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Maestro Leroy Kromm, director of the San Jos  Symphonic Choir
since 1985, has achieved widespread recognition as a versatile
conductor, soloist, pianist, and teacher over the span of a fifty-year

| career in music performance. Currently holding posts as a member of
the collegiate voice faculties at the San Francisco Conservatory of
Music and Santa Clara University, he was formerly the chorus master
of the Monterey Symphony and served on the voice faculty at
California State University, Fresno.

Maestro Kromm received bachelor’s degrees in applied music and music education, and a
master’s degree in vocal performance from University of Illinois, Urbana-Champaign. He
has achieved great acclaim performing in opera, oratorio, and musical theatre, recording on
several recording labels including Harmonia Mundi, New World Records, and Mode
Records. Kromm has long served as a clinician and consultant nationally in academia as well
as in the Hollywood film industry. Some of his most memorable collaborations include
performing War Scenes with its composer, Ned Rorem, at San Francisco Conservatory of
Music; singing art songs by Jake Heggie with the composer at the piano, for the James
Schwabacher series; singing the title role of Tartujffe with the composer, Kirke Mechem,
supervising, at Stanford University; and conducting Ancient Voices of Children under the
supervision of composer George Crumb, at Santa Clara University.

Under Maestro Kromm'’s inspiring direction, SJSC has flourished and grown in size and
musicianship. Notable recent performances include Handel's Dixit Dominus, Haydn's

The Creation, and Mozart's Great Mass in C minor, performed with period instruments, as
well as Britten’s War Requiem, Beethoven's Missa Solemnis, Verdi's Messa da Requiem,
and the world premieres of multiple large works of Henry Mollicone.

During its 2024 - 2025 season, San Jos Symphonic Choir
proudly celebrates its 100th anniversary with the presentation
- of several of the world’s choral masterpieces, all under the
baton of the inspiring and beloved Maestro Leroy Kromm.

This centennial season continues the SJSC legacy of performing
electrifying and unforgettable choral works with symphony
orchestra: its concert listings include performances of Bernstein’s Chichester Psalms,
Vaughan Williams’s Sea Symphony, Handel's Messiab and Dixit Dominus, Bach’s B minor
Mass and St. Matthew Passion, and Brahms’s Ein Deutsches Requiem. An all-volunteer choir
since its founding in 1924, SJSC has provided its community with live performances, music
education, collaborations with local musicians, and the promotion of regional composers
such as Craig Bohmler, Deke Sharon, and the late Henry Mollicone, whose Beatitude Mass
and Misa de los Inmigrantes it premiered. Members come from all walks of life and have
varying degrees of singing experience, but each season without fail, these 80 to 100
individual voices become one; they become San Jos  Symphonic Choir, “ordinary people
making extraordinary music.”

San José Symphonic Choir



Adrien Cotta, the accompanist for SJSC, has a Classics degree from
Oxford University and a Master’s degree in piano from the Royal
College of Music, London, where he studied with John Barstow (who
taught Barry Douglas) for six years. He has played organ at churches
since the age of nine, and is currently music director at Trinity
Cathedral in San Jos . In December 2023 he was featured in SJSC’s
holiday concert with Nova Vista Symphony playing the Saint-Sa ns
Symphony No. 3, the “Organ Symphony.”

Ariel Estebez, soprano, grew up singing in San Francisco, and spent
11 years in the San Francisco Girls Chorus. She received a Bachelor of
\  Arts from Santa Clara University (English Literature, Music) and a
Masters of Music (Vocal Performance) from the University of Redlands.
In addition to the San Jos Symphonic Choir, she has sung with such
groups as the San Francisco Opera, San Francisco Symphony, Tokyo
Philharmonic, Northwest Opera, Crux Vocal Ensemble, Systir and the
renowned Irish vocal ensemble AN NA. Along with an extensive
performance history, she also has a breadth of experience in
education, and has taught in four different countries.

Kayla Wilfong is an operatic soprano, recording artist, and
internationally award-winning voice teacher from rural Michigan who
has lived in the Bay Area since the age of 13. Kayla has been featured
'~ as asinger, soloist, and actress in professional recordings, operas,

L symphonies, plays, and on stages throughout the Bay Area and

) abroad. Recent and upcoming engagements include singing the title
character in a new opera set to be premiered in 2025, playing the lead
role (Santuzza) in Mascagni’s verismo opera Cavalleria Rusticana in
April 2025, and in 2024 professionally recording a series of newly
composed arias and songs by Italian-American opera composer Lisa Scola-Prosek, which
now air on classical music radio stations across the U.S. In addition to performing, Kayla is a
Soloist Intensive Voice Instructor for the San Francisco Girls Chorus and is on faculty at the
San Francisco Conservatory of Music’s Pre-College program. Kayla has a California &
Western United States private voice studio within the National Association of Teachers of
Singing’s vocal competitions. Kayla majored in Voice Performance/Opera and received her
Bachelor of Music at the San Francisco Conservatory of Music in 2019, studying under
Maestro Leroy Kromm.




American contralto Sara Couden is a premier interpreter of opera,
oratorio, chamber music, and art song. Praised by Opera News for her
“unusually rich and resonant” voice, Sara has thrilled audiences
worldwide on stages including the Metropolitan Opera, San Francisco
Opera, Carnegie Hall, the Los Angeles Philharmonic, the Cincinnati
Symphony, the Philadelphia Orchestra, and the Philharmonia Baroque
Orchestra. Sara is a graduate of the Lindemann Young Artist Program
at the Metropolitan Opera and earned a Master’s degree with Honors
in Opera from the San Francisco Conservatory of Music. She is also an
early music and chamber music enthusiast and holds an A.D. in Early Music, Chamber
Music, and Oratorio from the Yale Institute of Sacred Music.

Indigenous Puerto Rican (Ta no Boriken) tenor David Kurtenbach
Rivera has been praised for his “intimate, silver-lined sound.” He is
known for his moving and concentrated performances of Bach and
Handel, as well as 20th-century art song. In demand as both soloist
and professional ensemble singer, he regularly performs with leading
ensembles around the world. He is privileged to share GRAMMY
nominations with Conspirare, with whom he has just completed a
~ new recording.

Christian Pursell, bass-baritone, is is a dynamic, impassioned actor
with unmatched stage presence, an enthralling, powerful voice, and a
5 mastery of musical genres from baroque to musical theater, including
* bel canto and romantic opera. His 2024 - 2025 season began with his
Metropolitan Opera house debut as Sciarrone in Tosca in September.
In November he had the title role of Elijah in the oratorio by

. Mendelssohn, with the San Jos Symphonic Choir, and in December,
visited Portland Baroque Orchestra as a soloist in Handel’s Messiah. In
January 2025, role debuts included Don Quixote in Man Of La
Mancha with Lakeland Symphony, followed by the role of Prosecutor in the Lincoln Center,
New York City premiere of Scott Richard’s opera Blind Injustice with MasterVoices,
conducted by Ted Sperling. In May 2025, Mr. Pursell debuts the role of Tom in the world
premiere of Ricky Ian Gordon’s opera This House, at Opera Theatre St. Louis. Mr. Pursell
released his first art song album, Ferne, in July 2024; the live lieder recital recording is
available on IDAGIO, Apple Music, and Spotify. Last season, he added three important roles
to his repertoire: Leporello in Don Giovanni (Cincinnati Opera), Don Basilio in I/ barbiere
di Siviglia (Virginia Opera), and the role of Noah at Carnegie Hall (debut) in a concert
performance of Ricky Ian Gordon's The Grapes of Wrath.
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Program

SanJos Symphonic Choir, Leroy Kromm, Artistic Director
with the San Jos Baroque Orchestra

Soloists:

Ariel Estebez, Soprano [
Kayla Wilfong, Soprano Il
Sara Couden, Contralto
David Kurtenbach Rivera, Tenor
Christian Pursell, Bass-Baritone

Mass in B minor, BWV 232...........cccccoouvvviinnnrriinnnnn Johann Sebastian Bach (1685 — 1750)

I. Missa
1o KPTIC oo e Chorus
2. CRISEE e Soprano [, Soprano 11
3. KVIIE oo Chorus
4o GlOM@ oo Chorus
5. BUINEEITA PAX woovvvveiricriieeiesiesss s Chorus and Soloists
0. LAUAAMUS TC....cvvveiiviiii s Soprano II
7. Gratias agimus tiDi.........ccoovviirrrinininsie e Chorus
8. DOMINE DEUS ..o e Soprano I, Tenor
9. QUILONIS ..o s Chorus
10, QUISEAES ..o Contralto
11, QUONIAM tU SOIUS SANCLUS.....vvvvvevreiriicirrieeeee s Bass-Baritone
12, CUM SANCLO SPITTLU .o Chorus and Soloists

=0 Pause (XD

II. Symbolum Nicenum
1. Credo in UNUM DEUM ... Chorus
2. Patrem OMNIPOLENIEM ... Chorus
3. Etin unum DOminumM ..o Soprano I, Contralto
4. EUINCAMNAIUS ST ..ovvvveovvreniiraeesseisisses s Chorus
5. CLUCHTIXUS oo Chorus
0. BLTESUITEXIE 1ovvvvvvenivieiesoicssissssissessis st Chorus
7. Etin Spiritum SANCIUML.........civiiiiiiiins s Bass-Baritone
8. CONMIEBOT ... Chorus
9. EX EXPECLO . veeuurermreriririsriseses s e s Chorus

III. Sanctus
1o SANCHUS 1o Chorus
2. Pleni SUNE COCLE ...vvuvvrniviriiiii s Chorus

IV. Osanna, Benedictus, Agnus Dei, et Dona nobis pacem

1. 0SaNNA 10 EXCEISIS vvvvvvvvevririrrirc e Chorus
20 BENEUICTUS w..ooovvi e Tenor
3. OSANNA TEPELATUL ... Chorus
4o AGNUS DL Contralto
5. DONa NODIS PACEM...vvvuvirinririiriririersi e Chorus



Program Notes

There are innumerable ways to discuss, analyze, or otherwise approach Bach’s great final
mass, but perhaps the single most striking observation one can make about the piece is
that the Mass in B minor is an encyclopedia or summation of all the musical styles and
techniques available to Bach from 1748 until his death in 1750.

What Bach created is a stunningly complex work, with twenty-six individual sections, all based
on differing melodic material and written in a variety of styles. These include large Baroque
fugal choruses, motets in the tradition of Palestrina, Gregorian chant, arias and duets in
ornamented operatic styles and in the “galant” style of the mid-to-late 18th century, full
orchestral sections with unique instrumental obligatos, and smaller continuo accompaniments
— all masterfully interwoven to create an integral whole. When we perform the Mass in B
minor today, we recognize the complete work as a creation for the concert hall, and it
offers all the brilliance and theatricality that are appropriate to that venue.

The work is too large to be used in a church service. While some sections could have been
useful in services at Bach’s own church, the work was completed so late in his life —and at
a point when he was ill and completely blind — that he may not have had a practical
purpose in mind. The most convincing reason may well be that, toward the end of his life,
Bach wished to gather and preserve examples of his finest choral works by assembling
them into a collection, much like other late collections, such as The Art of the Fugue and
The Well-Tempered Clavier.

Although Bach’s Mass in B minor is revered for its overwhelming dramatic sweep and
sense of unity, it was not originally created as a single work. It is made up of music
composed over a 25-year period, some of it adapted, some of it new. Its manuscript is
divided into four large sections with no overall title, and it came to be called the Mass in B
minor only by later generations. It was not performed complete until 1859, more than a
century after Bach’s death. Despite the quilt-like origins of Bach’s mass setting — one
movement reworked from here, another from there — the profound musical unity and
spiritual mandate of the work are gripping.

The Mass is divided into four parts: Kyrie and Gloria; Credo; Sanctus; and the remaining
sections of the mass, Osanna, Benedictus, Agnus Dei, and Dona nobis pacem.

Kyrie and Gloria: The opening music consists of a Kyrie and Gloria that Bach originally
wrote in 1733 and presented to the new Elector of Saxony, Frederick Augustus II, along
with the composer’s written request for a court title. Bach felt stymied by his situation in
Leipzig, the town he had served as Cantor since 1723, and such an appointment would be
an attractive addition to his regular duties. The work was, he said, “a modest example of the
learning I have acquired in music.” In that original form (Kyrie and Gloria), the work was a
complete missa brevis (“short mass”) of the type that was common in Lutheran practice,
and also in some Catholic areas, including at the Elector’s court in Dresden. However, there
is nothing “short” about these sections; they are almost an hour in performance length and
were written for full orchestral forces, such as those available at the Dresden court.

The Kyrie, organized on the division of the liturgical text, is in three sections, and provides
excellent examples of the varied musical styles in the Mass. The opening Kyrie eleison is a
large baroque fugal chorus for five voices and full orchestra. The Christe eleison that

5



follows, a duet for two sopranos, is in a simpler “galant” style, light and elegantly rococo, as
contrasted with the serious fugal style of the Baroque era. The final section, the return to
the Kyrie eleison, is a slow and measured four-part chorus more in the style of the Italian
Renaissance, although supported with a Baroque bass line.

While the Kyrie is a section of supplication, asking for mercy, the Gloria is an extended
hymn of praise and thanks to God for providing salvation, an important theme of the
Reformation and probably the reason that the Kyrie and Gloria were retained as a part of
the Lutheran service. The Gloria is divided into nine individual sections based on the text,
and includes five impressive choruses, three solos, and a duet. The solos and duet are all
accompanied by various instrumental obligatos. The Laudamus te, for soprano solo and
strings, contrasts with the Christe duet from the Kyrie with a highly ornamented vocal line
and a beautiful, complex accompaniment with violin obligato.

Credo: The next portion of the Mass, the Credo (titled the Symbolum Nicenum), is also
comprised of nine sections. For many of these sections, Bach turned to earlier
compositions, recasting music he had previously composed for other works.

This process of “parody” composition was a common technique among composers of the
Baroque era, and does not imply any shortcut or reduction in compositional quality. Bach,
having already created hundreds of sacred cantatas, numerous motets, and multiple settings
of the Passions, had extensive material from which to borrow. Some of these borrowings
required only minor alterations for adoption into the new Mass setting: for example,
changing a previously-written Sanctus from the original voicing of three soprano parts and
one alto to two of each. Others required more tinkering, including revoicing choral parts to
accommodate the five-part texture and rhythmic changes that fit with new text settings. For
some sections, he appears to have borrowed music from his own cantatas, adding choral
parts to what may have been instrumental concertos that are now lost. Bach’s decision to
adapt these movements and include them in his Mass has doubtless not only given them a
wider audience but, in some cases, may have saved them from being lost entirely.

The Credo is a statement of Christian beliefs, an integral part of the mass. The composition
of this large section dates from the late 1740s when Bach undertook the expansion of the
original missa brevis. Its nine movements are carefully organized in a symmetrical arch
structure; the first two choral sections are followed by an aria, and this is balanced by a
similar pattern in reverse. Between these two groups stand three momentous choral
movements that affirm the central theological tenets of the Credo: Christ’s incarnation,
crucifixion, and resurrection. The religious centrality of this text is underscored by its
significant structural position. It is the central musical “beam” of Bach’s composition, just as
it is the fundamental lesson of the Christian faith.

Sanctus: The two choruses of the Sanctus form the third large part in the B minor Mass.
The Sanctus was written as a stand-alone piece for Christmas Vespers in 1724. It is a
separate section in the Mass, as it would have been in the Lutheran service. The Sanctus is
the only portion of the Mass to call for a six-part chorus, as well as for a third oboe.

The first chorus is grand and majestic, with six vocal parts in common time in a triplet
figure that flows like large waves. The dramatic bass line, which repeats in loose passacaglia
fashion, punctuates and relentlessly drives the movement forward. The text of this
magnificent movement is taken from the prophecy of Isaiah, and represents the song of the
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celestial seraphim which are described as having six wings. Thus the chorus, which has
previously been divided into four or five parts, is here divided into six. The rhythm of the
music can be said to reflect the beating of the seraphim’s wings. The Pleni sunt coeli which
follows it is a lively Baroque fugue.

Osanna, Benedictus, Agnus Dei, and Dona nobis pacem: The final section of the
Mass is comprised of the remaining texts of the ordinary of the mass: the Osanna,
Benedictus, Agnus Dei, and Dona nobis pacem.

The Osanna is the only eight-part double chorus section in the Mass. It is triumphant
music that contrasts eight-part double chorus sections with four-part fugal sections,
alternating between the two choirs.

Two solo movements follow; first the Benedictus, in which flute and tenor soloist elegantly
blend together in a gentle, meditative melody. This is followed by the Agnus Dei, in which
the yearning phrases of the alto soloist are set against an equally plaintive, expressive
melody for unison violins.

The final chorus of the B minor Mass, the Dona nobis pacem, reprises the music of
the Gratias section of the Gloria, and brings this momentous work to a beautiful,
triumphant close.

Acknowledgement: These notes were made possible by the writings of the following: Jobn Bawden,
© Jobn Bawden, MMus, University of Surrey, UK, the US Library of Congress, Erik Stark,
Indianapolis Symphonic Choir, Martin Pearlman, Boston Baroque, and Barbara Davidson.
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Reflections on the “Mass in B minor’
by Leroy Kromm, artistic director

The glorious Mass in B minor was among Bach’s last life-changing compositions before he
died in 1750 at the grand old age of 65. The piece would be admired and performed
hundreds of years later. Ironically, revered as Bach is today, at the point in Bach’s career
when he labored over his Mass, he received mostly harsh criticism, being labeled old-
fashioned and worse. One has to ask, “Why would Bach choose, of all things, a Latin
Ordinary in his last days, an unusual choice of composition well outside of his Lutheran-
centered life?” One historical perspective that may help to answer (and understand) this
question has to do with an insight of how music manuscripts were regarded and treated at
that time.

Bach scholar George Stauffer* writes: “In 1753 Caspar Ruetz, Kantor of the Marienkirche
in Luebeck, described how a buge pile of church music be had inberited from bis
predecessors has been diminished by balf from ils use for stove fires and scrap paper.
‘Who would give anything for it,” be lamented, ‘other than someone who needs scrap
paper, since nothing is more useless than old music.” ” Bach was certainly aware that vast
quantities of music suffered this fate, especially vocal works with extremely limited use



beyond church services. Stauffer continues, “One can imagine him (Bach) sitting in his
study in the late 1740s, sullenly scrutinizing the 350 or so German-texted vocal pieces he
had labored so diligently to produce and realizing that the entire lot might be consigned
lo flames or the scrap paper pile after bis death.”

As horrific as it sounds, it is quite certain that at least some of Bach’s manuscripts suffered
the fate of scrap paper. Setting music to the Latin Ordinary offered an alternative for Bach,
unbound by a specific event or church festival. It served instead a greater purpose,
removed from its “liturgically-specific” function, and transported to a more generalized,
public realm. One can imagine that Bach may have been questioning his relevance and
purpose to the world, so he strived to leave a musical legacy through his succinct “Catholic
Mass.” Clearly the high profile of the stile antico in the Mass as a whole shows that Bach
was making a conscious effort to incorporate all the styles that were available to him, and to
encompass all music history as far as it was accessible to him.

This idea of musical legacy associated with the Mass in B minor has been suggested and
referenced by multiple authors writing about Bach’s final years. Adding to this idea, much
like Martin Luther, Bach may have considered the Latin mass “a higher form of worship”
than the German vernacular works that he cranked out on a weekly basis. A complex
system of thought related to music and theology went into the creation of this magnificent
work. What better way to express a summary of vocal styles than through the Mass which
encapsulates as does no other composition Bach’s sacred choral artistry. In 1817 the Swiss
critic Hans-Georg Naegeli praised the Mass in B minor as “the greatest work of music in all
ages and of all people.”

Now, well over 200 years later, some may wish to qualify Naegeli's statement, but then, they
would be hard-pressed to come up with a comparable choice of “greatest piece ever
written,” a popular topic of debate among musicians. The Mass in B minor appears often
on those lists of “desert island pieces.” More than one reputable music scholar has placed it
on such a pedestal of prominence.

By contrast to its notoriety of greatness today, the Mass was virtually unknown well into the
nineteenth century. Its delayed reception by later generations was perhaps the result of the
inability to obtain a copy of the score; Beethoven tried unsuccessfully on several occasions.
The first published edition didn’t appear until 1845. Today, the Mass in B minor remains
one of the greatest monuments in western art music — Bach’s best and final “musical
compendium” for posterity.

*George B. Stauffer is dean of the Mason Gross School of the Arts and Distinguished Professor of
Music History, Rutgers University. He is known internationally as a scholar, performer, and writer
on the music and cullure of the Baroque era and the life and works of .S. Bach in particular.



Soprano 1

Cindy Asrir
Christina Chang
Deborah Ellis
Rosemary Farrow
Cathy Feldman
Heather Gilson
Kristin Grillo
Pearl Gunsell
Huong Ho
Sunny Huang
Marcia Jeiroudi
Clare Lee
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Tiffany Lim
Sharon Miller
Tara O'Reilly
Barbara Reynolds
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Laura Spoelstra
Susan St. Claire*
Sukha Sundin
Cindy Thompson

Soprano 2
Linda Blum
Melinda Collins Campbell
Janet Chiang
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Matt Matthews
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Brett Wormley

Baritone/Bass
Tom Albrecht
Rod Cornell
Jason Fan

Oscar Gardella®**
Fred Hanes**
Michael Hendrickson
Mark Loy

Andrew McLeod
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Glenn Sander
Dan Schkolnik
Mark Slagle*
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Timothy Tsang
Paul Wendt
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*Section Administrators
“*Sectional Leaders
*#*Sectional Pianists



San José Baroque Orchestra
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Dear Friend of San José Symphonic Choir,

This is the 100th season of San José Symphonic Choir!
Isn’t that EXTRAORDINARY?

Thanks to the generosity of our neighbors, for over 100 years
SJSC has performed choral masterpieces for our community,
and we hope to continue performing for another 100 years!

As we at SJSC are
“ordinary people making extraordinary music,”
for this one very special year
we are asking our friends to become
“ordinary people making extraordinary” donations.

If you have donated before, thank you!
This year, please consider honoring our centennial
with an even more generous gift.

And if you have never made a donation before,
please make this year extraordinary with a gift
that salutes our 100th year.

Contributions enable our survival, and they have for 100
years. That is truly EXTRAORDINARY!

Thank you so much,

i LAl

President
SJSC Board of Directors

Donate online at

sanjosesymphonicchoir.org/donate



CELEBRATING

San José Symphonic Choir

Mark your calendars for
the final concert of our
100th Anniversary Season!

Ludwig van Beethoven
Symphony No. 9

In collaboration with
Nova Vista Symphony

Friday, June 6, 2025
7:30PM

Center for the Performing Arts,
Mountain View




