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 ACT TWO

 ~INTErmIssION (15 mINuTEs)

 ACT THrEE 

Dramatis Personae:  

 Judas Maccabaeus~ Salman Lee 
siMon, brother of Judas ~ Tjett Gerdom (May 5 & 6), Paul Bower (May 12 & 13)

israelitish woMan ~ Jennifer Perez
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A Word from ConduCtor  
EriCk BrunnEr

I am personally very fond of this great choral work. It is hardly ever per-
formed in modern times; to my mind a very significant loss to the listen-
ing public. Handel’s fabulously inventive composition is analogous in scope 
and concept to the great epic movies of Cecil B. DeMille in the 1950s and 60s. 
It is grand and it is full of musical fireworks everywhere. I hope you enjoy 
this music as much as all of us who are performing it have loved working on it.   

ProgrAm notEs
by Claire Detels 

Georg Frideric Handel (1685-1750) was an exact contemporary of fellow German 
composer J.S. Bach, and he was equally prolific and masterful in a wide variety of 
musical styles and genres, and equally influential on future composers, musicians, 
and audiences. Unlike Bach, Handel was born into a middle class, non-musical fam-
ily in the South German city of Halle; he traveled widely; and he spent much of his 
career composing works in the most elite musical genre of the time, Italian opera (of 
which Bach, primarily known in his day as an organist, composed none).  Also unlike 
Bach, Handel was discouraged from pursuing his early talents in music by his father, 
who wanted a classical education and a career in law for his son. Fortunately the boy 
was overheard playing the organ by Duke Adolf Johann I of nearby Weissenberg, who 
then insisted to the father that Handel be musically trained.  Thereafter the Halle par-
ish organist, Friedrich Wilhelm Zachow, became young Handel’s main composition 
teacher, introducing him to the “old school” German organ fugues and counterpoint, 
as well as the more avant-garde Italian and French styles.  
After his father’s death in 1697 and his graduation from the University of Halle in 
1702, Handel began to look for larger challenges, which he found in 1703 in the 
North German city of Hamburg, which had become a cosmopolitan musical center 
with the establishment of an Italian opera company. At the Hamburg Opera, Handel 
initially worked as violinist and harpsichordist, and composed his first French-style 
instrumental suites and his first operas Almira and Nero (1705), followed by Daphne 
and Florindo (1706 and 1707, respectively). Handel went on to compose 42 Italian 
operas in all.
Why was Italian opera so important in this German composer’s career? The fully sung 
dramatic genre of opera first emerged in Florence at the start of the 17th century 
and was best suited to the open vowels and fluid rhythms of Italian speech. With 
the exception of a French-style opera developed in the late 17th-century court of 
Louis XIV, Italian-language opera—especially serious opera (opera seria)-- remained 
dominant in all the cultural capitals of Europe through the late eighteenth century.
Unfortunately, by c.1700 Italian opera seria had become a very staid, rule-bound 
affair in which singers expressed various emotions in a series of 25 or more long arias 
with heavily ornamented repeats. Plots were largely secondary to the vocal displays 
and restricted to short explanations of recitative (speech-like singing with chordal 
punctuations); and comic scenes were excluded. All the vocal parts were high, and 
the most admired singers were castrati: male sopranos and altos who had operations to 
maintain their high singing voices past childhood. Modern fans of Handel’s Messiah 

Judas 
Maccabæus

musIC by  
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ClAIrE dETEls, Pianist
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(1742) are generally surprised to find that the composer devoted so much of his career 
to this odd genre, which was largely unperformed and forgotten throughout the 19th 
century. But it was the age of “Ancient Regime”, and the tastes of the nobility that 
funded the arts held sway.  
Handel’s focus on Italian opera seria greatly increased in 1706 when he spent four years 
in Florence, Venice, Rome, and Naples. There he received commissions for operas and 
other Italian-styled sacred and instrumental works; and he met the most influential 
patrons and composers, including Agostino Steffani, Arcangelo Corelli, and Alessan-
dro and Domenico Scarlatti. In 1710, Handel received a prestigious appointment as 
Kapellmeister (court composer) to Prince George, Elector of Hanover, who was to be-
come George I of England in 1714. Despite this appointment, Handel continued his 
travels, including a trip to London in 1711, where he had an enormous success with 
his opera Rinaldo: the first Italian opera written for the London stage. In 1712 the 
composer moved to London for good, gathering new commissions and patronage from 
Queen Anne, the Earls of Burlington and Cork, and the Duke of Chandos. The move 
angered George of Hanover, but when Prince George moved to London to become 
King George I of England, Handel was able to soothe the royal anger with the famous 
performances of his Water Music suites on the River Thames in 1717 for the entertain-
ment of the King.  
With the support of the King and other aristocratic patrons, Handel established his 
first opera company, the Royal Academy of Music, in 1719 and enjoyed great success 
for nine years, especially with the operas Giulio Cesare, Tamerlano, and Rodelinda,  
produced in 1724-25. However, the company failed in 1729 due to rising costs 
for the star singers and due to competition from the more popular Beggar’s Opera 
(1728)--whose popular-style ballads and spoken dialogue in English contrasted starkly 
against the style of Italian opera. Handel tried to restart the Academy twice in the 
1730’s but both efforts ultimately failed, and he increasingly turned his attention to a 
new genre: the unstaged oratorio with English text.

Handel’s English Oratorios and Judas Maccabaeus
Oratorios existed in England before the great works of Handel, and they had their 
own season of performance: the Lenten season, when opera was prohibited. But when 
Handel turned to the English oratorio, he brought a dramatic and musical genius to 
the genre that had never before been heard. The composer used his travels and experi-
ence to create a dynamic mixture of many stylistic influences: from the vocal virtuosity 
of Italian opera to old-style German organ fugues, to Italian and French instrumental 
styles and genres, and to the great English tradition of sacred polyphonic choral music, 
dating back to the 15th century. In addition, Handel had a rare talent for composing 
bold, distinctive melodies and rhythms to express his texts and dramatic situations; a 
talent he developed in his Italian operas and sacred works, but which especially blos-
somed in his English oratorios.  
By the 1730s, London audiences who had tired of Handel’s Italian operas found new 
appeal in his English oratorios, which were also less expensive to produce, since they 
were generally not costumed and staged. As a businessman, Handel paid attention and 
turned from his operatic struggles to oratorio from then on, outside of a few operatic re-
vivals. For subject matter, Handel and his librettists (writers of the stories and poetry of 
the oratorios) frequently chose well-known and popular Old Testament stories that had 
been prohibited from secular operatic portrayal, and that, according to some scholars, 
were especially favored and supported by London’s rich Jewish patrons. In composing 
the music, Handel used many duets and choruses as well as the arias and recitatives 

derived from Italian opera, and the arias were mainly shorter and were sung by natural 
voices from bass to soprano, without castrati. In this new balance of forms, the choruses 
are most important. They appear at the beginnings and ends of the acts and sections 
of the oratorios, and their expressive power is similar to the choruses of Ancient Greek 
drama:  they powerfully involve and express the audience’s reactions to the drama. 
Although English was at best a third language that Handel never spoke with ease, his 
ability to express English text in music is unsurpassed, made all the more memorable by 
his bold and generous repetitions of key words and phrases.
Following some youthful oratorios composed in Italy, Handel’s first English oratorios 
were the 1732 Esther, (refashioned from a 1718 chamber opera) the 1733 Deborah, 
performed at the King’s Theater in 1733, and Athalia, performed at Oxford the same 
year—all based on Old Testament stories. His focus switched back to Italian opera 
in the mid 1730’s, but Handel returned to the oratorio in 1739 with Saul and Israel 
in Egypt, with librettos written by a close friend and patron Charles Jennens, who 
then also compiled the libretto for The Messiah (1742), L’Allegro, il Penseroso, ed il 
Moderato (1740), and Belshazzar (1745).  Other librettists contributed to the success 
of Semele and Joseph and his Brethren (1744, Covent Garden) and Hercules (1745, 
Covent Garden).
With Judas Maccabaeus (first performed in 1747), Handel began a long collabora-
tion with librettist Thomas Morell, a Cambridge-educated classical scholar and print-
er, and also the librettist for Joshua and Alexander Balus (both produced in 1748), 
Theodora (1750), The Choice of Hercules (1751), and Jephthah (1752). Morell com-
piled the libretto of Judas Maccabaeus mainly from the apocryphal/Biblical texts of 
telling the story of Maccabean revolt against the Greek Seleucid Empire (167-160 
B.C.) that is commemorated in the Jewish holiday of Hanukkah. Morell’s emphasis 
on the themes of heroism, battle and victory had contemporary relevance and appeal 
in that England was then celebrating the victory of the King over the Jacobean rebels 
in the Battle of Culloden on April 16, 1746.  
Handel wisely built on this appeal with many choruses of excitement in battle, woe 
in defeat, and joy in victory. Especially notable are the celebratory ”Fallen is the Foe,’ 
sung after the first victorious battle, followed shortly by defeat and mourning in“Ah! 
Wretched Israel,” the grim determination of “We never will bow down” and the ulti-
mate triumph of “Hallelujah, Amen.” The key solo figure of the drama is the leader 
Judas Maccabeus, whose presence is dramatically called forth by the Israelites and 
Judas’ brother Simon, following the death of their first leader Mattathiuas (named as 
Judas’ father in the libretto, though not in actual history).  After repeated entreaties, 
Judas agrees to lead the Israelites in his exciting opening aria, “Call forth thy pow-
ers,” and celebrates his first victory in very long and showy aria “How vain is man.” 
Defeat and disappointment, follow, but Judas rises again to lead the Israelites to final 
victory in “Sound an alarm,” followed by the final victorious choruses. In sum, Judas 
Maccabaeus achieves a very happy balance of drama, solo and choral expression not 
unlike that of The Messiah--the only Handel oratorio to achieve more performances 
and popularity than Judas Maccabaeus.  
In the years following Judas Maccabaeus, Handel experienced serious and ultimate-
ly total loss of vision. In 1759 he died and was buried with full state honors in 
Westminster Cathedral, attended by more than 3,000 mourners. After his death, his 
already vaunted reputation continued to grow, with the massive spread of Messiah 
revivals starting in the late 18th century. Handel was especially admired by Mozart—
who made a fuller orchestration of The Messiah—and by Beethoven, who honored 
Handel as “the master of us all . . . the greatest composer that ever lived.”
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 And points out Maccabaeus to their aid:
 Judas shall set the captive free,
 And lead us all to victory.
Air  (Simon)
 Arm, arm, ye brave! A noble cause,
 The cause of Heav’n your zeal demands.
 In defense of your nation, religion, and laws,
 The Almighty Jehovah will strengthen your hands.
Chorus of Israelites
 We come, we come, in bright array,
 Judah, thy sceptre to obey.
Recitative. (Judas Maccabaeus)
 ’Tis well, my friends; wish transport I behold 
  The spirit of our fathers, famed of old 
  For their exploits in war; Oh, may their fire 
  With active courage you, their sons, inspire; 
  As when the mighty Joshua fought, 
  And those amazing wonders wrought, 
  Stood still, obedient to his voice, the sun, 
 ‘till kings he had destroy’d and kingdoms won. 
Air  (Judas Maccabaeus)
 Call forth thy pow’rs, my soul, and dare
 The conflict of unequal war.
 Great is the glory of the conqu’ring sword,
 That triumphs in sweet liberty restor’d.
Duet  (Israelitish Woman and Man)
 Come, ever-smiling liberty,
 And with thee bring thy jocund train.
 For thee we pant, and sigh for thee,
 With whom eternal pleasures reign.
Chorus of Israelites
 Lead on, lead on! Judah disdains
 The galling load of hostile chains.
Chorus of Israelitish Men
 Disdainful of danger, we’ll rush on the foe,
 That Thy pow’r, O Jehovah, all nations may know.
Recitative  (Israelitish Man)
 Haste we, my brethren, haste we to the field,
 Dependent on the Lord, our strength and shield.
Chorus of Israelites
 Hear us, O Lord, on Thee we call,
 Resolv’d on conquest, or a glorious fall.

ACT TWO  
Judas receives the acclaim of his people, having defeated one group of invaders from 
Samaria led by Apollonius, and another from Syria under the command of Seron. 
Judas acknowledges their acclaim, but tells them to give thanks to Almighty God. 
News then arrives that King Antiochus has decided to dispatch an army from Egypt 
under General Gorgias to destroy the Jewish nation. The Israelites are in despair, but 
Simon tries to comfort them, telling them to turn to God, since He alone can work 
wonders.

9

ACT ONE
The Israelites mourn the death of Mattathias, their leader in the struggle against the 
persecution of Antiochus Epiphanes, King of Syria. They appeal to God to grant 
them another leader. Simon, one of Mattathias’ sons, rallies the Israelites, telling 
them to put their trust in God. Claiming divine inspiration, he proclaims his brother, 
Judas Maccabaeus, the new commander. 
Judas addresses his followers, calling on them to be inspired by the battle honors of 
their forefathers. The Israelites offer prayers for their newly appointed leader and for 
the restoration of their liberty. Judas demands that his troops face the enemy resolved 
on liberty or death. Act One ends with the Israelites imploring the Almighty to sup-
port them in their struggle.

~OVERTURE~

Chorus of Israelites
 Mourn, ye afflicted children, the remains
 Of captive Judah, mourn in solemn strains;
 Your sanguine hopes of liberty give o’er,
 Your hero, friend and father is no more.
Duet  (Israelitish Woman and Man)
 From this dread scene, these adverse pow’rs,
 Ah, whither shall we fly?
 O Solyma! Thy boasted tow’rs
 In smoky ruins lie.
Chorus of Israelites
 For Sion lamentation make,
 With words that weep, and tears that speak.
Air  (Israelitish Man)
 hPious orgies, pious airs,
 Decent sorrow, decent pray’rs,
 Will to the Lord ascend, and move
 His pity, and regain His love.
Chorus of Israelites
 O Father, whose Almighty pow’r
 The Heav’ns, and earth, and seas adore;
 The hearts of Judah, thy delight,
 In one defensive band unite.
 And grant a leader bold, and brave,
 If not to conquer, born to save.
Recitative  (Simon)
 I feel the deity within,
 Who, the bright cherubim between,
 His radiant glory erst display’d;
 To Israel’s distressful pray’r
 He hath vouchsafe’d a gracious ear,

JudAs mACCABæus
by G. F. Handel



Declaring Jehovah his leader, Judas once again calls on his troops to fight. They declare 
their loyalty to him and their willingness to die for their laws, their religion, and their 
liberty. Simon, approving of his brother’s rallying call, tells him that he will be responsible 
for restoring the Temple, recently desecrated by the Syrians. He believes that its resto-
ration is vital if God is to give Israel success in battle. The Israelites vow not to worship 
heathen idols, as ordered by the Syrian king, but to worship God, and God alone.

Chorus of Israelites
 Fall’n is the foe; so fall Thy foes, O Lord,
 Where warlike Judas wields his righteous sword!
Duet  (Israelitish Woman and Man)
 Sion now her head shall raise,
 Tune your harps to songs of praise.
Chorus of Israelites
 Sion now her head shall raise,
 Tune your harps to songs of praise.
Air  (Israelitish Woman)
 From mighty kings he took the spoil,
 And with his acts made Judah smile.
 Judah rejoiceth in his name,
 And triumphs in her hero’s fame.
Duet  (Israelitish Woman and Man)
 Hail, hail, Judea, happy land!
 Salvation prospers in his hand.
Chorus of Israelites
 Hail, hail, Judea, happy land!
 Salvation prospers in his hand.

~ INTERMISSION (15 minutes) ~

Recitative  (Judas Maccabaeus)
 Thanks to my brethren; but look up to Heav’n;
 To Heav’n let glory and all praise be giv’n;
 To Heav’n give your applause,
 And this our wonderful salvation wrought.
Air  (Judas Maccabaeus)
 How vain is man, who boasts in fight
 The valour of gigantic might!
 And dreams not that a hand unseen
 Directs and guides this weak machine.
Recitative  (First Messenger)
 O Judas, O my brethren!
 New scenes of bloody war
 In all their horrors rise.
 Prepare, prepare,
 Or soon we fall a sacrifice
 To great Antiochus; from th’Egyptian coast,
 (Where Ptolemy hath Memphis and Pelusium lost)
 He sends the valiant Gorgias, and commands
 His proud, victorious bands
 To root out Israel’s strength, and to erase
 Ev’ry memorial of the sacred place.
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Air  (Israelitish Woman)
 Ah! wretched, wretched Israel! fall’n, how low,
 From joyous transport to desponding woe.
Chorus of Israelites
 Ah! wretched, wretched Israel! fall’n, how low,
 From joyous transport to desponding woe.
Recitative  (Simon)
 Be comforted, nor think these plagues are sent
 For your destruction, but for chastisement.
 Heav’n oft in mercy punisheth, that sin
 May feel its own demerits from within,
 And urge not utter ruin. Turn to God,
 And draw a blessing from His iron rod.
Air  (Simon)
 The Lord worketh wonders
 His glory to raise;
 And still, as he thunders,
 Is fearful in praise.
Recitative  (Judas Maccabaeus)
 My arms! Against this Gorgias will I go.
 The Idumean governor shall know
 How vain, how ineffective his design,
 While rage his leader, and Jehovah mine.
Air  (Judas Maccabaeus)
 Sound an alarm! Your silver trumpets sound,
 And call the brave, and only brave, around.
 Who listeth, follow: to the field again!
 Justice with courage is a thousand men.
Chorus of Israelites
 We hear, we hear the pleasing dreadful call,
 And follow thee to conquest; if to fall,
 For laws, religion, liberty, we fall.
Air  (Israelitish Woman)
 Wise men, flatt’ring, may deceive us
 With their vain, mysterious art;
 Magic charms can ne’er relieve us,
 Nor can heal the wounded heart.
 But true wisdom can relieve us,
 Godlike wisdom from above;
 This alone can ne’er deceive us,
 This alone all pains remove.
Duet  (Israelitish Woman and Man)
 Oh, never, never bow we down
 To the rude stock or sculptur’d stone.
 We worship God, and God alone.
Chorus of Israelites
 We never, never will bow down
 To the rude stock or sculptur’d stone.
 We worship God, and God alone.



ACT THREE
Act Three opens after the Temple has been returned to the Israelites and reconsecrat-
ed. In commemoration, a Festival of Thanksgiving is to be celebrated, and since the 
ceremonial lighting of lamps was a prominent feature of this, it became know as the 
Feast of Lights.
In the next scene as Israelitish Messenger arrives bearing the news of the route of the 
invaders by Judas at Capharsalama. The Israelites sing unto God ‘with unmeasured 
praise’. Judas enters in triumph and is greeted enthusiastically by his countrymen. 
He asks for those killed in battle to be remembered, and especially, Eleazar, his 
brother, who triumphed in a glorious death. He had attacked a heavily guarded ar-
moured elephant which he assumed to be carrying the enemy’s king. Getting under 
the elephant, he stabbed it; whereupon the elephant collapsed on top of him, killing 
him.
In the final scene Eupolemus, the Israelite Ambassador, returns from a mission to 
Rome with a treaty ensuring protection for Judea as an independent nation. With 
grateful hearts the Israelites pay tribute to God for the blessings they have received: 
they also show their gratitude to Judas Maccabaeus. The story ends with the Israel-
ites looking forward to peace and prosperity. On Simon’s orders the Israelites rejoice 
with the celestial spirits, Cherubim and Seraphim, singing ‘songs divine’. A fine 
Hallelujah Chorus ends the oratorio.

Air  (Israelitish Man)
 Father of Heav’n! From Thy eternal throne,
 Look with an eye of blessing down,
 While we prepare with holy rites,
 To solemnize the feasts of lights.
 And thus our grateful hearts employ;
 And in Thy praise
 This altar raise,
 With carols of triumphant joy.

Recitative  (Israelitish Man)
 See, see yon flames, that from the altar broke,
 In spiring streams pursue the trailing smoke.
 The fragrant incense mounts the yielding air;
 Sure presage that the Lord hath heard our pray’r.

Recitative  (Israelitish Woman)
 Oh, grant it, Heav’n, that our long woes may cease,
 And Judah’s daughters taste the calm of peace,
 Sons, brothers, husbands to bewail no more,
 Tortur’d at home, or havock’d in the war.

Air  (Israelitish Woman)
 So shall the lute and harp awake,
 And sprightly voice sweet descant run,
 Seraphic melody to make,
 In the pure strains of Jesse’s son.

Chorus  
(Youths)
 See, the conqu’ring hero comes!
 Sound the trumpets, beat the drums.
 Sports prepare, the laurel bring,
 Songs of triumph to him sing.
(Virgins)
 See the godlike youth advance!
 Breathe the flutes, and lead the dance;
 Myrtle wreaths, and roses twine,
 To deck the hero’s brow divine.
 (Israelites)
 See, the conqu’ring hero comes!
 Sound the trumpets, beat the drums.
 Sports prepare, the laurel bring,
 Songs of triumph to him sing.
 See, the conqu’ring hero comes!
 Sound the trumpets, beat the drums.
 
Soli & Chorus of Israelites
 Sing unto God, and high affections raise,
 To crown this conquest with unmeasur’d praise.

Air (Duet~Israelitish Woman and Man)
 O lovely peace, with plenty crown’d,
 Come, spread thy blessings all around.
 Let fleecy flocks the hills adorn,
 And valleys smile with wavy corn.

Air  (Simon)
 Rejoice, O Judah, and, in songs divine,
 With cherubim and seraphim harmonious join!

Chorus of Israelites
 Hallelujah! Amen.

The synopsis and its historical background are used by permission of Novello & Co. 
Ltd., London.

Do you love to sing?  
Join us for our fall concert season! September marks the beginning of  Taos Commu-
nity Chorus’ 40th anniversary season. We will sing the great Requiem in D Minor of 
Mozart. Rehearsals will begin Monday, September 17th.
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Artists
Julia Armstrong, Contralto, has enjoyed a long career as a concert soloist and ensemble sing-
er, appearing with such musical organizations as the Dallas Symphony, Austin Symphony, 
Conspirare, and the Robert Shaw Festival Singers. She also plays the Irish harp and enjoys 
arranging settings of traditional music. In her spare time, she practices law and paints pic-
tures which she hopes one day will rise to the level of mediocrity. She lives with her husband 
and five dogs in upper Taos Canyon, where she operates a snow plow in the winter months. 
Mrs. Armstrong appears courtesy of Roy’s Fine Arts and Party Rentals.

Paul Bower is a freelance singer, conductor, and teacher in Albuquerque, New Mexico. He 
has sung professionally with many organizations in New Mexico and around the coun-
try including the New Mexico Bach Chorale, Opera Southwest, Santa Fe Desert Chorale, 
Santa Fe Symphony, The New Mexico Symphony Orchestra, Musical Theatre Southwest, 
Albuquerque Little Theatre, and the opera companies of Santa Fe, San Diego, Pittsburgh, 
Des Moines, Amarillo, and El Paso. He has sung forty roles in opera and musical theater 
including Masetto, Marcello, Schaunard, Onegin, Marullo, Pistola, Mercutio, Figaro (Bar-
ber), Guglielmo, Silvio, Lancelot, and Javert. Equally adept in oratorio and cantata, he has 
performed the solos in two dozen works ncluding several of the Bach cantatas and Haydn 
masses, Handel’s Messiah, and the requiems of Mozart, Faure, and Brahms. In the summers 
of 2012 and 2015, Paul performed recitals and taught master classes at Jilin University and 
Jilin College of the Arts in the People’s Republic of China. He has also sung in Germany 
and Austria. In addition to his singing engagements, he is the Executive Director of New 
Mexico Young Actors, Inc., a children’s theater company based in Albuquerque. Originally 
from Cincinnati, Ohio, Paul has a Master’s degree in Voice Performance from the University 
of New Mexico and a Bachelor’s degree in Voice Performance as well as a Bachelor’s degree 
in Music Education from Northern Kentucky University, where he graduated magna cum 
laude. He enjoys spending his free time with his two beautiful daughters and wife, Ling. 

Erick Brunner, Conductor & Artistic Director, majored in organ and choral conducting at 
Westminster Choir College, Princeton, NJ where he was privileged to work under many 
great choral and orchestral masters. He learned a lot about the large choral repertoire and 
how that literature moves many people, and why. In the early 70s Erick moved to Boulder, 
Colorado. During that time he founded the chorus for the Colorado Music Festival and pre-
pared many choruses for the Boulder Bach Festival. He also maintained a large voice studio 
throughout much of that time. Erick is presently Director of Music at St. James Church, 
Taos. 

Claire Detels, Collaborative Pianist & Assistant Director, is a musicologist, pianist, harpsi-
chordist, violinist, and jazz vocalist who moved to Taos in 2014 after a career of teaching at 
the University of Arkansas Dept. of Music in Fayetteville (1982-2008). Detels holds a BA 
from Colorado College, and MA and PHD in Historical Musicology from the University 
of Washington. She has studied piano with Alan and Alvin Chow, Neal O’Doan, Randolph 
Hokanson, Max Lanner, Reah Sadowsky; harpsichord and organ with Carole Terry, Marga-
ret Gries, and Larry Palmer; and jazz keyboard with Claudia Burson. She has performed as 
keyboardist with the Kansas City Early Music Ensemble, the Duo Courante, and Ensem-
ble Courante, the North Arkansas Symphony Orchestra, and the Ozark Festival Orches-
tra. Her research specialties and publications are in 19th century Italian opera and femi-
nist aesthetics, and her performance specialties are in French Baroque harpsichord music,  
African-American piano music of the Delta region, and women piano composers.  
Since moving to Taos in 2014, Detels has appeared in performances with the Taos Com-
munity Chorus, the Taos Opera Institute, the Taos Contra Dance Band, and is a founding 
member and current president of the Taos Soundscapes chamber music players.

Vickie Ford, pianist, began her piano career at age 4 when her Mother begged the local piano 
teacher to “do something with this child!” At age 12, she began studies with the piano faculty 

at Adams State College in Alamosa, CO. She graduated from Adams State in 1971 with 
degrees in piano and flute performance. For the next 30 years, Vickie’s nonmusical (and 
paying) job was CFO of the family farming corporation. She also served for 10 years on the 
Board of Trustees for the State Colleges in Colorado. Vickie still had time to participate in 
local musical events, teach privately, and accompany many accomplished singers. Vickie “re-
tired” to Taos in 2006 to enjoy playing the piano and golfing,although not at the same time. 

Tjett Gerdon is originally from Iowa and has a degree in Music Education from Cornell 
College. Since moving to New Mexico five years ago, he has been a featured soloist with the 
New Mexico Bach Society Chorale, the Santa Fe Community Orchestra, Santa Fe Music 
Works, Coro de Cámara, Polyphony: Voices of New Mexico, the Los Alamos Oratorio 
Society, the Los Alamos Choral Society, and has thrice performed with Opera Alta’s Opera 
on the Rocks at Bandelier National Monument. In addition to singing, Tjett has conducted 
performances with the Los Alamos Symphony Orchestra, Los Alamos Choral Society, and 
the Los Alamos Oratorio Society, most recently leading a full performance of Carmina 
Burana. He is also the Principal Trumpet for LASO. Tjett’s musical career has granted him 
the privilege of making music in many fantastic and historic places, including; St. Marks in 
Venice, at Mardi Gras in New Orleans, the Pantheon in Rome, Symphony Hall in Chicago, 
a Barnes & Noble, the great Cathedral in Salzburg, and at Carnival in Nice, France.

Salman Lee, Tenor, attended a performance arts highschool ,”Suitland High”, in Forestville 
Maryland. He was taught the basics of music theory, vocal pedagogy, and piano. While 
attending Suitland he was accepted and attended the prestigious Tanglewood Institute, wo 
summers back to back. After graduating in 2009 he was issued a scholarship to attend 
Westminster Choir College where he enrolled for about two semesters. In 2016 Salman was 
offered a chance to do a fundraising recital for the Metta Theatre. The recital was a smashing 
success and he was then offered a job doing the tenor solos for Gound’s St. Celia’s mass for 
the Taos Community Chorus. He was then ffered another job doing the tenor solos for 
Handle’s Messiah with the same ensemble for their 2016/2017 performances. In 2017 Sal-
man moved to Denver and went on to start teaching personal voice lessons. Coachings with 
these students varied in genre from hard rock “screaming”/”scremo” and Pop to classical/
Opera. Salman is now back in taos, and establishing his own personal vocal studio.

Jennifer Perez holds a Master of Music with a concentration in vocal performance from The 
University of New Mexico, where she received her vocal instruction from Dr. Michael Hix. 
She has performed lead roles with several Santa Fe Opera Community Outreach programs, 
including children’s operas directed by John Bradley and workshops/presentations directed 
by SFO Lecturer, Oliver Prezant. Her operatic roles nclude Gretel in Humperdinck’s Hansel 
& Gretel, Luigia in Donizetti’s Le convenienze ed inconvenienze teatrali (Viva la mamma!), 
Letitia in Menotti’s The Old Maid and the Thief, the Queen of the Night in Mozart’s The 
Magic Flute, Goldilocks in Robert Chauls’ The Trial of Goldilocks, and Adele in Strauss’s 
Die Fledermaus. Additional scenes she has performed in include Mozart’s Die Entfuhrung 
aus dem Serail, Strauss’s Zigeunerbaron as Saffi, Offenbach’s The Tales of Hoffmann as Gi-
ulietta and Mozart’s Così fan tutte as Fiordiligi. Her choral experience includes participa-
tion as a soprano soloist in the 2010 ACDA Denver conference, Mozart’s Requiem for the 
Festival Internazionale della Cultura Bergamo in Italy, Haydn’s Lord Nelson Mass, Britten’s 
A Ceremony of Carols, Poulenc’s Gloria, Vaughan Williams’ Serenade to Music, Fauré’s 
Requiem, Handel’s Messiah, Bach’s Oster-Oratorium and Magnificat, aydn’s The Seven Last 
Words of Christ, MacMillan’s Seven Last Words from the Cross, and Mozart’s Great Mass in 
C minor. Her awards include placing second in the 2009 National Association of Teachers 
of Singing (NATS) competition and placing second in the 2015 Vocal Artistry Art Song Fes-
tival. Ms. Perez enjoys participating in the musical community of Albuquerque as soprano 
section leader at St. Paul Lutheran Church and as an active member of the choral ensembles 
Polyphony: Voices of New Mexico, Chatter, New Mexico Bach Society, and Dallas Choral 
Festival. She has participated as an apprentice with the Santa Fe Desert Chorale and is an 
occasional soloist for the NM Philharmonic.
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Arthur Szyk (1894-1951)

Arthur Szyk (pronounced “Schick”) was a Polish-Jewish artist and activist, and an ac-
claimed illuminator and political illustrator. During World War II, his anti-Nazi cari-
catures were widely published in the United States, most memorably as covers for news 
magazines such as Time and Collier’s. Many saw Szyk as a “one-man army” against 
Hitler and he often referred to himself as “F.D.R.’s soldier in art.” The image of Judas 
Maccabaeus on the cover of this program was created by Szyk for a set of playing cards 
(Heroes of Ancient Israel) that he painted in the 1930s.


