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Belshazzar’s Feast                 William Walton (1902-1983)

Stefan Szkafarowsky, bass  
Bach Festival Chorus   
Kalamazoo Philharmonia
Dr. Chris Ludwa, conductor

All Movements performed without pause
1. [Introduction] Thus spake Isaiah
2. By the waters of Babylon/If I forget thee O Jerusalem
3. [Transition] Babylon was a great city
4. In Babylon, Belshazzar the King made a great feast
5. Praise ye
6. Thus in Babylon, the mighty city
7. [Transition] And in that same hour
8. Then sing aloud to God our strength
9. The trumpeters and pipers were silent
10. Then sing aloud to God our strength
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INTERMISSION

Bach Festival Week Opening Concert
Saturday, June 2, 8 pm, Chenery Auditorium
Pre-concert talk, 7 pm



Requiem for Those Who Died of Famine    Yevhen Stankovych (b. 1942)

Jessica Louise Coe, soprano
Stefan Szkafarowsky, bass
Bach Festival Chorus
Kalamazoo Philharmonia
Andrew Koehler, conductor

All Movements performed without pause
1. Amin’ (Amen) 
2. Svyatyi bozhe (Holy God)
3. Blahospovennyi trud (Blessed Labor for happiness and good)
4. Kotylasya Ukrayinoyu skryvavlena zorya                                                       

(A bloody dawn ran down Ukraine)
5. Upokoi, bozhe raba tvoho (Grant peace, God, to your servant)
6. Yidut’, yidut’ lyuodomory (Plague arrives)
7. Mamo, mamo (Mother, mother)
8. [Più mosso; molto ritmato]
9. Vidkryites’ nebesa (Open, heaven!)
10. Ziidit’ na zemlyu (Descend to Earth)
11. Upokoi, bozhe raba tvoho (Grant peace, God, to your servant)
12. Tykho, yak svicha (Silently, like a candle)
13. Svyatyi bozhe (Holy God)
14. Alyluya (Hallelujah)
15. Vichna pamyat (Eternal memory)

You are cordially invited to join us in the corner reception room 
for a light reception following the concert.
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CONDUCTORS:
DR. CHRIS LUDWA, Bach Festival Music Director and Conductor, is also Assistant 
Professor of Music and Director of Vocal and Choral Activities at Kalamazoo 
College where he conducts the College Singers.  Dr. Ludwa received his DMA 
and Master’s in conducting with minors in business and leadership studies 
from Indiana University in 2012 and 1999 respectively. In addition to his position 
with the Bach Festival and Kalamazoo College, Dr. Ludwa will continue as the 
Principal Conductor and the Artistic Director of the Bay View Music Festival 
near Petoskey, MI.   Chris has been a conductor and/or director for many 
organizations including Kaleidosong, Cuyahoga Community College, Encore 
Vocal Arts, Bloomington Symphony Orchestra, Bloomington Pop Orchestra 
and Chorus, Bloomington Youth Symphony Orchestra and Ensemble and the 
Indianapolis Opera. He has taught at the Academy of the Performing Arts in 
Chagrin Falls, OH and Kent State University. In addition, Dr. Ludwa has taught 
music history and arts integration at Butler University Honors and Choral and 
Instrumental Music at the International School of Indiana. He has been heavily 
involved in numerous artistic collaborations throughout his career and is well 
respected for his creativity, his leadership, and his ability to work with many 
kinds of arts and non-arts organizations. He has worked as an arts presenter, 
educator, speaker, advocate, and activist in various settings, presenting or 
collaborating with everyone from Diana Krall and Bobby McFerrin to Bruce 
Hornsby, using various artistic mediums that include choir, opera, orchestra, 
chamber music and dance to transcend differences and break down barriers.

ANDREW KOEHLER is the music director of the Kalamazoo Philharmonia, which 
he leads as part of his position as an associate professor of music at Kalamazoo 
College. He also holds concurrent posts as music director of the Kalamazoo 
Junior Symphony Orchestra, and as the cover conductor and frequent guest 
conductor of the West Michigan Symphony Orchestra. He organizes and 
conducts concerts with the Arcato Chamber Ensemble, which he founded 
and which is made up of greater Kalamazoo’s finest professional musicians. 
Through these ensembles, he has collaborated with leading artists such as 
Danielle Belen, Aaron Dworkin, Alon Goldstein, Rachel Barton Pine, and Midori.  
He is active as a guest conductor close to home and throughout the world. In 
recent seasons, he has appeared with the Grand Rapids Symphony Orchestra 
musicians; the Lyatoshynsky Chamber Orchestra in Kyiv, Ukraine; the Ruse 
Philharmonic in Bulgaria; the St. Cloud Symphony in Minnesota; the Festival 
South Chamber Orchestra in Mississippi; and the Moldovan National Youth 
Orchestra, a professional group of recent conservatory graduates.  He has 
additionally led ensembles under the auspices of the Aspen Music Festival, the 
Oregon Bach Festival, the Cabrillo Festival for Contemporary Music, the 2006 
Vakhtang Jordania International Conducting Competition (where he advanced 
to the final round and won the audience favorite prize), and the 9th Grzegorz 
Fitelberg International Conductor’s Competition in Katowice, Poland (where 
he won First Distinction and the Youth Jury Prize). Born in Philadelphia to 
Ukrainian parents, Andrew is a graduate of Yale College, where he completed 
a B.A. in Music and German Studies (graduating with honors and distinction 
in both majors). He holds a certificate in conducting from the Universität für 
Musik und Darstellende Kunst in Vienna, where he studied for two years as a 
Fulbright scholar, as well as a Master’s degree from Northwestern University. 

aBout the PerFormers
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GUEST SOLOISTS:
Soprano JESSICA LOUISE COE is an accomplished soloist, chamber music 
enthusiast, and music educator who has performed at venues worldwide.  She 
has appeared with companies throughout the Midwest including the Kalamazoo 
Bach Festival Chorus, The Grand Rapids Bach Chorale, The Grant Park Chorus, 
Elgin Opera, The Chicago Chorale, Chicago Opera Initiative, Opera Grand Rapids, 
at Liebestraum with members of the Grand Rapids Symphony, and at the Byron 
Colby Barn Early Music Series.  In 2013, she was named a National Finalist in the 
American Prize Contest for Art Song Performance. Ms. Coe sang the role of 
Young Mother in the world premiere of Panov’s Dream, a collaboration between 
local composer Floyd Farmer and radio host Foley Schuler.  Favorite past roles 
include the voice of Anne Frank in James Whitbourn’s Annelies, Susanna in Le 
nozze di Figaro, Pamina in Die Zauberflöte, Maguelonne in Viardot’s Cinderella, 
and Amy March in Little Women.  Ms. Coe accepted teaching appointments at 
Kalamazoo College and Western Michigan University for the 2017-2018 school 
year and teaches piano/voice at the Crescendo Academy of Music in downtown 
Kalamazoo.

Bass STEFAN SZKAFAROWSKY has been praised for the beautiful quality of 
his bass voice as well as for his impeccable technique and abilty to create 
outstanding characters. Performances include a return to the Metropolitan 
Opera for Nabucco, the title role in Aleko with the New York City Opera, the Doctor 
in La Traviata for The Dallas Opera, Dikoij in Katya Kabanova for Seattle Opera 
and Basilio in Il Barbiere di Siviglia for concerts on Martha’s Vineyard.  Recent 
engagements have included Monterone in the new production of Rigoletto as 
well as the Bonza in Puccini’s Madama Butterfly, both for the Metropolitan Opera, 
and the High Priest in Verdi’s Nabucco for the Lyric Opera of Chicago, all during 
their 2015 – 2016 season. Other engagements have included Benoit/Alcindoro in 
Puccini’s La Bohème for The Dallas Opera; Zaccaria in Nabucco for the Lviv Opera 
House in the Ukraine; Il Commendatore in Don Giovanni and Prince Gremin in 
Eugene Onegin for Des Moines Metro Opera and Tulsa Opera; Uberto in La Serva 
Padrona at the Macau International Music Festival in China; and the Old Hebrew 
in Samson et Dalila for the Savonlinna Opera Festival as well as The Dallas Opera.  
His Italian debut in Tchaikovsky’s Oprichnik at the Cagliari Opera House was a 
highlight of Mr. Szkafarowsky’s 2002-2003 season. He has performed with many 
other renowned opera companies such as the Lyric Opera of Chicago, New York 
City Opera, Grand Rapids Opera, New Orleans Opera, Arizona Opera, San Diego 
Opera, Dallas Opera, Pittsburgh Opera, Hamilton, Calgary, Edmonton, Montreal, 
Winnipeg, and Vancouver in such roles as Ramfis, Banquo, Sparafucile, Wurm, 
Prince Gremin, and Daland in The Flying Dutchman. As a concert artist, Stefan 
has been a featured soloist with the Pittsburgh Symphony, National Symphony 
in Washington D.C., Minnesota Orchestra, St. Louis Symphony, Colorado 
Symphony, Hartford Symphony, Milwaukee Symphony and the Vancouver and 
Montreal Symphonies. He has worked under the batons of Maestro James 
Levine, Plácido Domingo, Michael Lankaster, Mstislav Rostropovich, Leonard 
Slatkin and Michael Tilson Thomas.



The BACH FESTIVAL CHORUS is the core of the Kalamazoo Bach Festival with a membership 
of over 65 singers who share a love of great music.  The Chorus employs five lead singers 
who also serve as Bach Festival soloists.  The rest of the Chorus is made up of volunteers 
who come from the entire Southwest Michigan area.  Many members of the Chorus maintain 
active schedules as soloists in churches and other venues throughout the community.  Others 
are simply brought to the Chorus by their love of music.  The choir performs three concerts 
annually: the holiday concert in December, a Winter concert featuring songs about the power 
of love, and the Spring concert.  The Bach Festival Chorus has performed major choral works 
of J.S. Bach and composers indebted to his legacy, from Mendelssohn, Mozart, Brahms, and 
Haydn, to more modern composers such as Rachmaninoff and Bernstein.  The Chorus has 
collaborated with the Arcato Chamber Ensemble and the Kalamazoo Philharmonia under 
Maestro Andrew Koehler, and the Kalamazoo Symphony Orchestra under Maestros Yoshimi 
Takeda and Raymond Harvey, to present works by Handel, Shostakovich, Brahms, Mozart, 
Orff, and Praulins.

Soprano  
Lori Claussen 
Jessica Louise Coe * 
Susan Daniels * 
Tracey Davis 
Shari DeYoung-Pruis 
Linda Dunn 
Rudi Goddard, + K’13 
Kirsten Haverberg 
Laurie Kaniarz, K’76 
Hannah Lehker, K’17 
Melissa Ludwa 
Dora Poriete-Barreto 
Mary Jo Reilly 
Julia Riddle, K’21 
Sharon Smith 
Pam Walker 
Sara Wick 
Claudia Willsea 
Katie Woodhams 
  
Alto  
Deb Agne 
Marianne Crawford 
Caren Dybek 
Ann Fontaine 
Grace K. Gheen  
Esther Gray 
Gail Griffin + 
Judith Halseth 
Margaret Hetzel
Kate Kirk-Greenberg 
Janice Lakers + 
Christina Martinez 

Peninnah Miller  
Pam Olmstead 
Kathy Ossmann 
Zaide Pixley + 
Linda Richter 
Phyllis Senesi 
Bev Smith 
Tami Snyder-Knutson * 
Camila Trefftz, K’17 
  
Tenor  
Kevin Dugal, K’10 
Mark Feldkamp 
John Fink + 
Tim Fritsch 
Timothy Krause, K’07 
Clayton Parr 
Joseph Sablan 
David Scarrow + 
Howard Tejchma, K’84 
Alex Werder, + K’15 
Linda Woodford 
  
Bass  
Richard Aldrich 
Wayne Conner 
Paul Farber 
Ryan Jones 
Lee Kirk 
Mark Miller 
Larry Montei
Jared Montgomery * 
Joe Ossmann 
Paul Pancella 

Bach Festival Chorus
Dr. Chris Ludwa, Music Director

Romeo Eldridge Phillips + 
Kyle Pierce 
Richard Van Enk 
David Veenhuis
  
Rehearsal Accompanist 
Carl Witt +

Belshazzar’s Feast 
Semi-Chorus: 
Jessica Louise Coe 
Kirsten Haverberg
Hannah Lehker
Melissa Ludwa  
Gail Griffin 
Bev Smith
Tami Snyder-Knutson
Kevin Dugal 
Clayton Parr 
Joseph Sablan 
Howard Tejchma 
Mark Miller 
Jared Montgomery 
Richard Van Enk
David Veenhuis

*  Denotes Chorus Section Leader 
+  Denotes Kalamazoo  College Current 
and past faculty and staff
K’xx  - Denotes Kalamazoo College 
alumni and  students 
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Violin I
Joanna Steinhauser, K’02
     concertmaster 
Kathryn Martin, K’20 
Michelle Bessemer 
Katie Calvert 
Lindsey Mroczek 
Julie VanGyseghem 
Irina Kagan
Evan Stark Dykema, K’19
Boemin Park, K’20
Madelynn Corey
Alexis Terrian
Victoria Reinbold
Eric Dalmau

Violin II 
Cori Somers, 
     principal 
Jacqueline Mills,K’18
Aaron Kuhns 
Hyunji Kim, K’19
Kristina Wirtz 
Ella Schodowski, K’18
Jack Powell
Sandy Shaw 
Betty Fox 
Rebecca Learner 
Ray Mickus 
Gundars Elksnis 

Viola
Tomio Anderson, 
     principal 
Katharina von Kennel 

Katherine Miller-
     Purrenhage, K’21
Dannielle Sturgeon  
Audrey Honig, K’21

Oboe
Kaethe Durham, 
     principal
Brittney Eyerly
Wendy Mazer

Clarinet
Mike Petkus, principal
Conor Sprunger
Chloe Heintz

Saxophone
Sandy Shaw

Bassoon
Connie Kamerling, 
     principal
Marco Juarez
Chris Kvarnberg

French Horn
Jeremy Larson, 
     principal
Erin Donnelly
Karlee Kamminga
Katy Hosey
Ron Chase

Darren Chan
Carol Corey 
Rachel Powell
Zoe Larson, K’20
Caitlin Bickings
Kay Alexander 
Mike Krischer 
Frank Severance
Rachel Ramirez
Sheri Simah

Cello
David Peshlakai,  
     principal 
John Mark Wenger, K’16 
Ben Gudbrandson
Ann Armbruster
Barbara Gustin 
Kaitlyn Kuhns
Anne Sherfield
Madissen Vacha
Jan Luchies

Bass
David Reilly, 
     principal 
Mike Babb 
Chris Haber 
Art Feinberg 
Caleb Cordes, K’13

Flute
Christine Griffith, 
     principal

Kalamazoo Philharmonia
Andrew Koehler, Conductor

KALAMAZOO PHILHARMONIA brings together students, faculty, amateur and professional 
musicians of all ages to perform great music under the direction of Andrew Koehler. Having 
grown enormously since its inception, the ensemble is now of full symphonic proportions, 
and has been recognized as an arts organization of major importance in the greater 
Kalamazoo area. The orchestra generally plays three concerts per season, the programs of 
which are introduced by Andrew Koehler and Cara Lieurance on WMUK the week preceding 
the performance. Its repertoire, which features dynamic, adventurous, and thoughtfully-
curated works, won the 2014 American Prize Vytautas Marijosius Memorial Award for 
Orchestral Programming. It has produced several CDs, appeared on CBS Sunday Morning, and 
collaborated with the Bach Festival Chorus, as well as renowned soloists such as Orli Shaham, 
Anthony Ross, Orion Weiss, Adam Neimann, Makoto Nakura, Todd Palmer, John Bruce Yeh, 
Richard Stoltzman, Aaron Dworkin, and Danielle Belen.

Trumpet
David Bernard, 
     principal
David Frazier
Sam Gustavson
Joel Kayser

Trombone and Tuba
Nathaniel Chiu, 
     acting principal
John Bonnema
Marty Obed
Austin Shook
 
Harp
Martha 
     Waldvogel-Warren

Piano
Micaela Campos, K’20
Hannah Kim, K’17

Timpani
Dave King 

Percussion
Shawn Cencer, 
     principal
Josh Gibson, K’20
Jacob Ripmaster
Jenna Sherman, K’20

K’xx  - Denotes Kalamazoo 
College alumni and  students 
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text and translation
BELSHAZZAR’S FEAST
Music by William Walton
Text arranged from biblical sources 
by Osbert Sitwell 

Full text:
Thus spake Isaiah –
Thy sons that thou shalt beget
They shall be taken away,
And be eunuchs
In the palace of the King of Babylon
Howl ye, howl ye, therefore:
For the day of the Lord is at hand!

By the waters of Babylon,
By the waters of Babylon
There we sat down: yea, we wept
And hanged our harps upon the willows.

For they that wasted us
Required of us mirth;
They that carried us away captive
Required of us a song.
Sing us one of the songs of Zion.

How shall we sing the Lord’s song
In a strange land?

If I forget thee, O Jerusalem,
Let my right hand forget her cunning.
If I do not remember thee,
Let my tongue cleave to the roof of my 
mouth.
Yea, if I prefer not Jerusalem above my 
chief joy.

By the waters of Babylon
There we sat down: yea, we wept.

O daughter of Babylon, who art to be 
destroyed,
Happy shall he be that taketh thy children
And dasheth them against a stone,
For with violence shall that great city Baby-
lon be thrown down
And shall be found no more at all.

Babylon was a great city,
Her merchandise was of gold and silver,
Of precious stones, of pearls, of fine linen,
Of purple, silk and scarlet,
All manner vessels of ivory,

All manner vessels of most precious wood,
Of brass, iron and marble,
Cinnamon, odors and ointments,
Of frankincense, wine and oil,
Fine flour, wheat and beasts,
Sheep, horses, chariots, slaves
And the souls of men.

In Babylon Belshazzar the King
Made a great feast,
Made a feast to a thousand of his lords,
And drank wine before the thousand.

Belshazzar, whiles he tasted the wine,
Commanded us to bring the gold and silver 
vessels:
Yea! the golden vessels, which his father, 
Nebuchadnezzar,
Had taken out of the temple that was in 
Jerusalem.

He commanded us to bring the golden 
vessels
Of the temple of the house of God,
That the King, his Princes, his wives
And his concubines might drink therein.

Then the King commanded us:
Bring ye the cornet, flute, sackbut, psaltery
And all kinds of music: they drank wine 
again,
Yea, drank from the sacred vessels,
And then spake the King:

Praise ye the God of Gold
Praise ye the God of Silver
Praise ye the God of Iron
Praise ye the God of Wood
Praise ye the God of Stone
Praise ye the God of Brass
Praise ye the Gods!

Thus in Babylon, the mighty city,
Belshazzar the King made a great feast,
Made a feast to a thousand of his lords
And drank wine before the thousand.
Belshazzar whiles he tasted the wine
Commanded us to bring the gold and silver 
vessels
That his Princes, his wives and his concu-
bines
Might rejoice and drink therein.
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After they had praised their strange gods,
The idols and the devils,
False gods who can neither see nor hear,
Called they for the timbrel and the pleasant 
harp
To extol the glory of the King.
Then they pledged the King before the 
people,
Crying, Thou, O King, art King of Kings:
O King, live forever...

And in that same hour, as they feasted
Came forth fingers of a man’s hand
And the King saw
The part of the hand that wrote.

And this was the writing that was written:
‘MENE, MENE, TEKEL UPHARSIN’
‘THOU ART WEIGHED IN THE BALANCE
AND FOUND WANTING’.
In that night was Belshazzar the King slain
And his Kingdom divided.

Then sing aloud to God our strength:
Make a joyful noise unto the God of Jacob.
Take a psalm, bring hither the timbrel,
Blow up the trumpet in the new moon,
Blow up the trumpet in Zion
For Babylon the Great is fallen, fallen.
Alleluia!

Then sing aloud to God our strength:
Make a joyful noise unto the God of Jacob,
While the Kings of the Earth lament
And the merchants of the Earth
Weep, wail and rend their raiment.
They cry, Alas, Alas, that great city,
In one hour is her judgment come.

The trumpeters and pipers are silent,
And the harpers have ceased to harp,
And the light of a candle shall shine no 
more.

Then sing aloud to God our strength.
Make a joyful noise to the God of Jacob.
For Babylon the Great is fallen.
Alleluia!

REQUIEM FOR THOSE WHO DIED 
OF FAMINE
Music by Yevhan Stankovych
Text from poems by Dmytro Pavlychko and 
the Ukrainian Orthodox liturgy

Translation:
No. 1
Amen

No. 2
Holy God,
Holy powerful one,
Holy immortal one,
Grant us mercy.

Narrator:
Open, Heaven!
Descend to Earth all Ukrainian farmsteads, 
villages, countrysides, 
Rise all, who were told to die!
Shine on the planet, innocent souls!
Descend to land and water,
Build a cathedral of everlasting memory.
The year nineteen twenty-two,
The year nineteen thirty-two,
The year nineteen thirty-three,
The year nineteen forty-six.
Holodomor. Holodomor. Holodomor.

No. 3  
Bass Solo:
Blessed labor, for good and happiness – 
Grain growing people on the banks of the 
Dnieper.
Here we are, o Lord, your plowers,  
We tilled, we sowed, we prayed at dawn.
We cared for the land as if it were our own 
child, 
We loved the life, we honored blisters.
We breathed the black earth, we toiled 
in the fields, 
Not knowing we would die on 
Satan’s order.

Chorus:
Open, heaven!
Shine on the planet, innocent souls
Build a cathedral of everlasting memory.

Narrator: 
The year nineteen twenty-two,
The year nineteen thirty-two,
The year nineteen thirty-three,
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The year nineteen forty-six.
Holodomor. Holodomor. Holodomor.

Chorus:
Lord, grant us mercy, amen.

No. 4
A bloody dawn ran down Ukraine.
Like wolves, they rushed along the 
countrysides, 
Those satrap mercenaries of the Red Tsar.
Freedom, truth, and humanity they pushed 
into a grave. 
We were dangerous because we had our 
own bread. 
The gardens blossomed as if with shrouds, 
across the firmament.
We knew we die this death for Ukraine.

No. 5
Grant peace, God, to your servant
And house him in paradise 
Where all your saints, Lord, 
And the just, shine like lights. 
Grant peace to your resting servant, 
Do not remember his sins.

No. 6
Plagues ride in, ride in with their red 
banners.
They take from our granaries flour as if it 
were ash,
Sweep from our stocks even dust scented 
with grain. 
They leave Ukraine with bread of nettle and 
orach.
They carry out light from huts which shined 
there for ages,
And gather among the corpses mothers yet 
to die. 
They come, they come without qualms, 
they carry our wheat out,
And sing to avoid hearing the moans and 
cries from the pit.

Narrator:
We’ll never forget and nor should you,
How we died hard deaths on Moscow’s order.
How swollen and aching we scrambled to 
cities,
How we begged them for God’s sake, 
for Christ’s sake.
How they bayonetted us in the weeds,
How they furtively buried us without prayer 

or coffin.
How we breathed out our lives from graves
With soundless curses, which will kill the 
tyrant.

No. 7
Lord, grant us mercy, provide for us, amen.

Soprano solo:
Mother, mother, soon I will die. 
Don’t save me, there’s no need.
Cut not my brother, nor my sister, 
Because God won’t allow us into heaven.
And when my heart forever rests, 
Do not kill yourselves in grief, never.
Lay me near the cherry tree in the garden 
And lie down beside me.
A golden bee will circle over us, 
And the spring night’s cherry tree 
Will cover our faces and lips with flowers,
And wash our eyes with dew.

No. 8   
[Without text]

No. 9
Open, heaven!
Shine on the planet, innocent souls
Build a cathedral of everlasting memory.

No. 10 
Narrator:
Descend to Earth all Ukrainian farmsteads, 
villages, countrysides, 
Rise all, who were told to die!
Shine on the planet, innocent souls!
Build a cathedral of everlasting memory.
The year nineteen twenty-two,
The year nineteen thirty-two,
The year nineteen thirty-three,
The year nineteen forty-six.
Holodomor. Holodomor. Holodomor.

No. 11
Grant peace, God, to your servant
And house him in paradise 
Where all your saints, Lord, 
And the just, shine like lights. 
Grant peace to your resting servant, 
Do not remember his sins.

No. 12
Narrator:
Silently, like a candle, 
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The people burned out, 
As they had no sword for the invaders.
For God gave to them from Heaven a plow, 
Against shame and disgrace 
A meek temperament.

No. 13
Holy God,
Holy powerful one,
Holy immortal one,
Grant us mercy.

No. 14 
Narrator:
Lo, people, rise, advise yourselves,
Because you will die from foreign effort.
Again the souls will go to mills of death,
Until you use your plowshare to forge your 
weapons.
Turn a hundred lands into golden grain.
Take out of our souls fear and the cries of 
slaves.
Lord, come to our misfortune,
Wake up the bells, buried in earth!

Chorus:
Hallelujah
Glory to you, God.

No. 15
Eternal memory.
Glory to God and to the Son and to the Holy 
Ghost
Now and at all times and for all eternity.
Amen.

Narrator:
God almighty, omnipotent, show your might 
to us.
Let us recognize the truth, and forget not the 
righteous.
Looking into your eyes are millions of tor-
tured souls. 
Embrace them, let them rest, disturb not 
their sleep.
Defend us and our nation from bloody and 
furious wrongs.
We are all – living, passed, yet to come – your 
wheaten, eternal people.

Poems translated by Dmytro Pavlychko, 
     edited by Andrew Koehler;

Liturgical text translated by Andrew Koehler
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BELSHAZZAR’S FEAST
William Walton (1902-1983) 

In 1929 the BBC commissioned the up-
and-coming composer William Walton to 
write a chamber piece for broadcast, with 
a small choir, a soloist, and an orchestra 
not exceeding fifteen players. At the sug-
gestion of his friend Osbert Sitwell, Wal-
ton decided to dramatize the account of 
Belshazzar’s feast as recorded in the book 
of Daniel. Using this as his foundation, Sit-
well produced a literate and compelling 
text for Walton’s use. 

But the project soon outgrew the con-
straints of the commission. It would take 
much a more ambitious ensemble to do 
justice to this mighty drama: in addition 
to the baritone soloist, the piece would 
require not just one choir but two, not 
just one brass band but two, and a huge 
orchestra, including saxophone, tambou-
rine, wood block, whip, and anvil.  The 
brass bands were later deemed optional 
by the composer, but even without them, 
fitting all this into a BBC studio would 
have been tough!

Instead, Walton chose that bastion of Brit-
ish singing tradition, the Choral Festival. 
Many English cities and towns proudly ar-
range such events on a regular basis. This 
one was to take place in the northern city 
of Leeds, in October of 1931. The principal 
conductor that year, Sir Thomas Beecham, 
was unimpressed with the work Walton 
showed him. After looking over the score, 
he asked the young composer, “Since 
you’ll never hear this again, why not 
throw in a couple of brass bands?” Walton 
obliged: The gigantic Berlioz Requiem was 
also scheduled for the festival, and there 
were plenty of brass players on hand. Un-
interested, Beecham turned over conduct-
ing the London Symphony Orchestra for 
this work to Sir Malcolm Sargent. 

Who was this young man challenging En-
glish musical conservatism in its innermost 

stronghold? Walton had lived as an adopt-
ed brother with the Sitwells in the Chelsea 
section of London since his undergradu-
ate days at Oxford. He had been admitted 
as a chorister at Christ Church Cathedral at 
age ten and began reading for the B Music 
degree at sixteen. Walton supported him-
self in part by arranging fox trots for the 
Savoy Hotel in London. During this time, 
he developed his ability to seize on the 
mood of a situation immediately and viv-
idly.  By the time of Belshazzar’s Feast he 
had already made his name with the witty 
Façade of 1923, for narrator and chamber 
orchestra, set to the words of his adoptive 
sister Edith Sitwell.  A meticulous compos-
er, he would never release anything until 
he was completely satisfied. At one point, 
he confessed to being hung up for seven 
months on how to set the word “gold” in 
tonight’s work.  

The story that Walton uses for this piece 
is found in the book of Daniel, based on 
historical events also recorded in Babylo-
nian cuneiform inscriptions and the Cyro-
paedia of Xenophon. At the beginning of 
the sixth century BCE King Nebuchadnez-
zar, founder of the Babylonian monarchy, 
sacked Jersalem and carried away many of 
its sacred treasures. Over the next fifteen 
years he also deported many of its most 
skilled and educated citizens. Nearly sixty 
years later, Belshazzar, son of a successor 
to Nebuchadnezzar, was regent of Baby-
lon when King Cyrus of Persia conquered 
the city and gave the exiled Jews permis-
sion to return to Jerusalem. 

With many now in the third generation 
after the original deportation, not all of 
these Babylonian Jews chose to make 
the 900-mile, four-month journey back to 
their homeland, thus becoming the first 
of numerous Jewish communities living in 
the diaspora. 

The events that Walton dramatizes occur 
on the eve of the defeat at the hands of 
Cyrus.  Belshazzar the king has invited a 
thousand of his nobles to attend a great 
feast.  During the revelry, false gods are 

Program notes
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praised, and the sacred vessels of Jeru-
salem are desecrated. Suddenly there 
appear the fingers of a hand, writing the 
Aramaic words MENE, MENE, TEKEL UP-
HARSIN upon the palace wall. Daniel inter-
prets these words as foretelling the immi-
nent destruction of the city, which will be 
divided between the Medes and the Per-
sians. According to this source, that very 
night Belshazzar was slain. Other sources 
claim that Belshazzar died after Babylon 
fell without resistance to the conquering 
Persian general, but probably before King 
Cyrus entered the city seventeen days lat-
er. 

Taken from the books of Daniel, Isaiah and 
Revelation, and from Psalm 137 (“By Ba-
bel’s streams we sat and wept”), the dra-
matic text that Sitwell produced unfolds 
in one continuous story that captures a 
kaleidoscope of changing moods, match-
ing the compelling tale of a ruler who 
has overreached himself and challenged 
a captive people to be saved by external 
divination. The text speaks clearly to the 
plight of exiles and displaced people. 

The piece turned out to be too big for a 
cantata, but too small for an oratorio. Wal-
ton himself described it as a “choral sym-
phony,” perhaps as a nod to the import-
ant a role that the orchestra plays: fully 
participating in the drama, commenting, 
reinforcing, interpreting, and heightening 
the various elements of this mighty story. 
Divided into three lengthy sections with 
dramatic pauses at strategic points in the 
story, it has the feel of a one-act opera.

The work is solidly within the four-cen-
tury-long English choral tradition, which 
extends from Purcell’s verse anthems, 
through Handel’s Messiah, Mendelssohn’s 
Elijah, and Britten’s War Requiem.  It is 
rarely if ever performed in a church set-
ting, since its function is not liturgical. In-
stead it serves entirely as a concert piece, 
more at home on the stage or in the the-
ater. And its sentiments--gloating over the 
death and demise of the enemy--are the 
antithesis of Christianity. 

Some resisted its frankly pagan tone, or 
its musical modernity, or both. At the first 
performance in Leeds, the altos were so 
scandalized by the word “concubines” 
that Walton marked it double piano (extra 
soft).  Belshazzar’s Feast was banned from 
cathedrals and choral festivals until 1955, 
but quickly became a hit elsewhere and 
helped establish Walton as a major com-
poser. 
Sitwell’s brilliant libretto presented Wal-
ton with just the vehicle to create a pro-
pulsive, dramatic work. The music is com-
pletely driven by the text, encompassing 
a wide range of moods, from despair and 
rage to joy, all illustrated by lightning-fast 
changes in dynamics and orchestration. 
Walton takes every opportunity to bring 
the words to life with fresh and vivid mu-
sical imagery. The burbling “waters of 
Babylon” set against a fluid legato line, 
for example, and “thrown down” against 
dissonant octave leaps. The singers ca-
ress the name of their home--”Jerusa-
lem”--demonstrating their deep longing 
for that sacred city, but spit out the name 
of their prison--“Babylon”--in a contemp-
tuous long-short-long rhythm. Even after 
two or three generations, they are still ex-
iled. Walton keeps them wandering, with-
out a tonal center. Dissonance abounds, 
with the occasional resolution made even 
more delicious. 

When we enter the work, the stage has 
been set by the trombones (instruments 
traditionally associated with hell). The dis-
possessed chorus of Israelites sing of how 
they are held captive in a “strange land.” 
Sitting next to the flowing waters of the 
Euphrates, they “hang their harps upon 
the willows,” and ask how they can sing 
the Lord’s song in a strange land. 

Gradually the drama unfolds. At a banquet 
with “a thousand of his Lords” Belshaz-
zar tosses out the ultimate challenge 
to a spiritual people. He and his rowdy 
guests-- along with their wives and concu-
bines--will drink wine from the Israelites’ 

(continued on next page)
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own sacred vessels. What sacrilege! All 
that is most holy will now be used for the 
most profane of purposes by the most de-
spicable of all captors. 

Like other enslaved people (as Chris Lud-
wa points out), the Israelites are power-
less to stop their ruler, much less to refuse 
his command that they now must praise 
gods they despise. The chorus cries out 
its horror, pounding out each word of the 
king’s command. 

“Praise ye,” the oppressed Israelites 
shout, and a litany of the false gods be-
gins, each brought to life in turn by a 
furious orchestra: The God of Wood an-
nounced by wood- block and xylophone, 
the God of Brass by shiny trumpets and 
trombones, the God of Silver sparkling in 
the flutes. Against this background, the 
descendants of Abraham and Sarah are 
an army of the righteous, doing battle 
against an evil king, forced to dance his 
tune, their harps temporarily silenced. 

The orchestra begins a march to Belshaz-
zar’s impending doom. The choruses’ 
sarcastic accolade--“King of Kings, live 
forever”--is heralded by a dramatic gong. 
Walton’s music here could not be more 
royal, truly fit for an empire. (Its mood is 
echoed in his Crown Imperial March, com-
missioned for Edward VIII’s planned coro-
nation.) 

Timpani and brass announce that the 
end is near. “And in that same hour,” the 
baritone intones, accompanied by a truly 
ominous orchestra, which treads heavily 
as the king’s death approaches. Walton 
clearly knew his Verdi. Tenors and basses 
render the verdict with emphatic chords: 
Belshazzar has been “weighed in the bal-
ance and found wanting.” As he meets his 
end, the chorus shouts, “Slain!” The king-
dom is divided. It’s over. 

An extended section of rejoicing follows, 
as the Israelites gradually realize their 
freedom. They and the orchestra “blow 
the trumpet” with abandon. Suddenly 

they begin to realize all that has been lost. 
After so many years of being away from 
their homeland, they turn inward, realiz-
ing the gravity of what has just happened. 

Yet the Israelites are indeed free. With 
jubilant alleluias, they sing to their own 
Lord, joyfully celebrating their liberation. 
After their long exile, they are at last com-
ing home. The music does too, traveling 
from a mournfully recurring D minor and 
plentiful atonality to a triumphant F major 
final chord. 

Notes by Zaide Pixley

REQUIEM FOR THOSE WHO DIED 
OF FAMINE
Yevhen Stankovych (b. 1942)

There is no shortage of evidence proving 
our human capacity for cruelty, whether 
we consider the issue historically, or even 
in our own lives.  We take solace, howev-
er, in the fact that the better angels of 
our nature – those angels that can lead us 
to organize a dignified and civil society – 
might allow us to move past these basest 
of impulses.  So it is particularly horrifying 
when, in the course of human events, that 
very intelligence and organizational ability 
is used to perpetrate unspeakable cruel-
ty.  This was the tragic case of Ukraine’s 
Holodomor (literally extermination from 
hunger) in 1932-33.  Though Ukraine had 
already known, and would again know, 
famine shortly before and after those 
dates, the Holodomor uniquely reverber-
ated through the collective consciousness 
because the full apparatus of the Soviet 
State was brought to bear on deliberately 
keeping food from starving Ukrainians.  It 
was a careful calculation that authorities 
banked would help feed those more loyal 
to the communist cause and simultaneous-
ly solve the problem of Ukraine’s trouble-
some nationalist impulses.  And so, with 
a steely gaze, the plan proceeded apace, 
unmoved by unimaginable human suffer-
ing and the literally millions of corpses 
that filled villages all over Ukraine.
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Today, 85 years on, we gather to com-
memorate those millions who died – not 
simply to honor their needlessly extin-
guished souls, but also to call witness 
to the fact that they died. The word Ho-
lodomor is not known to many, and this is 
no coincidence: at the time the famine oc-
curred, a New York Times reporter, com-
plicit with Soviet authorities, blithely sug-
gested that any news of famine was false 
or exaggerated.  Subsequently, during the 
entire existence of the Soviet Union, the 
official line was that there was no famine, 
much less an ethnic cleansing of Ukrai-
nians.  And so there is something partic-
ularly moving that, in the very year after 
the Soviet Union dissolved and Ukraine 
declared itself – finally, after centuries 
of domination from others – an indepen-
dent nation, the celebrated composer 
Yevhen Stankovych turned his attentions 
to composing a Requiem for those victims 
of the Holodomor.  A Requiem with an 
unapologetic text from his contemporary 
colleague, poet Dmytro Pavlychko, which 
does not shirk from proclaiming the truth 
of what happened.  A Requiem that some-
how only now, at this performance, is re-
ceiving its North American premiere.  It is 
as extraordinary an act of testament as it 
is a work of art.

Stankovych’s Requiem exists in several 
liminal spaces at once – it transitions be-
tween paroxysms of discordance, compo-
sitional techniques of the avant-garde that 
Stankovych knew and used in the first part 
of his career, while mostly relying on the 
plain-spoken vocabulary of his later work; 
it embodies the full human response to 
tragedy, moving from supplication to 
rage to lament to acceptance; it hovers 
between a spiritual world, invoking Ortho-
dox chants and the profundity of belief, 
and the earthly suffering of starvation.  
The first of 15 interconnected movements, 
all performed without pause, begins in 
complete stillness: a single note, intoned 
from all corners of the orchestra, provides 
an unwavering backdrop to a lamenting 
violin solo and statements of Amen from 
the two choruses.  The next movement 

proclaims God’s strength and models it, 
too, in vigorous rising lines punctuated by 
percussion.  The first appearance of a nar-
rator – declaiming Pavlychko’s text – calls 
for us to remember those years of starva-
tion.  A warm bass solo opens the third 
movement, as he recalls work on the land 
and what it meant to Ukrainians; but at 
the words “on Satan’s orders” a fearsome 
shout arises from the depths of the cho-
rus and pushes the music to a dissonant 
fanfare.  A final prayer for God’s interven-
tion ends the movement.  The succeed-
ing music channels a folk idiom, dotted 
with the warnings of shrill woodwinds, to 
help us hear the horrors experienced in 
the villages; it is followed by a return to 
spiritual contemplation.  The propulsive 
sixth movement depicts the unstoppa-
ble drive of the “red banners” to commit 
and ignore their crimes.  The very center 
of the work, literally and emotionally, is 
the seventh movement’s moving soprano 
solo; Stankovych here requests the less 
embellished sound of a folk, rather than 
operatic, singer.  Her words are those of 
a dying child’s, pleading with her mother 
to ensure that they might once again meet 
in heaven.  The second half of the Requi-
em frequently revisits material from the 
first, lending the overall piece cohesion 
and a kind of fractured mirror structure.  
The eighth movement is textless and be-
gins with a violin solo of increasingly fran-
tic desperation; this leads to a wordless 
chorus singing the lamenting theme of 
the first movement while anxious string 
rhythms play out overtop.  The ninth revis-
its the terrible fanfare and the narrator’s 
initial request to remember, while the 
tenth recalls music of the child’s lament 
under additional narration.  We are re-
turned to prayerful contemplation in the 
next movement, then a hushed recollec-
tion of the village theme (appropriately 

in a fleetingly brief movement where the 
narrator reads “silently, like a candle, the 
people burned out”), and an even more 
ferocious homage to God’s strength.  Af-

ter one final dissonant fanfare, the four
(continued on next page)
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teenth movement – an energetic, rhyth-
mically vivacious Alleluia – begins in ear-
nest.   It feels as if this might end the 
work, but Stankovych, composing in the 
first year in which he would have been 
free to even acknowledge this atrocity, 
pointedly returns to a place of remem-
brance for the finale.  The Alleluia is cut 
off with a scream from the orchestra, but 
then met with profound calm.  The cho-
ruses sing the words “eternal memory,” 
the traditional ending of the Orthodox 
Requiem liturgy.  In the final Amen, the 
last of many such gestures, Stankovych 
opts to unexpectedly conclude on a ma-
jor chord, a sliver of illuminating bright-
ness.

That brief ray of light with which the 
work ends is fitting.  If the beauty of this 
art – the quintessential product of those 
better angels of our nature – can still be 
pressed into service to help us not just re-
member, but feel, the human experience 
of nearly a century earlier, then perhaps 
there is distant hope yet that we can still 
work past our capacity for cruelty.  The 
millions of Ukrainians who perished then 
– and the thousands more on the front 
lines defending Ukraine’s sovereignty 
once again today – deserve nothing less.

Notes by Andrew Koehler 


