to folk-based idioms

3. Madgirl’s Love Song—World Premiere Performance
Mid-century American poet and novelist, Sylvia Plath (1932-1963)
is best known for her confessional style of writing, her turbulent
relationship with her husband Ted Hughes, and her struggle with
depression leading up to her suicide in 1963. This poem was first
printed in the back-matter of The Bell Jar, her autobiographical
novel documenting the experiences of “Esther Greenwood” at a
high-profile fashion magazine, her mental breakdown, and suicide
attempt. The poem is in the form of a villanelle, wherein the final
lines of each stanza are repeated in alternation. After the final
stanza, both repeated lines are included one last time.
I shut my eyes and all the world drops dead;
I lift my lids and all is born again.
(I think I made you up inside my head.)
The stars go waltzing out in blue and red,
And arbitrary blackness gallops in:
I shut my eyes and all the world drops dead.
I dreamed that you bewitched me into bed
And sung me moon-struck, kissed me quite insane.
(I think I made you up inside my head.)
God topples from the sky, hell’s fires fade:
Exit seraphim and Satan’s men:
I shut my eyes and all the world drops dead.
I fancied you’d return the way you said,
But I grow old and I forget your name.
(I think I made you up inside my head.)
I should have loved a thunderbird instead;
At least when spring comes they roar back again.
I shut my eyes and all the world drops dead.
(I think I made you up inside my head.)
J. David Moore has had works performed and recorded all over
the world. He has degrees in composition and choral conducting
from Florida State University School of Music and the University of
Cincinnati College-Conservatory of Music. In the years following
his studies, David founded and directed two professional a
cappella ensembles, Cincinnati-based The Village Waytes and
St. Paul’s award-winning Dare To Breathe. He has won numerous
grants and awards through the American Composers Forum, the
McKnight Foundation, and the Jerome Foundation. An active
educator and clinician, David has coached vocal ensembles and
served as composer-in-residence at elementary, middle, and high
schools throughout the Midwest. He is a member of ASCAP and
the American Composers Forum and is devoted to bread baking,
yoga, his daughter Rosannah, and a good cup of tea.

• The use of canon
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Things to listen for:
• Musically represents Plath’s thinly veiled characterization of her
state of mind in The Bell Jar: “[I was] very still and very empty,
the way that the eye of a tornado must feel, moving dully along
in the middle of the surrounding hullabaloo.”
• Women’s voices and string quartet, in independent “choirs.”
• Slow sustained choral writing in contrast to fast swung eighths
and triplets for the strings.
• These independent choirs and styles come together only
momentarily, perhaps in an editorial depiction of mutually
influential spheres or for musical climax.
• Utilizes octatonic scales (a scale based on the regular alternation
of half and whole steps destabilizing the tonal center).
4. The Lamb & The Tiger
English poet, painter, and printmaker William Blake (1757-1827) was
once considered “mad” for his idiosyncratic, almost expressionistic
use of language and imagery. Current scholarship now suggests
that he utilized expressionistic tools as a rhetorical response to the
culture of rationality developed in the Enlightenment. Though he
often uses mystical spiritual iconography and metaphor, he was
generally hostile to the established church, reflecting a spirituality
more in line with the emerging culture of romanticism found in
Europe at the onset of the Napoleonic Wars.
I. Little Lamb, who made thee?
Dost thou know who made thee?
Gave thee life, and bid thee feed,
By the stream and o’er the mead;
Gave thee clothing of delight,
Softest clothing, woolly, bright;
Gave thee such a tender voice,
Making all the vales rejoice?
Little Lamb, who made thee?
Dost thou know who made thee?
Little Lamb, I’ll tell thee,
Little Lamb, I’ll tell thee.
He is called by thy name,
For He calls Himself a Lamb.
He is meek, and He is mild;
He became a little child.
I a child, and thou a lamb,
We are called by His name.
Little Lamb, God bless thee!
Little Lamb, God bless thee!
II. Tyger! Tyger! burning bright
In the forests of the night
What immortal hand or eye
Could frame thy fearful symmetry?
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In what distant deeps or skies
Burnt the fire of thine eyes?
On what wings dare he aspire?
What the hand dare seize the fire?
And what shoulder, and what art,
Could twist the sinews of thy heart?
And when thy heart began to beat,
What dread hand? and what dread feet?
What the hammer? what the chain?
In what furnace was thy brain?
What the anvil? what dread grasp
Dare its deadly terrors clasp?
When the stars threw down their spears,
And watered heaven with their tears,
Did he smile his work to see?
Did he who made the lamb make thee?
Tyger! Tyger! burning bright
In the forests of the night,
What immortal hand or eye
Dare frame thy fearful symmetry?
John Tavener first came to public attention in 1968 with the
premiere of his oratorio The Whale at the inaugural concert of
the London Sinfonietta. The Beatles subsequently recorded this
on their Apple label. Although Tavener’s avant-garde style of the
seventies contrasts with the contemplative beauty of his works
for which he is best known, the seeds of the language he would
later adopt were already in evidence. His early compositions,
notably Thérèse (1973) commissioned by the Royal Opera House
and A Gentle Spirit (1977) after the short story by Dostoyevsky,
showed that spirituality and mysticism were to be his primary
sources of inspiration. His conversion to the Orthodox Church in
1977 resulted from his growing conviction that Eastern traditions
retained a primordial essence that the West had lost. Works such
as The Lamb (1982) and the large-scale choral work Resurrection
(1989) date from this period. It was in 1989 that Tavener once
again came firmly into the limelight, when the Proms premiere
of The Protecting Veil introduced his music to a new audience.
The opera Mary of Egypt, premiered at the Aldeburgh Festival in
1992. The same year, a major documentary, Glimpses of Paradise
was broadcast on BBC2. His 50 th birthday year was marked in
1994 by the BBC’s Ikons Festival, as well as another major Proms
commission, The Apocalypse. In 1997 the performance of Song
for Athene at the close of Princess Diana’s funeral showed that
the profound effect of his music reached far beyond just the
concert-going public. (Excerpted with kind permission from
ChesterNovello)

Things to listen for:
• Flowing chant-inspired melodies anchoring the structure of
both pieces
• The modern treatment of these melodies include the use of
transposition, inversion, retrograde, retrograde inversion, and
augmentation
• The layering of musical ideas to create a think texture
• Tavener uses of a quotation of “The Lamb” in his setting of
“The Tiger”
• The generally low tessitura, sostenuto singing, and thickly
layered texture resulting in a dark, mystical sound sphere
5. Suite de Lorca	
Federico García Lorca (1898-1936) was a Spanish play-write and
poet, prolific during the first half of the twentieth century. He was
a contributing member of the “Generation of ’27,” an avant-garde
art and poetry collective that included contemporaries Fernando
Villalon and Salvador Dali. Lorca was particularly interested in
bridging populist folk-based genres and surrealism. Though a
successful writer and cultural figure, Lorca was tormented by an
inner anguish over the irreconcilable duality of his public and
private personas, in particular the necessary concealment of his
homosexuality. During the Spanish Civil War, he was murdered
by a group of General Franco’s nationalist partisans. It has been
suggested that his murder was motivated by homophobia rather
than politics.
I. Canción de jinete
Córdoba lejana y sola.
Jaca negra, luna grande,
y aceitunas en mi alforja.
Aunque sepa los caminos
yo nunca llegaré a Córdoba.
Por el llano, por el viento
jaca negra, luna roja.
La muerte me está mirando
desde las torres de Córdoba.
¡Ay, qué camino tan largo!
¡Ay, mi jaca valerosa!
¡Ay, qué la muerte me espera
antes de llegar a Córdoba!
Córdoba lejana y sola.

I. The Rider’s Song
Córdova distant and alone.
Black jennet, big moon,
and olives in my saddle bag.
Even though I know the roads
I will never reach Córdova.
Over the plain, through the wind
black jennet, red moon.
Death is looking at me
from the towers of Córdova.
Oh, what a long road!
Oh, my valiant jennet!
Oh, death awaits me
before I get to Córdova!
Córdova distant and alone.
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II. El Grito
La elipse de un grito
va de monte
a monte.
Desde los olivos
será un arco iris negro
sobre la noche azul.
¡Ay!
Como un arco de viola
el grito ha hecho vibrar
largas cuerdas de viento.
¡Ay!
(Las gentes de las cuevas asoman sus velones.)
¡Ay!

II. The Cry
The ellipse of a cry
goes from mountain
to mountain.
From the olive trees
it will be a black rainbow
over the blue night.
Oh!
Like the bow of a viola
the cry has made
long cords of the wind vibrate.
Oh!
(The people who live in the caves appear with their oil lamps.)
Oh!

III. La luna asoma
Cuando sale la luna
se pierden las campanas
y aparecen las sendas
impenetrables.
Cuando sale la luna
el mar cubre la tierra
y el corazón se siente
isla en el infinito.
Nadie come naranjas
bajo la luna llena.
Es preciso comer
fruta verde y helada.
Cuando sale la luna
de cien rostros iguales,
la moneda de plata
solloza en el bolsillo.

III. The Moon Appears
When the moon rises
the bells lose themselves
and the paths appear,
impenetrable.
When the moon rises
the sea covers the earth
and the heart feels itself to be
an island in the infinite.
No one eats oranges
beneath the full moon.
One must eat
ice-cold green fruit.
When the moon rises
from a hundred identical faces,
the silver coin
sobs in the pocket.

IV. Malagueña
La muerte
entra y sale
de la taberna.
Pasan caballos negros
y gente siniestra
por los hondos
de la guitarra.
Y hay un olor a sal
y a sangre de hembra
en los nardos febriles
de la marina.
La muerte
entra y sale
y sale y entra
de la taberna,
la muerte.

IV. Malagueña
Death
enters and exits
the tavern.
Black horses
and sinister people
pass through the depths
of the guitar.
And there is a smell of salt
and of female blood
in the febrile tuberoses
of the seaside.
Death
enters and exits
and it exits and enters
the tavern,
death.

Einojuhani Rautavaara was born in Helsinki in 1928 and
studied with Merikanto at the Helsinki Academy (1948-52), with
Persichetti at the Juilliard School in New York (1955-56), and with
Sessions and Copland at Tanglewood (1955). He first came to
international attention in 1955 when the neo-classical A Requiem
in Our Time for brass and percussion won the Thor Johnson
Composer’s Competition in Cincinnati. He studied serialism and
soon integrated twelve note techniques, without displacing his
essential Romanticism. For instance, Symphony No. 3 (1961) may
be the first totally serial Finnish work, yet it is also a tribute to
the symphonies of Bruckner, complete with Wagner tubas. In the
late 1960s, Rautavaara distanced himself from serialism and his
mystical character came to the fore in music of rich colour and
sweeping melodic profile, at once accessible and evocative. His
operas have often explored issues of creativity and madness,
such as Vincent (1986-87), Aleksis Kivi (1995-96) and Rasputin
(2001-03), and his symphonies and concerti have increasingly
been commissioned by orchestras outside his native Finland,
including most recently Symphony No. 8 ‘The Journey’ (1999)
for the Philadelphia Orchestra, Harp Concerto (1999-2000) for
the Minnesota Orchestra, and Clarinet Concerto (2001-02) for
Richard Stoltzman and the National Symphony in Washington.
Significant and widely performed choral works include Vigilia
(1971-72, rev.1996) and Die Erste Elegie. (Excerpted by kind
permission of Boosey & Hawkes)
Things to listen for:
• A cycle of four miniature movements
• Stylistically oriented toward rhythm, variously utilizing driving
ostinato patterns, speech-derived rhythmic declamation, and
asymmetrical meters
• Expressionistic harmonic and melodic language often based
on octatonic scales
• Often layers melody with various rhythmic patterns, resulting
in a thick, but edgy texture
• Occasional use of non-traditional vocal techniques (eg. the use of
glissando to represent a musical scream in movement two)
6. With a Glorious Eye
From the composer:
I became acquainted with John Clare’s work through writing
Heard in a Violent Ward, a song cycle based on his poems and
letters. Clare achieved early fame in 1820 through his Poems
Descriptive of Rural Life and Scenery, but spent his last thirty
years in an asylum, suffering from what we would now call acute
bi-polar disorder. Clare’s poem invites the listener to contemplate
the divine grandeur and the nature of inspiration through the
sun’s brilliance. With a Glorious Eye is dedicated to my friends
George and Frances Reid of Minneapolis. At Philip Brunelle’s
suggestion, it was premiered in Saint Paul, Minnesota by the
Westminster Cathedral Choir conducted by Martin Baker on its
American tour in 2006.

God looks on nature with a glorious eye
And blesses all creation with the sun
Its drapery of green and brown earth ocean lie
in morning as creation just begun
That saffron east fortells the rising sun
And who can look upon that majesty
Of light brightness and splendour nor feel won
With love of him whose bright all seeing eye
Feeds the days light with Immortality.
The music of David Evan Thomas has been praised for its
eloquence, power, and craft. Critics have noted Thomas’s loving
ties to tradition, made evident in clear forms, smart instrumental
writing, and skillful orchestration. Audiences have responded to
the music’s warmth, lyricism, and sense of play. Thomas’s teachers
have included composers Dominick Argento, Samuel Adler,
Robert Morris and Alan Stout, and trumpeter Vincent Cichowicz.
He received further training at the Aspen Festival and at the
Atlantic Center for the Arts (as an Associate of David Diamond).
A perpetual keyboard student, he has followed early instruction
from Jared Bogardus and Emily Vanderpoole with adult studies
under Irina Elkina and (currently) Stephanie Wendt. Thomas is the
recipient of a Citation from the American Academy of Arts and
Letters, a McKnight Foundation fellowship, the Möller-A.G.O.
Award in Choral Composition, and High Honors from Waging
Peace Through Singing. He has received commissions from the
Minnesota Orchestra, the Jerome Foundation, The Schubert
Club, the American Composers Forum, and the American Guild
of Organists. Three times in recent years he has been a resident
artist at Wyoming’s Ucross Foundation. From 2003-2005, Thomas
was a Faith Partners composer-in-residence with Westminster
Presbyterian Church (Minneapolis) and the Cathedral of Saint
Paul through the American Composers Forum. He has also served
in that capacity with Saint Paul Academy, The Rose Ensemble,
and from 1997-2005, The Schubert Club. David Evan Thomas is
a B.M.I. affiliate. He lives in Minneapolis.
7. Musicians Wrestle Everywhere & Heart,
Not So Heavy As Mine
Emily Dickinson was a prolific nineteenth century American
poet. Intensely private, only twelve of her 1800 poems were
published during her lifetime. Style features of her poetry include:
unconventional use of capitalization and punctuation, use of slant
rhyme, often untitled, generally short lined. Often regarded as
eccentric and reclusive, Emily’s personality has been the subject
of much debate. She has been posthumously diagnosed with
a variety of mental illnesses ranging from bi-polar disorder to
seasonal affective disorder. Significant musical settings of Emily’s
poetry include a song cycle by Aaron Copland and a choral setting
of “Let Down the Bars O Death” by Samuel Barber.
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I. Musicians wrestle everywhere—
All day—among the crowded air
I hear the silver strife—
And—waking—long before the morn—
Such transport breaks upon the town
I think it that “New Life”!
It is not Bird—it has no nest—
Nor “Band”—in brass and scarlet—drest—
Nor Tamborin—nor Man—
It is not Hymn from pulpit read—
The “Morning Stars” the Treble led
On Time’s first Afternoon!
Some—say—it is “the Spheres”—at play!
Some say that bright Majority
Of vanished Dames—and Men!
Some—think it service in the place
Where we—with late—celestial face—
Please God—shall Ascertain!
II. Heart, not so heavy as mine
Wending late home—
As it passed my window
Whistled itself a tune—
A careless snatch—a ballad—A ditty of the street—
Yet to my irritated Ear
An Anodyne so sweet—
It was as if a Bobolink
Sauntering this way
Carolled, and paused, and carolled—
Then bubbled slow away!
It was as if a chirping brook
Upon a dusty way—
Set bleeding feet to minuets
Without the knowing why!
Tomorrow, night will come again—
Perhaps, weary and sore—
Ah Bugle! By my window
I pray you pass once more.
Elliott Carter is “one of America’s most distinguished creative
artists in any field” (Aaron Copland). His intricate, mercurial
work often mirrors human interactions and relationships. Recent
years have seen an outpouring of major orchestral scores, along
with numerous chamber works. His late style has been marked
by transparency and clarity of texture, with a new directness of
formal design. Carter’s music has been championed by leading
conductors including Boulez, Barenboim, Knussen, Dohnányi,
Levine, Gielen, and Holliger. His many awards include official
recognition from the governments of France, Germany, Italy, and
the U.S. (Excerpted by kind permission of Boosey & Hawkes)
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Things to listen for:
• Madrigalism, or the musical depiction of textual imagery
• Very apparent in “Heart not so heavy” because text is “painted”
melodically and rhythmically
• In “Musicians wrestle everywhere” Carter paints the text
through textural devices
• Use of traditionally-derived imitative forms such as fugato and
stretto, motivic development
• Generally unrelieved counterpoint and thickly voiced
homophony
• Complex rhythm in fugal materials- often implying rebarring
at micro-pulse level
• Highly notated articulative ideas, in high contrast with varying
text
8. A Late Night Lullaby—World Premiere Performance
From the composer/librettist:
This piece brings together a collage of emotions and memories
connected with a devastatingly painful night I experienced about
a year ago. As I began to work on the piece, I really wanted to
express something positive and hopeful and without pain, but
when I honestly looked back, I found that there were many feelings
there that demanded inclusion—pain, certainly. Also fear, anger,
confusion, impatience, disbelief, ineptitude—and hope, as well.
I knew that in order to accurately reflect my experience I had to
revisit all of those parts of it. Instead of my customary style of
setting a poet’s text, I found I needed to supply my own words
to tell this most personal of stories. My hope is that others who
have suffered and are suffering as a result of similar experiences
will hear my voice as authentic and will be supported by the work
that I have done.
From the conductor:
Midge and I embarked on this project together as a musical
means of working through the relationship of mental health
and creativity. As she alluded in her statement above, Midge
chose to draw on an experience from her own life as the basis
of her poetic text. In many ways this has been a creative healing
process for her- and for me as well. Ironically, for both of us, the
process of healing continues to be complicated and often just
as painful as the initial wound. Over coffee we would raise the
same persistent question to each other: how can we honestly and
realistically represent an experience that is still so emotionally raw
and private, while cultivating hope? As many of the composers
and poets represented in this program could similarly testify,
Midge has taken a risk in sharing an autobiographical experience
in a public forum more accustomed to degrees of fiction. As
musicians we embrace this risk as part of our job and it is often
what we love most about it, earnestly pursuing both emotional
realism and hopefulness for change.

The hope is found in the gesture of standing together and
sharing an experience whether it is a common one or not; in the
gesture of talking about the issue with a critical eye; and in the
gesture of empathizing and supporting our fellow human beings
in the struggle for health. Instead of Midge sharing her singular
experience with you tonight, instead of even the statistical one
in four of us standing in solidarity with her, all of us—musician,
composer, conductor, and audience—stand together, exploring
and experiencing this most human of issues. It is a hard issue, an
ugly one even- but we stand together nevertheless. It is in this
togetherness that we find hope—a hope that our struggle will
yield peace, that through pain we may discover beauty, and that
mental wellness is not out of reach.
If you would sleep, then sleep.
In quiet dark and dreamless be,
the perfect ending of a day.
If you would sleep, then sleep.
I won’t intrude upon your rest
or wish for you more sunlit hours
than you’re asking for yourself.
What’s the matter with you?
I’ll be all right.
Can you get up?
Can you wake up?
I don’t understand.
I can’t get him up.
He won’t wake up!
What? What is the matter with him?
What is wrong with him?
He won’t wake up!
I don’t understand what’s going on!
What’s the matter with you?
What’s the matter?
What have you done to yourself?
How can we help you?
Please don’t leave us.
If you would sleep, then sleep.
In quiet dark and dreamless be,
the perfect ending of a day.
If you would sleep, then sleep,
But, as you sleep, imagine
the promise of the morning.
The promise of the morning,
imagine, as you sleep.
Midge McCloy enjoys the intimacy of music performed by small
ensembles and loves composing for singers and chamber groups.
She received her training from the University of Minnesota and
has had a long and active career as a piano instructor and music
therapist in addition to her work as a composer. For the past

several years she has studied with Minneapolis-based composers
Laura Caviani, Libby Larsen, and Carol Barnett. Her works have
been performed extensively around the Upper Midwest. Why
Still Dance, a song cycle using the story-poems of poet Phebe
Hanson and written for mezzo-soprano Janis Hardy, was recorded
earlier this year. That work was also chosen for performance at
Sound Check in 2006, a concert series co-sponsored by American
Composers Forum and The Southern Theater of Minneapolis.
9. To God; In Memoriam M. B.
The poetry of seventeenth-century English poet and priest
Robert Herrick often explores the theme of the impermanence
of life through an exhortation to live it fully. He envisioned the
world filled with beauty and love and often explored the natural
world in verse. A contemporary to the metaphysical poet John
Donne, Herrick’s style is significantly simpler. This particular poem
explores spiritual transformation with imagery described in the
book of Revelation in the bible, utilizing binary images comparing
life on earth to life in heaven (the crown of thorns vs. golden
coronet, night vs. day, sackcloth vs. stole of white). Herrick himself
is not thought to have suffered from mental illness, although his
father committed suicide when he was a child. Herrick’s poem
most often set to music is What sweeter music.
Do with me, God! As Thou didst deal with John,
(Who writ that heavenly Revelation)
Let me (like him) first cracks of thunder heare;
Then let the Harps inchantment strike mine eare;
Here give me thornes; there, in thy Kingdome, set
Upon my head the golden coronet;
There give me day; but here my dreadfull night:
My sackcloth here; but there my Stole of white.
Dominick Argento is considered to be America’s leading composer
of lyric opera. He has written thirteen operas, including Postcard
from Morocco and Miss Havisham’s Fire. Significant choral works
include Walden Pond, The Masque of Angels Suite, and Jonah and
the Whale. Argento’s works display a natural dramatic impulse.
In a predominantly tonal context, his music freely combines
tonality, atonality, and 12-tone writing. Argento won the Pulitzer
Prize in 1975 for his song cycle From the Diary of Virginia Woolf.
(Excerpted by kind permission of Boosey & Hawkes)
Things to listen for:
• Homophonic tex ture, occ asionally melody with
accompaniment
• Discreetly serial, with madrigalistic use of dissonance
• Use of mixed meter
• Incorporation of distant trumpet- low tessitura and vaguely
reminiscent of a fanfare or taps (exceedingly tonal- only a gmajor arpeggio)
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10. The Ecstasies Above
Edgar Allan Poe was an American poet and short-story writer of
the early Romantic Movement. His writing is characterized by dark,
macabre, Gothic themes in sharp contrast to the contemporary
writings of transcendentalists Henry David Thoreau and Ralph
Waldo Emerson. Poe frequently explored themes associated
with orientalism and the supernatural in his texts as well. In this
particular example note his usage of the Koranic archangel Israfel
and references to astrological phenomena. Like most of the poets
represented this evening, Poe had a complicated life. When he
was twenty he married his thirteen-year-old cousin who would
eventually die of tuberculosis. Her death exacerbated his already
conflicted relationship with alcohol. It is suggested that his erratic
behavior and possible self-medication with alcohol and drugs
may be symptoms of what we now know to be bipolar disorder.
His death remains mysterious and has been variously attributed
to syphilis, tuberculosis, suicide, drugs, and alcoholism.
In Heaven a spirit doth dwell
“Whose heart-strings are a lute”;
None sing so wildly well
As the angel Israfel,
And the giddy stars (so legends tell),
Ceasing their hymns, attend the spell
Of his voice, all mute.
Tottering above
In her highest noon,
The enamored moon
Blushes with love,
While, to listen, the red Levin
(With the rapid Pleiads, even,
Which were seven,)
Pauses in Heaven.
And they say (the starry choir
And the other listening things)
That Israfeli’s fire
Is owing to that lyre
By which he sits and singsThe trembling living wire
Of those unusual strings.
But the skies that angel trod,
Where deep thoughts are a duty—
Where Love’s a grown-up God—
Where the Houri glances are
Imbued with all the beauty
Which we worship in a star.
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[There fore thou art not wrong,
Israfeli, who despisest
An unimpassioned song;
To thee the laurels belong,
Best bard, because the wisest!
Merrily live, and long!] *
The ecstasies above
With thy burning measures suitThy grief, thy joy, thy hate, thy love,
With the fervor of thy luteWell may the stars be mute!
Yes, Heaven is thine; but this
Is a world of sweets and sours;
Our flowers are merely- flowers,
And the shadow of thy perfect bliss
Is the sunshine of ours.
If I could dwell
Where Israfel
Hath dwelt, and he where I,
He might not sing so wildly well
A mortal melody,
While a bolder note than this might swell
From my lyre within the sky.
* stanza omitted
Born in London in 1978, two-time British Composer Award
winner Tarik O’Regan was educated at Oxford University and
completed his postgraduate studies at Cambridge, where he was
subsequently appointed Composer in Residence at Corpus Christi
College. Described as ‘beautifully-imagined’ (Financial Times,
London), his compositions have been performed internationally by,
among others, the BBC Symphony Orchestra, London Sinfonietta,
BBC Singers and Los Angeles Master Chorale. O’Regan divides
his time between Trinity College, Cambridge, where he is Fellow
Commoner in the Creative Arts, and New York City, where he
has held the Fulbright Chester Schirmer Fellowship in Music
Composition at Columbia University and a Radcliffe Institute
Fellowship at Harvard. He is currently working on an operatic
version of Joseph Conrad’s Heart of Darkness, in collaboration
with the artist Tom Phillips, which is in development with American
Opera Projects in New York and OperaGenesis at the Royal Opera
House, London. His 2006 debut disc, VOICES, was released to
critical acclaim, heralding O’Regan as ‘one of the most original
and eloquent of young composers’ (Observer, London), ‘breathing
new life into the idiom’ (Telegraph, London). His first CD on
the Harmonia Mundi label, Scattered Rhymes, recorded by the
Orlando Consort and the Estonian Philharmonic Chamber Choir,
directed by Paul Hillier, will be released in 2008. His music has
been released on the Sony Classical, Avie, Collegium & Metier
labels; it is published exclusively by Novello & Company Ltd.

Things to listen for:
• Double solo quartet, SATB chorus, and string quartet

The Alchemy Ensemble

• Symmetrical structure (five-part rondo form), pivoting
chiastically around stanza seven of the poem (Intro A
B C B A Coda)

Emilie Sweet, conductor
Gloria Kim, rehearsal pianist

• General style features: extensive use of imitation, canon,
motivic development (especially the “Israfel” motive),
call and response dialogue between solo sopranos,
exotically embellished melodies, an interior chorale-like
section (setting stanza seven of the poem as the heart
of the mirrored form)
• Deft musical treatment of the strings: minimalistinspired driving rhythmic motive contrasting exotically
embellished melodies, significant use of string harmonics
resulting in a “supernatural” soundscape

SOPRANO
Kristi Bergland (Minnesota)
Linh Kauffman (Minnesota)
Gitanjali Mathur (Texas)
Sally Messner (Minnesota)
Jennifer Rissman (Minnesota)

TENOR
Michael Boswell (Indiana)
Tim Campbell (Minnesota)
Donald Meineke
(Massachusetts)
Brock Metzger (Minnesota)
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Abbie Betinis (Minnesota)
John Bradford Bohl
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Binna Han (Minnesota)
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BASS
Andrew Crow (Minnesota)
David Farwig (Colorado)
Matthew Hoch (Georgia)
Patrick McDonough
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Paul Tipton (Massachusetts)

The University of Minnesota
Chamber Singers
Emilie Sweet, conductor
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PERFORMER BIOGRAPHIES
Emilie Sweet
Founder and Artistic Director of The Alchemy
Project, conductor Emilie Sweet is a graduate
student in conducting at the University of
Minnesota. She has a master’s degree in choral
conducting from the University of Arizona
and a bachelor’s degree in voice from Indiana University. At the
University of Minnesota, Sweet conducts the Women’s Chorus.
She is also Senior Choir Director at Richfield Evangelical Lutheran
Church. Active as a freelance choral artist, Sweet has performed
with many of the finest choral ensembles around the country,
including the 2006 Grammy-nominated Tiffany Consort and Holy
Trinity Bach Choir (New York City), the Santa Fe Desert Chorale
(Santa Fe), VocalEssence (Minneapolis), Conspirare (Austin), and
Cantique Early Music Ensemble (Tucson).
Kristi Bergland
Kristi Bergland, soprano, is a freelance singer
and voice teacher in the Twin Cities. She
studied music and math at St. Olaf College
and then spent a year at the University of
Trondheim, Norway as a Fulbright Scholar
studying Norwegian music with Ola Kai Ledang and Norunn
Illevold Giske before continuing on to pursue master’s and
doctoral studies in vocal performance at the University of
Minnesota. Bergland maintains an active performing schedule
as recitalist and oratorio soloist and with various ensembles. She
is a founding member of Nordic Voice—a Minneapolis-based
ensemble dedicated to promoting Scandinavian art song; a
section leader with the Minnesota Chorale; and a soloist and
section leader in the Cathedral Choir at St. Mark’s Episcopal
Cathedral in Minneapolis.
Abbie Betinis
Abbie Betinis, alto, has sung with the Dale
Warland Singers, Ensemble of the North,
The Singers—Minnesota Choral Artists, and
VocalEssence. At St. Olaf College, she sang
in the St. Olaf Choir, founded a women’s
a cappella group, and soloed with the jazz ensembles. A composer
by day (but mostly night), she has fulfilled nearly 40 commissions
for new music, and recently earned her M.A. in music composition
from the University of Minnesota. She has been composerin-residence at The Schubert Club in Saint Paul since 2005.
(www.abbiebetinis.com)
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John Bradford Bohl
John Bradford Bohl, countertenor, is currently
the Assistant Music Director at St. Paul’s Parish,
K Street, Washington, DC, where he plays for
all services, is accompanist for three choirs,
and assists in the vocal training of the Girl &
Boys choristers. Bohl is also adjunct faculty at Episcopal High
School in Alexandria, VA, where he plays for all chapel services,
is accompanist of the choir, and maintains a studio of organ and
voice students. A native of Flint, Michigan, Bohl began studying
piano at age six, organ at age ten, and held his first position as
organist at the age of twelve. A graduate of Indiana University,
Bohl studied organ with Dr. Marilyn Keiser and voice with tenor
Paul Elliott in the Early Music Institute. He previously held the
position of Assistant Organist and Choirmaster at Old Saint
Paul’s Church in Baltimore, MD, (2005-2007) where he assisted
in the training of the boy and girl choristers, the Choir of Men &
Women, and the Vespers’ Schola. Bohl is also active as a vocalist
in the Washington, DC area and abroad. He currently sings with
the Washington Bach Consort, the Countertop Quartet, Chantry,
and the Choirs of the Washington National Cathedral. Mr. Bohl
has also sung with the Holy Trinity Bach Choir (NYC), Pro Arte
Singers (Bloomington, IN), and the Festival Ensemble Stuttgart
(Stuttgart, Germany), conducted by Bach scholar Helmuth Rilling.
Bohl has been soloist with numerous ensembles in the United
States, including singing Bernstein’s Missa Brevis and Chichester
Psalms with the Indianapolis Symphonic Choir, Bach cantatas
with the Washington Bach Consort, Bach’s B-minor Mass with
the Trinity Choir in Worcester, MA, and most recently Handel’s
Messiah as part of the Abendmusik series at Plymouth UCC in
Lincoln, NE.
Michael B. Boswell
Michael B. Boswell, tenor, is currently on the
faculty of Saint Mary-of-the-Woods College in
Indiana, where he teaches voice, diction, and
music history. He holds a bachelor’s degree
in vocal performance from East Carolina
University and a master’s in voice performance from Indiana State
University. He is active as a soloist and chorister, having performed
throughout much of the United States. Recent appearances
include Bach’s St. Matthew Passion in Carnegie Hall under the
direction of Helmuth Rilling and performing as chorister and alto
soloist in Haydn’s Creation with Santa Fe Pro Musica. He appears
frequently with the Santa Fe Desert Chorale, a professional choral
ensemble whose recordings have been featured on National Public
Radio. He has also performed several operatic roles including
Christopher Columbus in Christopher Columbus, Alfredo in Die
Fledermaus, Ralph Rackstraw in HMS Pinafore, and Nanki-Poo
in The Mikado. Michael has worked with such noted musicians
and teachers as William Warfield, Fiora Contino, Clifton Ware,
and the Grammy Award winning choral ensemble Chanticleer.

Finally, Michael also enjoys conducting and leads the Chancel
Choir at Seelyville United Methodist Church.
Tim Campbell
Tim Campbell is currently pursuing a Master
of Music degree in choral conducting at the
University of Minnesota. Campbell received
his Bachelor of Science degree in vocal music
education from Bemidji State University
where for two years he served as tenor section leader of the
Bemidji Choir. After finishing his studies at Bemidji, Campbell
spent five years in Houston, Texas where he was active as a
conductor, voice instructor and professional singer. He taught
private voice in several Houston-area high schools, was a K-12
music instructor at Spring Cypress Presbyterian School, and
was employed at St. Luke’s United Methodist Church. While at
St. Luke’s Campbell conducted the Early Music Ensemble and
Psalmody, taught private voice and served as a soloist for large
works and various services. As a singer, Campbell has performed
with the professional ensembles Cantare, the Houston Chamber
Choir, the Singers, VocalEssence and Conspirare, with whom he
was a member on the 2006 Grammy-nominated CD Requiem.
Most recently, Campbell has toured Spain as a member of the
Rose Ensemble where they took 1st prize in the sacred music
category of the prestigious international choral competition in
Tolosa, Spain.
Cantiamo String Quartet
Comprised of four animated musicians from
the Minneapolis, MN area, the Cantiamo
String Quartet has been playing together
since 2003. The quartet was formed at the
University of Minnesota School of Music,
where the Cantiamos studied extensively with Thomas Rosenberg,
formerly of the Chester String Quartet and the Artaria String
Quartet of Boston. The quartet has also been privileged to work
with the renowned pianist Lydia Artymiw and has performed in
masterclasses for many distinguished artists, including the 1998
Naumburg Chamber Music Award-winning Pacifica Quartet, the
Borromeo String Quartet, and Paul Katz of the Cleveland String
Quartet.
Andrew Crow
Conductor Andrew Crow is a graduate of
Temple University, where he earned the degree
Master of Music in choral conducting in studies
with Alan Harler. As an undergraduate at The
Ohio State University, he toured widely with the
renowned Men’s Glee Club under the direction of James Gallagher
and performed with Robert Shaw. Crow is also an experienced
singer, orchestral conductor, piano technician, and dedicated
church musician, currently Director of the Trinity Choir at Christ the
King Lutheran Church in Bloomington and Choral Coach for Lake
Nokomis Presbyterian Church in Minneapolis. He entered doctoral
studies at the University of Minnesota in 2006 following a faculty
appointment at Rutgers University in Camden, New Jersey. In the

summer of 2007, Crow was associate director of the U of M’s first
Summer Choir. This academic year, he will continue to work with
the University Men’s Chorus – a favorite instrument – and assist
with the Campus Orchestra. Andrew resides in South Minneapolis
with his wife and three children.
David Farwig
David Farwig, baritone, is a free-lance concert
artist, voice teacher, choral conductor and
clinician. He has been a featured soloist
and chorister with professional orchestras
and choirs throughout the US including the
Orchestra of St. Luke at Carnegie Hall with Robert Shaw, Charles
Dutoit and Peter Schreier, Conspirare with Craig Hella Johnson,
The Santa Fe Desert Chorale, Santa Fe Pro Musica, the Santa
Fe Symphony, Columbia Consort, and The Carmel Bach Festival
where he was awarded the “Virginia Best Adams Fellowship” for
aspiring baroque soloists in 2003. In 2004 he was the recipient
of the “New Young Artist” program at the Victoria Bach Festival
in Victoria, Texas. David holds undergraduate degrees in voice
and music education, and a master’s degree in choral conducting
from the Lamont Conservatory at the University of Denver in
Colorado. He can be heard on Conspirare’s latest commercial
recording, the Grammy-nominated, Requiem- we are but lightly
here singing the baritone solos in Herbert Howells’ “Requiem”.
David lives in Denver, Colorado where he maintains a private
coaching studio and is the staff soloist at St. Mary’s Catholic
Church. (www.davidfarwig.com)
Binna Han
Mezzo Soprano Binna Han, a native of South
Korea, is currently pursuing her Doctor of
Musical Arts degree at the University of
Minnesota-Twin cities. She is a Berneking
fellowship recipient and studies with Larry
Weller. In Fall 2007, she performed the role of Principessa in Suor
Angelica at the University of Minnesota Opera Theatre and in
April 2008 she will perform the role of Ottavia in L’incoronazione
di Poppea. She received her Master of Music degree from Boston
Conservatory and performed numerous concerts, opera scenes
and oratorio series in Boston. Binna’s concert work includes
performances with the national and regional orchestras in Italy,
Austria, Hungary, East America, and throughout South Korea.
Matthew Hoch
Matthew Hoch holds a BM degree, summa cum
laude, from Ithaca College with a triple major in
vocal performance, music education, and music
theory, an MM degree from the Hartt School
with a double major in vocal performance
and music history, and a DMA degree from the New England
Conservatory in vocal performance and literature. He is currently
Assistant Professor of Music at Shorter College, where he teaches
applied voice and directs the Shorter Chorus. Former positions
include Assistant Professor of Music at the University of WisconsinBarron Country and part-time positions at Northeastern University,
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Central Connecticut State University, the Hartt School, and the
New England Conservatory. This summer, Matt will be singing his
fourth season with the Oregon Bach Festival Chorus, where he
sings under Helmuth Rilling and Kathy Romey. He lives in Rome,
Georgia with his wife, Theresa, and infant daughter, Hannah.
Linh Kauffman
Connec ticut native Linh Kauf fman has
performed throughout the United States in
oratorio, opera, and musical theater. She
recently made her Minnesota Orchestra
debut in Arvo Pärt’s Como cierva sedienta
under the baton of maestro Osmo Vänskä and has been chosen
as a young artist in a professional workshop of Handel choral
works with Baroque specialist Ton Koopman at Carnegie Hall.
An active oratorio soloist, Ms. Kauffman recently sang the St.
Matthew Passion for the University of Minnesota Bach Festival
under the baton of Kathy Saltzman Romey; Roman motets with
Consortium Carissimi; Bach’s Magnificat, Haydn’s Nelson Mass and
Buxtehude’s Membra Jesu nostri with the Bach Chamber Players
of St. Paul; Bach’s Christmas and Ascension Oratorios with Bach
Society of Minnesota; and Judas Maccabaeus, Carmina Burana,
and Vivaldi’s Gloria with San Francisco City Chorus. Recent stage
appearances include The Governess (Turn of the Screw) with the
University of Minnesota Opera Theatre, the title role in Handel’s
Acis and Galatea with Berkeley Opera and Maria in West Side Story
at Sierra Repertory Theatre. Ms. Kauffman holds degrees from
Carnegie Mellon University and the University of Maryland, and
is a doctoral candidate and Berneking Scholar at the University
of Minnesota. As the winner of the 2007 Voices of Vienna Vocal
Prize Competition, she recently studied with Edda Moser at the
Mozarteum in Salzburg.
Patrick McDonough
Patrick McDonough completed his
undergraduate work in Music Performance
at the University of Wisconsin-Superior, then
subsequently undertook graduate studies
in Choral Conducting at the University of
Minnesota-Twin Cities. Patrick has held positions as Director
of Music and Organist/Choirmaster for many churches and is
currently Acting Choir Director at St. Paul’s on the Hill Episcopal
Church. Patrick is Founder/Artistic Director of Ensemble of the
North and has performed with many fine choral ensembles,
including the Rose Ensemble, the Dale Warland Singers and the
Minnesota Chorale.
Gitanjali Mathur
Soprano Git anjali Mathur was born in
India, and immigrated to the United States
at the age of 8. She finished her Bachelor,
Master, and Performer Diploma degrees
in Voice Performance at Indiana University,
Bloomington. Most recently, Gitanjali has sung solos for “The
Messiah”, the “Lord Nelson Mass”, Mozart’s “Requiem”, “Exultate,
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Jubilate”, “Waisenhausmesse”, Bach’s “Christmas Oratorio”, and
Despina in Cosi fan tutte by Mozart in Rome, Italy. She has sung
in numerous festivals and organizations as a soloist and chorister
including the Austin Chamber Music Festival, La Follia Baroque,
Viola By Choice, Canzonetta, Oregon Bach Festival with Mr.
Helmuth Rilling, The Victoria Bach Festival and the Grammynominated group Conspirare with Craig Hella Johnson, and The
Texas Early Music Project. Ms. Mathur had the pleasure of making
her Carnegie Hall debut with Helmuth Rilling in J.S. Bach’s “St.
Matthew Passion”. She was also thrilled to perform in a solo recital
in May with the Belgium based “Flanders Recorder Quartet”.
She recently performed the soprano solos for Bach’s “B-minor
Mass” in Esslingen, Germany, and is excited to perform in the
World Music choral Symposium in Copenhagen with Conspirare.
Gitanjali teaches private voice lessons at home, McNeil High
School, and West Ridge Middle School.
Sally Messner
Sally Messner has sung with the Oregon Bach
Festival chorus and the Festival Ensemble
Stuttgart under Helmuth Rilling, VocalEssence
under Philip Brunelle, and the Minnesota
Chorale. She has appeared as a soloist in
Vaughan Williams’s Benedicite and Mozart’s Requiem with the
Metropolitan Symphony Orchestra, Paulus’s When Church Bells
Are Ringing! with the Minnesota Orchestra under Osmo Vanska,
and Bach’s Cantata 51 with Minneapolis’s Basilica Brass. Other
solo performances include Bach’s Cantata 61 and Cantata 74,
Mozart’s Exsultate, jubilate, Handel’s Messiah and Arcadian duets,
and recitals in Minnesota, Indiana, New York, and Georgia. Sally
earned a Bachelor of Music in voice performance from Valparaiso
University, Indiana, and has studied with Susan Druck, Harriet
McCleary, and Christopher Cock. Sally earned a Master of Sacred
Music from Luther Seminary, Saint Paul, Minnesota.
Donald R. Meineke
Donald R. Meineke serves as Director of Music
and Organist at Trinity Church in Worcester,
Massachusetts were he conducts the choirs
of Trinity Church and is Artistic Director for
Vox Triniti, Worcester’s professional early
music ensemble. A graduate of Indiana University, Donald
studied organ with Larry Smith and Marilyn Kaiser, as well
as voice with Larry Brownlee and harpsichord with Elizabeth
Wright. Donald has given recitals and performed extensively
throughout the United States, Canada and Europe performing
with such conductors as Paul Hillier, Helmuth Rilling and Järn
Andresen. He as sung with the Festival Choir and Orchestra
Stuttgart, the Pro Arte Singers, Arcadia Players, Mon Choeur,
Dresden Kammerchor, Toronto Chamber Choir and the Holy
Trinity Bach Choir (NYC). He has served as chorus master for
Helmuth Rilling preparing Mozart’s Mass in C minor in multiple
cities throughout Venezuela and as guest conductor for Bach
Vespers in New York City.

Brock Metzger
An active soloist throughout the Twin Cities
area, tenor Brock Metzger is a 2003 graduate
of St. Olaf College and is currently a member
of the VocalEssence Ensemble Singers, as well
as the tenor soloist at St. Phillip the Deacon
Lutheran Church in Plymouth, MN. When the Ensemble Singers
of VocalEssence presented the world premiere of Francis Grier’s
“The Passion of Jesus of Nazareth” in March 2006, Metzger was
hailed by the Minneapolis Star Tribune as “particularly effective
... as the anguished soldier with the crown of thorns.” Metzger is
also a former member of Ensemble of the North. As a student,
Metzger sang with the internationally renowned St. Olaf Choir,
and he earned a Bachelor of Arts in Music and a concentration
in Management Studies.
Jaime Nelson
Jaime Nelson is a local singer (mezzo-soprano)
from St. Paul, MN. She has sung with groups
such as VocalEssence Ensemble Singers and
Ensemble of the North. While attending St.
Olaf College in Northfield, MN, she studied
voice with Janis Hardy and sang with Cantorei and The St. Olaf
Choir. Jaime also enjoyed singing with the St. Olaf Jazz Bands
for swing dances. Her solo work includes Handle’s Messiah with
the Great River Chorale of St. Cloud, MN, and also Mozart’s
Requiem with members of the SPCO. Jaime spends her days as
a Travel Coordinator at the Ameriprise Financial headquarters
in Minneapolis.

Toulouse, and was selected for the 2004 Bonfils-Stanton Young
Artist Program at Central City Opera. Mr. Tipton studied at the
University of Michigan on full fellowship with Luretta Bybee
and Greer Grimsley. There he performed the title role in Don
Giovanni under Martin Katz, and soloed under Leonard Slatkin
on the Naxos recording of William Bolcom’s Songs of Innocence
& of Experience. He also trained closely with composer Ricky Ian
Gordon, joining him in concert in Ann Arbor and Florence, Italy.
Engagements in 2007-2008 include Händel choral works with Ton
Koopman at Carnegie Hall, the role of Jesus in Bach’s St. John
Passion with New Trinity Baroque in Atlanta, Schubert Masses
with the New World Symphony under Michael Tilson Thomas,
studio recordings with Conspirare in Austin, TX, and recitals in
Philadelphia and Boston.
University of Minnesota Chamber Singers
University of Minnesota Chamber Singers is a mixed chorus of 32
singers that performs music ranging from intimate unaccompanied
pieces to works with instrumental accompaniment. In the annual
University of Minnesota Bach Festival, the Chamber Singers
perform major works by Bach. These concerts are broadcast on
Minnesota Public Radio. Chamber Singers have presented several
world premiere performances and in 1996 gave the American
premiere of Scottish composer James MacMillan’s Seven Last
Words from the Cross.

Jennifer Rissman
Soprano Jennifer Rissman graduated from
Drake University in Des Moines with a degree
in vocal performance where she studied with
Leanne Freeman-Miller and sang with the
Drake University Choir under the direction
of Dr. Aimee Beckmann-Collier. Jennifer has sung with The Dale
Warland Singers and Ensemble of the North, and she currently
sings with VocalEssence and the new performing group Deviated
Septet. In the Twin Cities she has performed in The Schubert Club’s
Courtroom Concert series and during the holiday season she
can be heard on Minnesota Public Radio with the MPR Carolers.
Jennifer is a frequent soloist at several area churches, and she
studies voice with Teresa Tierney.
Paul Max Tipton
Paul Max Tipton, lyric baritone, sings with
acclaimed ensembles in Austin, Miami, Detroit
and Atlanta. He sang the role of Judas in
Bach’s St. Matthew Passion under Helmuth
Rilling at Carnegie Hall in 2007, and later
made his Boston debut in the same work as bass soloist with
the Back Bay Chorale, conducted by Scott Jarrett. He has sung
Schaunard with the New York Opera Society while on tour in
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How can you get involved?
What You Can Do to Help

Internet Resources

Raise awareness for the issue—silence is not an option.

Suicide Awareness Voices of Education
Information, Resources, Suggested Reading, and Contact
Information
www.save.org

Raise funds for SAVE—money allows them to continue their
important work.
Talk about the issue—critical conversation permeates the
boundary between art and life. Stigma and shame are difficult
to overcome, but must be!
Remember and Honor the victims and survivors of Mental
Illness and Suicide—the disease cuts indiscriminately through
society.
Acknowledge the vast web of issues in dialogue with both,
including class, gender, race, geography, culture, education,
faith, etc. To talk about Mental Health is to talk about all of
these issues.
Read the poems and about the poets—each of their stories
is endlessly fascinating and can give you some insight into
the music.
Be creative in another way—draw, paint, sculpt, act, dance,
mime, cook… you get the idea.
Volunteer with The Alchemy Project—we need lots of help
and would greatly appreciate your time. Contact Laura Krider
for more information: laura@alchemyproject.org
Talk up the programs—we need an audience!

the
alchemy
project

Mental Health Association of Minnesota
Events, Referrals, Resources, and Information
www.mentalhealthmn.org

Boynton Health Services, University of Minnesota
Clinic information, Student groups, Programs and classes,
and Contact Information
www.bhs.umn.edu

Signs of Depression Check List
from Mental Health America
www.mentalhealthamerica.net/download.cfm?DownloadFile
=75F96CCF-1372-4D20-C8AB923A963199D2

National Institute of Mental Health
Outreach, News, and Research
www.nimh.nih.gov

The Alchemy Project is
a Minnesota non-profit
organization that promotes
community engagement
through high quality,
interdisciplinary arts
programming.
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Above: “Apathy and Ambition” by Rachel Orman
Part of Intermedia Arts’ “Mind Fields” Exhibit
Photo courtesy of Theresa Sweetland

the
alchemy
project

3409 26th Avenue South
Minneapolis, Minnesota 55407
612/865-3239
info@alchemyproject.org
Visit our website at
alchemyproject.org

32

