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Ian Shafer, Artistic Director
Ian Shafer is a New York based conductor and oboist with a 
wide range of experience and a repertory spanning the 
Baroque to the Avant-garde. Currently, he is the Artistic 
Director of the Queer Urban Orchestra of New York, and the 
Music Director of Resonant Refractions–the resident 
ensemble of the NYsoundCircuit–and one that is dedicated to 
the promotion of new music. He has appeared as a guest 
conductor with the Buffalo Philharmonic, the Brooklyn 
Philharmonic, and served as the Cover Conductor for JoAnn 
Falletta with the New Jersey Symphony. He has given operatic 
performances as the Music Director of the Christman Opera 

Company, and the Sylph Ensemble. Currently, he is also a co-producer of the 
NYSoundCircuit, a multi-media salon series promoting the art of today. He has 
independently commissioned and/or premiered nearly thirty-five works since 2009.

Mr. Shafer has deep commitment to education and to his students. Throughout his 
career fostering the next generation of artists has been at the forefront. Most 
recently, he was the Guest Conductor for NYSMA’s Nassau County, Division IV 
Orchestra (2020), and the Music Director at the 2019 NYC High School Honors Music 
Festival. He co-founded and led the Greater Philadelphia Honors Orchestra and the 
Crescendo Chamber Music Camp (PA) for six seasons in the aughts. He was a Guest 
Conductor with Young Artist’s Philharmonic of Connecticut in 2018 and the Assistant 
Conductor of the Northern Ohio Youth Orchestra while still a student at Oberlin. 
Since 2013, Mr. Shafer has been a Faculty Teaching Artist at the Manhattan School of 
Music Precollege for both the Woodwinds and Theory divisions. His students have 
gone on to become students at some of the most prominent institutions including: 
Harvard, Princeton, Yale, Columbia, U. of Michigan, Ithaca, Moscow State, 
Tchaikovsky Conservatory, Juilliard Precollege, and Mannes Prep.

As an oboist, he has extensive experience in opera, broadway, and orchestral 
performance. Mr. Shafer has been an active New York freelance oboist for the past 
decade. He has also given several world-premiere performances in the major New 
York theaters, including a recital at Carnegie Hall; at which he premiered Locales—a 
work that he commissioned from Mohammed Fairouz. At the Yamaha Artist’s 
Studios, he premiered James Adler’s Elegy and Impromptu, (written on commission) 
with the composer at the piano. Langanaich-Taragto, a seven-minute improvised 
solo to Elizabeth Hoffman’s digital score, which later expanded to Improvisational 
Spirals for oboe, dancer, and DJ premiered at the Dimenna Center for the 
NYsoundCircuit. Mr. Shafer was honored to play twice by invitation for the delegates 
of the United Nations at two Concerts for Peace. He is a Decapo Recording Artist 
where he can be heard as the soloist on Layers of Earth, by Lars Graugaard, score 
for oboe, electronics and fifteen percussionists.

He holds degrees in composition, oboe performance and conducting from Oberlin, 
NYU and Mannes College respectively



Luke Nosal, Assistant Conductor
Residing in Brooklyn, New York, Luke Nosal is a vibrant 
young conductor actively working to give visibility to 
issues in the LGBTQA community. Luke is known for 
leading ensembles with immense passion,  energy, and 
style and is already an accomplished, young artist whom 
the world is just beginning to experience. They most 
recently became a Featured Artist for Dazed and Confused 
Magazine,  premiered a personal work for the Altoona 
Symphony Orchestra, and conducted for the Miami Music 
Festival’s opera program. Graduating from Penn State 

University, they received a bachelor degree in music performance, and a 
graduate certificate in orchestra conducting. During those five years, every 
recital Luke curated solely featured music of queer musicians and aimed to 
educate the peers,  faculty and family in the audience on LGBTQA history in 
classical music.

Collaboration, connection, and community is at the heart of Luke’s music 
direction, and thus makes them successful rehearsing all individuals whether 
directing a youth orchestra, professional symphony or opera chorus.  They 
formed and directed Penn State’s first student-reading orchestra which gave 
their peers an opportunity to master the orchestral repertoire in a space open to 
all kinds of individuals regardless of how they chose to present/express 
themselves. Making space for, and giving platforms to LGBTQA artists is an 
essential part of what Luke plans to do throughout their life. Luke’s career is only 
just beginning, and as an out transgender person they are blazing a trail for a 
younger generation of transgender, non-binary and gender nonconforming 
conductors that the world has yet to experience.

Special Thanks

Alva Bostick for stage management and always going the extra mile.

Nick Johnson for music research and graphic design.

Brooke Mitchell for graphic design.

Michael Ottley, Christopher Houlihan, and the staff of the Church of 
the Holy Apostles.

Joe Patrych for sound recording.

Aaron T. Patterson for program notes.



Justin Lee, Guest Flutist
Justin Lee has performed with QUO since the 2017-2018 
season, has served as principal flutist of the Brooklyn 
Wind Symphony since 2017 and was a featured soloist at 
their 2019 Lincoln Center debut. Based in Manhattan, 
Justin has appeared as principal flutist with New Rochelle 
Opera, New York Chamber Player's Orchestra, Litha 
Symphony Orchestra, Utopia Opera, Park Avenue 
Chamber Symphony, New Conductor's Orchestra, and as 
concerto soloist with the Manhattan Wind Ensemble.

 Justin is a founding member of the San Francisco 
contemporary group Nonsemble 6, which is known for 

fully staged performances of Arnold Schoenberg's Pierrot Lunaire. While living in 
the Bay Area, Justin performed with the Napa Music Festival Opera, Opera 
Academy of California, Magik*Magik Orchestra, and One Found Sound. Other 
highlights include appearances at the Festival of French Classical Music of Silicon 
Valley, the Astoria Music Festival in Oregon, the Kennedy Center, and the Other 
Minds Festival. Passionate about education, Justin co-created a flute/harp/horn 
trio for San Francisco Symphony’s Adventures in Music program and presented 
interactive classical music concerts for nearly ten thousand students in public 
schools. Justin won concerto competitions at San Francisco Conservatory of 
Music (MM 2010) and Western Washington University (BMus 2007) and has 
received top prizes in the Ladies Musical Club of Seattle Soloist Competition, the 
Bellingham Music Club Competition, and was twice a semi-finalist in the Myrna 
Brown Artist Competition in Texas. Justin currently maintains a private teaching 
studio in Manhattan where he lives with his lovely partner and their adorable 
calico cat.

From our Artistic Director
Dear Friends,

It is with great pleasure and humility that I write, my first letter to you as the Artistic 
Director of the Queer Urban Orchestra. You may remember that I served as the 
Assistant Conductor for the previous five seasons, and the principal oboist for four 
seasons prior to that. That makes nine seasons. What an honor it is to say that! 
How wonderfully fitting it is to begin my tenth as the new Artistic Director. I could 
not be happier.

As you may remember, QUO began eleven years ago, rather humbly, in the 
basement of the GMHC with a small group of dedicated musicians and a dream. 
Happily, many of those founding members are still in the orchestra today! Through 
the leadership of Andrew Berman, Nolan Dresden, and Julie Desbordes, (along 



with all who have served on the board throughout the years), the orchestra has 
grown to the great ensemble that you hear today. However, none of this could 
have been possible without the individual talents of the membership.

But what makes QUO so special? There are several other community orchestras 
in the New York area, so why spend your night with QUO? The Queer Urban 
Orchestra is queer. It is strange, but in such a great way. Each member of this 
ensemble is proudly standing tall, shoulder-to-shoulder proclaiming to the world 
that this is a place where you are accepted without exception. Each week and at 
each concert we create a space where one can be themselves in all its beauty; 
where one can feel safe; where people of diverse backgrounds and abilities can 
mingle and create joyful music together; where all colors, (and letters), of the 
rainbow are represented and celebrated; in a word, QUO is LOVE and I am so 
honored to be a part of this group.

Our season, “Hope is Eternal,” is a reaction to our time. For many of us, the lights 
may be dim and today’s realities seem impossible truths, but hope is eternal for 
the sun to rise and vanquish this darkness. When selecting the music for these 
programs I held fast onto that idea. Our first concert, “Soliloquy of Dreams” is a 
celebration of the strength and exoticism of the feminine spirit; something that is 
in short supply these days. Debussy transports us into the dream world of 
nymphs and fauns, of desire and lust, magic and sensuality while Rimsky-
Korsakov propels us into the exotic land of sultans, Genii, and storytelling. One 
often overlooked, but blazingly important aspect of the Arabian Nights is how 
Scheherazade overcame the Sultan’s lust, desire, and terror by her whit, charm, 
and talent for enchantment through the spoken word. Serendipitously, our 
concerto contest winner, Justin Lee, won with a flute concerto that was inspired 
by Debussy’s Faun. Gabrieili’s Canzona is a fitting herald to introduce our new 
Assistant Conductor, Luke Nosal, an openly transgender conductor of great 
talent and promise. We are so lucky to have them as part of our family.

Our second concert, “Hope Remains,” brings us together with my great friend, 
international concert pianist, Spencer Myer, and the Beethoven Fourth Piano 
Concerto along with the hauntingly beautiful “Music for Small Orchestra” by Ruth 
Seeger (before she was Crawford Seeger) and the ever popular, ever hopeful 
second symphony of Sibelius. Don’t miss this one!

And finally, our Gay-La, will present a spectacular program full of mysticism, (The 
Pleasure Dome of Kubla Khan), feminine empowerment, (Medea’s Meditation and 
Dance of Vengeance) and power, (Mason Bate’s Alternative Energy) along with 
the very lovely Molly Pope in her third appearance with QUO. Get your tickets 
today!

QUO is Love, and I am so happy that you are part of our family. You make this 
possible. Thank you.

Musically yours,
Ian Shafer, proudly the Artistic Director of the Queer Urban Orchestra



Program Notes
Achille-Claude Debussy, born August 22, 1862 in Saint-Germain-en-Laye, 
France, was destined to become one of the most influential and 
transformational artists of the modern era. He studied piano as a boy, eventually 
entering the Paris Conservatory at age eleven. In 1884 he won the Grand Prix de 
Rome for his cantata L’enfant prodigue—The Prodigal Child. Despite his eventual 
monumental impacts on contemporary music, Debussy did not enjoy 
immediate acceptance nor praise for his burgeoning artistic ideology. In fact, 
none other than Tchaikovsky once remarked of Debussy’s music, “...not a single 
idea is expressed fully, the form is terribly shriveled, and it lacks unity.”  It was 
not until 1894, aged thirty-two, that Debussy debuted the first work to truly 
attract serious attention toward his independence of thought: Prelude a l'apres-
midi d'un faune (Prelude to the Afternoon of a Faun), a highly innovative and 
evocative piece inspired by a poem of fellow Frenchman Stephane Mallarmé.

The turn of the 20th century was a pivotal time for Debussy; he completed the 
three orchestral Nocturnes in 1899, followed by his opera Pelleas et Melisande in 
1902.  A year later he completed La mer (The Sea), one of his most beloved 
symphonic pieces.  Tragically, in 1914, a preventative cancer operation left 
Debussy so debilitated that he composed nothing for over a year.  He 
completed one final work, the Violin Sonata, before passing away March 25, 
1918 in Paris.

An innovator like few others, Debussy probed the very foundation of Western 
art music. In his  fifty-six short years, he experimented with Indonesian gamelan, 
invented a twenty-one note scale, embraced jazz and polytonality, dismissed 
traditional form in favor of color, and took inspiration in everything from ancient 
Greco-Roman literature to the outrageous musings of his fellow Parisian 
evocateurs.

—ATP

“The publication in 1876 of symbolist poet Stéphane Mallarmé’s subtly sensual 
poem, L’après-midi d’un faune, created a furor in the cultural circles of Paris 
with its hints of bisexuality and lesbianism. The figure of the youthful, erotic faun 
appealed to Debussy, who in 1892 planned a three-part composition, Prélude, 
interludes, and finale pour l’après-midi d’un faune, to serve as background music 
to readings of the poem. In the course of the composition, however, he was, 
sidetracked by his work on the opera Pelléas et Mélisande. As a result, only the 
Prélude was ever written.

The poem depicts a sensuous faun, a rural deity represented as a man with the 
ears, horns, tail and hind legs of a goat, silently contemplating cavorting 
nymphs and other forest creatures on a warm sunny afternoon. The suggestive 
music captures the erotic atmosphere of the poem with consummate skill and 
is one of the first and most evocative examples of musical Impressionism. The 



Prélude was first performed in Paris in December 1894 and was an instant 
triumph, the only work of Debussy ever to receive an encore at its premiere. 
Mallarmé himself praised the music, saying that it extended the emotion of his 
poem and provided it with a warmer background. Debussy regarded the music 
as ‘a very free illustration and in no way as a synthesis of the poem.’

The Prélude requires a full orchestra, but with a touch as light and evanescent 
as the poem; often the pauses in the music are as dramatic as the music itself, 
which relies mostly on the woodwinds and the harp to create the dreamy 
atmosphere and imagery. In 1912, however, Sergey Diaghilev, the impresario of 
the Ballets Russes, urged the dancer Vaclav Nijinsky to choreograph and dance 
the role of the faun in a ballet based on Mallarmé’s poem and Debussy’s music. 
Nijinsky’s interpretation of the role turned out to be much more literal than 
Mallarmé’s symbolist poetry. His openly erotic interpretation of the faun 
provoked a major scandal, primarily because of the final scene in which the 
faun, frustrated and saddened by the inability to seduce his nymph playmates, 
consoles himself by sensuously fondling a scarf that one of the nymphs has 
dropped in her escape.”

—from Elizabeth and Joseph Kahn; Chicago Philharmonic; 2014.

--------------------------------------------------------------------

In the waning years of the Renaissance, northern Italy emerged as an epicenter 
of musical breakthroughs. While Rome hewed to sublime, classic counterpoint
—a stabilizing influence, as the conservative Vatican saw it—proud and powerful 
Venice, at the northern tip of the Adriatic, grew ever more audacious in its 
musical experiments. Musicians from all the northern Italian cities and from 
foreign lands aspired to appointments there, and the Doges supported their 
musical enterprises lavishly, nowhere more exorbitantly than at the Basilica of 
San Marco. Some of the other churches of Venice—where notable churches 
stand on nearly every square—echoed San Marco’s enthusiasm for lavish music, 
though none exceeded it. One of San Marco’s defining characteristics was 
architecture that supported the separation of the performers into discrete units 
that could be stationed in various balconies around the church. These cori 
spezzati (“spaced-out choirs” might serve as a jocular translation) gave rise to a 
repertory of polychoral vocal and instrumental music that has rarely been 
matched for sheer splendor.

Giovanni Gabrieli proved especially adept with instrumental writing of this sort. 
Schooled by his uncle Andrea Gabrieli and enriched by work and study with 
Orlando di Lasso at the Bavarian court in Munich from 1575 to 1579 (during 
which he fortunately avoided a plague that devastated Venice), the composer 
returned to his native city in 1584. In a surprise move, the reigning organist of 
San Marco, Claudio Merulo, resigned his post to move to Parma (a step down, in 
terms of prestige); and at an open competition for his successor, held on New 
Year’s Day of 1585, Gabrieli was unanimously accepted to join the basilica’s staff 



as deputy to his uncle, who ascended to the principal organist’s post. A month 
later Gabrieli assumed a concurrent position as organist at the Scuola Grande di 
San Rocco, which became second only to San Marco as a hotbed of sumptuous 
music making. From then until 1612, when he died of a kidney stone and was 
buried in the parish church of San Stefano, Gabrieli composed prolifically, 
leaving a legacy of motets, madrigals, organ works, canzonas, and sonatas. In 
fact, he appears to have been the first composer to employ the term “sonata,” 
which he used in a generalized way to describe instrumental works that didn’t 
adhere to any other established form. Canzon septimi toni à 8 [Song on the 
seventh tone for eight voices] and Sonata pian’ e forte were published as part of 
the Sacrae symphoniae collection of 1597 (A second collection was published 
in 1615). The septimi toni of the first work may refer to the mode on which the 
piece is based.

—from James M. Keller, San Francisco Symphony; 2014.

--------------------------------------------------------------------

Charles Tomlinson Griffes fits uneasily within the usual story of the 
development of American music in the early 20th century. Born in Elmira, New 
York [September 17, 1884], Griffes studied piano and composition in Germany—a 
typical path for aspiring American musicians of his generation. But his interest in 
Asian and Celtic cultures—seen in pieces like 5 Poems of Ancient China and 
Japan (1917) and 3 Poems of Fiona Macleod (1918)—foreshadowed the exotic 
impulses of ultramodernists like Henry Cowell. Griffes’ delicate, brilliant 
orchestration connected him to French trends, which would captivate American 
composers in the 1920s.

Griffes’ Poem is a one-movement flute concerto that suggests Claude 
Debussy’s Prelude to the Afternoon of a Faun as a reference point. The initial 
ascending rumble in the strings sets the scene for the flute and generates most 
of the piece’s melodic material. The flute enters with a version of this opening 
motive and then forges a rhythmically and harmonically indistinct course. The 
instrument’s rhythmic energy ebbs and flows, and the strings interrupt its 
motion periodically. About halfway through the piece, a passage for echoing 
French horns signals a transition from this hazy, rhapsodic section to one with 
clearer rhythmic profiles. String tremolos and a brief, feverish flute solo usher in 
a lively folk dance, at one point radiantly accompanied by tambourines. The 
dance episode culminates in a brilliant descending passage as the opening 
material returns, this time with a solo viola playing a newly prominent role.

Griffes was thirty-five when the New York Symphony Society first presented his 
Poem with flutist Georges Barrère. The New York Tribune called it a “composition 
of much grace and variety of expression, rich in melodic ideas and written with 
an unusual feeling both for the solo instrument and for the orchestra. If 
Americans can but continue to produce such works, all talk of the unrequited 
native composer will be speedily set at rest.” Griffes died just a few months later 
[April 8, 1920], leaving to his successors the task of realizing the Tribune’s 



prediction for American music.
—from Matthew Mugmon, American Symphony Orchestra; 2013.

--------------------------------------------------------------------

Nikolai Rimsky-Korsakov (1844-1908) composed Sheherazade in the summer of 
1888 and conducted the first performance on November 3 of that year in Saint 
Petersburg. The score calls for two flutes and two piccolos, two oboes and 
english horn, two clarinets, two bassoons, four horns, two trumpets,  three 
trombones and tuba,  timpani, triangle, cymbals, snare drum, bass drum, 
tambourine, tam-tam,  harp, and  strings. 

As a boy, Rimsky-Korsakov yearned to  see the world, a desire fueled by his 
restricted upbringing (he had  left his home town only three times by the time 
he was twelve) and by  the  letters his older brother Voin sent from the Far East, 
where he  was serving in the navy.  Young Nikolai  fell in love with a sea he had 
never seen; he devoured books about it, memorized nautical terms, and even 
rigged up a model brig. Like many of his ancestors—and in obvious emulation 
of his brother—he set his heart on a career  in the navy.  But, at  the age of 
seventeen, when his piano teacher introduced him to Balakirev, Cui, and 
Mussorgsky, he could no longer deny that the pull of music was also strong.  By 
the time he graduated from the College of Naval Cadets in 1856 and was due to 
set sail on the Almaz  for a thirty-month  cruise, he  confessed that he wanted to 
be a musician instead of a sailor.  Although the ship took him to many distant 
ports, including New York City and Rio de Janeiro, Rimsky-Korsakov rarely 
traveled far from home once the voyage was completed, settling instead for the 
world of his imagination, which he depicted in the fiction of his undeniably 
potent and atmospheric music.  

Rimsky-Korsakov first tried to capture the music of the Orient in his Antar 
Symphony; having no firsthand experience, he borrowed a French volume of 
Arab melodies collected in Algiers from his friend  Alexander Borodin. He  was 
particularly  proud of composing a melody for Antar with “florid oriental 
embellishments” and later boasted that “the abundant  use of oriental themes 
lent my composition an odd turn of its own, hardly in wide use until then...” 
Within the decade, however, Rimsky-Korsakov was to hear oriental music for 
himself.  Early in July 1874, Rimsky-Korsakov took his wife and young child to 
Sevastopol on the southern coast of Crimea, across the Black Sea from 
Constantinople (now Istanbul). From there they traveled to the town of 
Bakhchisaray, where he marveled at “the coffee houses, the shouts of its 
vendors, the chanting of the muezzins on the minarets, the services in the 
mosques, and the oriental music.” Rimsky was intoxicated by the sounds of this 
otherworldly place. “It was while hearing the gypsy-musicians of Bakhchisaray 
that I first became acquainted with oriental music in its natural state, and I 
believe I caught the main feature of its character,” he later reported.  Music filled 
the streets from morning until night, “in  front of  every coffee house there was 



continual playing and  singing,” he wrote.  But seven years later, when he 
returned to Bakhchisaray, he was stunned to discover that the authorities had 
cleaned up the streets, and the seductive sounds of the town remained a 
distant memory.  Perhaps hoping to experience some of the local color the 
place now denied him,  he sailed on to Constantinople, where he stayed three 
days before returning home.

In February 1887, Alexander Borodin died. Rimsky-Korsakov was devastated at 
the loss of his friend and colleague (he didn't sleep all night after hearing the 
news) and within days, he decided to put his own work aside in order to 
complete Borodin's famously unfinished opera Prince Igor. Sometime  the 
following winter, while  he was immersed in Borodin's world of Polovtsian 
chiefs, harem  girls, and  Turkish invaders, Rimsky-Korsakov conceived his own 
fantasy—an  orchestral  work inspired  by  The Arabian Nights, a collection of 
Arabic, Persian, and Indian tales that had held an enormous, almost uncanny 
fascination for many cultures since the ninth century (The Arabian Nights  had  
circulated  throughout the West in Antoine Galland's French translation since 
the early eighteenth century).  Sheherazade, as he came to call the work, was 
composed that summer. Sheherazade consisted of “separate, unconnected 
episodes and pictures,” as the composer put it,  from The Arabian  Nights:  
snapshots, in other words, of a world he never knew. Sheherazade is a triumph 
of imagination over experience. It's a feast of sumptuous colors and brilliant 
instrumental effects—by the man, after all, who literally wrote the book on 
orchestration—and it quickly became a favorite romantic showpiece and a 
landmark in the history of descriptive music.  Rimsky-Korsakov prefaced  the 
score  with a brief reminder of the premise behind the world's first great serial 
story: to subvert the Sultan Shahriar's vow to kill each  of his wives after the first 
night, the Sultana Sheherazade spins an intricate web of to-be-continued  tales, 
one per night, for 1,001 nights, ultimately fascinating and  winning over the 
sultan. 

By the time he  wrote his autobiography, Rimsky-Korsakov shied away from a 
literal, programmatic reading  of the score, denying that it depicted actual  
characters and episodes from The Arabian  Nights.  “In the majority of cases, all 
these  seeming 'leitmotifs' are nothing  but purely musical material, the themes 
for symphonic development,” he wrote. Originally, he claimed, he hadn't even 
planned to give the four movements titles (beyond the musical labels prelude, 
ballade, adagio, and finale); his student Lyadov convinced him otherwise. The 
programmatic names he finally chose, however, don't refer to specific tales in 
The Arabian Nights but to general  scenes—Sinbad  sailing the sea, a festival in 
Baghdad,  a ship being dashed against the rocks (Rimsky-Korsakov decided to 
omit the titles in the second edition of the score). He conceded that the violin 
solo was meant to delineate Sheherazade, “as she tells her  wondrous tales to 
the stern sultan,” but the imposing theme with which the score begins was not 
reserved specifically for the sultan. “In composing Sheherazade I meant these 
hints to direct only slightly  the listener's  fancy on  the path that my own fancy 



had traveled, and to leave more minute and particular  conceptions to the will 
and mood of  each,”  Rimsky-Korsakov later wrote.  “All I  wanted  was  that the 
hearer, if he liked the piece as  symphonic music, should carry away the 
impression  that it is undoubtedly an oriental narrative of numerous and varied 
fairy-tale marvels, and not merely four pieces  played one after the  other  and 
based on themes  common to all four.” 

Rimsky-Korsakov's genius is for an art of illusion; it has nothing to do with the 
precise, note-specific observation of a latter-day ethnomusicologist. One day  
of sightseeing  in  Bakhchisaray was sufficient, for his purposes, to “capture the 
main feature” of oriental  music. He sought to depict the Orient of people's 
dreams, and that's  why he called the work Sheherazade:  “Because this name 
and the title  The Arabian Nights connote in  everyone's mind the East and fairy 
tales.” With this score, which immediately became a favorite of European and 
American armchair travelers, Rimsky-Korsakov ensured the power of that 
identification for years to come.

—from Philip Huscher, Chicago Symphony Orchestra.

Notes compiled by A. Patterson
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Join us for the rest of
our 2019-2020 Season

“"Hope is Eternal”

April 25: QUO Concert
“Hope Remains”

Seeger: Music for Small Orchestra

Beethoven: Piano Concerto #4 with special guest Spencer Myer

Sibelius: Symphony #2

8 pm at the Church of the Holy Apostles, 296 Ninth Avenue

June 20: Our Annual QUO Gayla
“Alternative Energy”

with special guest host Molly Pope

Barber: Medea's Meditation and Dance of Vengeance

Griffes: The Pleasure Dome of Kubla Khan

Bates: Alternative Energy

8 pm at the Church of the Holy Apostles, 296 Ninth Avenue


