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Dear friends –

On behalf of the board of directors of the Collaborative Arts Institute of
Chicago, it is my pleasure and my privilege to welcome you to our ninth
Collaborative Works Festival and our tenth anniversary season!

Even though an anniversary is a great time to look back, it is an even better
chance to look forward. And despite the situation in which we find ourselves,
we remain more committed than ever to our mission to make Chicago a
world home for the study and performance of art song and vocal chamber
music.

This year’s virtual festival—our most wide-ranging and ambitious to date—
brings to you songs composed exclusively by women from the late
Renaissance and early Baroque through the present day. We begin with
sixteenth-century Italian pioneers Maddalena Casulana and Francesca
Caccini, travel to late nineteenth-century Paris with Cécile Chaminade and
the Boulanger sisters, pause in the early twentieth century with Margaret
Bonds and Florence Price, and ultimately deliver two Midwest premieres of
music by Iva Bittová and Errollyn Wallen.

Our online engagement continues with a new panel discussion series, Heard
Over the Piano, along with an all-Schubert Lieder Lounge in December,
featuring Grammy Award-winning tenor Karim Sulayman and Yi-heng Yang
at the fortepiano. Stay connected by keeping an eye on our website
(caichicago.org) and social media channels for details of these and other
upcoming programs and events.

Ten years have flown by. And we are just getting started.

Frank Villella
Chair, CAIC Board of Directors

Photo: Todd Rosenberg
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CHICAGO

HUANG,

piano

Repertoire to be chosen from the following:
Out of the South

Florence Price (1887-1953)

Love-in-a-mist
Hannah De Priest, soprano
Michael Pecak, piano

The poet and his song

Florence Price

Stones from Honey and Rue

André Previn (1929 -2019)

Alexandra Salas, soprano
Adrienne Price, piano

Incantation

Regina Harris Baiocchi (b. 1956)

Love, let the wind cry

Undine Smith Moore (1904-1989)
Takesha Meshé Kizart, soprano
Ester Hana, piano

The Far Shore

Kamala Sankaram (b. 1978)

Night

Florence Price
Anna Laurenzo, mezzo-soprano*
Josh Quinn, piano

Despedida

Maria Grever (1885-1951)

Sympathy

Florence Price
Quinn Middleman, mezzo-soprano
Josh Quinn, piano

*denotes 20 / 21 CAIC Vocal Chamber Music Fellow
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PROGRAM
I.
Vagh'amorosi augelli

Maddalena Casulana
(c. 1544 - c. 1590)

II.
O vive rose

Francesca Caccini

Io mi distruggo

(1587 - c. 1641)

Chi desia di sapre che cosa è Amore

III.
from Le sommeil d'Ulisse

Elisabeth Jacquet de la Guerre

Nos veoux...Dormés, dormés

(1665 - 1729)

IV.
Passan veloci l'hore

Antonia Bembo
(c. 1640 - c. 1720)

V.
Un amante doglioso

Barbara Strozzi
(1619-1677)

VI.
Ha que l'absence

Antonia Bembo

VII.
Rossignol vous chantez

Julie Pinel
(c. 1710 - c. 1737)

VIII.
Hor che Apollo, op. 8, no. 3

Barbara Strozzi

IX.
Che si può fare, op. 8, no.6

Barbara Strozzi

BOLDNESS IN THE BAROQUE
by Nicholas Phan

Studying music history during my freshman year in college, I briefly came
across the names Francesca Caccini and Barbara Strozzi in the journey we
took at lightning-speed through the history of Western music, and while we
spent a few moments analyzing one excerpt from a cantata by Strozzi, very
little was made of the fact that a woman was composing music in the 1600s,
or that she was one of the only women that appeared in this education.
Instead, we proceeded onwards with our crash course through history,
spending the rest of the course listening to the music of white men whose
compositions form what we consider the “canon” of western
classical music.

As this history is generally taught, it is
overwhelmingly white and heterosexual men who
have driven western music’s course through the
ages. Monteverdi, Bach, Brahms, Beethoven,
Mozart, Handel, Haydn, Schubert, Debussy,
Stravinsky, Mahler, Wagner, Verdi have all been
afforded great positions in the so-called
classical music canon and are revered as having
steered music through to the present day with
their innovative, boundary-pushing large-form
compositions. When they appear in music history

Francesca Caccini

textbooks at all, women contemporaries of these
“great men” are often remembered as spouses, performers, patronesses, or
teachers, as prominent positions in the professional musical world remained
blocked by sexist social norms. Though Clara Schumann was a virtuosic
pianist and composer, she is most often recalled as Robert’s wife and as an
inspiration for many male composers. Alma Mahler is relegated to wife of
Gustav, her promising compositional talent stifled by her husband’s
insistence that she conform to gender norms and cease writing music.
Pauline Viardot is remembered as the great prima donna who took the
stages of Europe’s opera houses by storm, but her compositions are
forgotten. Nadia Boulanger is lauded for her great influence as a teacher of
her many white male students who came to make up the classical music
canon of the 20th century, but her own music, and that of her sister Lili, are
sidelined.

Despite this false narrative, women have been composing music for
centuries, relentlessly pushing against the oppressiveness of the musical
patriarchy. As we commemorate the centenary of women’s suffrage in the
United States through song for this year’s festival, it’s important to
acknowledge that this milestone achievement was just one victory in the
worldwide centuries’ long struggle for equal rights for women that continues
today. While it was wonderful to see the many calls in the musical press for
increased representation of women on classical music programs back in
2018, which was the centenary year of Lili Boulanger’s death, it was
dismaying to see that the only composers anyone was advocating for were
living composers, as if no women had ever composed music of worth at any
other point in music history. On the contrary, beautiful music has been
composed by women through the centuries, and the purpose of this year’s
festival is to give this music a proper platform that allows it to be
showcased, adding musical dimension to their significance as historical
trailblazers.

"...show the world the futile
error of men who believe
themselves patrons of the
high gifts of intellect, which
according to them cannot also
be held in the same way by
women.”
- MADDALENA CASULANA

In 1568,

Maddalena Casulana published her First Book of Madrigals, the

first complete volume of music by a woman to be published in recorded
western music history. In the dedication, she wrote that her hope was to “…
show the world the futile error of men who believe themselves patrons of the
high gifts of intellect, which according to them cannot also be held in the
same way by women.” She went on to publish two more books of madrigals
as well as pieces which were included in other collections. The opening song
of this program is taken from her second book. Of her complete works, 66
madrigals survive.

Casulana trailblazed her way into a career as a professional musician,
starting as a singer. Her successes were completely unheard of at a time in
which women were often considered property. As professional women’s
singing ensembles and the new genre of opera gained footholds as popular
entertainments in the courts of Italy, trained women singers were
increasingly sought after. This demand opened the doors of musical training,
which had previously available exclusively to men and nuns, to women. As a
result, the women composing music in Italy during these years were also
renowned as singers, and they largely worked in smaller-scale vocal genres
like vocal chamber pieces that could be performed in the salon.

Francesca Caccini, known during her lifetime as La Cecchina, also came to
composition through a career in singing. Born into a musical family,
Francesca began her career singing in her father’s ensembles, and quickly
gained notoriety and fame as a virtuoso singer. By the time she was 21 years
old, the King of France was doing his utmost to get her released from her
engagement at the Medici court, who wouldn’t release their prized singer
for an extended sojourn in France. In 1618, at the age of thirty and just
months before the death of her father, the influential opera composer Giulio
Caccini, she published her Il primo libro delle musiche, a collection of vocal
works that furthered the development of the monody. The selections on this
program are taken from this collection, which Francesca used often in her
teaching of younger singers. Highly valued by her patrons, the matriarchs of
the Medici family, she would go on to become one of the highest-paid and
most-valued members of the Medici court, her salary exceeding that of her
father. Her one surviving stage work, Il liberazione di Ruggiero, composed in
1625, is largely considered to be the oldest opera written by a women
composer.

Just one year after the publication of Francesca
Caccini’s Il primo libre delle musiche,

Barbara

Strozzi was born. The illegitimate daughter of
the esteemed poet and librettist, Giulio Strozzi,
an influential member of the intellectual circles
of Venice, her father worked to promote his
“adopted” daughter’s musical career. After
displaying virtuosic vocal and musical ability from
an early age, Giulio arranged for Barbara to
study composition with Francesco Cavalli –

Barbara Strozzi

one of the founders of the genre of opera. After many years of performing
for the intellectual accademie in Venice, an unusual feat for a woman,
Barbara published her first book of musical compositions, a book of
madrigals – a daring move for a woman of questionable social status with no
patronage (unlike Francesca Caccini’s close, life-long relationship with the
Medici family) that challenged the widely-held misogynistic belief that
women should not publicly display their intellect at the time. Much like
Maddalena Casulana before her, Strozzi was keenly aware of the risks of
publishing. In the dedication to her first book of madrigals, to the Grand

As a woman, I am all too bold in

Duchess of Tuscany, she wrote, “

publishing this work. I reverently consecrate it to your Most August
Highness’ name, so that it may lie protected under a golden oak tree, and
not be harmed by the swords of slander that are already drawn to fight
against it.” Strozzi would go on to become the most published composer
during her lifetime, publishing eight volumes of her music – an astonishing
achievement for a single mother of four, who never had noble patronage nor
support from the church. A highly experimental composer with both form
and modality, she pushed the emotional and expressive boundaries of the
cantata form. Aside from her compositional ingenuity and mastery, her
prolific output is much of the reason she is so well-represented on this
program.

Another Venetian singer who studied composition with Cavalli was

Antonia

Bembo. Bembo has an extraordinary biography that illustrates many of the
challenges women composers faced during the Baroque period. Abandoned
by her husband for five years while he went on a military tour, she was left
with no means to provide for her family. She eventually filed for divorce,
accusing her husband of abusing her, repeatedly raping her while she was
pregnant, having sex with the household staff, stealing her jewels, and
fathering illegitimate children while he was away with the army. She lost her
case and was forced to flee from Venice to Paris with one of her daughters,
Diana. She was aided in her escape by the famous lutenist, Francesco
Corbetta, who was a high-ranking musician at King Louis XIV’s court.
Through Corbetta, Bembo was introduced to the Sun King, who admired her
singing and composition so much that he granted her both a place to live
and a pension.

Bembo dedicated most of her compositions to Louis XIV in gratitude for his
aid, which allowed her to devote her time to composition, including the

writing of an opera L’Ercole amante. The selections on this program are
taken from her collection of 41 vocal works, Produzione armoniche, and
demonstrate her facility with both French and Italian Baroque styles and
languages. Perhaps the first truly international woman composer, she was
able to go back and forth between styles with ease, blending them at times
to create a sound that was distinctly her own.

Another composer who enjoyed the patronage of the Sun King was Antonia
Bembo’s contemporary

Elisabeth Jacquet de la Guerre. The daughter of a

harpsichord-maker and organist, Elisabeth Jacquet was trained by her father
in music and displayed exceptional talent at the harpsichord from a young
age. She was taken into the French court under the auspices of the King’s
mistress, the Marquise de Montespan, who oversaw much of her music
education. Around the age of 20, she married the organist Martin de la
Guerre, and took on his surname as a secondary surname – a bold
proclamation of her intention to continue her professional musical life after
marriage. A few years later she would publish her first volume of her music,
Les pieces de clavecin: Livre I, which was dedicated to the King. Wellknown as a composer during her time, de la
Guerre was the first woman to have an opera
produced in the history of France, Céphale et
Procris. After composing instrumental sonatas that
would revolutionize the form, she returned to
vocal music, publishing two books of cantatas on
biblical subjects, and a final set of cantatas on
mythological secular subjects published in 1715.
Practical in her desire to have her music
performed, she instructs that it is perfectly
acceptable to perform the airs from these
cantatas as separate pieces, something we have
done for this program.
Elisabeth Jacquet de la Guerre

Little is known of the final composer on this Women of the Baroque program,

Julie Pinel. What is known is that, like Elisabeth Jacquet de la Guerre, she
also was a respected harpsichordist and similarly came from a family of
musicians that had many connections to the French court, one of whom,
Germain, was the Sun King’s childhood lute instructor. While biographical
details about her are scarce, her collection of 31 songs, Nouveau receuil
d’airs sérieux et a boire, published in 1737, survives. The

opening song from this sole volume of her work is featured on this program.

Women in the early baroque and late renaissance realized new opportunities
as the noble classes became fascinated with their singing voices. Born into
families (often musical dynasties) that radically valued their education, and
mostly supported by wealthy noble patrons, these women carved out wildly
successful lives in music through their compositions, as well as their
performing careers. As recorded history exalts in the creations of their male
peers, our experience of the music of this period is lesser for our oversight of
these visionary women. The near-erasure of their works from music history
and overfocus on the accomplishments of their male peers would lead the
next generations of women musicians to question themselves as they made
forays into composition, leaving them to feel as if they were starting anew in
their efforts to blaze trails and break through glass ceilings. After traveling
from Italy into France over the course of this program, we will see in next
week’s concert that the proceeding generations of women in Paris, ignorant
of this rich musical history, would struggle to gain footholds in hallowed halls
of music as composers, and often succumb to crushing internal doubts about
their abilities. In this program, it is our privilege to bring alive these
foundational compositions and reinterpret them for the present moment,
with the hope that today’s composers can feel the long lineage that
supports them in their work.
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PROGRAM
I.
Ma première lettre

Cécile Chaminade
(1857-1944)

II.
Cantique

Nadia Boulanger

Heures ternes

(1887-1979)

Soleils couchants
La mer

III.
Six chansons françaises

Germaine Tailleferre

Non, la fidélité

(1892-1983)

Souvent un air de vérité
Mon mari m'a diffamée
Vrai Dieu, qui m'y confortera
On a dit mal de mon ami
Les trois présents

IV.
Fleur desséchée

Pauline Viardot

Évocation

(1821-1910)

V.
Clairières dans le ciel
Elle était déscendue au bas de la prairie
Elle est gravement gaie
Parfois, je suis triste
Un poète disait
Au pied de mon lit
Si tout ceci n'est qu'un pauvre rêve
Nous nou aimerons tant
Vous m'avez regardé avec toute votre âme
Les Lilas qui avaient fleuri
Deux Ancolies
Par ce que j'ai souffert
Je garde une médaille d'elle
Demain fera un an

Lili Boulanger
(1893-1918)

CRISES OF CONFIDENCE
by Nicholas Phan

“If there is anything of which I am very sure,
it is that my music is useless.”
– NADIA BOULANGER
In his book, Mademoiselle: Conversations with Nadia Boulanger, Bruno
Monsaingeon quotes Nadia describing her younger sister Lili as “the first
important woman composer,” and musing “I wonder why there is a certain
reluctance to acknowledge her place in history.” It is astonishing that a
woman who was one of the greatest musical pedagogues of last century
and was well-versed in centuries of music history was not aware of (or
simply chose to ignore) the many important women composers of the late
renaissance and the baroque. Yet developments in classical music during
the period in which Nadia was born explain her apparent ignorance of the
composers we featured on last week’s program.

Over the course of the 1800s, economic factors

Nadia Boulanger

combined with technological advancements and
the general Romantic idealization of the “genius
artist” archetype promoted the concept of a
classical music “canon”: A collection of musical
works deemed great by critics and artists alike,
establishing a pantheon of compositional heroes
(all white men) whose music should be studied,
revered, and performed. At the beginning of the
century, repertoire being performed in concert
halls was largely written by living composers. By
the time

Nadia Boulanger was born in 1887,

roughly 80% of the music being presented was composed by dead ones.
Nadia was raised within this cultural framework, and subscribed to it
throughout her lifetime. Study of the works by the “great masters” was
central to her pedagogical method, believing it was key in helping her own
students to unlock their own artist genius. Yet this perception of music
history and women’s place in it (including her own) explains why she
expressed such lacking confidence in her own abilities as a composer.

"My own oeuvre, if you can call it an oeuvre is…miles
emptier, because there is nothing to it.
There is no personality…When I decided to abandon
composition, it was because I knew that I would
never be a great genius.”
- NADIA BOULANGER

Crises of confidence plagued many women composers during the latter half
of the 19th century and early part of the 20th century in Paris, where women
were attempting to carve out a platform for themselves in Europe’s cultural
capitol. Just as the work of artists like Camille Claudel and writers like
George Sand forced the male-dominated cultural world to take women
artists of all stripes seriously, women writing music similarly insisted that their
compositions be acknowledged outside the realm of Paris’ private (yet
influential) musical salons and be allowed to graduate to the public stage as
professional composers.

Much like the Italian women of the Baroque generations before her,

Pauline

Viardot came to composition through singing. The daughter of the famous
tenor and teacher Manuel Garcia, her singing career made her one of the
most famous women in Europe during her lifetime. The youngest child of an
operatic dynasty that was highly invested in her carrying on the family
business, Pauline’s family skirted the normal obstacles to women’s musical
education during these years by arranging for her to receive private lessons
in composition. As a teenager, her mother arranged for her to study with the
composition teacher Anton Reicha, whose list of illustrious students included
Hector Berlioz and Franz Liszt. Yet even with this privileged access to
instruction, Pauline’s lessons were brought prematurely to a halt before she
could study things like counterpoint and orchestration – foundational tools
necessary to compose larger scale pieces that she would have received if
she had been allowed a conservatory education.

Pauline composed hundreds of pieces of music, including many songs,
chamber operettas, and sonatas for violin and piano, all of which were
highly esteemed during her lifetime – so much so that she was encouraged
to write the largest of all musical compositional forms: a full-length grand
opera. The Grand Duke of Weimar was so enthusiastic about the idea that

plans were developed around an operatic adaptation of
Pauline’s close friend George Sand’s novel, The Devil’s
Pool. Sand wrote a libretto, but Pauline abandoned work
on the project after composing two-thirds of the piece.
Her husband, Louis Viardot, explained why in a letter to
Sand around the time, writing: “Pauline has never
imagined herself to be a composer…she has never been
satisfied with what she has done and has torn up these
futile efforts.”

Pauline was encouraged greatly in her composition by
the great Russian novelist with whom she carried on a
Pauline Viardot

lifelong affair, Ivan Turgenev, who introduced her to the

Pushkin poems she set to music featured on this program and acted as
translator for these settings. A well-traveled performing artist who was
fluent in six different languages, Pauline’s compositions were fluid in terms
of their ability to transcend musical borders. One critic described her songs
as “individual in style – not assuredly Italian – not strictly German – not
precisely French. Their originality does not reside in their ‘melodies’ so much
as their entire structure.”

Also from a musical family,

Cécile Chaminade was afforded a musical and

compositional education via private instruction, although this was a hardwon compromise. Demonstrating musical promise from an early age, Paris
Conservatory faculty members including Georges Bizet insisted that she
study at the institution but her father forbade her from enrolling, believing it
to be inappropriate for a woman of her class. Chaminade’s works were
championed by both establishment musicians and critics from as early as her
late teens. She became popular abroad in both England (where Queen
Victoria was an ardent fan) and the United States, earning her the Légion
d’honneur in 1913 – the first woman composer in French history to receive the
honor.

Chaminade published over four-hundred pieces of music during the course
of her lifetime, having the greatest success with her piano miniatures and
roughly one hundred songs. Yet despite all of this success, she struggled
with doubt and insecurity. Describing her process of publishing her works,
she wrote: “I am reluctant to have my work published immediately, preferring
to keep it hidden in a drawer for some considerable time until I come across
it again. If I find then that it continues to please me, I send it

to the publisher..." Her song, Ma première lettre, which opens this
Parisiennes program, a setting of Rosemonde Gérard’s poem about a
woman coming back to a letter written in her youth that she finds in a
drawer, has many parallels with Cécile’s confession about her own
compositional process.

As Chaminade became more established, critics who

Cécile Chaminade

had once praised her music’s “feminine charm”, began
to turn against her as she moved into larger forms of
music, deemed the realm of musical masculinity. As the
battle for women’s suffrage intensified in the United
States and gained significant ground around the turn
of the century, one critic for the New York Evening Post
reviewed a performance of her music in 1908 saying: “…
on the whole this concert confirmed the conviction
held by many, that while women may someday vote,
they will never learn to compose anything worthwhile.
All of them seem superficial when they write music.” As
misogynist criticism of her music increased during the
latter part of her life,
Chaminade was effectively barred from entry into the canon of music
history, her music unjustly remembered as simplistic salon music full of
“charm”, yet lacking in artistic depth.

1913 was a milestone year for women in French music history – Chaminade
was made a Chevalier de la Légion d’honneur and just a few months later

Lili Boulanger became the first woman to win the Prix de Rome, the
prestigious scholarship competition established by Louis XIV which had
catapulted the careers of many of France’s most famed composers
including Berlioz, Bizet, Debussy, Gounod, and Massenet. Similar to both
Chaminade and Viardot, the Boulanger sisters were descended from a
musical dynasty, one that ensured their access to an elite musical education.
Their father had won the grand prize of the competition in 1835, and both
sisters were ambitious in their desire to follow in their father’s footsteps after
the competition was opened to women in 1903. Daughters of a more
progressive father than Chaminade’s, both sisters were permitted to
matriculate at the conservatory, and also studied with their father’s circle of
friends who were members of Paris’ musical elite, such as Gabriel Fauré.
Nadia competed in the competition four times and was awarded one of the
second place prizes on her third entry into the competition in

1908 in a controversial slight that raised accusations of sexism and favoritism
(the winner of the grand prize that year was the son of the director of the
Paris Opera). Her sister took the top prize in a near unanimous vote 5 years
later, at the age of 19.

Through their preparation for the Prix de Rome,
both Lili and Nadia received the skills and formal
training they would need to compose for larger
forces. Yet their different experiences with the
competition point towards their divergent future
paths. Lili’s historic win catapulted her into the
spotlight, and she became a darling of the musical
press, who were obsessed with the seeming
dichotomy of her towering musical genius
juxtaposed against the image of her as a fragile
young woman of frail health (Lili notoriously
Lili Boulanger

suffered from poor healthy from early childhood,
having been diagnosed with Crohn’s disease at

age 3). Shortly after taking the grand prize, she secured a deal with the
esteemed publishing house, Ricordi, and soon began work on a full-length
operatic adaptation of Maurice Maeterlinck’s play, La princesse maleine.
Maeterlinck was such a fan of her work that he immediately granted her the
rights. Nadia, on the other hand, continued to build her career as a teacher
in order to make her income, and struggled to find a foothold as a
composer. As ambitious as her sister, she composed an opera, La ville morte,
which she wrote in collaboration with one of her primary mentors and
collaborators, the composer Raoul Pugno. Sadly, the opera never received
its premiere due to the Pugno’s sudden death and the outbreak of World War
I a few months later. Following the deaths of her primary supporter and her
sister, she succumbed to her crushing self-doubt and gave up composition in
1922.

While history remembers Nadia Boulanger as the famous teacher of the men
who would come to populate the western classical canon in the 20th
century, the songs on this program, written during the years she was
preparing to enter the Prix de Rome show her to be a composer of great skill
and promise, capable of writing music of extraordinary beauty. Their
excellence betray the ambitions and determination of a young woman who
worked hard to break the glass ceilings which prevented her from ascending
into the heights of the classical music pantheon as a composer.

World War I also cut short Lili’s compositional career. The demands on Lili
were already many when the war broke out, as she was busy composing to
fulfill the terms of her prize. Once the fighting started, she poured herself
into the war effort, spearheading the Comité Franco-Américain du
Conservatoire National to support musicians at the front. Her diaries of this
period note committee meetings nearly every day, and it is speculated that
the exhaustion she suffered from her committee work, combined with her
musical efforts, hastened the decline of her already extremely compromised
health. She died at the age of 24 on March 15, 1918 – just one week after the
premiere of her song cycle Clairières dans le ciel, which forms the bulk of
this program.

An epic cycle of 13 songs, Clairières tells of a young and inexperienced man
reminiscing about his relationship with a young woman. While a break-up is
never mentioned, the narrator looks back with nostalgic sadness on the
relationship. The final song is the first clue to the freshness of the
relationship’s end: he opens by noting that the next day will mark a year
since the couple’s first meeting. Only in this final song is the rawness of his
emotional experience revealed. Here, Lili employs a brilliant structural
technique inspired by Gabriel Fauré’s cycle La bonne chanson to illustrate
the pain of these memories: she fills the last song with musical quotes from
each of the previous twelve, each seamlessly flowing into each other with
alarming speed. While this technique creates a dream-like effect in both
cycles, Fauré’s resembles a pleasurable, drug-induced high. Lili’s is more like
a nightmare, perfectly illustrating the utter devastation of her protagonist.

In Clairières dans le ciel, we get a sense of Lili’s highly developed harmonic
language, which is forward-looking, expansive, and filled with shadings of
chromaticism that make it seem like harmonies are implied rather than
explicitly expressed. Its compositional boldness leaves us to wonder: how
would she have continued to grow and push musical boundaries had her life
not been cut short?

Born with the name Marcelle Germaine Taillefesse to a father much less
progressive than Ernest Boulanger,

Germaine Tailleferre received her

musical education at the Paris Conservatory in spite of her father’s staunch
opposition thanks to the ingenuity of her mother, who endeavored to hide
her practice. Because of these childhood scars from her father, she

changed her name to Tailleferre in order to disassociate herself from him.
While she was at the conservatory, Taillferre forged friendships with a group
of composers who would come to be known as Les Six, a musical cohort who
would become famous for being at the forefront of Paris’ musical avantgarde during the interwar years.

Traveling to the United States to
perform as a soloist in her own
works, Tailleferre met the American
caricaturist Ralph Barton, whom she
married in 1926. The marriage was
an abusive one. Barton was rabidly
jealous of Tailleferre’s success and
tried hard to stymie her work. Their
Germaine Tailleferre

marriage ended in 1929 in a
spectacular blowout: angry that

Tailleferre had become pregnant, Barton attempted to shoot her in the
abdomen in an effort to forcibly abort the pregnancy. While Tailleferre
managed to escape, the trauma of the experience caused her to miscarry.
She immediately filed for divorce after the episode, and just two months
later wrote her Six chansons, which are featured on this program. Writing
about the period in her memoirs, it is evident that composing the songs were
part of her effort to recover from the abuse:

“Once I had found calm and health, I no longer wanted to postpone working.

My musical career had been interrupted for two and a half years; the
time missed by this marriage had profoundly affected me…
I refused to accept any new idea of marriage; the experience that I had just
lived through was enough to leave me disgusted [with marriage] forever.

I

resumed with joy my musical life.”
Tailleferre’s output would include operas, concerti, chamber works and
music for film in addition to songs. Coming out of this particularly tumultuous
period in her life, her Six chansons françaises are perhaps some of her most
staunchly feminist works.

Even as access to formal musical education became increasingly available
to women during the years of the Belle époque, women composers faced
numerous challenges to their careers, including the misogynistic trope that
“feminine” music was only meant to be trifles for the salon, jealous

husbands who discouraged their professional careers, and the pressure of
needing to live up to the mythology of a canon completely devoid of music
by women. Oftentimes, each woman’s music would be lost to the anecdote
of their historical significance: Tailleferre’s music would be neglected, even
while she was memorialized as the sole female member of Les Six; Lili would
be remembered as the first woman to win a prestigious competition who
died too young, but not as a great composer in her own right. Speaking to
The Washington Post in 1908, Cécile Chaminade acknowledged the
impediments to women’s success in the arts:

“There is no sex in art. Genius is an independent
quality...I do not believe that the few women who
have achieved greatness in creative work are the
exception. But I think that life has been hard on
women. It has not given them opportunity. It has
not made them convincing. She is handicapped
and only the few through force of circumstances or
inherent strength have been able to get the better of
that handicap..."
- CÉCILE CHAMINADE
While giving voice to those obstacles, Chaminade would go on to express
hope for the generations of women to come, keenly aware of the trails she

“the woman of the future with her broader outlook for
greater opportunities will go far, I believe, in creative work of every
description...” Chaminade passed away, largely forgotten by the world, in
was blazing:

1944 – just one year before women would win the right to vote in France. In
our next program, Modern Women, we will explore the prescience of
Chaminade’s optimism.
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WHAT CAN ONE WOMAN DO?
by Nicholas Phan

“The woman of the future with her broader outlook
for greater opportunities will go far, I believe,
in creative work of every description...”
– CÉCILE CHAMINADE
When Cécile Chaminade speculated in the Washington Post about
the increased scope of possibility for women artists of the future,
her optimism would not prove unfounded. The role of women in
music changed radically over the course of her lifetime, and by the
turn of the century, the idea of what was appropriate for a woman
was evolving radically. During the late 1800s, women entered the
workforce in increasing numbers and also saw increased access to
higher education. This manifested itself in the music world, with
women venturing beyond the domestic confines of the salon and
into the public sphere of professional musicianship: from 1870 to
1900, US census data indicates a nearly 21% rise in the percentage
of women working as musicians, with over half the musical
workforce in 1900 being comprised of women. While many of
these women were employed as music teachers, many also
populated the growing number of women’s orchestras and
chamber groups which were proliferating across the country.
As women pushed harder and harder for universal suffrage and
equal rights during these years, their efforts and philosophies bled
over into the realm of music. Women musicians fought gendered,
patriarchal misconceptions about music and creativity: ideas
largely based on sexist tropes such as “feminine frailty” and
women’s inability to reason because of their supposed hyperemotionality and predilection for “hysteria”. George Upton, the
music critic of the Chicago Tribune, who published numerous
books on music with titles like Standard Oratorios and Standard
Symphonies that contributed to the establishment of a canon in
classical music in North America during the years of the Gilded

Age, after spending paragraphs in his book Woman in Music
asserting that women are too weak to withstand the “fierce
struggles”, “overwhelming discouragements”, “prejudice and
indifference” and “pitiless storms of fate and cruel assaults of
poverty” associated with a life in composition, wrote that “every
technical detail of music is characterized by science in its most
rigid forms. In this direction, woman, except in rare instances, has
never achieved great results. It does not seem that women will
ever originate music in its fullest and grandest harmonic
forms. She will always be recipient and interpreter but there
is little hope that she will be the creator.” Yet, in the face of this
kind of misogyny, the US would see the first concerto, first
symphony, and first large scale choral composition written by
women be performed by a major US Symphony Orchestra (all of
them with the Boston Symphony).
As women’s access to musical
education continued to increase
around the turn of the century, it also
increased for musicians of color. In 1903,
a very young Florence Beatrice Smith
entered the New England Conservatory
of Music in Boston, where she studied
organ performance, piano pedagogy,
and eventually composition with the
renowned American composer George
Chadwick. History remembers her by
the name she took

Florence B. Price

marrying her first husband, Florence B. Price, the first black
woman in history to have a symphony performed by a major
symphony orchestra when the Chicago Symphony and Frederick
Stock performed her Symphony No. 1 in e minor in 1933.
A resident of Chicago for the majority of her adult life and a fixture
on the Chicago classical music scene, Price was a prolific composer
who composed roughly 300 pieces in a wide range of genres, from
symphonic works to popular songs. The Chicago classical music
scene was incredibly active in the early 20th century, especially for
black musicians: the first branch of the

National Association of Negro Musicians was the Chicago Music
Association, which formed in 1919. Music education became more
widely accessible to black musicians during these years, with not
only black-led music schools such as the Coleridge-Taylor Music
School and the Chicago University of Music (which would become
known as the National Conservatory of Music in 1925), but also
progressive institutions such as the Chicago Musical College (which
is now Roosevelt University’s Chicago College of Performance Arts,
where CAIC’s very own Shannon McGinnis now serves on the
faculty) and the American Conservatory of Music, both institutions
where Florence Price studied composition.

Ruth Crawford Seeger

In 1921, just three years after the ratification of
the 19th Amendment, a 20 year old Ruth
Crawford arrived to Chicago to study at the
American Conservatory of Music, where roughly
85% percent of the student body was comprised
of women. Describing Chicago as “the wonder
city” during her student years, Crawford’s artistic
world expanded exponentially, and it was
during these years that she transitioned from
studying piano to heeding the calling she
increasingly felt to compose. While in Chicago,
Crawford developed a close friendship with Carl
Sandburg, the author of the poem Home
Thoughts. Both a writer and a folk singer,

Sandburg became an important influence on Crawford’s life,
exposing her to his progressive politics as well as to folk music.
Crawford’s first experiences with folk song were contributing
arranged accompaniments to Sandburg’s popular anthology The
American Songbag. It was also during these years that Crawford
fell in with a group of American avant-garde composers, who
became known as the “ultramoderns”, of whom Crawford would
become perhaps the best remembered. These contacts would
introduce her to the man she would eventually marry, composer
and teacher Charles Seeger.
The populist political ideologies Crawford Seeger shared with her
husband would eventually lead her to transition her focus to the

the preservation of American folk music, a tradition her children
and step-children would carry on to great renown, most notably
her step-son Pete Seeger and her daughter Peggy Seeger. While
she planned to return to her composition of art music as her
children got older, Crawford Seeger died at the young age of 52 of
intestinal cancer.
A protégée of both Price and Crawford
Seeger’s piano teacher in Chicago, Djane
Herz, Margaret Bonds also was blazing
trails in the Windy City. A virtuosic pianist,
Bonds made history the same night the
Chicago Symphony premiered Price’s
Symphony No. 1, becoming the first black
soloist to appear with the orchestra
when she played John Alden Carpenter’s
Concertino on the second half of that
program. Interested in composition,
Bonds naturally gravitated towards Price,
who was the only kind of role model she
could look to as a Black woman
composer. Bonds would go on to
premiere and perform many of Price’s

Margaret Bonds performing the world
premiere performance of Price's Piano
Concerto in One Movement with the
Woman's Symphony Orchestra of

works, work as her copyist, and study composition with her. The
two remained close until Price’s death in 1953.
Bonds would receive national recognition in her own right very
quickly as a composer, and eventually she moved to New York City,
where she developed a close friendship with the poet Langston
Hughes. The two would collaborate on many projects together,
and Bonds set numerous Hughes poems to music, including the
Three Dream Portraits, which open this program.
Women composers continued to persevere as the 20th century
ambled along, but misogyny and racist ideas about music
stubbornly stuck. The classical music world increasingly
worshipped the hallowed canon of repertoire composed by white
men it had placed on pedestals that grew higher and higher with
each passing decade. The musicologist Marcia J. Citron sums the
challenges up in her book Gender and the Musical Canon:

Chicago

“The presence of a past can go a long way toward
assuaging creative anxiety. But which past does the
female creator relate to: some neutral or universal
past, or a female past? Perhaps she might want to
relate to more than one tradition. But if one of them is
a female tradition the problem is that there is still no
fully formed female tradition to relate to. Music by
women is performed occasionally but still has not
acquired the status of a meaningful tradition. As
statements by many women composers suggest . . .
relating to a neutral past can mean marginalization
and subordination to the ideologies of dominant
culture, which is male culture.”

Despite women’s high enrollment in music conservatories in the
first half of the century, by 1970 women only accounted for 6% of
the players in American top-tier orchestras. In 2018, a Cleveland
Plain Dealer article excoriated the classical music world for its
glaring lack of female representation and listed a Baltimore
Symphony study which found that music composed by women
comprised just 1.3% of the musical programming of 85 American
orchestras. Just this past summer, in the wake of the murder of
George Floyd, there was a general outcry amidst the industry about
the lack of Black representation in classical music with numerous
articles on the subject appearing in almost every publication,
including the New York Times, New Yorker, Opera News, and NPR.
Despite these bleak statistics which indicate that the journey
towards equality in music is far from over, the women composers
enjoying success today attest to the progress that has been made
these past 150 years. The sampling of living composers featured on
this program is just a taste of the extraordinary music being
created by women all over the world today.
The two regional premieres on this program by Errollyn Wallen
and Iva Bittová were commissioned by the Philadelphia Chamber
Music Society and had their world premiere performances in
January of this year. Wallen, a Belize-born British

citizen, is a prolific composer who has written numerous chamber
and orchestral works, multiple operas, and scores of songs. Her
Concerto for Percussion and Orchestra was the first piece
composed by a black woman to be performed at the BBC Proms
in 1998, 103 years after the festival’s founding. Just this year, she was
made a Commander of Order of the British Empire for her services
to music. A free-spirited composer, Wallen’s music draws

Errollyn Wallen

on influences of many genres,
including the avant-garde edges of
classical music as well as popular
song. Roundel is a haunting setting
of Vera Brittain’s poem of the same
name for baritone and mezzosoprano, in which Wallen uses the
two voices to evoke the ghostly
presence of one who has passed
and the pull they have on the loved
ones left behind.

Born in Czechoslovakia to a musical family, Bittová initially worked
as an actress, eventually refocusing her work on music, performing
as a violinist and singer, and composing numerous works. She
describes her ever-evolving music: “For many years, I have worked
in a range of musical genres, including jazz, rock, classical and
opera. Deciding on a name for my style of music is far from over
yet.” Nezabudka draws on folk music from Bittová’s childhood,
evoking a sense of memory and nostalgia for a time past. About
this piece, she writes: “I intend this piece as a reminder to keep
connected with childhood, parents, traditions, passions, and
emotions; to learn how to stimulate and sublimate our dark
moments and transform every little shiver of inspiration into art.”

Iva Bittová

Sarah Kirkland Snider has been
commissioned by many of the leading
orchestras and chamber ensembles in
the United States, and one of her latest
commissions was for the New York
Philharmonic as part of their celebrations
of the centenary of the ratification of the
19th Amendment. A leading voice in the
new music community, she co-founded
New Amsterdam records in 2008, an
independent record label that has since
evolved into a non-for-profit service
organization with the mission of
supporting public engagement with new
music. How Graceful Some Things Are,
Falling Apart is a setting of a poem by
Jonathan Breit that was commissioned
by Yale New Vocal Works in 2006.
Sarah Kirkland Snider

Chicago-based composer Stacy Garrop
represents the continuation of the
tradition of Chicagoan women composers
that has been explored through the songs
of Bonds, Crawford Seeger, and Price
throughout this program. Also premiered
in 2006, Garrop’s In Eleanor’s Words
forms the bulk of tonight’s program, and is
the most direct reference to the 2020
festival’s theme of commemorating a
century of women’s suffrage in the United
States. The song cycle draws on excerpts
of Eleanor Roosevelt’s syndicated
newspaper column, My Day, which ran
from 1935 through 1962. The cycle affords
the chance to revisit some of the musings
of one of America’s most progressive
women leaders. Over the course of the

Stacy Garrop

work, we hear snippets of Roosevelt’s thoughts on systemic
oppression of people of color and the poor, her pleas for pacifism,
and her beliefs about the importance of the participation of the
individual in our democracy, all statements that remain sadly
relevant nearly a century hence.
Answering Roosevelt’s final question, “What can one woman do?”,
we end this program with a performance of Florence Price’s Songs
to the Dark Virgin, which Marian Anderson featured on her
program at her famous concert in 1939. Denied access by the
Daughters of the American Revolution to Constitution Hall
because of her race, Eleanor Roosevelt helped move the
performance to the steps of the Lincoln Memorial, drawing a
crowd of over 75,000 people to the National Mall in addition to
millions of listeners on the radio, a testament to just how much
one woman can do.

Marian Anderson's historic 1939 performance at the Lincoln Memorial

It is an impossible task to distill the vast body of work of women
composers into a single festival. We will continue our
commitment to programming the music of women composers,
and we regret that there wasn’t time for works by Vítězslava
Kaprálová, Chen Yi, Undine Smith Moore, Louise Talma, Unsuk
Chin, Imogen Holst, Alma Mahler, Settimia Caccini, Isabella
Leonarda, Clara Schumann, Lori Laitman, Libby Larsen, Juana Inés
de la Cruz, Amy Beach, Ethyl Smyth, Augusta Read Thomas,
Gabriela Lena Frank, Lita Grier, Shulamit Ran, Missy Mazzoli, and

Caroline Shaw, just to name a few. It’s time for us to dispense with
the idea of a classical music canon, and embrace the reality that
both our art form and its history are living, ever-evolving things.
While we can, of course, continue to enjoy all the works by white
men that have been canonized, we have the privilege of an
adventure of discovery as we continue to unearth women’s
masterworks of the past and commission a more balanced
repertory in the present.

Votes for Women poster, Bertha Margaret Boye, 1911

FESTIVAL ARTISTS
Brandon J. Acker is a classical
guitarist and specialist in early
plucked instruments. He has toured
extensively in England, Scotland,
Wales, and Canada and performed
with notable groups such as the
Leipziger Barockorchester, the
Joffrey Ballet, the Newberry Consort,
Music of the Baroque, Opera
Lafayette, Haymarket Opera
Company, Third Coast Baroque, Bella Voce, and more. Recordings include
“A Wanderer’s Guitar;” Schubert lieder arranged for guitar and baritone;
and “Strung Up,” minimalist music arranged for harp and guitar. You can
hear him on his Youtube channel with over 175,000 subscribers and many
viral videos.

Iva Bittová was born in 1958 in Bruntál
in northern Moravia in what today is the
Czech Republic. In 1971, she began to
study music and drama at Brno
Conservatory. In 1982, she started
studying with Rudolf

Šťastný, first

violinist of the Moravian String Quartet.
She has performed with the Bang on a
Can All-Stars, Netherlands Brass
Ensemble, Calder Quartet,

Škampa

Quartet, Mucha Quartet, and Moyzes Quartet, as well as with the San
Francisco Symphony, Solamente Naturali, Prague Philharmonic Orchestra,
Ostrava Philharmonic Orchestra, and the Opera Diversa Brno. Oscillating
between folk and contemporary, Bittová has created an original and
individual way of playing music. For her first solo album in 1991, she
composed all 14 tracks except for the Czech folk song “One Sister.” After
living in the countryside near Brno for 17 years, she relocated to the U.S.,
settling in upstate New York in 2007. Since 1985 she has released 37 CD
recordings.

Amanda Lynn Bottoms, mezzosoprano, is a member of the Domingo
Cafritz Young Artist Program at the
Washington National Opera, where her
mainstage work includes roles in
Francesca Zambello’s Porgy & Bess,
the Maurice Sendak production of Die
Zauberflöte, Menotti’s The Consul, and
the world premiere of Michael Lanci’s
Admissions. Acclaimed for her “superb
vocal and dramatic chops” (Opera News), Bottoms debuted this past fall
with Opera Philadelphia as part of the O19 Festival, performing the role of
Smeraldina in Prokofiev’s The Love for Three Oranges and returned to join
the Philadelphia Chamber Music Society Emerging Voices project in January
2020. Bottoms has been a finalist in prestigious international competitions
including the George London Foundation, Zachary Foundation, Operalia,
and the Metropolitan Opera National Council Regionals. Recent concert
work includes collaboration with the Philadelphia Orchestra under the baton
of maestro Yannick Nézet-Séguin, Buffalo Philharmonic, UCLA Symphony,
Curtis Symphony Orchestra, and Cecilia Chorus of New York.

American soprano,

Janai Brugger, a 2012

winner of Operalia and of the Metropolitan
Opera National Council Auditions, began
the 2019-20 seaon in the role of Clara in
Porgy and Bess at the Metropolitan Opera.
The artist traveled to Michigan for
performances of Mahler’s Fourth Symphony
with the Detroit Symphony Orchestra
before joining the American Symphony
Orchestra at Carnegie Hall to sing Elgar’s
The Kingdom.

In 2018, she returned to the Grant Park Music Festival for performances of
Haydn’s Theresienmesse. She sang Mahler’s Fourth Symphony with the
Philadelphia Orchestra under the baton of Yannick Nézet-Séguin and made
her Salzburg Festival debut in Beethoven’s Ninth Symphony with
musicAeterna conducted by Teodor Currentzis. At Lyric Opera of Chicago,
she sang the role of Ilia in Idomeneo and joined Dutch National Opera for

Clara in Porgy and Bess, a role she also sang at Cincinnati Opera alongside
performances as Susanna in Le nozze di Figaro.

Recent successes include performances at Royal Opera House, the Los
Angeles Opera, and the Metropolitan Opera in she has appeared in the
roles of Jemmy in Guillaume Tell, Michaela in Carmen, Pamina in The Magic
Flute, and Marzelline in Fidelio. Identified by Opera News as one of their top
25 “brilliant young artists” (October 2015 issue), Janai appeared in the Met’s
Rising Stars concert series, and in earlier seasons, as Liù in Turandot and
Helena in The Enchanted Island. She also sang performances with Los
Angeles Philharmonic and the Philadelphia Orchestra both for Mahler’s

ž

ė-Tyla, and she starred

Fourth Symphony under the baton of Mirga Gra inyt

in Emmy award-winning composer Laura Karpman’s multimedia setting of
Langston Hughes’s epic 1961 poem, Ask your Mama, with Chicago
Sinfonietta.

A native of Chicago, the artist obtained a master’s degree from the
University of Michigan, where she studied with the late Shirley Verrett. She
earned her bachelor’s degree from DePaul University where she studied
with Elsa Charlston. In 2010, Brugger participated in the Merola Opera
Program at San Francisco Opera, and went onto become a young artist at
Los Angeles Opera for two seasons.

Highly acclaimed violinist

Martin Davids

founded and directs the Callipygian
Players, Chicago’s premier Baroque
chamber music ensemble. “A devoted
Baroque artist and performer of
considerable note” (Jack Neal, KUNR-FM),
Davids is concertmaster of Brandywine
Baroque, Third Coast Baroque, Bella Voce
Sinfonia, and Bach Collegium of Ft.
Wayne. He is principal second violin with
the Haymarket Opera and Baroque
Chamber Orchestra of Colorado. In Chicago, he also plays with Music of the
Baroque and Ars Antigua. In the summer, he performs at the Staunton Music
Festival (VA). Other ensembles he has played with include Bach Collegium
San Diego, Indianapolis Baroque Orchestra, Ensemble Galilei, Chicago
Opera Theater, Central City Opera, Aradia, Toronto Consort, and numerous
others across Canada and the U.S.

Davids earned the prestigious performer diploma in Baroque violin from
Indiana University where he studied with Stanley Ritchie. He also received a
masters degree from the University of Michigan.

Davids published a volume of arrangements for two violins of J. S. Bach’s
solo violin fugues in early 2016. Called Bachfor2, it is the first arrangement
of its kind. A second volume was published in 2019.

His recordings on the Musica Omnia, Albany, Plectra, Cedille, and Sonabilis
labels have been described as "simply gorgeous" (American Record Guide).
In January of 2017, he celebrated the release of his latest CD Les Deux suites
de airs d’opera... with concerts in Paris and Naples. He performs on a
Baroque violin by Ferdinando Alberti from 1750 with Baroque bows by
Canadian master bow makers Michelle Speller and Stephen Marvin.

A graduate of Roosevelt University and
The University of Michigan,

Ann Duggan

performs with the Haymarket Opera
Company, Carmel Bach Festival, Bella
Voce, Music of the Baroque, Callipygian
Players, and Third Coast Baroque. She
teaches violin and viola at Trinity
International University as well as a
private studio. Ann has been a past
member of Joffrey Ballet Orchestra, Da
Corneto Opera, Sarasota Opera, Key
West Symphony, and Spoleto Opera
Festival as well as 10 years of teaching at
the Music Institute of Chicago.

Stacy Garrop’s music is centered on dramatic and lyrical storytelling. The
sharing of stories is a defining element of our humanity; we strive to share
with others the experiences and concepts that we find compelling. She
shares stories by taking audiences on sonic journeys—some simple and
beautiful, while others are complicated and dark—depending on the needs
and dramatic shape of the story.

Garrop is a full-time freelance composer living in the Chicago area. She
served as the first Emerging Opera Composer of Chicago Opera Theater’s
Vanguard Program (2018-2020), during which she composed The

Transformation of Jane Doe and What
Magic Reveals with librettist Jerre Dye. She
also held a 3-year composer-in-residence
position with the Champaign-Urbana
Symphony Orchestra (2016-2019), funded
by New Music USA and the League of
American Orchestras. Theodore Presser
Company publishes her chamber and
orchestral works; she self-publishes her
choral pieces under Inkjar Publishing
Company. Garrop is a Cedille Records
artist with pieces currently on 10 CDs; her
works are also commercially available on
on ten additional labels.

Her catalog covers a wide range, with works for orchestra, opera, oratorio,
wind ensemble, choir, art song, various sized chamber ensembles, and works
for solo instruments. Notable commissions include My Dearest Ruth for
soprano and piano with text by Martin Ginsburg, the husband of the late
Supreme Court Justice Ruth Bader Ginsburg, The Transformation of Jane Doe
for Chicago Opera Theater, The Battle for the Ballot for the Cabrillo Festival
Orchestra, Goddess Triptych for the St. Louis Symphony Orchestra, Glorious
Mahalia for the Kronos Quartet, Give Me Hunger for Chanticleer, Rites for
the Afterlife for the Akropolis and Calefax Reed Quintets, and Terra Nostra:
an oratorio about our planet, commissioned by the San Francisco Choral
Society and Piedmont East Bay Children’s Chorus.

Acclaimed by Opera News as being "among
the top accompanists of her generation," and
"...a colouristic tour de force" by The New
York Times, Grammy-nominated pianist

Myra

Huang performs in recitals and chamber
music concerts around the world. Highly
sought after for her interpretation of lieder
and art song as well as her depth of
musicianship and impeccable technique, she
regularly performs with acclaimed opera
singers around the world. Last season Huang performed in recitals
throughout the U.S., including the Philadelphia Chamber Music Society, the
Walt Disney Concert Hall in Los Angeles, the Kennedy Center, Interlochen
Music Festival, Hill Auditorium at the University of Michigan,

Shriver Hall at Johns Hopkins University, and the Mostly Mozart Festival at
Lincoln Center. Her recital with tenor Lawrence Brownlee at Carnegie Hall
was chosen by WQXR as one of 2018’s best classical recitals of the year, and
Huang was chosen as the recipient of the Samuel Sanders Collaborative
Artist Award for 2019 by the Classical Recording Foundation for her
consummate artistry. Her participation with the Emerging Voices project
under Nicholas Phan’s curation at the Philadelphia Chamber Music Society in
January 2020 included 6 concerts, exploring the themes of social
connection through art song.

Huang has served on the music staffs of the Washington National Opera,
Houston Grand Opera, New York City Opera, and the Palau de les Arts in
Valencia, Spain. She worked closely with directors Lorin Maazel and Zubin
Mehta as an assistant conductor at the Palau de les Arts. From 2011-2013,
she served as the Head of Music Staff at New York City Opera. She was a
staff pianist for the Operalia competition, directed by Plácido Domingo,
performing at opera houses around the world such as Teatro alla Scala
(Milan), The Royal Opera House (U.K.), The National Centre for the
Performing Arts (Beijing), and Teatro Real (Madrid). She regularly teaches at
young artist programs throughout the U.S. to train young opera singers and
pianists, including Music Academy of the West and the Houston Grand
Opera Studio, and is on the music staff of Ravinia's Steans Music Institute.
She is a regular member of the coaching staff in the Metropolitan Opera
Lindemann Young Artist Development Program.

Huang is an avid recitalist and recording artist. Her recordings have
received critical acclaim from The New York Times, Gramophone UK, Opera
News, and The Boston Globe. Her recent album Gods and Monsters with
tenor Nicholas Phan was nominated for the “Best Classical Vocal Solo
Album” category at the 2018 Grammy Awards. Of this album, Opera News
stated that “Huang matches the tenor with pianistic arsenal of colors and
attacks, controlled by her astonishing technique.” Her most recent album,
Clairières, on the Avie label with tenor Nicholas Phan, features the music of
Lili and Nadia Boulanger and has been released to critical acclaim anew.
Other albums include Illuminations, Winter Words, and Still Falls the Rain on
the Avie label with Nicholas Phan, and Paysages on the Bridge label with
soprano Susanna Phillips, all released to critical acclaim.

Huang is a Steinway Artist.

American baritone

Chris Kenney, whose voice

was called “lush” by Broadway World, recently
completed his tenure as a member of the Ryan
Opera Center ensemble at the Lyric Opera of
Chicago. Engagements of the 2020-2021
season include debuts with Atlanta Opera as
Schaunard in La Bohème, Boston Lyric Opera
as Young Emile in Terence Blanchard’s
Champion, Sacramento Philharmonic and
Opera as Figaro in Il
barbiere di Siviglia, and a return to Lyric Opera of Chicago for their Lyric
Unlimited production of Jeanine Tesori’s Blue.

In the 2019-2020 season, Mr. Kenney debuted with Michigan Opera Theatre
as Silvio in I Pagliacci, and at Lyric, sang Fiorello and covered Figaro in Il
barbiere di Siviglia, sang the Motorcycle Cop in Dead Man Walking, sang the
Registrar and covered Prince Yamadori in Madama Butterfly, and covered
Yeletsky in Pique Dame. On the orchestral stage, he made his New York City
concert debut singing Bach cantatas with the American Symphony
Orchestra and Leonard Slatkin at Alice Tully Hall.

Recent orchestral debuts include the Guide in Bernstein’s Wonderful Town
with Ludovic Morlot and the Seattle Symphony, and Bob or the Thief in The
Old Maid and the Thief with the Grant Park Music Festival. He also recently
presented a recital of songs under the auspices of the Chicago Symphony
Orchestra to celebrate the 100th Anniversary of the Armistice that ended
World War I.

A native of Hawley, Minnesota, Chris Kenney is a three-time winner of the
Metropolitan Opera National Council District Auditions and winner of the
2014 Alltech Vocal Scholarship Competition. He completed his
undergraduate work at Concordia College, received his master’s degree at
the University of Kentucky, and did post-graduate work at Philadelphia’s
Academy of Vocal Arts.

Internationally renowned American lyric soprano

Amanda Majeski is rapidly

garnering critical acclaim for a voice of “silvery beauty” (Musical America),
“sings with remarkable commitment and radiance of tone...She sounds
exquisite” (The Guardian), and “Majeski’s well-rounded soprano...is so warm
and glorious, the singing so outstanding, that she leaves no

emotions unstirred” (Financial Times).

Highlights from her previous seasons
include rave reviews for her Royal

ť

Opera House Ká a Kabanová, as well as
her concert debuts with the Sydney
Symphony, Colorado Symphony, Music
of the Baroque, her debut at
Staatsoper Stuttgart in the title role of
Iphigénie en Tauride, as well as a return
to Santa Fe Opera as Fiordiligi in Così
fan tutte in a new production
under conductor Harry Bicket and director R. B. Schlather.

Majeski made her Metropolitan Opera debut on the opening night of the
2014-2015 season as Countess Almaviva in a new production of Le nozze di
Figaro conducted by James Levine, which was broadcast in HD
internationally and on PBS across the United States. Since then, she has
returned for revivals of Le nozze di Figaro and Don Giovanni, both
conducted by Fabio Luisi, and a new production of Così fan tutte conducted
by David Robertson which was a featured HD broadcast in the 2017-2018
season. An alumna of the Ryan Opera Center, she made her mainstage Lyric
debut with only a few hours’ notice as Countess Almaviva conducted by
Andrew Davis. Named “Best Breakout Star” by Chicago magazine, she has
since continued her relationship with Lyric audiences as Vitellia in La
clemenza di Tito, Eva in Die Meistersinger von Nürnberg, the Marschallin in
Der Rosenkavalier and as Marta in The Passenger, hailed as a “shattering,
star-making performance” by Chicago Classical Review.

Majeski made her European debut at the Semperoper Dresden where her
performances included new productions of Alcina and La clemenza di Tito,
as well as revivals of Le nozze di Figaro and Capriccio. Her significant
international debuts include the Glyndebourne Festival as Countess
Almaviva and Eva, Opernhaus Zürich as Marguerite in Faust, numerous
leading roles at the Oper Frankfurt, as well as the Paris Opera and Teatro
Real as Vitellia in La clemenza di Tito. She made her debuts at the National
Centre for the Performing Arts in Beijing as Eva in Kasper Holten’s new
production of Die Meistersinger von Nürnberg and her debut at Teatro Colón
as Cleopatra in Handel’s Giulio Cesare. Her US career also includes
performances in leading roles with Opera Philadelphia, Pittsburgh Opera,

and the Washington National Opera. Majeski’s long-standing relationship
with the Santa Fe Opera includes her debut in Vivaldi’s Griselda as Ottone
in a production by Peter Sellars, subsequently appearing as Countess
Madeleine in Capriccio and her first performances of the Composer in
Richard Strauss’s Ariadne auf Naxos to rave reviews.

On the concert stage, Majeski made her debut with the Hong Kong
Philharmonic as Gutrune in Richard Wagner’s Götterdämmerung conducted
by Jaap van Zweden which will be released commercially on Naxos Records
as the final installment of their Ring cycle. She has appeared with the Los
Angeles Philharmonic at the Hollywood Bowl in Ludwig van Beethoven’s Ninth
Symphony conducted by Gustavo Dudamel. She made her New York City
recital debut at Carnegie’s Weill Recital Hall under the auspices of the
Marilyn Horne Foundation and returned for her solo recital debut at
Carnegie Hall in 2014.

CAIC Director of Education and pianist

Shannon McGinnis has been
recognized for her partnerships with
some of the brightest stars in the
classical vocal music world. Her playing
has been described as “excellent”
(Opera News), “strong and supportive”
(Chicago Tribune), and “boldly
projected, characterful, and delicately
nuanced” (Chicago Classical Review).
Recent season highlights include appearances with mezzo-soprano Jennifer
Johnson-Cano, as part of the 2018 Collaborative Works Festival, recitals with
baritone Michael Kelly and soprano Melody Moore, and multiple live
broadcasts on WFMT with tenor Nicholas Phan. 2019-2020 brought a series
of concerts, including three world premieres, with the Philadelphia Chamber
Music Society’s “Emerging Voices” series, featuring sopranos Joélle Harvey
and Sarah Shafer, mezzo-sopranos Amanda Lynn Bottoms and Corinne
Winters, tenor Nicholas Phan, and baritones Douglas Williams and Roderick
Williams.

A passionate advocate for art song, McGinnis is a founder of Collaborative
Arts Institute of Chicago, where, as director of education, she oversees a
series of master classes and workshops for singers and pianists, as well as
the organization’s Vocal Chamber Music Fellowship. Also at home in the

world of opera, McGinnis has held internships and appointments with the
Opera Company of Philadelphia, DePaul University Opera Theater, DuPage
Opera, and Kentucky Opera. In 2015 she served as vocal coach and
ensemble pianist for the world-premiere performances of Matthew Aucoin’s
Second Nature, presented by Lyric Opera of Chicago and Lyric Unlimited,
and has served recently as an official pianist for the Joyce DiDonato Master
Classes at Carnegie Hall’s Weill Music Institute.

In 2015 McGinnis joined the faculty of the Chicago College of Performing
Arts at Roosevelt University, where she serves as Assistant Teaching
Professor of Diction and Vocal Coaching. In addition to her regular teaching
responsibilities at CCPA, she has taught a popular graduate seminar on the
topic of modern and contemporary American art song; in fall 2020 she will
inaugurate a seminar exploring folk song and identity. McGinnis serves as
head vocal coach for Prague Summer Nights, a four-week opera and
orchestra festival based in the Czech Republic and comprised of young
artists from across the globe, culminating in performances at the historic
Estates Theatre. In addition, McGinnis is a co-creator of RISE (Resound:
Immersive Song Experience), a tuition-free program for emerging artistentrepreneurs hosted by the Crested Butte Music Festival; RISE enjoyed its
inaugural season, remotely, in summer 2020.

Prior to moving to Chicago in 2006, McGinnis held the position of assistant
professor of piano and coordinator of accompanying at Truman State
University. She was awarded the doctor of musical arts in accompanying
and chamber music from the University of Michigan, as a student of Martin
Katz, and is a recipient of the 2017 Emerging Artist Award in Music, given by
the School of Music Theatre and Dance Alumni Society Board of Governors.

Described by The Boston Globe as “one of
the world’s most remarkable singers,” tenor

Nicholas Phan is increasingly recognized
as an artist of distinction. An artist with an
incredibly diverse repertoire that spans
nearly 500 years of music, he performs
regularly with the world’s leading orchestras
and opera companies. Phan is also an avid
recitalist and a passionate advocate for art
song and vocal chamber

music; in 2010, Phan co-founded Collaborative Arts Institute of Chicago, an
organization devoted to promoting this underserved repertoire, where he
serves as artistic director.

A celebrated recording artist, Phan’s most recent album, Clairières, a
recording of songs by Lili and Nadia Boulanger, was released in January
2020 to international critical acclaim. His album, Gods and Monsters, was
nominated for the 2018 Grammy Award for Best Classical Vocal Solo Album.
His other previous solo albums Illuminations, A Painted Tale, Still Falls the
Rain, and Winter Words, made many “best of” lists, including those of The
New York Times, The New Yorker, Chicago Tribune, WQXR, and The Boston
Globe. Phan’s growing discography also includes a Grammy-nominated
recording of Stravinsky’s Pulcinella with Pierre Boulez and the Chicago
Symphony Orchestra, as well as the world premiere recording Elliott Carter’s
A Sunbeam’s Architecture.

Sought after as a curator and programmer, in addition to his work as artistic
director of CAIC, Phan has also created programs for broadcast on WFMT
and WQXR, and served as guest curator for projects with the Philadelphia
Chamber Music Society, Laguna Beach Music Festival, Apollo’s Fire, and San
Francisco Performances, where he served as the vocal artist-in-residence
from 2014-2018. Phan’s programs often examine themes of identity, highlight
unfairly underrepresented voices from history, and strive to underline the
relevance of music from all periods to the currents of the present day.

Phan has appeared with many of the leading orchestras in the world and
has collaborated with many chamber musicians, including pianists Mitsuko
Uchida, Richard Goode, Jeremy Denk, Graham Johnson, Roger Vignoles, Inon
Barnatan, Myra Huang, Shannon McGinnis, and Alessio Bax; violinist James
Ehnes; the Jasper and Telegraph string quartets; Brooklyn Rider; guitarist
Eliot Fisk; harpist Sivan Magen; and horn players Jennifer Montone, Radovan
Vlatkovic, and Gail Williams. In both recital and chamber concerts, he has
been presented by Carnegie Hall, London’s Wigmore Hall, the Metropolitan
Museum of Art, the Chamber Music Society of Lincoln Center, the
Philadelphia Chamber Music Society, Atlanta’s Spivey Hall, Boston’s
Celebrity Series, and the Library of Congress in Washington, DC.

Phan’s many opera credits include appearances with the Los Angeles Opera,
Houston Grand Opera, Glimmerglass Festival, Chicago Opera

Theater, Seattle Opera, Portland Opera, Glyndebourne Opera, Maggio
Musicale in Florence, Deutsche Oper am Rhein, and Oper Frankfurt. His
growing repertoire includes the title roles in Bernstein’s Candide, Stravinsky’s
Oedipus Rex and Handel’s Acis and Galatea, Almaviva in Il barbiere di
Siviglia, Nemorino in L’elisir d’amore, Fenton in Falstaff, Tamino in Die
Zauberflöte, Don Ottavio in Don Giovanni, and Lurcanio in Ariodante.

Bass

Anthony Reed is a second-year

member of The Patrick G. and Shirley
W. Ryan Opera Center and an alumnus
of the Curtis Institute of Music and the
Merola Opera Program. Reed was
recently seen at Wolf Trap Opera as
Frère Laurent in Roméo et Juliette. A
former Adler Fellow with San Francisco
Opera, his highlights on stage there
include King of Egypt in Aida, Speaker
in Die Zauberflöte, and Dottore
Grenvil in La traviata. Reed recently sang Don Basilio in Il barbiere di Siviglia
with Annapolis Opera and Haydn's Creation with North Carolina Master
Chorale. Additionally, his repertory encompasses such major roles as
Sarastro in Die Zauberflöte, and Don Magnifico in La Cenerentola, among
others. He has performed with Grammy Award-winning symphony orchestras
and some of the world’s most esteemed conductors, including Nicola Luisotti,
and Donald Runnicles. In Lyric’s 2019/20 season, Reed sang Prison Guard #2
in Dead Man Walking, Commissioner in Madama Butterfly, and Narumoff in
The Queen of Spades. In 2020/21, Reed sings 2nd Philistine in Samson et
Dalila, and the Keeper of the Madhouse in The Rake’s Progress.

Hailed as a “splendid harpsichordist” (Chicago
Tribune) and praised for his “supportive style” and
“breathtaking, rapid-fire passagework” (Chicago
Classical Review)

Mark Shuldiner maintains a

rigorous performance schedule. A continuo
specialist, Mark has played with a number of
prestigious ensembles including the Chicago
Symphony Orchestra, Saint Louis Symphony
Orchestra, St. Paul Chamber Orchestra, Music of
the Baroque, and many

others. In 2014 Mark appeared as the soloist in the Chicago Symphony
Orchestra’s performance of Bach’s Fifth Brandenburg Concerto, conducted
by Nicolas Kraemer. Most recently, Shuldiner could be heard playing
harpsichord for Lyric Opera of Chicago’s production of Ariodante with Harry
Bicket conducting. In 2019, Shuldiner also made his first step into the
conducting world, serving as cover conductor to Richard Eggar during his St.
Louis Symphony Orchestra performances. Mark looks forward to exploring
the ever-changing myriad of opportunity the musical world provides, his
main goal to provide wondrous musical experiences for the audiences to
whom he appears.

Composer

Sarah Kirkland Snider

writes music of direct expression and
vivid narrative that has been hailed as
"rapturous" (The New York Times) and
"poignant, deeply personal" (The New
Yorker). Her current projects include
Forward Into Light, an orchestral
commission for the New York
Philharmonic premiering on their
season finale concert in June 2020,
and Tongue of Fire, an opera about
the visionary 12th-century abbess and
Hildegard von Bingen, commissioned by Beth Morrison Projects and
premiering at the Prototype Festival in January 2022. In 2020, Nonesuch
and New Amsterdam Records will release Snider's third LP: Mass for the
Endangered, a 2018 work for chorus and ensemble that appeals for parity,
compassion, and environmental stewardship through the prism of species
extinction and endangerment. Snider's compositions have been
commissioned and performed by the New York Philharmonic; San Francisco,
National, Detroit, Indianapolis, and North Carolina symphony orchestras; the
Residentie Orkest Den Haag, American Composers Orchestra, and Saint
Paul Chamber Orchestra; percussionist Colin Currie, violinist Anne Akiko
Meyers, and vocalist Shara Nova; and eighth blackbird, The Knights,
Ensemble Signal, yMusic, and Roomful of Teeth, among many others. Her
music has been heard at venues including Carnegie Hall, The Kennedy
Center, Hamburg's Elbphilharmonie, and London's Wigmore Hall, and at the

Big Ears, BAM Next Wave, Cross-linx, Aspen, Ecstatic, and Sundance
festivals. Penelope and Unremembered, her first two LPs, earned critical
acclaim from NPR, The New York Times, The Washington Post, The Los
Angeles Times, The Nation, and Pitchfork. She is a founding co-artistic
director of New Amsterdam Records, a non-profit record label based in
Brooklyn, New York. Her music is published by G. Schirmer, Inc.

Based in Chicago,

Anna Steinhoff

specializes in the Baroque cello and viola
da gamba. She is a member of Third
Coast Baroque, the Haymarket Opera
Company, and Second City Musick, and
was recently appointed to be principal
cellist with the Indianapolis Baroque
Orchestra. During the summers, Anna has
the pleasure of being a part of the
Staunton Music Festival and the
Princeton Festival Baroque Orchestra.

Anna is a founding member of Wayward Sisters, with whom she won first
prize in the 2011 Early Music America competition. Wayward Sisters released
their debut album of music by Matthew Locke on the Naxos label and their
second recording, a Restless Heart, was released in 2017.

In addition to classical music, Anna has performed and recorded with indie
rock bands Saturday Looks Good To Me, Mysteries of Life, Frisbie, and
children’s artist Justin Roberts.

Anna recieved degrees in cello performance from the Oberlin Conservatory
and Northwestern University, where her principal teachers were Peter Rejto
and Hans Jensen. She studied Baroque cello in the Netherlands with Jaap ter
Linden.

CAIC's fall 2020 programming is
made possible in part by the following:

ABOUT CAIC
Collaborative Arts Institute of Chicago seeks to make Chicago a world home
for the study and performance of art song and vocal chamber music
repertoire. Through performance and education events in venues
throughout the Chicago area, including the annual Collaborative Works
Festival, CAIC offers musicians and audience members the opportunity to
experience the intimate, inspiring world of song.

As founding partners of Collaborative Works, LLP, pianists Nicholas
Hutchinson and Shannon McGinnis have been providing high quality,
affordable coaching and accompanying services in the Chicagoland area
since 2006. In 2010 they joined forces with tenor Nicholas Phan to establish
the Collaborative Arts Institute of Chicago.

Since 2010, CAIC has presented an annual series of salon recitals called the
Lieder Lounge Series, an annual Master Class series, and hosted an annual
workshop for singers. In 2012, CAIC established the Collaborative Works
Festival, an annual vocal chamber music festival, which the Chicago Tribune
has listed amongst its annual "Best Classical Music Events of the Year"
round-up on multiple occasions.

Mezzo-soprano Jennifer Johnson Cano, dancer Andrew Erickson,
& pianist Shannon McGinnis at the 2018 Collaborative Works Festival

SUPPORT CAIC
Collaborative Arts Institute of Chicago is a 501(c)3 organization, Donations
are tax deductible to the fullest extent allowable by law.

Thank you for your support!
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BENEFACTOR ($5,000 and up)
Anonymous (1) • MacArthur Funds for Arts & Culture
at the Richard H. Driehaus Foundation •
Franci Neely Foundation • Thierer Family Foundation

FRIENDS ($1,000-4,999)
Anonymous (2) • Julie & Roger Baskes • Elizabeth F. Cheney
Foundation • The Aaron Copland Fund for Music •
Illinois Arts Council Agency •
Michael Freilich & Shannon McGinnis •
Larry F. Lunardi Family Foundation • Nicholas Phan •
Lisa Seischab • Louise K. Smith •
Frank Villella & Eduardo Hernandez

SUSTAINERS ($500-999)
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Francis Atkins • William Bible • William Bosron • Dana Brown •
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