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WELCome
Dear Friends, 

Welcome to the second concert of our 2019 KC Baroque Summer Series.

Tonight we recognize the contribution made to the organization and to the wider musical community of 
greater Kansas City by the late Mark Ball. A musician’s musician, Mark left a legacy of memorable 
performances, talented students, appreciative audiences and congregations, and strong musical friendships. 
Many of the performers on the platform this evening worked closely with Mark in a variety of situations. He 
played an important part in the early days of KC Baroque, encouraging me to make something of my dream 
of a period ensemble in our town and then served on our board these last three years. Mark’s sudden passing 
left a large hole in the heart of our community, but the city and community are inestimably richer for the 
time, energy and music Mark gave us. We miss him and we thank him.

I am pleased to present, this evening, a stage full of performers who offer music making at the highest level. 
In addition to our expanded instrumental forces, we are thrilled to have eight members of the KC Chorale 
joining us for the Handel chorus on the second half under the leadership of Lindsey Lang, who you heard 
sing exquisitely on our opening concert. Our featured soloists this evening are Kayleigh Aytes who will be 
familiar to many of you as well from her recent perfomances with us, and Josh Markley who is making his 
debut with KC Baroque.

Countertenor, Jay Carter joins us for this concert as a featured soloist. He has been an integral part of the 
Kansas City Early Music scene, active as both teacher and performer since our early days at the Jewell 
Early Music Festival a decade ago. A skilled networker, Jay connected me with our regular collaborators 
from St. Louis—William Bauer, Charles Metz and Jeff Noonan—among others. And as my ideas about 
and plans for KC Baroque percolated, Jay has always been a willing participant, elevating our performances 
with his artistry.

Jay has accepted a teaching position at the prestigious Westminster Choir School in Princeton, New Jersey. 
He, Melissa and their children head east in just a few weeks. We are thrilled for Jay and wish him and the 
family the greatest success in their new lives. We look forward to opportunities to bring him back to KC for 
future collaborations. Join us after the concert for a reception and make a point of wishing Jay well.

Tonight’s program focuses our attention on collaboration and support, offering as an example two women 
who played significant roles in the artistic culture of their times. Our concert features works with direct and 
specific connections to these two patrons, much of it music that likely would not have been created if not for 
them. We’re grateful for the contributions Christina of Sweden and Anne of Great Britain made to our 
musical legacy and we hope you enjoy hearing music they inspired and supported.

We’ll be back in August with more Women of Note in a concert that will feature the music of women 
composers, including Kansas City’s own Ingrid Stölzel. I hope you’ll join us!  Trilla
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Program Notes, by Jeff Noonan

For the 2019 summer season, KC Baroque’s Artistic Director, Trilla Ray-Carter, has selected music 
highlighting the role women played in the performance and creation of music in the baroque era. 
Tonight’s concert focuses our attention on two women who influenced and supported a number of 
important (male) musicians from the mid-seventeenth century into the early eighteenth. Typically 
in the shadows of music history, these two rulers emerge vibrantly when we look behind the music. 
Together their lives spanned nearly a century and, as in our first concert this summer, tonight’s 
program illustrates important stylistic changes that occurred over the course of the baroque era. 

Crowned when only six, Christina of Sweden (1626 – 1689) waited twelve years before assuming 
her regal power in 1644. From infancy, she caused consternation—at birth, doctors identified her 
alternately as male then female before making a final decision. The confusion continued through 
her lifetime. Raised as a girl, Christina preferred men’s clothing and carried herself in a decidedly 
unfeminine manner. Her unsettled sexual/gender identity was the subject of much speculation and, 
together with her refusal to marry and its political ramifications, led to her decision to abdicate 
after only a decade on the throne. Christina not only abdicated in 1654 but also converted to 
Catholicism, abandoning Protestant Stockholm for Catholic Rome. 
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Program Notes, continued

What remained unambiguous was Christina’s dedication to the humanities and arts. A collector of 
art and books, she ordered her armies to loot the libraries and art holdings of conquered cities for 
her collections in Stockholm. Her interests ranged widely and Christina lavished attention and 
money on librarians, poets, dramatists, architects, philosophers, dancers and musicians. In fact, her 
extravagant spending contributed to major shortfalls in the Swedish treasury, another factor in her 

abdication. When she abandoned Stockholm, Christina took 
most of her valuable artifacts with her, nearly bankrupting her 
country. She undertook a meandering procession across Europe, 
spending lavishly wherever she landed. The journey took over a 
year and when she finally entered Rome in December 1655 she 
was deeply in debt, with much of her art and literary treasures 
held as collateral by her former hosts across the continent. 

Despite her financial straits, Christina eventually set up a 
luxurious household in Rome where she again entertained her 
peers and supported artists of all stripes. Among the many 
musicians who benefitted from her largess were those who 
appear on the first half of tonight’s program. 

Christina’s progress across Europe took her to many courts, each offering entertainment to honor 
her according to her status. An early host, Archduke Ferdinand Karl of Innsbruck, commissioned an 
opera in her honor from one of his in-house musicians, the young Italian superstar Antonio Cesti 
(1623 – 1669). The plot of L’Argia, playing to Christina’s interests, featured a cross-dressing 
heroine and a fantastical story and Cesti incorporated her name into the prologue. The opera 
apparently ran about six hours and court reports observed that ‘her Majesty … beheld it with great 
pleasures, and attention.’ 

Cesti, the most celebrated performer and composer of the generation following Monteverdi, 
produced a remarkable amount of music over the course of a rather short life. A native of Arezzo, 
he trained as a church musician beginning at age ten and took Franciscan orders in 1637. His 
church career seemed set as he acquired a series of posts as organist or music master at various 
Franciscan schools and churches. But his remarkable voice drew interest from outside the church 
and by 1650 Cesti starred in operas across northern Italy. Only a year later, his own first opera 
premiered in Venice. By 1652, a friend reported that ‘our Father Cesti … has become immortal in 
Venice and is esteemed first among composers of our day’. 

Cesti’s new life-style proved incompatible with his clerical duties and scandal followed him for  the 
remainder of his life. In 1652, the Innsbruck court (which had direct ties to the Medici, important 
patrons for the composer in Italy) hired Cesti to direct a group of elite Italian musicians at the court. 
In this role the young composer first presented his work to Christina.
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Program Notes, continued

Cesti’s career exploded over the next two decades with star turns on the operatic stage, a post at 
the papal chapel and a position at the imperial court in Vienna. Cesti received multiple 
commissions for new operas and cantatas, including operas for Venice and Vienna as well as yet 
another to honor Queen Christina when she made a return visit to Innsbruck in 1662. 

Our concert tonight opens with the initial pages of Cesti’s L’Argia, his opera written to honor 
Christina. The introductory sinfonia opens slowly with crunchy chords, eliding into a dancing 
ritornello that recurs between vocal sections. The vocal solo calls on all creation to admire 
“Christina… as wise as she is beautiful,” demonstrating both Cesti’s political savvy and virtuosic 
arioso vocal style. 

The second work on tonight’s concert was composed by 
Bernardo Pasquini (1637 – 1710), recognized today 
principally as an important composer of keyboard music. 
But, like most proficient and prolific composers of his era, 
Pasquini also wrote operas, oratorios and cantatas and in 
his lifetime his fame rested as much on his work as a 
composer of vocal music as on his keyboard skills and 
compositions. 

A native of northwestern Italy, Pasquini received his 
earliest training in Uzzano, near his birthplace. He moved 
to Ferrara in his early teens for further studies and in 1654, 
Pasquini accompanied a local noble to Rome to continue 
his studies and begin his professional career. Pasquini has 
long been identified as a student of Antonio Cesti but no 
firm evidence supports this connection. Nonetheless, 
Pasquini played a role in the musical household of 
Christina. 

By the late 1650s, Pasquini was well established in Rome, principally as an organist. He 
moved quickly up the ranks of Roman musicians, joining the household of Giovan Battista 
Borghese in 1667. Throughout his career, Pasquini enjoyed the active support of many 
powerful patrons besides the Borgheses including Cardinal Ottoboni, and Cardinal 
Pamphili.
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Program Notes, continued

Pasquini met both Alessandro Stradella and Arcangelo 
Corelli around 1675, establishing a close friendship and 
strong professional relationship with the violinist. 
Alongside other top-flight Roman players, Pasquini and 
Corelli formed something of a super-group, playing in 
both orchestral and chamber settings. In his discussion of 
Roman music in the previous century, Charles Burney 
noted that “Corelli on violin, Pasquini on the harpsichord, 
Gaetano on the theorbo, and Bononcini himself on 
violincello, who frequently displayed their several talents 
in the same theatre, were celebrated throughout Europe.” 
Stradella and Corelli worked in Queen Christina’s 
household and Pasquini’s active association with them 

undoubtedly led to his working for her, too. This connection to Christina created strong ties with the 
Arcadian Academy, founded as a memorial to Christina in 1690. In fact, the Academy (whose 
members were principally noble) invited him to join and, alongside Alessandro Scarlatti and his 
friend Corelli, Pasquini joined the Academy in 1706, four years before his death. 

Pasquini composed at least eighteen operas and a significant number of cantatas, yet much of his 
music has been lost and the remainder survives principally in manuscripts spread across the world. 
The cantata “Al tra montar del giorna,” a charming meditation on beauty and youth, carries the 
subtitle “La Rosa.” It appears in several manuscripts, suggesting wide popularity. 

This popularity seems well-placed. The cantata employs the poetic trope of a rose fading as spring 
turns to summer. An initial recitative describes the spring rose, that “born with the sun, dies with the 
sun.” The core of the piece is a strophic aria in a gentle rolling meter. A second short recitative 
admonishes young and beautiful lovers to avoid pride and contemplate the toll of time. A quicker 
closing section features a stop-time motive on the word manca (“passing”) repeated three times 
before the closing line, “the rose dies and a beautiful face does not last.” 

Alessandro Stradella (1639 – 1682) led a short but active life full of financial, political and sexual 
misadventures. A native of Tuscany, Stradella had noble roots and in his youth worked as a page in 
Rome. Few records document his musical training, but by 1667 Stradella’s music was being 
performed in Rome. When a shady money-making scheme went awry in 1676, Stradella left Rome 
under a cloud. He worked only a short time in Venice before running off to Turin with his patron’s 
mistress. Attacked and left for dead (likely on orders from his patron) in Turin, Stradella recovered 
in Genoa, where he continued to compose and promote his music. His escapades caught up with him 
in Genoa where he suffered a second knife attack, this one fatal. 
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Program Notes, continued

Stradella’s surviving works number over 300 and include oratorios 
(sacred and secular), cantatas, operas, interludes and instrumental 
sinfonia. He actively promoted his music and over the course of his 
short life had numerous patrons. His early Roman career coincided 
with Queen Christina’s  residency and he performed in her 
household. In fact, in 1674, Stradella received a commission from 
an Italian prince for a serenade in honor of Christina. This serenata 
has been identified by scholars as “the earliest datable composition 
known to employ concerto grosso instrumentation.” Stradella’s 
innovation was taken up by a number of Roman composers, 
including Arcangelo Corelli, whose music—a concerto grosso—
appears later on this concert. 

Like many of Stradella’s compositions, the work on tonight’s 
program features sophisticated counterpoint. Stylistically it stands between the early experimental 
sonatas of the first generation of Italian violinist/composers and the later, more formalized sonatas 
of Corelli. Its five sections work not as discreet movements but as linked facets of a continuous 
piece. A rhapsodic opening features an exchange of scales and fragments that leads to an imitative 
canzona. A brief adagio drops the accompaniment for an intimate duet for the two soloists. The 
duo jumps into a giga, an Italian jig, with the soloists exchanging phrases of dancing triplets. 
Another contrapuntal adagio interrupts the dance but it gives way to a concluding allegro that 
drives to a final cadence. 

Our program continues with a cantata by Giovanni Bononcini (1670 – 1747), another 
superstar musician working in Rome in the late seventeenth century. While he may have 
never performed for Christina in Rome (she died two years before he settled there), it 
seems unlikely that she would not have heard of him. In any case, not long after his arrival 
in Rome, Bononcini joined the performing wing of the Arcadian Academy, the group 
created to honor Queen Christina. 

Born in Modena, the eldest son of violinist and composer Giovanni Maria Bononcini, the 
young Bononcini studied initially with his father. Orphaned at age eight, he and his 
younger brother, Antonio Maria, trained as cellists and performed together in Bologna, 
Rome, and Vienna, before parting ways professionally in 1713. 



Program Notes, continued

Around 1691, Bononcini moved from Vienna to Rome and quickly established himself as 
a composer of vocal music, especially opera. By the end of the first decade of the new 
century, Bononcini had reached certifiable stardom. His 1696 opera, Il trionfo di Camilla, 
was performed throughout Italy and in London, his cantatas were prized in Paris, his new 

dramatic works were hailed in Vienna and Berlin, and 
he was renowned as a cellist of the first rank across 
the continent, performing for the best households in 
Rome alongside Pasquini and Corelli. 

Despite his fame as an instrumentalist, Bononcini’s 
renown rested on his vocal works, as demonstrated by 
his cantata Siedi Amarilli mia. Published in a vocal 
collection in 1721 when he resided in London, some 
or all of these cantatas were likely composed in Rome. 
Charles Burney observed that Bononcini was, “during 
his whole life a friend to the voice, and a lover of 
simplicity.” The recitatives and arias of Siedi Amarilli 
mia—by turns tender and loving, insistent and 
pleading—confirm John Hawkins’ description of 
Bononici’s vocal melodies as “the richest and sweetest 
that we know of.” 

No other name has been associated more often with the early violin than Arcangelo 
Corelli (1653 – 1713), a virtuoso performer, a much imitated composer and a revered 
pedagogue. Born in Fusignano, he moved in his early teens to study in Bologna, a major 
musical center for northern Italy. By 1675, Corelli had relocated to Rome, where he 
worked at a number of courts including those of Cardinal Pamphili and Cardinal 
Ottoboni. Within a year, he was recognized as one of Rome’s foremost violinists, 
performing regularly alongside Rome’s best musicians. In 1679, Corelli reported that he 
had been engaged by Queen Christina as a chamber musician and that he had begun 
composing new chamber music for her academy. 

These new pieces may well have been his earliest trio sonatas; Corelli dedicated his first 
opus to Christina. This initial collection of twelve trio sonatas appeared in 1681, followed 
by three more sets of trio sonatas (1685, 1689, 1694), a collection of twelve solo violin 
sonatas (1700) and his famed concerti grossi, published a year after his death. His sonatas 
first appeared in Rome, but were republished and distributed in authorized and pirated 
editions across the continent. In the eighteenth century alone, Corelli’s Opus 5 collection 
of solo sonatas saw nearly fifty versions.

8
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Program Notes, continued

When modern listeners hear Corelli’s music, they often 
dismiss it as simplistic and predictable. Such a judgment 
can only be made from the vantage of a musical world 
accustomed to the sophisticated Classical harmonic 
language of Haydn and Mozart and the tonal bombast of 
Beethoven and his Romantic imitators. It need hardly be 
said that Haydn, Mozart and Beethoven could not have 
articulated their harmonic ideas and innovations if 
Corelli had not formalized the principles of our modern 
tonal system in his sonatas and concerti in the 
seventeenth century. In the past forty years scholars and 
performers have re-evaluated Corelli’s role, placing him 
in the lineage of Italy’s experimental violin composer/
performers like Marini, Fontana and others. But the 
germ of his story still holds true—building on the work 
of his predecessors, Corelli formalized the division of 
the standard sonata into four movements of alternating tempi and created tonal and melodic 
patterns and structures including repeating sequences and circle of fifth movement and 
modulation. To us these patterns and structures seem obvious and basic; to his 
contemporaries, Corelli’s approach to the sonata seemed a revelation, if not a revolution. 

Corelli’s compatriot Stradella played an important role in creating the concerto grosso form 
which features a small solo ensemble (concertino) paired with a larger orchestral group 
(ripieno or concerto grosso). Stradella did not use this format for his surviving instrumental 
works, but only in a number of cantatas. Given Corelli and Stradella’s mutual connections and 
employment in Rome, Corelli certainly heard (and likely played) Stradella’s pieces. In any 
case, the posthumous publication of Corelli’s Op.6 was the first appearance of the concerto 
grosso in print and had a major influence on the development of the concerto through the 
eighteenth century. 

Each movement features Corelli’s harmonic and compositional vision with attractive melodies 
that move away from and back to the home key over clear and logical chord progressions. 
This stands as Corelli’s achievement. Drawing on the experimental work of previous 
generations of violinist/composers, he codified structure and harmonic movement, bringing to 
a close the experiments of the early baroque era and creating technical standards as well as 
tonal and organizational structures that permeated the musical culture of the entire continent 
for a century.
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Program notes continue on page 16

Corelli’s Concerto Grosso 9 in F appeared in this famous 1714 collection and, like his earlier 
chamber sonatas, is based on a set of standard baroque dances. The opening “Preludio” 
establishes the key and character of the concerto with forthright harmonic progressions and 
strong dotted rhythmic figures. The graceful second movement establishes the roles of the 
solo violins and the large ensemble, alternating lacey solos and rock solid orchestral support. 
The next two movements, a lively “Corrente” and a brisk “Gavotta” draw our attention more 
to the dancing rhythms than the contrasting sections of the ensemble. A brief “Adagio” 
changes the mood with a shift to the dark key of D minor before a muscular minuet closes 
the concerto.

Program Notes, continued

Queen Christina & Pope Clement IX; Drawing by P.P. Sevin, 17th century

In the past year Anne, Queen of Great Britain (1665 – 1714) has garnered considerable 
attention with a recent hit film and an Academy Award for the actress who portrayed her 
on-screen. While the historical accuracy of the film resembles that of the “historical 
romantic comedy” (to paraphrase Wikipedia) Shakespeare in Love, The Favourite has 
done Anne the favor of bringing her generally ignored reign to contemporary attention. 
Of more importance for our purposes than the film, however, a recent biography focuses 
on her interest in and patronage of the arts, offering a detailed description of Anne’s 
musical and dramatic activities as a child as well as a detailed list of musicians and 
works connected to her courts and reign.
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From L’Argia: Prologo 

Amore: 
De' gotici splendori il più bel raggio 
è la luce, che miri. 
Degli stellanti giri 
emulatrice altera 
Cristina in terra splende, 
e saggia, quanto bella,  
i cori accende. 

Astri fulgidi, 
che dalle sfere 
il mondo vagheggiate, 
non fuggite, fermate 
della Svezia a mirar le pompe altere. 
Hor che lucida senza vel 
Cinzia splende, e ride il ciel 
Dite,  vedesti o stelle 
più beltà, più virtù, luci più belle?

From the Prologue to L’Argia (The Light) 

Cupid: 
That beautiful ray of light  
you see is that of Gothic splendor. 
Proud equal 
of the heavenly orbs, 
Christina shines on earth, 
and wise as she is beautiful,  
she inflames hearts. 

Bright stars, 
who from the spheres 
delight the world, 
do not turn, but stop, 
and behold the proud glory of Sweden. 
Now that glowing unveiled,  
Diana shines, and the sky smiles, 
tell me, have you ever seen, o stars 
more beauty, more virtue, eyes more lovely?

Al tramontar del giorno 

At the setting of the sun with false anguish, 
the magnificence of April wanes. 
Once more, the rose that is rejected suffers; 
As it was born with the sun, it dies with the sun. 

Spring itself despairs 
at the waning of the beautiful flower; 
The countryside laments, 
Every nymph feels sorrow. 

Pale, swooning,  
pride forsakes, as does boldness, 
that beautiful rose, yet still 
prized even more for her scarlet. 

Beauty, grace, 
fragrance slip, and (also) honor; 
And a torn petal 
is a prisoner of the wind.

But the leaves that are released 
are languages spoken with other meanings 
that are fleeting, that please in the moment of 
understanding.  

Lovers, with great beauty, don’t be proud; 
For the glory of the fields and beautiful 
appearances 
Run the same fate 
With equal misfortune. 

Passing, passing the rose (dies), 
And a beautiful face does not last.

  Translations



Translations, continued

Siedi, Amarilli mia, 

Siedi, Amarilli mia, siedi e m'ascolta. 
Qui lungi io dal timor, 
tu dalla noia de' rivali pastori; 
ragionar ben potrem' de' nostri amori. 
Non v'è chi n'oda o chi favelli intorno, 
né chi di gelosia tinto ne guardi. 
Siedi, Amarilli mia, 
siedi, che tardi? 

Quest'erbe, questi fior, questi ruscelli, 
e quest'amene collinette apriche, 
che fur gran tempo a miei sospiri amiche 
e pietose al mio pianto, 
sol mi vedranno a te sedere accanto. 
Lascia ch'io parli almen solo una volta. 
Siedi, Amarilli mia, 
siedi e m'ascolta. 

Io ti miro e poi sospiro. 
Dir vorrei e dir non so. 
Sì confonde il labbro e il cor. 
E smarrita m'alma aita 
chieder tenta e poi non può. 
Ahi che pena, ahi che dolor! 

Ah! sì che i tuoi begl'occhi con silenzio loquace 
Sì favellano al corse il labbro tace 
Parla, parla, Fileno mio,parla, che pensi? 
Ah, mia cara Amarilli, penso a parlar, 
Ma del mio fuoco ascosotanto 
T'ho a dir che incamminciar non oso. 

Se scherza e ride, se parla e dice  
Quant'è infeliceamando un cor, 
Non ama allor ma finge. 
Se non favella ma guarda e tace, 
E senza pace sospira ogn’or, 
Laccio d'amor lo stringe.

Siedi, Amarilli mia, 

Sit beside me, my Amarillis, sit here and listen to me. 
I take refuge because of my fear, 
you because of my rival shepherds; 
let us sit and discuss our love. 
There is no one here to spy on us, 
none to peer at us colored by jealousy. 
Sit beside me, my Amarillis, 
sit, what are you waiting for? 

This greenery, these blooms, these streams, 
and welcoming little hills, 
have been friendly to my sighs 
and pitiful to my tears for a long time, 
they will see me sitting next to you. 
Allow me speak to you this one time. 
Sit beside me, my Amarillis, 
sit and listen to me. 

Then I can look at you and sigh. 
What I want to express escapes me. 
Yes, it confuses both the lip and heart. 
My soul is utterly lost, 
Dumbfounded, I can’t communicate. 
Ouch, what an injury, Ah, what an affliction! 

Ah! If the silence in your eyes were talkative, 
Yes, your lips are silent. 
Speak, speak, Fileno, speak, what do you think? 
Ah, my dear Amarillis, I think about talking, 
but my inner fire is so totally hidden. 
I must tell you and I will not dare walk away. 

If one jokes and laughs, if one speaks and says 
how lovesick his heart is, 
then he isn’t in love but is pretending. 
If he doesn’t speak but is guarded and silent, 
and has no peace - always sighing, 
then Love’s snare has caught him.
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1. ARIOSO (Alto) 
Eternal source of light divine 
with double warmth thy beams display, 
and with distinguish'd glory shine, 
to add a lustre to this day. 

2. ARIA (Alto) & CHORUS 
The day that gave great Anna birth 
who fix'd a lasting peace on earth. 

3. ARIA (Soprano) & CHORUS 
Let all the winged race with joy 
their wonted homage sweetly pay, 
whilst tow'ring in the azure sky 
they celebrate this happy day: 
The day that gave great Anna birth 
who fix'd a lasting peace on earth. 

4. ARIA (Tenor) & CHORUS /  
ARIA (Soprano-Alto Duet) & 
CHORUS 
Let flocks and herds their fear forget 
lions and wolves refuse their prey 
and all in friendly consort meet, 
made glad by this propitious day. 
The day that gave great Anna birth 
who fix'd a lasting peace on earth. 

5. DUET (Alto & Bass) & CHORUS 
Let rolling streams their gladness show 
with gentle murmurs whilst they play, 
and in their wild meanders flow, 
rejoicing in this blessed day. 
The day that gave great Anna birth 
who fix'd a lasting peace on earth.

6. DUET (Soprano & Alto) & CHORUS 
Kind health descends on downy wings; 
angels conduct her on the way. 
T'our glorious Queen new life she brings, 
and swells our joys upon this day. 

7. DUET (Soprano & Alto) & CHORUS 
The day that gave great Anna birth 
who fix'd a lasting peace on earth. 

8. ARIA (Bass) & CHORUS 
Let envy then conceal her head, 
and blasted faction glide away. 
No more her hissing tongues we'll dread, 
secure in this auspicious day. 
The day that gave great Anna birth 
who fix'd a lasting peace on earth. 

9. ARIA (Alto) & CHORUS 
United nations shall combine, 
to distant climes the sound convey 
that Anna's actions are divine, 
and this the most important day! 
The day that gave great Anna birth 
who fix'd a lasting peace on earth.

Translations, continued
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Ode to the Birthday of Queen Anne



In Memory of Mark Ball 

PROGraM 

Prologue to L’Argia                              Antonio Cesti (1623 – 1669) 
 arranged by Ellen Hargis for the Newberry Consort 

• • • 
Al tra montar del giorna, “La Rosa”                 Bernardo Pasquini (1637 – 1710) 

• • • 
Sinfonia in D minor, No. 22                     Alessandro Stradella (1643 – 1682) 

• • • 
Siedi Amarilli mia              Giovanni Bononcini (1670 – 1747) 

Preludio. Andante 
Allegro 

Affettuoso 
Recitative - Affettuoso 

Con spirito 
• • • 

Concerto Grosso in F Major, Op. 6, No. 9                Arcangelo Corelli (1653 – 1713) 
I. Preludio. Largo 
II. Allemande. Allegro 
III. Corrente. Vivace 
IV. Gavotta. Allegro 
V. Adagio 
VI. Minuetto. Vivace 

InteRmissioN 

Ode to the Birthday of Queen Anne          George Frideric Handel (1685-1759) 
Eternal Source of Light Divine 

1.   Eternal source of light divine (Alto) 
2.  The day that gave great Anna birth (Alto and Chorus) 
3.   Let the winged race with joy (Soprano and Chorus) 

4.   Let flocks and herds their fear forget (Alto and Chorus) 
5.   Let rolling streams their gladness show (Alto, Bass and Chorus) 

6.   Kind health descends (Soprano and Alto) 
7.  The day that gave great Anna birth (Soprano, Alto and Chorus) 

8.   Let envy then conceal her head (Bass and Chorus) 
9.   United nations shall combine (Alto and chorus) 

• • • • • •
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Ken Mitchell
Theorbo and Baroque Guitar

Jeffrey Noonan
Harpsichord and Organ

Rebecca Bell

Chorus
Sopranos: Lindsey Lang,  Jessica Salley 

Alto:  Julia Scozzafava, Katherine Crawford
Tenor:  Matt Gladden, Paul Davidson

Bass:  Brandon Browning,  Ed Frazier Davis

Martha Lee Cain Tranby Music Enrichment Fund

Support for this performance and our educational outreach program is provided in part by the  
Missouri Arts Council, Village Church Arts Alliance, the Martha Lee Cain Tranby Music Enrichment Fund,  

and Early Music America.
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Program Notes, continued

Anne’s path to the throne was anything but straight. It 
involved England’s on-going Protestant-Catholic rift, England 
and Scotland’s fractious relationship, estranged siblings, the 
deposition and banishment of a king, French and Dutch 
intrigue and, of course, illegitimate offspring. Despite a bad 
habit of writing too much, even I don’t have enough room in 
these notes for a detailed look at the political, religious and 
familial twists and turns that brought her to the throne. 

Offspring of the Stuart family, Anne was born to Catholic 
parents, but raised (on the king’s orders) Anglican. This king, 
Charles II, had only recently reclaimed the throne after a long 
exile  in France. We can trace Anne’s interest in the arts to her 
education under the influence of her royal uncle. A regal 
protégé of Louis XIV, Charles reveled in the arts, especially 
theatre, dance and music and all three featured prominently at 
his court. Befitting her noble roots, Anne had dance and music 
lessons from a young age. She played the harpsichord and 
took voice lessons with Arabella Hunt, a respected London 
soprano as well as guitar lessons from the famed Francesco 
Corbetta. In her adolescence, she appeared in theatrical productions at court and Purcell composed 
music for her wedding. Anne’s elder sister, Mary, had the same upbringing but demonstrated little 
interest in the arts when she reigned, suggesting that Anne’s interests were part of her character, 
not just requisite noble behavior. 

Anne’s arranged married to the Danish Prince George occurred in 1683. In their desire to produce 
a male heir, she suffered through seventeen pregnancies which contributed to her later health 
issues and early death. Only five of her pregnancies came to term and only one child lived beyond 
infancy. He died of smallpox at age eleven, leaving Anne the last in the Stuart line. 

The Stuart courts of Anne’s uncle Charles II and father James II featured music, poetry, theatre 
and dance, but William and Mary significantly reduced such frivolities when they came to power 
in 1689, dismissing musicians and other artists. During her sister’s reign, Anne’s court became a 
haven for artists, musicians and writers. A posthumous biography of Anne observed that 
  

 She had an excellent Ear which qualify’d her for a true Dancer, and gave her a great 
 Relish for Musick, insomuch that she was accounted one of the best Performers on the 
 Guitar, an instrument formerly much in Vogue. She had also a good Taste of Poetry, 
 Painting, and all the Liberal Arts.
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When she ascended the throne in 1702, Anne renewed much of the artistic life of the court, 
promoting or restoring many musicians. These included the French oboist James Paisible (c. 
1656 – 1721), who served both Charles and James. Anne made Paisible her court composer 
before she became queen and brought him back to the royal court when she took the throne. 
Paisible’s music is little known today, but among his surviving works are some twenty dances 
composed as birthday tributes to Anne, apparently a fine dancer in her youth. 

The work of the second half of tonight’s concert was also a birthday homage written for Anne by 
another immigrant musician. Writing poetry or music with ties to any court of the era was as 
much a political as aesthetic act. In composing for Queen Anne, George Frideric Handel (1685 
– 1759) had to negotiate English and German politics as well as the challenges of introducing his 
Italianate musical style to an English court and English musicians. 

In early 1710, Handel left Italy and returned north. At midyear, he accepted a post in Hanover as 
Kappelmeister. Handel’s new position allowed him opportunities to travel and by the fall he was 
in London. He returned to Hanover in 1711, but in the summer of 1713 the court fired him, 
basically for not showing up for work. (Handel was, of course, in London when this happened.) 

At the time, Handel continued to ride the wave of his 1711 hit opera Rinaldo and quickly 
secured housing, patronage and performances of new operas. Royal patronage, however, 
demanded choral music—church music or birthday odes, both of which remained the purview of 
court musicians, not a German immigrant who wrote Italian opera. As James Winn has 
documented, the creation of Eternal Source of Light Divine or the Ode for the Birthday of Queen 
Anne had significant links to current political affairs. Foremost on the minds of London’s ruling 
class were the impending Treaty of Utrecht and the queen’s obvious declining health. As Winn 
notes, “All the people involved in the creation and performance of the Birthday ode for 1713 
were aware of the coming Peace and the Queen’s poor health, and different participants had 
different personal stakes in the political future.” 

Handel understood politics and power plays. He had provided a well-received Italian dialogue 
for the queen’s birthday in 1711 and likely hoped that one more court success might lead to some 
career security. The Treaty of Utrecht had been in the works for months and by January 1713, 
Handel had completed his Utrecht Te Deum. He likely began work on Anne’s Birthday Ode in 
late 1712, in hopes of having it ready for the next celebration in February 1713. There is no clear 
evidence that Anne ever heard Handel’s ode or that it was ever performed at all. Nonetheless, the 
composer secured his royal patronage at the end of 1713, apparently on the basis of his Te Deum 
alone, heard by the queen in July. And, when his former employer from Hanover became George 
I, he not only paid Handel his back wages but kept him on an English court stipend.

Program Notes, continued
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The Ode for the Birthday of Queen Anne displays Handel’s amazing adaptive abilities—musical 
and political. He identified by name solo singers from Anne’s Royal Household while also 
incorporating women associated with his successful Italian operas. He drew on the models of  
Purcell as well as Giovanni Battista Draghi, an Italian musician who probably served as one of 
Anne’s early music tutors. The opening solo features long held notes and soaring lines, not only 
imitating Purcell’s work but offering the high tenor Richard Elford (a favorite of the queen) and 
a regal trumpet a chance to display their prowess before the queen. Following this virtuosic duo, 
Handel unites his Italian opera style with a rousing English chorus, supported by regal and 
maritial brass. 

In this chorus, the soloist and choir present the first of seven iterations of the central theme of 
the ode, a couplet uniting two auspicious events—the Queen’s birthday and the impending 
peace: 
 The day that gave great Anna birth 
 Who fix’d a lasting peace on earth. 

A brief soprano solo leads to the second iteration of the refrain. A bouncy pastoral for alto 
describes herds, flocks and lions before leading back to a third choral variation of the celebratory 
refrain. A rollicking ground bass suggests roiling streams under a tenor/bass duet. The requisite 
refrain sets up an ethereal pastoral duo for soprano and alto supported by solo oboe. The text 
wishes good health to the monarch and suggests that “angels conduct her on her way.” 

This touching duo segues to the refrain as a soprano/alto duo before giving way to the full 
chorus. The following bass solo calls for political unity, condemning both “blasted factions” and 
“hissing tongues.” The final verse brings back the high tenor soloist, who observes that nations 
will unite to acclaim Anne’s political acumen and her birthday. The piece ends grandly with the 
full chorus offering one final pronouncement of the refrain. 

Any day that ends with such glorious music is likely a good day and we hope that KC Baroque’s 
excursion into the realm of women as royal patrons has entertained and enlightened. We look 
forward to seeing you one more time this summer when KC Baroque’s Women of Note speak for 
themselves as composers. See you in August. 

Program Notes by Jeffrey Noonan

Program Notes, continued
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KAYLEIGH AYTES, Soprano 
Kayleigh is regularly recognized for her enchanting stage presence, graceful voice, and elegant musicianship. Her 
recent engagements include collaborations with the Te Deum Chamber Choir and guest solo appearances with  
Kansas City Baroque. A featured artist in Trinity Lutheran’s Bach Cantata Series, Kayleigh performs regularly with 
the Spire Chamber Ensemble. She has performed with the Simon Carrington Chamber Singers and the Kansas City 
Collegium Vocale under Dr. Ryan Board. Kayleigh was young artist with the NAPA Music Festival in Napa Valley, 
California and was selected to perform for the Grand Opening of the Kauffman Center for the Performing Arts. 

Kayleigh’s opera credits include Yvette in La Rondine with the Kansas City Puccini Festival, Musetta for 
Symphony of the Mountain’s concert version of La Bohème, Fanny Mill in La Cambiale di Matrimonio with 
Knoxville Opera’s Rossini Festival, and Johanna in the University of Tennessee’s production of Sweeney Todd. 
With Knoxville Opera, she portrayed Amy in Little Women, and covered Papagena and the Königin der Nacht in 
Die Zauberflöte.    

JAY CARTER, Countertenor  
Jay is a newly-appointed faculty member at Westminster Choir College in Princeton, NJ, one of America’s most 
respected training grounds for professional music educators and performers.  As a proud Kansas City-based artist 
he has gained a reputation as one of the nation’s finest countertenors, collaborating with both period and modern 
ensembles across North America. Recognized as a leading interpreter of late Baroque repertoire, Jay has also 
premiered modern works by John Tavener, Augusta Read Thomas, Chester Alwes and Anthony Maglione.  As an 
active recitalist, he champions works from outside the standard countertenor repertory, especially works from the 
nineteenth and twentieth centuries.   

In recent seasons Jay has routinely appeared as a soloist with acclaimed conductors Nicholas McGegan, John 
Scott, and Matthew Halls.  He recently made his Lincoln Center debut with Maasaki Suzuki and the Bach 
Collegium Japan in Bach’s Weinachtsoratorium, a Saint Louis Symphony debut in Vivaldi opera arias and Gloria 
with Nicholas McGegan, and a return engagement in Bach’s Johannespassion with Daniel Hyde and the Choir of 
Men and Boys at St. Thomas Church in New York City.   

Jay holds graduate degrees from the University of Missouri-Kansas City Conservatory of Music and Dance, the 
Yale School of Music, and the Yale Institute of Sacred Music. He received his undergraduate degree from William 
Jewell College where he studied voice with his mentor, Arnold Epley.   

JOSH MARKLEY, Baritone 
Josh completed his DMA in voice with honors at the University of Kansas in 2016. His dissertation on the baritone 
voice and its development during the Baroque era has been referenced as an “excellent source of information 
regarding the baritone voice in early music” by the New York Metropolitan Opera Guild. In addition to teaching 
vocal music in the Kansas City Missouri Public Schools, Josh is currently on the roster of the Kansas City Lyric 
Opera Chorus. He has sung such solo roles as Il Conte in Mozart’s Le nozze di Figaro, Tom in Henry Mollicone's 
one-act opera The Face on the Barroom Floor, Tarquinius in Britten’s The Rape of Lucretia, Don Alfonso in 
Mozart’s Così fan tutte, and Angelotti in Puccini’s Tosca. An active oratorio performer, Josh has performed solo 
roles in Mendelssohn’s Elijah, Mahler’s Symphony No. 8, Richard Einhorn’s Voices of Light: An Oratorio of the 
Passion of Joan of Arc, Orff’s Carmina Burana, and Handel's Messiah. Josh has successfully competed in local, 
state, and regional NATS competitions as well as the Naftzger Concerto Competition.

ARTIST BIOS
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JOHN KORAK, Baroque Trumpet 

John Korak is Professor of Trumpet at SIUE where he heads the brass area and directs the University Concert 
Band. He earned his doctoral degree in trumpet performance from the University of North Texas, and has 
performed with such groups as the Mexico City Philharmonic, Texas Baroque Ensemble, Dallas Bach Society, 
Texas Brass Ensemble, St. Louis Brass Band, Texas Wind Symphony, and the Saint Louis Symphony. 

Presently principal trumpet in the American Kantorei Orchestra, Dr. Korak has been a featured performer with the 
SIUE Wind Symphony at St. Martin-in-the-Fields Church in London, England, the American Cathedral in Paris, 
France, and at the World Association of Symphonic Bands and Ensembles in Chiayi City, Taiwan. He was a 
featured artist at the International Music Festival in Nagaoka, Japan, and was a member of the Texas Baroque 
Trumpet Ensemble at the European Trumpet Days Conference in Bad Säckingen, Germany. He has performed at 
International Trumpet Guild conferences in Bangkok (Thailand), Göteborg (Sweden), Sydney (Australia), and 
throughout the United States, including at the ITG Conference in Harrisburg, Pennsylvania, with the SIUE 
Trumpet Ensemble. He recently performed as a featured artist with the Bach Society of St. Louis in a performance 
of Johann Sebastian Bach’s Cantata no. 51, Jauchzet Gott in Allen Landen. 

JENNIFER KIRBY,  Baroque Oboe 
Jennifer Kirby was born and raised in Maryville, Missouri and currently resides in Bloomington, Indiana. She 
attended Northwest Missouri State University and Indiana University, where she studied with the late Washington 
McClain and earned a Doctor of Music in Oboe Performance with a Minor in Early Music from the Jacobs School of 
Music in August of 2013. Active as a performer on modern and historical oboes, she currently holds positions with 
the Terre Haute Symphony Orchestra, the Lafayette Symphony Orchestra and the Columbus Indiana Philharmonic, 
and has performed with the Louisville Orchestra, Indianapolis Symphony Orchestra, Indianapolis Baroque Orchestra, 
Bloomington Bach Cantata Project, Bourbon Baroque, and the Aspen Music Festival.  

MEMBERS OF THE CHORUS 

LINDSEY LANG, Soprano, Chorus Master 
Lindsey has been recognized for her bold interpretations of early music with a tone of “pure, radiant sunshine.” 
She has performed as a soloist frequently with modern and period orchestras nationwide and has appeared in 
main-stage early music events in Bloomington, Berkeley, New York, New Brunswick, and Quito, Ecuador. 
Lindsey performs regularly with the Kansas City Chorale, Prometheus, and Spire. She has appeared on two 
Grammy-winning albums with the Kansas City Chorale, and is a featured soloist on the 2013 winner “Life And 
Breath.”  Lindsey earned her MMUS in Choral Conducting from the University of Missouri in 2008 followed 
by two years of study at the Early Music Institute at Indiana University.  Lindsey currently resides in Kansas 
City, Missouri with her fellow singer and husband, Frank, where she serves as the music director at Asbury 
United Methodist Church and maintains an active performing career.  

BRANDON BROWNING, BASS 
Brandon graduated from the University of Missouri–Columbia with a BS degree in Education and a MMus in 
Vocal Performance. After graduating in Spring 2015, he moved back to Kansas City. He sings with the St. Paul’s 
Episcopal Church Adult Choir, where he performed the baritone solo in Faure’s Requiem. Brandon  continues to 
freelance as a soloist in Kansas City and recently finished his fifth season with the vocal consort Prometheus. 

20
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KATHERINE CRAWFORD, ALTO 

Katherine holds a MMus in Vocal Performance from the Conservatory of Music and Dance at the University of 
Missouri–Kansas City and a BMus in Vocal Performance from St. Olaf College, where she sang in the St. Olaf 
Choir under the direction of Dr. Anton Armstrong. Originally from Minnesota, she is a former member of the 
Ensemble Singers of VocalEssence. 

PAUL DAVIDSON, TENOR 
Paul joined the Kansas City Chorale in 1995; he was a soloist on All-Night Vigil (Rachmaninoff) and Passion 
Week (Grechaninov). He appeared as guest cantor with the Cecilia Ensemble in Augusta, GA, for its North 
American premiere of Dobri Hristov’s Liturgy of St. John Chrysostom (I), and a recent soloist locally for the 
William Baker Festival Singers and Musica Sacra. He works as a singer at Kantorei of Kansas City, the 
Cathedral of the Immaculate Conception and Grace & Holy Trinity Cathedral.  

ED FRAZIER DAVIS, BASS 
A native of East Sussex by way of Chicago, Ed has sung with dozens of organizations across the Midwest, and 
proudly joined the Kansas City Chorale in 2018. He is also an award-winning composer, primarily of choral 
music, whose compositions have been commissioned and performed throughout the world. He studied voice and 
composition at Knox College, Roosevelt University, and UMKC. He serves as bass section leader for St. Andrew’s 
Episcopal Church in Kansas City, and composer-in-residence for the William Baker Festival Singers. 

MATTHEW GLADDEN, TENOR 

A native of Missouri, Matthew completed his BA in Vocal Performance at William Jewell College in 2008 and 
joined the Kansas City Chorale that year. He has performed in New York City, Phoenix, England, and Scotland. 
He and his wife, Meaghan, live with their two boys, George and Everett, in Liberty. 

JESSICA SALLEY, SOPRANO 

Jessica earned a MMus in Vocal Performance from the UMKC Conservatory of Music and Dance and a BMus 
Oklahoma City University School of Music. Known for her vocal versatility and stage presence, she performs 
classical concert repertoire, pop music and and new contemporary art music. A regional finalist for the 
Metropolitan Opera Council Auditions, Jessica and can also be heard with her band, Cowtown Country Club, 
around the metro.  

JULIA SCOZZAFAVA, ALTO 

Julia has performed with groups including NewEar Ensemble, KC Puccini Fest in the title roles of Tosca and 
Madama Butterfly, Lawrence Opera Theatre, Spire Chamber Ensemble, and the Lyric Opera of Kansas City as 
both a principal artist and chorus member. Julia was a semifinalist in the 2005 Metropolitan Opera National 
Council auditions. She appears as the alto soloist on the Kansas City Chorale’s album Rachmaninoff’s All-Night 
Vigil, reviewed by Gramophone magazine which described her voice as as “the genuine article.”

ARTIST BIOS, continued
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REBECCA BELL, Harpsichord and Organ 
Rebecca studied at the Royal College of Music in London, where she won the prize for clavichord playing 
while studying with Ruth Dyson and Robert Woolley.  A former Rotary Foundation Scholar, she has performed 
in Spain, Italy, Austria, Germany, the Netherlands, Belgium, and Canada, in addition to Britain and the USA, 
and has made several recordings of solo and chamber music. Rebecca plays regularly with the Kansas City 
Chamber Orchestra, and has also performed with the Kansas City Symphony, Gerald Trimble’s Celtic and 
World Music Sessions, and other ensembles. She is the organist at Saint Mary Magdalene Episcopal Church, 
and plays in English Country Dance bands in Kansas City and Lawrence. 

RICHARD BELL, Baroque Cello 
Richard earned the BMus in cello performance at the University of Iowa where he studied with Charles Wendt. He 
attended the Cleveland Institute of Music in the class of Alan Harris, graduating in 1978 as the class Valedictorian 
and receiving the Ellis Siemon award. Richard also attended the Blossom Music Festival and the Aspen Music 
Festival. In 1978, Richard moved to Columbus, Ohio where he served as associate principal cellist of the 
Columbus Symphony. In Columbus, he formed a string trio with two colleagues from the orchestra in 1985. Since 
moving to Kansas City in 2008, Richard has performed regularly with the Kansas City Symphony as a substitute 
cellist. He has also worked with many of the area’s musical groups, including the Kansas City Chamber Orchestra 
and the Kansas City Baroque Consortium. 

MATTHEW BENNETT, Baroque Violin 
Matthew is a member of the Omaha Symphony, New Generation Festival Orchestra in Florence Italy, and the 
Philharmonie Stiftung in Zurich Switzerland. He has premiered violin works by Grammy-winning composer Michael 
Colina and Joshua Peterson in New York City. This Fall marks the inaugural season for two chamber ensembles of 
which Matthew is a founding member: the tango quintet Tango KCuerdas and the Amea String Quartet.  

MONTY CARTER, Baroque Violin 
With KC Baroque since its inception, Monty plays a Jacob Weiss violin (Austria, c. 1740). He serves as Concertmaster of 
the Heritage Philharmonic of Jackson County, Principal Violist and Program Annotator for the Saint Joseph Symphony and 
freelance musician throughout the area. A studio instructor, ensemble clinician and composer, Monty has taught Applied 
String studies and String Methods courses at colleges and universities in Kansas and Missouri. He holds the MMus degree 
in performance from Louisiana State University, with a BMus from UMKC Conservatory. With his wife, Trilla Ray-Carter, 
Monty provides performance and instruction services through Carray Music across the greater Kansas City region. 

ZSOLT EDER, Baroque Violin, Concertmaster 
Born in Budapest, Hungary, Zsolt has established himself as an international soloist and chamber musician. In his 
seventh season as Concertmaster of the Topeka Symphony, Zsolt currently serves as professor of violin and viola at 
Washburn University. He is also a faculty member at the University of Missouri-Kansas City Conservatory Academy 
and performs regularly in the Kansas City Symphony. Zsolt's interest in different musical cultures and traditions led 
him to establish folk music group Ensemble Amarcord in 2014 and his new concert series "Zsolt Eder and Friends" 
launched in 2018. He has a particular passion for educational outreach, having worked for City Music Cleveland and 
Harmony Project Kansas City. He now works for the Musical Bridges Program at the UMKC Conservatory of Music 
and Dance, providing free one-on-one lessons for inner-city children. Zsolt enjoys collaborating with Kansas City 
groups like Ensemble Iberica, the KC Baroque and Spire Chamber Ensemble. He is a graduate of the Franz Liszt 
Academy in Budapest and the Cleveland Institute of Music.
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DIMA ESTANBULI, Baroque Violin 
Dima was born in Damascus, Syria, where she lived and studied for twenty-two years before moving to Wichita, 
Kansas to continue her education. Dima started piano lessons at age six but her fascination with the violin began 
three years later when she heard a performance of Vivaldi’s Four Seasons. Dima studied at the Russian Cultural 
Center in Damascus, and in 2008 she began violin studies at the Conservatory of Music in Damascus with Professor 
Uliana Golicova. In 2012, she was invited to participate in the "Playing for Peace" program with the Apple Hill 
Center for Chamber Music. That same year, Dima was accepted into the music program at Wichita State University, 
earning her BMus in Music Performance. Dima is currently pursuing her MMus at Park University with Professor 
Ben Sayevich.  

NELL FRENCH, Baroque Viola 
Nell French has performed with KC Baroque since 2010. As a period violist, she has participated in the Bach Cantata 
Vespers Series, Jewell Early Music Summer Festival, the Kansas City Bachathon, Ensemble Musical Offering 
(Milwaukee), and Collegeum Vocale (St Louis). As a modern violist, Nell is co-founder and violist with the string 
trio Fontana, Heritage Philharmonic and the Mountain Duo, as well as serving as an extra with the KC Symphony. 
She has taught applied music at Missouri Western University and at KCK Community College, and currently 
maintains a private viola studio. A graduate of the Interlochen Arts Academy and University of Colorado at Boulder, 
Nell plays a 1792 Jakob Staininger viola with a Tourte reproduction bow by Andrew Dipper. 

JON KRATZER, Baroque Trumpet 
Jon has performanced with the Orlando Philharmonic Orchestra, the North Carolina Symphony, the Oklahoma City 
Philharmonic, and KC Baroque. As a commercial musician, Jon has worked with Ali Woodson of The Tempations, 
Frankie Valli, Greg Bonham, Bill Pinkney’s Original Drifters, The Coasters, Herb Reed’s Platters, Russian comedian 
Yakov Smirnoff, The Texas Tenors, The Las Vegas Tenors, Finis Henderson, Kenny James, Earl Turner, Tony 
Tillman, Amy Grant, Michael W. Smith and many more. Jon began his studies with Professor John Almeida at the 
University of Central Florida in high school. On graduating from high school, he worked on cruise ships and on land 
as a freelance musician from 2004 to 2011. Jon holds a BMus in Instrumental Performance from Oklahoma City 
University and a MMus from UMKC where he is currently pursuing a DMA. Jon has just been appointed full-time 
Instructor of Brass and Jazz Band Director at Blinn College in Brenham, TX. 

KEN MITCHELL, Violone 
Ken joined the Kansas City Philharmonic in 1980 and continued with the Kansas City Symphony until retiring in 2013. 
For two seasons prior to coming to Kansas City, hw served as principal bass of the Evansville Philharmonic in 
Evansville, Indiana. Originally from Commack, NY, Ken holds BMus and MMus degrees in music performance from 
Indiana University as well AS the MS and PhD in computer science and networking from the University of Missouri-
Kansas City. He has played in the Grand Teton Music Festival, the Colorado Music Festival, the Jeunesse Chamber 
Orchestra in Vienna, the Des Moines Metro Opera and with many local groups. 

ROB PATTERSON, Baroque Violin 
A graduate of William Jewell College, Rob earned the BS in Music with an Emphasis in Violin Performance. Rob 
has performed with violin or voice in numerous ensembles in Missouri and Kansas, including the Liberty 
Symphony Orchestra, KC Baroque, Lawrence Chamber Orchestra, St. Joseph Symphony, Southeast Kansas 
Symphony, Webster University Symphony, Lindenwood College Orchestra, Opus4 String Quartet and the Kansas 
City Symphony Chorus. In 2009, Rob became Co-Concertmaster of the Liberty Symphony Orchestra. When not 
playing the violin, Rob is the owner of Diversified Computer Services, a provider of IT services, and 
RecordingKC, a location recording service.

ARTIST BIOS, continued



JEFFREY NOONAN, Theorbo, Barooque Guitar, and Program Annotator 
Jeffrey Noonan (theorbo & baroque guitar) has played early plucked instruments for nearly forty years across the 
country, including numerous appearances with KCBaroque. Based in St. Louis, he has performed regionally with 
Shakespear’s Bande, Early Music St. Louis, Bourbon Baroque (Louisville), Madison Early Music Festival 
(Wisconsin), Ars Antigua Chicago and Musik Ekklesia (Indianapolis). In addition, Jeff has founded and directed the 
quintet Such Sweete Melodie; Musicke’s Cordes¸a violin/theorbo duo; and La petite brise, a trio featuring the 
Baroque flute. An in-demand accompanist and continuo player, Jeff performs a repertoire ranging from sixteenth-
century chanson with solo voice to Handel’s Messiah with the St. Louis Symphony. An expert on the early guitar, Jeff 
has produced two books and several articles for Oxford Music Online on that subject as well as an edition of 
eighteenth-century violin sonatas for A-R Editions. Jeff holds degrees from the University of Notre Dame (AB), the 
Hartt School of Music (BMus) and Washington University in St. Louis (MMus., PhD) He has received funding from 
the National Endowment for the Humanities and in 2015 the Newberry Library awarded him the Cullen Fellowship 
to research music manuscripts in its collection. In 2016, the St. Louis Regional Arts Commission awarded him an 
Artist Fellowship in recognition of his accomplishments in scholarship, pedagogy and performance. 

BRENDAN PEARSON, Baroque Viola 
Brendan has been playing viola and teaching music lessons in the Kansas City area since 2007. As a founding 
member of the Bountiful String Quartet he has spent more than a decade exploring ways to combine his love of 
music and his faith. As an undergraduate at Cal State Long Beach, Brendan was a member of the University String 
Quartet, the groundbreaking Studio Orchestra, the CSULB Collegium Musicum, and performed with the Los 
Angeles Baroque Orchestra. At the Boston Conservatory, he studied with Patricia McCarty and studied quartet 
playing with Roger Tapping and Andrew Mark. 

TRILLA RAY-CARTER, Baroque Cello 
Trilla is the founder and director of the Kansas City Baroque Consortium, and co-founder of the Jewell Early Music 
Summer Festival. Locally, she has served as principal cellist of the Liberty Symphony, the Lawrence Chamber Orchestra, the 
Philharmonia of Greater Kansas City, and has held teaching positions at Cottey College, KCK Community College and 
William Jewell College. Trilla has performed and taught throughout Europe including Italy, the former Yugoslavia, and 
Germany. Before returning to the Midwest, she worked in Los Angeles as a studio musician. Trilla holds a BMus from 
Lawrence University with graduate studies in performance at California State University and the UMKC Conservatory of 
Music. In 2007 and 2008, she participated in the International Baroque Institute at the Longy School of Music in Cambridge, 
MA, where she worked with leading baroque specialists Phoebe Carrai, Elizabeth Blumentstock, Jed Wentz and 
Gonzalo Ruiz. Chosen to participate in Artist Inc. KC, an artist entreprenuership training program, Trilla earned a Peer 
Recognition Award for her project development and design. This competitive award led directly to the establishment of KC 
Baroque as a non-profit performing arts organization and the launch of this annual summer concert series. 

SIGNE SANDQUIST, Baroque Violin 
Signe Sandquist began studying Suzuki violin at the age of five with Catherine Service in Topeka and soon after 
with Eleanor Allen in Lawrence. Singe  studied with Tiberius Klausner at the University of Missouri Kansas City 
where she earned a BMus in Violin Performance. A former member of the Omaha Symphony, the Kansas City 
Symphony, and the Lawrence Chamber Orchestra. Signe now works as a freelance violinist and private teacher.

ARTIST BIOS, continued
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OuR  SinceRe  GraTiTuDE  TO 

St. Paul’s Episcopal Church 
Rev. Dr. R. Stan Runnels, Rector; Sam Anderson, Music Director;  

Nicole Lux, Parish Administrator; Jose Arce, Sexton. 

Village Arts Alliance of Village Presbyterian Church 
William Breytspraak - Director of  Music Ministry; 

Matthew Shepard - Assistant Music Director; Elisa Bickers -  Associate Director of  Music, Principal Organist; 
Carol Dale - Music Coordinator 

And a special thanks to our Volunteers and Board Members  
who work tirelessly behind the scenes: 

Lisa and Herb Young, George Moss, Dianne Daugherty, Lacie Eades, Ann Martin,  
Ann Friedman, Linton Bayless, Carl Cook, Alison DeSimone, Eric Williams, 

 Gina Shay-Zapian, Bennett Shay-Zapian. 
And to: 

Eric Williams Photography, Ron Ray Video and Photography,  
Rob Patterson - Recording KC, and to  

Jeff  and Sarah Hon of  New Song Church, for use of  the Martin Ott portative organ.

Now in our third year of offering an annual summer season, KC Baroque is growing! 

We are pleased to be one of eight ensembles in the country to receive an Outreach Grant from 
Early Music America! And we have just been awarded a Missouri Arts Council Grant for the 
third year in a row. This year’s grant represents a 150% increase over the previous two awards, 
and reflects top scores for Artistic Quality, Community Involvement, and Management Ability. 

We are grateful for the recognition and support from our generous audience members,  
from MAC and Early Music America, the Martha Lee Cain Tranby Music Enrichment Fund, 

 and the generous in-kind support offered by  
Village Presbyterian through its Village Arts Alliance. 

You can join in supporting our next important steps in a number of ways:

• Be a concert or reception volunteer 
• Host a visiting guest artist 
• Be our social media guru 
• Join our Baroque & BBQ committee 
• Invite friends and family to a concert. 
• Offer administrative assistance 
• Serve on our board 

• Help underwrite a favorite project:  
 Our summer season 
 New Music Commissioning Program 
 Educational Outreach Program 
 Pop-up Concerts Program 
 Musician and Guest Artists Fund 

 


