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M a u r i c e  D u r u f l é :
A Man Out of  Step with His Times

DURUFLÉ continued on page 7

Although he was born in 1902 and 
died in 1986, Maurice Duruflé is 
not a typical 20th-century musi-

cian.  Compared with other great compos-
ers of his day — Bernstein, Stravinsky, 
Shostakovich, Britten — he seems 
strangely out of touch with his times, 
both in his music and his personality.  
Duruflé has been described by students, 
colleagues, and biographers as a reclusive 
and private person who seemed unusually 
unsure and timid given his fame.  He lived 
in Paris during one its most chaotic and 
creative periods, and yet he had no inter-
est in sharing in the salons of the literary 
and musical elite.  Eschewing change, he 
was a conservative in a radical world.  In 
1969, for example, on hearing a jazz mass 
in one of its chapels at Saint Étienne, he 
expressed his outrage in a loud voice over 
what he considered to be a scandalous 
travesty!

Within the very tight personal and 
musical orbit in which he worked, Duru-
flé was a phenomenon.  He composed a 
surprisingly small amount of music, work-
ing slowly and diligently with a focus on 
detail that required years of revision before 
a piece entered the public repertoire.  He 
was recognized as the greatest organist of 
his day because he was a brilliant virtuoso 
player and because of his articles about 
and contributions to organ design.  He 
was an outstanding teacher at the Paris 
Conservatory, with an unparalleled un-
derstanding of harmony and Gregorian 
chant, an ancient form that he helped 
restore to popularity.  And of course 
his Requiem and a few organ works are 
unquestionable masterpieces, brilliantly 
cut and crafted gems that reach the heart 
with their purity and grace.

Despite his withdrawn and difficult 
personality, Duruflé was deeply loved by 
his wife and a few close friends.  He is 
not the first composer who appeared to 

inhabit a world set apart from others, but 
in order to understand the man and his 
music, we need to consider what might 
have made this talented and creative per-
son so estranged and alienated.

Duruflé was born and raised in Lou-
viers, near Rouen, and he always felt 
himself to be of the provinces and not 
part of the Parisian hub where he lived 
most of his adult life.  His father, a suc-
cessful architect, had a passion for music, 
and, to his delight, his young son would 
play from memory on his harmonium the 
chants and choral music he heard in mass.  
Like so many composers, young Maurice 
was a prodigy.  He was given solfège and 
piano lessons from the age of five, and his 
mother, a pianist, would include him in 
recitals with her own students.  But, as 
with so many families of prodigies, there 
inevitably comes the question: How do we 
educate our special child?  The Duruflés 
made their choice by sending 10-year-old 
Maurice to be a boarding chorister at the 
school serving Rouen Cathedral, thereby 

providing him with the critical ground-
ing in his development as an organist 
and as a master of Gregorian chant.  All 
this, however, was achieved at substantial 
emotional cost.

(A personal aside at this point may be 

The Maestro Speaks
As we wait to receive our newly com-

missioned piece by Felicia Sandler, I 
realize that this will be our third com-
missioned work.  We arrived at each 
commission in a different way.  Kirstina 
Rasmussen had already composed Ubi 
Caritas, but it had not been premiered.  
When she showed me the score, I thought 
it was a good fit for the Choral Society, 
so I asked her if we could commission 
it and give the premiere.  Our request 

of Emma Lou Diemer 
was the result of work 
by a chorus committee 
that spent some time 
collecting scores and 
recordings; we made a 

collective decision, and Songs for the Earth 
was the result.

The process of selecting Felicia Sandler 
for our third commission actually began 
in the early 1990s when the Piedmont 
Choirs premiered two pieces of hers for 
treble choir and piano.  The music was 
original, charming, and apt.  At the time, 
Felicia was living in the Bay Area, com-
posing and running the music program 
at a Catholic church.  She went back to 

IN THEIR OWN WORDS
In July, the Choral Society will present the world premiere of a 
piece by Felicia Sandler.  What follows is an overview by Bob 
Geary about how this composer was selected, and a fascinating 
essay by Sandler herself about how she writes music. 

SANDLER continued on page 6
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We Get by with a Lot of Help from Our Friends

I was thinking recently about the 
grand scale of our past three con-
certs: Carmina Burana at Davies 

Symphony Hall, the three-hour-long 
behemoth Elijah, and the incredibly 
difficult Monteverdi Vespers. Each had 
its own production problems, orchestra 
issues, and inherent musical challenges.  
I couldn’t think about these achieve-
ments without thinking about some of 
the people who played a part in making 
these concerts successful — and not one 
of them is a musician!

Now before anyone gets bent out of 
shape, I truly realize the importance of 
singers, conductors, and instrumentalists, 
but there is so much more being done be-
hind the scenes by people whom very few 
members of this chorus even know about.  
I can almost hear the cries now: Yeah, 
but aren’t they paid?  The short answer is 
yes.  The long answer is yes, but.  Some 
of these vendors, contractors, and friends 
have been with this organization longer 
than many of our singers, and all of them 
have thrown in a little extra, performed 
a miracle, or done us other favors at one 
time or another.

When we did our September 11th 
tribute concert a few years back, each of 
our regular vendors participated.  Flowers, 
flyers, programs, venue, design work, and 
promotion — all were donated. 

The firm that holds our press list and 
overall patron mailing list has been giv-
ing us a discount on every invoice for 
11 years.

The publications manager at Head 
Royce School, formerly of Sonoma 
State University, designs our programs 
for good beer and a few bucks.  (I usu-
ally partake of the beer as well.)  And 
while the program ads help to cover 
the costs of printing our programs, 
they can be a real headache for him to 
juggle into place.

How about Tom Kilgallen showing up 
not once, but twice after he retired, to 

guide our new production crew in setting 
up the stages both at St. Ignatius and St. 
Anne.  Oh, and he wouldn’t take a dime 
for the effort.

And I can’t tell you how many times 
City Box Office has cut us a break.  Not 
charging us for extra ticket sellers, com-
ing early to concerts, fronting us tickets, 
and just generally being responsive to 
every one of our requests have made this 
relationship a joy.

How about the deadline pressures we 
put on our printers and designers?  And 
every time they have stepped up. They 
haven’t missed a deadline in 12 years.  One 
designer offers flyer and program services 
gratis whever we perform our holiday 
show and will also build newspaper dis-
play ads for us for free when we feel we 
can afford to run them.

How about our florist, who without fail 
always makes spectacular bouquets for our 
soloists or sends beautiful arrangements at 
difficult times, and responds to our needs 
after a simple phone call.  I know they’ve 
been incredibly generous to us. 

Or Jeff Stott coming out to San Fran-
cisco State to set up the orchestra during 
a Carmina rehearsal, even though he was 
teaching a class at the same time.  He 
drove back across town to teach, then 
returned to break down the stage — not 
for the money, but because of his com-
mitment to the organization.

I know that Eugene Chukhlov, one of 
our orchestra contractors (most recently 
for Elijah, and for the upcoming Duru-
flé), always goes the extra mile.  He has 
gone to bat for us with the musicians’ 
union, won concessions from Davies 
Hall during the filming of the documen-
tary, and makes sure that the dollars we 
spend on the orchestra get us the players 
we need, even though the dollars may 
not be enough!

Len Mattson at radio station KDFC 
jumped in and took over our account a 
few years back when a new account exec 

was playing media-mogul hardball.  He 
was instrumental in the KDFC sponsor-
ship at Davies, making sure we were 
treated like any “big” client.  He makes 
us feel like we have a place at the table, 
and, I can assure you, he’s not getting 
rich off of us.

Or Suleyman Nasib-Cooke renting, 
that’s right, renting, the Davies lobby dur-
ing Carmina so he could display his art 
and then donating back to this organiza-
tion 20 percent of the auction sales.  Not 
to mention opening up his Masterworks 
Gallery to us every December for a special 
event and offering the gallery to us this 
summer for another function.    

Many of these people have become 
personal friends through their generos-
ity of spirit.  Remember, we are a non-
profit arts organization, and each dollar 
is closely watched.  To have people work 
with us, not just as vendors and clients 
but as supporters and friends, is truly 
wonderful and gratifying.  And added 
to all of this, many of them buy adver-
tising space in our programs.  How cool 
is that!  They cut us deals, go above and 
beyond the call, and also financially 
support us.  Suleyman, Len, Faithful 
Fools, Delicate Daisy, and others have 
been all over our programs.  It still 
boggles my mind.

Next time you are listening to our ads 
on the radio, admiring a piece of fine art 
at a fellow singer’s home, coveting the 
bouquets we give our soloists, watching 
the stage crew jamming to get things 
in place, praising the musicians of our 
orchestra, or thumbing through our 
program looking for places to dine, shop, 
or find professional services and advice, 
please remember how much is always 
going on behind the scenes that makes 
all of this come together.  It’s people who 
care about the San Francisco Choral So-
ciety, the music we make, and how their 
contributions can help us.  I could give 
many more examples of instances and 
situations where people have stepped 
up big time to make this organization 
look better, sound better, and be bet-
ter.  They all play a crucial part in our 
overall success, and they make us a richer 
organization. 

— Alan Kleinschmidt



T H E  S O C I E T Y  PA G E Page 3Summer 2006

First, thanks to everyone for the 
fabulous Monteverdi concerts!  We 

struggled, we worried, some of us whined 
(sorry, Bob), but we delivered beautiful 
music to very responsive audiences.  Now 
on to Duruflé, Lauridsen, and Sandler!  
And it is not too soon to start selling 
those tickets.

Singers have recently asked two ques-
tions that I often hear: Why do we have 
to sell tickets, and why don’t we try to sell 
out the houses we sing in?  Of course, I 
will begin with the second question.

Certainly we would love to sell out all 
of our concerts.  Nothing is more exciting 
than walking on stage, looking out, and 
seeing a hall filled with people just waiting 
to hear us sing.  We feel their anticipation 
and are inspired to sing our best — not 
just our personal best but our collective 
best.  Every performance is always better 
than any rehearsal we ever have, which 
underscores the importance of our having 
an audience.

The general rule of thumb in the cho-
rus business, for a chorus not associated 
with a symphony, is to expect an audience 
of 3 to 4 times the number of people on 
the risers.  For our Monteverdi concert, 
that translates to 132 singers times 3 or 
4, which is 396 to 528 people.  Now, by 
the week before our performances, we had 
already presold 400 tickets to Saturday’s 
performance, and we definitely had more 
than 128 people in our audience on Fri-
day.  But wait, our target was 1,100 tickets 
sold!  (You remember, Alan wrote it on the 
blackboard during rehearsal.)  The truth 
of the matter is we do routinely defy the 
rule of thumb by selling more tickets than 
the rule says to expect.  

The size of our chorus and orchestral 
ensembles determines where we perform.  
Since we do not have the luxury of a hall 
of our own, we perform at Calvary, Da-
vies, and St. Ignatius because that is where 
we fit on the stage.  Calvary seats 800, 
Davies 2,500, and St. Ignatius 1,800.  To 
sell out Davies for two performances, we 
would have to sell 5,000 tickets — a very 

tall order for any chorus, particularly one 
with a fairly stable membership of volun-
teer singers.  Instead of setting goals we 
cannot meet, we try to set realistic goals 
based on our experience.  

Now, if every singer for every concert 
were to sell a minimum of 4 tickets, we 
would be a lot closer to filling those halls, 
and our target goals would rise.  True, San 
Francisco Symphony Chorus members do 
not have to sell tickets.  Even if they did, 
they could not fill Davies. The fact is that 
the symphony has a multimillion-dollar 
budget and a very large administrative 
staff, it stages hundreds of performances, 
it is a world-class orchestra with an in-
ternationally sought-after conductor (no 
aspersions on Bob), it has a mailing list of 
thousands, and it sells up to 85 percent of 
its tickets to season subscribers.  

As an organization, we are always work-
ing on ways to bring more people to our 
concerts.  The board of directors and our 
executive director continuously seek to 
find and add new marketing tools to our 
repertoire.  We are now benefiting from 
negotiations undertaken by Alan with 
radio station KDFC that have resulted 
in the inclusion of our concert announce-
ments in e-mails that go out to more than 
55,000 KDFC listeners.  We have seen an 

increase in ticket sales since adding the 
option of online ordering, through City 
Box Office, in addition to telephone sales. 
We are evaluating an e-mail marketing 
program specifically designed for arts 
marketing that has proven successful for 
other choruses.  The board of directors has 
committed to having a professionally de-
signed San Francisco Choral Society logo 
to help us build on and profit from our 
name recognition in all of our advertising 
and marketing.  With the assistance of 
our Stanford Graduate School of Business 
board fellow Meg Watson (profiled on 
page 4 of this newsletter), we will be ex-
ploring other ways to expand our already 
extensive marketing efforts.

I suggest that the first question singers 
ask should not be, Why do we have to 
sell tickets?  Rather, it should be, Why 
wouldn’t we sell tickets?  No matter 
what else we do, word of mouth is still 
absolutely the very best advertising there 
is for choral music.  And the mouth is 
yours.  Yes, the very same one you use 
to sing the music needs to let people 
know the music is happening and to 
invite, cajole, or charm them to come 
listen. We love the music we sing.  As 
one of our reviewers has said, we are 
ordinary people making extraordinary 
music.  Our concerts take people to a 
place like no other — into the beauty 
and the best of humanity, into the inner 
world of brilliant composers who express 
our profound experience of the human 
condition.  What’s not to sell?  

— Gale A. Townsley

SANDLER continued from page 6

matter of the text dealt with ideas that 
required more life experience. I’ve had 
the opposite happen as well, when a 
women’s chorus sang some of my pieces 
for children’s chorus where the texts were 
written by children. The pieces were 
challenging, and so it made sense that 
a women’s chorus could perform them 
musically.  But in the voices of children, 
the effect was entirely different from 
when heard in the voices of adults.  

Fourth, I consider the program and 
the event or venue. What else is on the 
program, and will this text complement 
the program or seem disconnected? I knew 
that in this program of the Choral Society, 

the Duruflé Requiem was going to be per-
formed. When I read the Millay text, I felt 
it might be a good companion.  

How I Characterize My Music: This is 
a difficult question — one others may 
answer differently than I might.  I think 
of my music as fairly accessible, especially 
pieces like this one in which the musical 
language is principally tonal.  Even in my 
more adventuresome works, those that 
rest in a more atonal language, I find 
that there is enough of a sound of the 
vernacular in them that disparate audi-
ences are able to find some access to the 
work. My hope always, of course, is that 
audiences will enjoy my music! 

— Felicia Sandler
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Space does not permit our covering all five 
new board members in this issue, so we’ll 
tell you about Zara Bagdasarian,  Karen 
Kacirk, and student liaison Leanne Davis 
in the next newsletter.  

Dan Bedford
That familiar face in the bass section 

belongs to Dan Bedford, who joined the 
Choral Society in 2000 and our board of 
directors in 2005.  His more than three 
decades in private practice at 
two major international law 
firms have kept him busy rep-
resenting large financial insti-
tutions, transit districts, and 
agribusiness, and have led to 
a stint as counsel to the Paris 
Metro and negotiations to 
establish natural gas pipelines 
between Argentina/Chile and 
Bolivia/Brazil.  

Born and raised in the 
Chicago area, Dan earned 
his B.S., J.D., and M.B.A. 
degrees from Stanford.  He 
played the B-flat tuba in 
high school and college and 
discovered that he loved to 

THE SCOOP ON THREE OF  
OUR NEW BOARD MEMBERS

sing when he joined his high school choir.  
He sang for two years with the Stanford 
chorus.  Our own Katie Wadley recruited 
Dan for the Choral Society.

Dan and Valerie live in Mill Valley.  
Between them they have four grown 
children, three in California and one in 
New York.  Besides serving on our board, 
Dan has been providing business consult-
ing and strategic planning advice for the 
American Conservatory Theater in San 
Francisco.

Paul Nocero
Paul has been singing since the seventh 

grade (then as a soprano), progressing to 
bass in school, college, with the Winifred 
Baker Chorale, and since 2003 with 
the Choral Society.  Sundays he can be 
found at St. Aidan’s Church in Diamond 
Heights, where he founded their folk 
group 35 years ago.  He has been the 
church’s lead guitarist and choir bass 
ever since!

Paul started his career as a computer 
programmer and software engineer.  Dur-
ing that time he obtained his pilot’s license 
and instrument rating, purchased a small 
plane, and flew to some client locations.  
He is currently a senior sales executive with 
a major software company.  Born in Buf-
falo, New York, he graduated from Purdue 
University in Indiana before migrating to 
San Francisco with his wife, Debbie.  The 
Noceros now live in Daly City.  They have 

raised three children and are the proud 
grandparents of one grandchild.

When not singing, Paul shines at 
home renovation.  Over the years he has 
remodeled the family’s kitchen and several 
bathrooms.  He and Debbie have a vaca-
tion home in Truckee, where he loves to 
ski.  Paul also plays golf and wishes he had 
more time for it.

Meg Watson
For the third year, the Choral Society is 

participating in the Board Fellow program 
at Stanford University’s Graduate School 
of Business.  
Students get 
some hands-
o n  e x p e r i -
ence serving 
as nonvoting 
members on 
the boards of 
nonprofit or-
ganizations all 
over the Bay 
Area.  

Meg Wat-
son is our Stanford Board Fellow for 
2005–2006.  She grew up in Kansas City 
and graduated in 2002 from Duke Uni-
versity in Durham, North Carolina.  Meg 
is a good fit for the board of the Choral 
Society: she began studying piano at the 
age of seven and majored in music at 
Duke, where she took singing lessons and 
sang in the opera workshop.  She was also 
a tour manager and business manager of 

Duke’s all-female a cappella 
singing group, Out of the 
Blue.   She received her B.A. 
in composition and vocal 
performance.  

Meg is a good fit for Cali-
fornia too, as she loves the 
culinary arts and is inter-
ested in wines — in par-
ticular, anything from her 
uncle’s winery, Joullian.   She 
has traveled extensively in 
Europe and did semesters 
abroad in Switzerland and 
Italy.  In fact, she heard her 
first opera, La Bohème, at La 
Scala in Milan! 

— O’Brien YoungDebbie and Paul in New Zealand
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this year.  And if the past is any predictor, 
we should have an awesome assortment of 
items for auction.  But in order to procure 
these items, we need your help.

Contemplate your own personal diver-
sions, entertainments, self-indulgences, 
amusements, recreations, and relaxations.  
What do you enjoy that would also appeal 
to your fellow choristers?  What shops and 
services do you patronize regularly where 
the proprietor might feel a little duty- 
bound to reward your years of custom?  
Well, pull up your socks, put on your coat, 
and go ask them to donate something to 
our silent auction.  

But if you simply can’t ask, come 
prepared to bid.  And bid BIG!  You may 
be the winner of an instant wine cellar, a 
resort weekend, a European cottage or a 
Lake Tahoe cabin for a week, chocolates, 
art, a restaurant dinner, a dinner party, 
ballet tickets, ball game tickets, zoo tickets 
— the list goes on.  Each of you is critical 
to the success of this event.  So donate 
something wonderful yourself, or go get 
some stuff!  And start saving your allow-
ance.  You’ll want a nice size bag of gold 
to spend on July 22. 

— Sydni Roberson

ping annual operating budget funded by 
registration, ticket sales, donations, and 
fundraisers.  Our biggest event of the year 
is coming up, and I would like to ask for 
your help.”

“I’m sorry, Starlet, I can’t sing.”
“No worries, Moonbeam.  You can 

help in another way.  Would you donate 
a ‘Tranquil Massage for Two’ package to 
our silent auction this summer?  Having 
experienced the massage myself, I’m sure 
it will instigate a bidding war.  Once 
the winning bidders enjoy the Tranquil 
Massage for Two, the reputation of your 
salon will spread like wildfire among the 
chorus members.  The business growth 
opportunity for you is awesome.”

“Well, Starlet, I would be happy to help 
out.  Tell me how to make it happen.”

And it’s just that easy.
The Choral Society’s annual silent auc-

tion is scheduled for July 22, 2006.  This 
important component of our fundraising 
is targeted to bring in more than $8,000 

Rrrrrring!  Rrrrrrring!
“Tranquil Touch Salon.  Moonbeam 

speaking.”
“Hi, there, Moonbeam.  My name is 

Starlet.  I live just around the corner, and 
I’ve been enjoying your luxurious spa 
treatments for years.  But besides being a 
spa regular, I sing with the San Francisco 
Choral Society, an incredible, auditioned, 
175-member community chorus.  We give 
three major concerts each year, and every 
other year we perform at (sound of crash-
ing cymbals) Davies Symphony Hall!”

“Wow!  You must be really good.”
“Oh, we are.  And not only do we 

sound amazing, we bring music to the 
whole Bay Area.  We offer scholarships to 
high school students.  We donate tickets 
to various schools and community organi-
zations.  We hold music education classes.  
We commission new works by fabulous 
composers, which we premiere.  But it’s 
not cheap to promote and preserve the 
majesty of choral music.  We have a whop-

SILENT AUCTION
“Star let”  Pi tches to “Moonbeam”

Do you shop online?  If so, you may 
be able to make contributions to the 
chorus at no cost to you.  How?  Simply 
begin your shopping by visiting www.
freepledge.com. FreePledge, which was 
originated by several Stanford students 
and alumni, is dedicated to helping non-
profit organizations thrive.  You do not 
need to create an account or sign up to 
use the site.  Just click on “I am a shop-
per,” select the San Francisco Choral So-
ciety as the beneficiary of your donation, 
then — go shopping!  The site has links 
to hundreds of popular online retailers 
such as Amazon, eBay, and Travelocity.  
When you enter your favorite shopping 
sites via FreePledge, a percentage of your 
purchase price (the percentage depends 
on the amount of the referral fee paid by 
the online retailer) goes directly to the 
Choral Society.  It’s that easy!  So please 
consider using FreePledge each time you 
shop online.

Do you have an old car or other vehicle 
that you’d like taken off your hands?  You 
can benefit the Choral Society by donat-
ing it to Donate Car USA.  Donating 
your vehicle saves you the hassle of having 
to transport it — the Vehicle Donation 
Processing Center picks up your old car, 
RV, motorcycle, or boat.  Only minimal 
paperwork is required, and you’re done!  
In about two months, the Choral Society 
receives a check for half the proceeds 
from the sale of the vehicle, minus ex-
penses.  Your donation is tax-deductible, 
in the amount of the fair market value of 
your vehicle (consult your tax advisor).  
What’s more, a vehicle’s donated value 
is often more than what a dealer would 
offer you on a trade-in.  Just visit www. 
donatecarusa.com or call 1-800-269-
6814.  Whether you use the website or 
call, make sure you tell them it’s for the 
San Francisco Choral Society.

If you want more information on how 

either of these programs works, please 
visit their websites, and thanks for sup-
porting the chorus! 

– Nina Anne Greeley and  
Cheryl Thompson

T w o  N e w  W a y s  t o  H e l p  
S u p p o r t  t h e  C h o r u s

A call for 
contributors
Readers are encouraged to submit story 
ideas to The Society Page. Writers and 
photographers are welcome too. For more 
information, please contact the editors or 
send e-mail to news@sfchoral.org.

Support our Sponsors
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the Eastman School of Music for further 
study and earned her doctorate degree at 
the University of Michigan.  She is cur-
rently on the faculty of the New England 
Conservatory of Music.  In 2005, the 
College Music Society asked Volti (the 
professional chamber choir I conduct, 
dedicated to performing new music) to 
sing for its national convention in San 
Francisco.  They sent a group of scores by 
its member composers, from which Volti 
selected several for performance.  Among 
these was an interesting piece called The 
Waking, by Felicia Sandler.  The piece 
was well received, and when it was time 
to think of a composer for the Choral 
Society’s next commission, Felicia’s name 
came quickly to my mind.

As of this writing, I haven’t yet seen 
the new score, but based on previous ex-
perience with her music, I expect Felicia 
is writing something that is insightful 
and well crafted.  Beyond that, it is a 
mystery, and I love the feeling of antici-
pation as I wait for the new music.  What 
will it ask of us in order to understand 
it and present it?  We’ll begin to explore 
the piece together in May, when we start 
preparing our summer concerts.

— Bob Geary

The Composer Speaks
My Creative Process:  When writing 

music settings for texts, the words distill 
in me an impression and a certain kind 
of emotional movement.  I then seek 
sounds and musical gestures that match 
those feelings.  It is a kind of sifting and 
sorting activity, really.  Throughout the 
text of the Edna St. Vincent Millay poem I 
am setting for the Choral Society, 
and especially in the final stanza, 
I felt the poet’s anguish at not 
being able to shake the pain of a 
love lost.  It struck me that while 
she was in one place physically 
— and to all observers, fully there 
— in her inner world, she was 
somewhere else altogether.  This 
led me to the idea of writing in 
more than one key simultane-
ously.  I decided to use a tune 
of lamentation as a kind of foil 
at the very beginning: “David’s 
Lamentation,” a hymn from the 

shape-note hymnal, which expresses a 
father’s pain over the death of his son.  
When the voices enter, they are in a dif-
ferent key, but with many common tones, 
allowing for a simultaneous meshing and 
separating depending on what tones are 
sounded.  This notion of bitonality came 
from the text.

After I acquire certain cells of sound, 
and musical gestures that match the kind 
of momentum I seek, the next segment of 
my time is spent exploring myriad ways 
in which those sounds can be reframed.  
Exploring the inherent properties in the 
music I have provides me with a palette 
of sorts and a means of entering into the 
rich inner sonic life of the material.  

The rest of the process is craft-focused.  
It involves the hard work of presenting 

ideas, supporting them with the appropri-
ate kinds of accompaniments or contra-
puntal textures or silences, moving from 
one idea to another convincingly, acquir-
ing unity without being too predictable 
or static, and maintaining variety without 
becoming disconnected or rambling.  This 
process is painstaking, labor intensive, and 
very rewarding.  

For me, perhaps the most challenging 
aspect of composing music is pacing.  
This, I find, is especially true for works 
with large forces.  My inner ear hears 
the unfolding of a piece in a certain way.  
Then, when I’m in the performance 
space, with the tone weights of the actual 
instruments and voices, sometimes it 
becomes apparent that a little more time 
is required to come down from a force-
ful moment, or a little less is needed in 
a gentler section.  Still, such discoveries 
are rich and deepen one’s intimacy with 
the art form — though it’s preferable to 
discover these pacing issues in rehearsal 
when there is time to tweak such mo-
ments before the very public exposure 
in the premiere.  

Choosing the Text: I pay attention prin-
cipally to four things when I select a text.  
First, the “message.”  I seek a text that 
speaks to me of something I care about 
and would like to set to music.   Inher-
ent in this is what I think of as a kind of 
“settability”: does the text feel like it can 
be set convincingly?  There are those texts 
that either don’t seem to sound musical 
to me, or that strike me as better in the 
form they are now, without music.  I, of 
course, look for texts that already seem to 
sing in some way.  Second, I check out the 
vowels.  In moments that feel strong to 
me in the text, what are the vowels like?  

Such climactic points often will 
ride high in the register, and the 
vowels will need to be open.  

Next I think about the per-
formers.  Is the text something 
they can identify with?  I always 
keep in mind the singers.  I did 
have the experience once of set-
ting a wonderful text by Gerald 
Manley Hopkins, and the piece 
was sung by a high-school cho-
rus.  They did a fantastic job 
technically, but something was 
missing.  I realized the subject 

A Many-Splendored Composer
Felicia Sandler, who has written music for seemingly every 

possible combination of instruments and performers, appears to 
have a special affinity for choral works.  (She is a singer herself.)  
In addition to her new piece, Time Does Not Bring Relief, to be 
premiered this summer by the Choral Society, she has composed 
at least 14 pieces for adult and children’s choruses. She’s also writ-
ten theater and dance scores, chamber music, and works for solo 
voice and large instrumental ensembles — including two pieces, 
Rosie the Riveter and Hysteria in Salem Village, for symphonic 
band.  Sandler is currently working on a commission by the New 
England Conservatory Percussion Ensemble.

— O’Brien Young

SANDLER continued from page 1

SANDLER continued on page 3

... the Edna St. Vincent Millay 
poem I am setting for the Choral 

Society, I felt the poet’s anguish at 
not being able to shake the pain 

of a love lost.
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Rouen Cathedral, painted by Claude Monet

helpful.  We recently sang at England’s 
Canterbury Cathedral as part of the Berk-
shire Choral Festival summer program. 
One of our teachers was a young and 
gifted musician just finishing his Ph.D. 
in music at Cambridge University.  He 
spent an hour telling us about his child-
hood experiences as a boy chorister at 
a boarding school serving a cathedral 
in southern England whose medieval 
teaching methods were almost identical 
to those of the Rouen Cathedral school.  
He talked about the extreme emotional 
cost of this kind of early education and 
summarized those seven years of his life as 
a “virtual prison.”  All that the first-year 
students were allowed to do was stand at 
attention in perfect silence for hours at 
a time, turning the pages of the music 
scores for the older singing students.  As 
this young man spoke about that period 
in his life, his usual good cheer changed 
into depression and his face became dark 
and distorted — a modern-day Dorian 
Gray!)

Duruflé also described his early school-
ing experience, which lasted into his 
adolescence, as one of imprisonment.  
He went from a warmly supportive home 
into the rigorous discipline of the choir 
school. The boys’ daily activities — last-
ing 14 to 18 hours — were prayer, meals 
in silence, supervised recreation, piano 
and solfège classes, choral rehearsals for 
services, singing at services, nonmusical 
classes, and more choral rehearsals.  Any 
number of restrictions peppered their 
activities.  Maurice found his only joy 
in the choir and soloist rehearsals, where 
he sang works by Bach, Mozart, Haydn, 
Beethoven, Fauré, and other masters.  It 
should not come as a surprise, then, that 
in all Duruflé’s life work as a church or-
ganist, he never trained a choir.

After Duruflé left Rouen, he returned 
home to become organist at Notre Dame 
de Louviers.  His father arranged for him 
to travel to Paris twice a week for lessons 
with Tournemire, known for his chant-
based improvisations at the organ.  But 
Tournemire, whom Maurice loved and 
worshipped, was not fond of his student 
and pushed him out of his private les-
sons and into the Paris Conservatory.  
(We could speculate that this rejection 
reopened the childhood wound caused 

when his parents sent him away to be a 
student chorister at Rouen Cathedral.)  
Fortunately, at the Conservatory he met 
his next teacher, Vierne, who at age 11 
had had a similar experience of being sepa-
rated from his family and sent to study 
with strangers.  The two men remained 
friends for life.

As Duruflé turned 27, he began 
studying orchestral conducting.  His 
subsequent career at the Conservatory 
was stellar.  He performed as organ so-
loist in orchestral and choral concerts 
and on recordings.  He orchestrated and 
transcribed the works of other compos-
ers, served on committees, and judged 
exams and competitions.  He won awards, 
prizes, and distinctions for piano, organ, 
improvisation, composition, harmony, 
and fugue and was named Chevalier de la 
Légion d’Honneur, France’s highest and 
most prestigious award. Yet even while the 
world of music held him in high esteem, 
he remained reclusive and withdrawn.

In 1953, at the age of 51, Duruflé 
married Marie-Madeleine, a student 
19 years his junior. She brought to the 
relationship a joy in life he had sorely 
lacked.  She helped him socially, artis-
tically, and professionally.  Their own 
careers joined as they played concerts 

together all over France, Europe, and 
the United States.  She, too, composed 
and taught,but was best known for her 
virtuosity at the organ. (Duruflé claimed 
she was better than he was, and some 
listeners agreed.) She encouraged him to 
share his compositions with the public, 
and after his death she took it upon her-
self to promote his work internationally. 
    Maurice’s and Marie-Madeleine’s lives 
bridged the two world wars that devas-
tated much of Europe.  Even though he 
did not serve in the military, he must have 
been deeply affected by the physical and 
social carnage.  In 1945, five months after 
Paris was liberated, Duruflé’s father died.  
This gave impulse to the composition of 
his greatest work, the Requiem, which was 
also his first work after the war.  Published 
in 1948, it was dedicated to the memory 
of his father.  The music is inspired by the 
Gregorian chants that Duruflé had helped 
to revive.  All nine movements are based 
on the missa pro defunctis (mass of the 
dead), which evokes memories of the dis-
ciplines learned by the choirboy prodigy.  
Though traditional in form and tone, the 
Requiem is also rich in nontraditional har-
monies and colorful orchestration.  The 
lucent beauty of this work surely reflects 
an emotional duet between the love in 
his marriage and his feelings of loss for 
his beloved parent.

 In 1975, the Duruflés were involved 
in a terrible car accident, a head-on col-
lision with an out-of-control car, and 
were severely injured.  Maurice almost 
lost both his legs, and from then on until 
his death in 1986 he lived with pain so 
excruciating he would wake up at night 
screaming.  Even before the accident, his 
health had not been good.  He had con-
stant back ailments, surgery on his foot, 
dizzy spells, and urinary infections often 
ascribed to hypochondria.  It was most 
fortunate that he had chosen well when 
marrying Marie-Madeleine, for despite his 
childless marriage, constant ill health, and 
difficult personality, this gifted and fragile 
man was well loved and cared for for the 
rest of his life. 

— Arthur Colman and Pilar Montero

Reference:  Maurice Duruflé, 1902-
1986: The Last Impressionist.  Ed-
ited by Ronald Elbrecht Kent. 
Scarecrow Press, England, 2002.

DURUFLÉ continued from page 1
In all of Duruflé’s work 

as a church organist, he 
never trained a choir.
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Athree-hour rehearsal includes a very 
broad range of actions, interactions, 

and relationships.  We all choose to be 
together for three hours a week in the 
service of music, and, in the process, we 
enjoy singing and being with one another.  
That is an amazing “playing field”!

When I arrived at rehearsal last eve-
ning, there were about 125 people ready 
for action.  During the warm-up, the 
remainder of the choir filed in, and we 
began our work on Monteverdi’s wonder-
ful and monumental Vespers of 1610.  

About a half hour into rehearsal, 
it seemed to me that our group focus 
was not strong, and we were not being 
productive.  Observing this immediately 
energized me.  There is, in my mind, an 
immorality to not working with focus 
and energy on music.  Making music is 
ultimately a spiritual activity.  It requires 
that we be present, conscious, intentional, 
and disciplined in our efforts together.  
To do less is to disrespect both the music 
and each other.  

So we began to intensify our involve-
ment in the music in many ways.  We 
worked on the energy of rhythm, of at-
tacks and cutoffs.  We disassembled words 
to understand how energy is channeled 
and released in the sounds of vowels and 
consonants.  We discussed and discovered 
some of the emotions implicit in the way 
the texts were set to music.  We isolated 
duets and trios among the various parts 
to discover the dynamic qualities of the 
counterpoint.  We stood together to 
bring our full bodies to bear in the breath 
support.  

At 8:15, we took our break, and Alan 
Kleinschmidt stood before us, bringing 
us back to earth as only he can.  Yes, we 
have to sell tickets; yes, it’s only four weeks 
until we have our orchestra rehearsals.  
After break, Pilar Montero gave us a bio-
graphical sketch of Monteverdi.  As she 
always does, she humanized the composer, 
describing his life, his problems with his 
young son, his frustrations at not being 
paid enough.  After break we got back 
to work.  Now we were ready to really 
apply ourselves, and we forged ahead, 

fixing notes, working on tempi, running 
sections.  

By the end of the rehearsal we’d made 
significant progress, and we’d had some 
wonderful moments of inspired music 
making.  It was also clear to me, and I 
hoped to all of us, that we had a long way 
to go before the concert.  

Now we will all go about our separate 
lives for a week.  We will find some time 
to review our music and to prepare for our 
next rehearsal.  Next Tuesday evening, at 
Cole Hall, we will do it again, and, one 
rehearsal at a time, we will come to under-
stand how, in 1610, Claudio Monteverdi 
created music that allows us to have the 
joyful experience of singing together.  It 
enables us to feel and understand a little 
bit of what it must have been like to be a 
citizen of Venezia in the early 17th cen-
tury.  His music shows us that, like us, 
the people of Venezia also came together 
to express joy, to praise and celebrate the 
gift of life.  Laudate Dominum!  

My Thoughts After the  
Performances

As I listen to the recording of our 
Saturday evening, April 8, performance 
of Monteverdi’s Vespers, I am awash with 
various reactions and responses.  I am very 
satisfied that we brought the music to life 

in a vibrant and artistically satisfying way.  
I am impressed with how far we came as a 
chorus to accomplish our performance of 
this particularly magnificent and ancient 
work.  I am grateful for many things: that 
we were able to perform this piece at St. 
Ignatius; that our orchestra and soloists 
were uniformly excellent; that we were 
able to enjoy a good-size audience; that 
Alan, Emily DeFalla, Roger King, Jeff 
Stott, and our stage crew were able to 
organize the concerts so that we were well 
presented; and especially that the altos 
took on the assignment of singing in the 
tenor range.  We could not have performed 
this work without that happening.

I would love to do the piece again soon 
because there are so many things I’d like to 
adjust and fix.  But that is almost always 
part of my reaction after a concert, and, in 
truth, I’ve spent several hours in the week 
since our performances working on the 
Duruflé Requiem.  I’m already excited to 
work on that wonderful piece next.  So, 
for now, Monteverdi’s Vespers of 1610 will 
become part of what makes us the San 
Francisco Choral Society.  It is part of our 
history and part of our complex nature.  
Every time we undertake a new work it 
calls on us to broaden our understand-
ing of music.  We learn more about how 
people express reverence, joy, sorrow, and 
so many other emotions, and we increase 
our understanding of the purposes that 
music, with all its sensual qualities, served 
in other times and contexts. 

— Bob Geary

Spring Concert: The Monteverdi Vespers

Our conductor’s perspective 

The Three Tenors: Brian Staufenbiel, Brian Thorsett, and Michael Mendelsohn
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Monteverdi soprano soloists Shauna Fallihee 
and Shawnette Sulker

I’ve come to follow a certain path in 
learning a classical piece. First I wonder 
about the composer: Did he make any 
money in his day? Achieve any fame? 
Have any idea that his music would live 
on for so long?

Then I think, what were the singers like 
then? Did they rehearse for 13 weeks? Did 
people pay to hear them? Did their friends 
hem and haw about buying tickets?

With each new piece comes the point 
when I “get” the music. That point came 
early this time, I think because I volun-
teered to be a rehearsal soloist. What a 
serious motivation to rehearse! It was a 
great way to get deeper into the music.

The complex rhythms of the Vespers 
meant that each part depended on the 
others for success. Yet with so much 
sound in the room, I couldn’t cheat as 
much as usual: no singling out the tenors 
to find my pitch, or zoning out during 
alto breaks knowing I could just wait for 
the soprano entrance and come in two 
measures after that. Singing the Vespers 
required a lot of confidence (erring lust-

ily!) and the ability to count without 
looking like you were counting. Its 
changing time signatures required good 
instincts — and more counting! Double 
choirs meant we spent time apart dur-
ing rehearsals. When we were all back 
together, the sound from Chorus One 
would bounce off the wall to my right. 
I kept thinking it was coming from the 
alto twos on my side, and wondering why 
they were singing when I wasn’t, and how 
did they learn to sing without moving a 
muscle, anyway?

For the heroic altos, rehearsals were 
sight-singing boot camp. When I see 
the C above middle C in a score, I tense 
up. I secretly have a hard time singing 
that high. But in the tenor range, it’s a 
nice comfortable note. I formed a whole 
new set of positive associations with that 
note. Based on the looks of frustration 
around me, I suspect not everyone felt 
the same way.

Despite the challenges, I never felt 
like we weren’t up to it, or wondered if 
Monteverdi knew what he was doing. 

Spring Concert: The Monteverdi Vespers

A singer’s perspective

The Vespers was traditionally sung at the 
time of day called “magic” in filmmak-
ing: that window between day and night 
when everything glows. I can see why 
Monteverdi would compose a piece to be 
sung at that hour. When we got it right, 
it really was magic.

To those who have sung and listened 
to the Monteverdi Vespers over the past 
four centuries, thanks for keeping it 
alive so we could sing it too! 

— Kristine Enea
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A lan Kleinschmidt has a little place 
in Calistoga where he goes to get 
away from all our questions and 

the budget woes of running a nonprofit 
organization.  Bob Geary actually lives on 
a boat.  He sits in front of a gorgeous view 
of the Bay while he plans rehearsals and 
goes over his scores.  Those are just a few 
of the things Scott McKay and I learned 
while working on our documentary last 
summer.  We started a year ago filming 
auditions, and went on filming in order to 
show the whole process of how the group 
gets from the first rehearsal to the end of 
a rewarding performance in a fabulous 
venue like Davies Symphony Hall.  Along 
the way, I wanted to find out why people 
pay money and give up three-plus hours 
a week to be a part of the San Francisco 
Choral Society. 

Scott McKay and I are coworkers at 
SandBox Studio, a commercial photog-
raphy studio in San Francisco.  Scott is 
a lead photographer for accounts such as 
Nickelodeon and Mervyn’s.  I work there 
in business development and marketing.  
Our experience with video production 
started about five years ago when another 
coworker decided to make an indepen-
dent film and use colleagues and friends 
stupid enough to work on his project 
for free.  Scott was a cameraman, and I 
helped produce.  It was crazy and a lot 
of fun.  Since then, Scott and I have col-
laborated on a handful of short, corporate 
documentary video projects. Although we 
share duties and ideas across the board on 
our projects, Scott is definitely the DP 
(director of photography) and editor.  I’m 
more, well . . . everything else.

Once the August 2005 concerts at 
Davies were history, the main bulk of 
our filming was done, and the hard part 
began.  We had accumulated hours and 
hours of footage of Songs for the Earth 
and Carmina Burana that needed to be 
edited into a movie.  That can take a 
mighty long time.  Especially when you 
have a day job.  For example, Scott just 
finished editing his wedding video.  Scott 
got married in October of 2004.  Yeah.  A 

mighty long time.
The question we get most often is, 

What are you going to do with this movie?  
Our number-one goal is to create a short 
piece that Alan and the board can use 
to secure corporate sponsorship for the 
chorus.  After that, well, like your parents 
used to say, we’ll see.  One thing’s for sure.  
When the final cut is ready to show, we’ll 
work with Alan to set up a way for all of 
the Choral Society and friends to view 
the movie.

Scott and I owe a huge thank you to 
every one of you who participated in our 
film!  Special thanks to everyone who 
braved the hallways at break to be inter-
viewed (usually with the janitor providing 
a noisy background), and to Alan, Bob, 
Gale, and the board for letting us take a 
look at the process behind the scenes.  

Here’s another thing I learned over that 
summer of filming:  We give up our time 
and money because the Choral Society is 
a great outlet for those of us who love to 
sing.  It’s also a very well-run community 
organization. And we’re lucky to have 
the extra-special people who make it all 
happen, from Alan, Bryan, and Bob on 
down to each caring member.  Whether 
you volunteer for the chorus outside of 
rehearsals or just add your enthusiasm 
to a dramatic musical passage, everyone 
who is a part of the Choral Society truly 
loves it.  You’re lucky to be a part of such 
a great group, and so am I.

I’ll see you at rehearsal and at the 
movies! 

— Jeanette Atherton

San Francisco Choral Society, 
the Video Documentary

We had accumulated 
hours and hours of foot-
age ... that needed to be 
edited into a movie. That 
can take a mighty long 

time.

... another thing I learned over that summer of film-
ing:  We give up our time and money because the 
Choral Society is a great outlet for those of us who 

love to sing. It’s also a very well-run  
community organization.

Jeanette Scott
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Mary Rose in Sagaing, Myanmar (Burma)

Meet Mary Rose Kent, first soprano 
and one of four soprano-section 

leaders.  Mary Rose has been singing 
with the Choral Society on and off since 
its inception, and it has been her choral 
home since 1995.  She is chiefly recog-
nizable at rehearsals by her focus on and 
enthusiasm for the process of mastering 
music, as well as for her long blond hair 
and always colorful attire.

Mary Rose was born and raised in 
the Bay Area, the oldest of five chil-
dren.  When she was 12, her fam-
ily inherited a piano from her maternal 
grandmother.  Her parents could not 
afford piano lessons, so she simply decided 
to teach herself to read music and to play 
the piano — which she did.

This dedication to developing her mu-
sical skills continued into her adulthood.  
In 1979, she was living and working in 
San Francisco when she decided to buy a 
used piano.  As was the practice in those 
pre-Internet days, she picked up a copy 
of The Advertiser and scanned its pages.  
She didn’t find a piano, but she did come 
across a notice headed, “Do you want to 
sing?”  It was an advertisement for the 
newly formed San Francisco Recreation 
Chorus (later renamed the San Francisco 
City Chorus).  She joined at the second 
meeting and has been singing with vari-
ous Bay Area choruses ever since, includ-
ing the San Francisco Lyric Chorus and 
several special-project choruses.  At one 
point, she sang the Mozart Requiem with 

Following Her Bliss
the City Chorus and the Choral Society 
simultaneously.  “I had to mark my score 
in two different colors so I could keep the 
two different directorial styles straight!”  
For the past 20 years, she has been a 
member of a sight-reading group.  She 
also sang for a couple of years with some 
choral friends in a small women’s group 
called The Tangerines.

Mary Rose’s other passion is clearly 
travel.  Although she has lived in San 
Francisco all her life, she has traveled to 
more places outside the United States than 
most Americans.  Her first trip abroad was 
to Europe in the winter of 1977–1978 
— the coldest winter there since World 
War II — during which she visited Eng-
land, France, and Italy.  In 1988, she spent 
six weeks in China (during the worst heat 
wave of the century) and then decided, 
on a whim, to go to Thailand, where 
she stayed for 11 weeks.  She fell in love 
with Thailand —“it was the most fun I’d 
ever had.”

In 2000, her beloved Grandpa Jett died 
(Grandma Jett had died in 1989). The 
following year Mary Rose set out for 
Africa, in part hoping that the travel 
would help her cope with the loss.  As 
she explains, the fact that an inheritance 
from her grandfather funded the trip 
was especially meaningful to her because 
her grandparents’ trips to Europe and 
Hawaii were largely responsible for spark-
ing her interest in travel.  She spent two 
months in Morocco, followed by two 

weeks in Senegal.  That trip 
was abruptly cut short when 
she had a violent reaction to 
the antimalarial drugs she’d 
been taking — “I became 
the psycho-kitty of West 
Africa!”  She came back 
to the United States for a 
time, but, having already 
rearranged her life to ac-
commodate a year abroad, 
she decided that she needed 
to continue traveling. 

So Mary Rose returned 
to Asia, where she had been 

so happy before.  On this most recent 
trip, she visited Singapore, Thailand, 
Burma, Cambodia, Vietnam, and Laos.  
And again, she found she loved Thailand, 
this time for reasons beyond having fun.  
“The people are what I love the most.  
They are so warm and welcoming and 
accepting.  They have a concept called ‘sa-
nook,’ which means finding enjoyment in 
everything you do.  It really comes across 
in the way they interact with each other 
and with me.”  She muses, “It’s not just 
that I love Thailand — it’s also that I love 
the person I am when I’m there.  It brings 
out the best parts of my nature.”

Mary Rose currently works as an ex-
ecutive assistant at the Pearl Law Group, 
supporting three attorneys and nine para-
legals practicing business immigration 
law, but she plans to move permanently 
to Thailand.  She has saved enough money 
to be able to spend the first couple of 
years there traveling and perfecting her 
Thai.  After that, “I’m just going to wing 
it, as I have for the bulk of my life so far, 
which has worked out fairly well.”  (For 
example, she supported herself in Paris by 
singing for tips at the Place du Tertre in 
Montmartre, where artists paint and sell 
their work.)  And, as she explains, she can 
always fall back on teaching English.  

And that is why this article serves both 
as an introduction and a farewell.  Mary 
Rose will be moving to Thailand follow-
ing the Choral Society’s summer perfor-
mances.  She admits that the decision may 
appear impulsive, but she is well prepared 
(she speaks “market Thai” and has already 
begun the challenging process of learning 
to read Thai).  She is also serene about 
the outcome of her plan —“if it doesn’t 
work out, I can always come back.”  Best 
of all, she has already discovered a way 
to continue singing.  In 2002, she sang 
with the Orpheus Choir of Bangkok in 
the 9/11 “Rolling Requiem” memorial.  
She is hoping to rejoin the group upon 
her return.

So, while there is still time, don’t 
hesitate to get to know Mary Rose.  
She has many interesting experiences 
to relate.  If you need a conversation 
starter, just ask her about her overly 
festive 46th birthday abroad!  For those 
whose interests are more domestic, she 
also loves movies and cats. 

— Nina Anne Greeley
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Credit Card # Exp. date

Zip

Check

City

Phone — Work Home

I/we wish to remain anonymous

This gift is in memory of

The Choral Society has been a source of joy and satisfaction for singers and 
music lovers throughout the Bay Area.  But our concerts come with staggering 
price tags — $30,000 or more per show — and ticket revenues cover less than 
65% of our operating costs.  Your tax-deductible contribution can help us continue 
to bring great (and affordable) classical choral music to our community.

$25 $250$50 $100 $$500


