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PROGRAM 

Georg Philipp Telemann (1681-1767) 
Sinfonia Spirituoso, TWV 44:1 (circa 1400) 

Spirituoso — Largo — Vivace 

• 

Antonio Vivaldi (1678–1741) 
Laudate pueri Dominum, Psalm 113 (112), RV 600 (1713-1719) 

Allegro — Laudate, pueri, Dominum 
Largo — Sit nomen Domini 

Allegro — A solis ortu usque ad occasum 
Andante — Excelsus super omnes gentes Dominus 

Largo — Quis sicut Dominus Deus 
Presto — Suscitans a terra inopem 

Allegro — Ut collocet eum cum principibus 
Largo — Gloria Patri 

Allegro — Laudate, pueri, Dominum; Sicut erat in principio 
Allegro — Amen 

• 

Johann Sebastian Bach (1685-1750) 
Brandenburg Concerto No. 3 in G Major, BWV 1048 (1721) 

[Allegro] — Adagio — Allegro 

• INTERMISSION • 

Johann Sebastian Bach (1685-1750) 
Concerto in D Minor for Harpsichord, Strings, and Basso continuo, BWV  1052 (1738) 

Allegro — Adagio — Allegro 

• 

Antonio Vivaldi (1678–1741) 
Concerto in B-flat Major for Bassoon, Strings, and Basso continuo, “La notte” (“The Night”), RV 501 (1720-24) 

Largo — Andante molto 
Presto: “Fantasmi” (“Ghosts”) 

Presto — Adagio 
Andante molto: “Il Sonno” (“Sleep”) 

Allegro: “Sorge l'Aurora” (“Dawn arrives”) 

• 

Johann Sebastian Bach (1685-1750) 
Jauchzet Gott in allen Landen, BWV 51 (1730) 

Text: poet unknown. Choral: "Nun lob, mein Seel, den Herren," (verse 5):  
Johann Gramann, also known by his pen name Johannes Poliander (1487-1541). 
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NOTES 

Telemann: Sinfonia Spirituoso 

There are two equally agreeable ways of performing 
Telemann's Sinfonia Spirituoso. One option is that a 
trumpet can play along on the top line of violins in the 
first and third (outer) movements. While the brilliance 
of that sound certainly brings a more robust sonority to 
the music, the trumpet is entirely optional. The other 
option, when only strings play the sinfonia, is just as 
engaging and probably helps us hear the inner string 
parts more clearly. 

Having written more than 3,000 musical works, 
Telemann is the most prolific composer of the Baroque 
era — indeed of all time — and his absolute mastery of 
every conceivable inflection and style of music of the 
period produced works of incredible variety and 
appeal. The Sinfonia Spirituoso is so named after the 
title "Spirituoso" of the first of the sinfonia's three 
sections or movements. That opening music is certainly 
spirited, even buoyant in the same way that a chaconne 
— with its often-repeated harmonies, bass lines, and 
even melodies — maintains its characteristics as a 
dance. But there is also a touch of the Rondo musical 
form, in which a full iteration of the opening music 
comes back several times in the movement with 
differing episodes in between. We do hear that 
opening music four times. Additionally, there is the 
impression of “variations” on the general idea of the 
movement’s essential character. All in all, it amounts to 
three minutes of pure invention that seems to end far 
too soon. 

The second section, marked Largo, again conflates and 
mixes variously typical treatments of the middle 
movement of a concerto. The two violin parts converse 
in gently exchanged musical ideas and phrases, and 
altogether the sonority is again inviting. It’s in the last 
movement that we hear one of the quintessential traits 
of Telemann’s music. Whereas there are plenty of 
works among his compositions that are presented in 
definite and specific national flavors or styles, this one 
has a flavor that can’t be specifically identified, yet the 
(“spirited”) outgoing and slightly rustic quality of the 
music is pure Telemann. 

Vivaldi: Laudate, pueri, Dominum 

Brian Wise, a classical music writer for BBC Music 
Magazine, Musical America, and the producer of the 
Chicago Symphony Orchestra’s national radio 
broadcasts, wrote a refreshingly direct and insightful 
introduction to what would become Vivaldi’s world: 

"There was a time and place when the hot ticket in 
classical music was an all-female orchestra led by 
female conductors and featuring female soloists. Its 
members lived together and studied with the leading 
international composers of the day. The government 
provided financial support, as did private donors. This 
was 18th-century Venice, and the institution in 
question was the Ospedale della Pietà, a foundation 
that cared for abandoned and orphaned children. 
Because there is nothing else quite like in the history of 
music, the Pietà has been the subject of considerable 
fascination, chronicled in movies, novels, and on 
recordings." 

The “hot ticket” that he mentions refers to the 
fascination that European travelers had with their 
pilgrimages to hear the young female charges of the 
hospital in their public performances. It really was quite 
an extraordinary phenomenon at the time, and it 
would provide Vivaldi with stability, fame, exhaustion, 
and obligation. 

Venice's Ospedale della Pietà was one of four ospedali 
grandi in the city. About a thousand students were 
housed and protected there. Whereas boys lived 
separately from the girls and were taught a trade, 
music was the focus of the education for the girls and 
young women. The most talented and accomplished 
ones were grouped together in special classes that 
would perform for the public, and some even had a 
chance at finding marriages to members of the 
nobility. The performances were presented in the 
Chapel, and the young performers played and sang 
from galleries behind metal grills, so they were hidden 
from the audience. 

At the age of 25, in 1703, Vivaldi became maestro di 
violino (teacher of violin) at the Ospedale, eventually 
becoming responsible for all of the musical activity 
there. His remained there in various capacities for 32 
years, until 1735. But those years were sometimes 
fraught with difficulty. There was no tenure. Every year 
the directors of the institution would vote on whether 
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or not to retain a teacher, and Vivaldi was, on one 
occasion, voted out. But soon his employers realized 
how important he was to the success of the music 
program, and he was reinstated. Although Vivaldi 
enjoyed frequent travels (and time away from the 
Ospedale), he was obligated to provide a certain 
number of compositions each month. Among his most 
successful students was a violinist and mandolin player 
named Anna Maria della Pietà for whom Vivaldi wrote a 
number of concertos, and a mezzo-soprano named 
Anna Girò who, with her half-sister, moved in with 
Vivaldi. The relationships were completely harmless, as 
it was not unusual for priests to live with female 
companions who would cook meals, clean, and assist 
in platonic ways.  

It was for Anna Girò that Vivaldi composed his psalm 
setting of Nisi Dominus, one of dozens of similar 
compositions for solo voice and an orchestra, usually 
comprised only of string instruments. One of Vivaldi's 
trademarks is his use of musical contrast when tempos 
and dynamic are frequently changed in ways that can 
captivate a listener's attention. In all of his psalm 
settings we find this technique, often utilized line by 
line in the psalm text. The setting of Laudate, pueri, 
Dominum ("Praise the Lord, ye servants"), RV 600, is a 
good example of this. In ten sections, each one makes 
a dramatic contrast to those the precede and follow it. 
The successful matching of a particular mood to each 
movement's text is arguable, but at the very least the 
musical treatments draw the listener in to each section.  

Bach: Brandenburg Concerto No. 3 

A few days after his thirty-sixth birthday, on 24 March 
1721, J. S. Bach signed the dedicatory preface to a 
meticulously prepared and beautifully penned 
manuscript of “Concerts avec plusieurs instruments” 
(“Concertos with several instruments”), an offering to 
Margrave Christian Ludwig of Brandenburg, who lived 
in Berlin. Bach did not compose these concertos 
specifically for this collection; indeed, the set can be 
seen as his selection of the best concerto movements 
he had written over the previous decade, as he 
encountered, emulated, and finally assimilated the 
concerto style of Vivaldi and other contemporary 
Italian masters. 

Eager perhaps to offer a collection which would 
effectively compliment the Margrave’s excellent 
orchestra, Bach’s aims in revision and compilation 

seem to have been to present six entirely disparate 
solutions to the concerto genre, which was by no 
means fixed and which could imply many instrumental 
combinations. Never, in fact, was he to better his 
achievement here, and each concerto seems 
exhaustively to exploit a different aspect of the genre: 
no two share the same instrumentation. 

Sonorous repartee invigorates the more traditional 
homogenous string instrumentation of the 
Brandenburg Concerto No. 3 in G major. The three 
distinct groups — violins, violas, and violoncellos 
(joined, of course, by the basso continuo) — conflate 
the roles of solo and ripieno, sustaining a harmonic 
fullness amid the contrapuntal interaction. The 
delightful, three-way motivic rallies provide balance 
and energy to the two fast movements, an energy 
checked only momentarily by the two-note Adagio 
transition before bursting forth once again. 

Bach: Harpsichord Concerto in D Minor 

While for a long time scholars assigned most of Bach’s 
chamber and ensemble music to the Cöthen years 
(1717 to 1723), it now seems that only the smaller part 
of the extant, or surviving instrumental ensemble 
music belongs to that period, while the greater part 
was composed at Leipzig, and principally for the 
Collegium Musicum which Bach directed from 1729 to 
the early 1740s. Bach’s concertos for harpsichord were 
frequently performed as part of the concerts given by 
the Collegium, an assembly of professionals and 
advanced students, and often in the popular venue of 
Zimmermann’s coffee house. But the “invention” of the 
harpsichord concerto dates back to the fifth 
Brandenburg Concerto, probably composed sometime 
between 1719 and 1721, and presented in 1721 to 
Margrave Christian Ludwig of Brandenburg, who lived 
in Berlin. 

The Cöthen court’s well-documented 1719 acquisition 
of a large harpsichord from the Berlin instrument 
builder Michael Mietke might well have accounted for 
Bach’s ground-breaking experiment. That particular 
instrument was of a scale and sonority that was not 
previously familiar to Bach. Suitably impressed by its 
capabilities, Bach decided to incorporate the 
instrument within the group of ‘concertists’ or soloists 
of a concerto that also included the transverse flute, a 
very new instrument in German orchestras at the time. 
The appearance of the flute was novel enough, but 
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imagine what the court audience must have thought 
when the harpsichordist — previously relegated to 
playing only chords as a continuo player — began to 
play solo lines. Those parts would have been essentially 
inaudible when played on previous incarnations of the 
harpsichord, but the new Mietke instrument was full-
bodied and provided the opportunity for Bach to 
compose extended and dazzling passages for the 
harpsichord alone, still cutting through the 
accompaniment of the ripieno string players. It was 
only a matter of time before Bach’s propensity for self-
borrowing would inspire him to transcribe concertos 
originally for other obligato instruments to the 
harpsichord.  

The Harpsichord Concerto in D minor almost certainly 
first appeared as a concerto for violin, composed at 
Cöthen, but transcribed about 15 years later at Leipzig. 
In fact, towards the end of the concerto’s first 
movement an extended passage makes use of a sort of 
“pedal point” — in this case, repeated octaves in the 
left hand — that suggest a highly idiomatic violin 
figuration. The second movement begins in a rather 
unusual way for Bach, but in a manner that was often 
utilized by Vivaldi. All the strings — the “ripienists” or 
accompanying orchestral players — play an extended 
and rather angular melody in unison. Hence, the 
ritornello is a simple melodic line, but at its first 
repetition it immediately becomes the bass line above 
which the harpsichordist seems to improvise a descant 
of sorts that becomes more and more convoluted as 
the movement progresses to its end, a final statement 
of the melody/bass. The final movement, in a sprightly 
triple meter, again calls upon the harpsichordist to play 
figures that are idiomatic of writing for a violin.  

Vivaldi: Bassoon Concerto "La notte" 

Vivaldi composed more than 500 concertos for solo 
instruments. Nearly half of them were written for solo 
violin(s) and their accompanying “backup band” called 
the ripieni (ripieno means “stuffed” or “filled” so, in 
essence, those players filled out the sonority). The 
function of the full ensemble was to provide the main 
thematic or melodic ideas in the opening few 
measures that would give way to showy episodes for 
the soloist, and to provide little reminders of those 
opening motifs from time to time throughout the 
movement. The opening (and closing) block of music is 
called the ritornello, meaning literally “return,” and 
served to organize a movement’s structure and even to 

organize the intermittent virtuoso displays by the 
soloist. 

Vivaldi's compositional penchant for strong dynamic 
and rhythmic contrasts in his writing supported and 
even magnified the intention of the concerto form. The 
works he published — particularly his collection of 
twelve concertos for various numbers of violins, L’estro 
armonico (1711) — were enormously successful and 
influential on other composers to a great deal due to 
the focus on virtuosity that Vivaldi incorporated in 
them. Perhaps this was due to his own remarkable 
skills as a violin soloist.  

Falling next in line to Vivaldi's massive production of 
concertos for violin, there are about 40 for bassoon, 
with approximately 25 for 'cello, 15 for oboe, and 10 for 
flute. The impressive second rank of bassoon (in terms 
of the number of concertos that Vivaldi composed for 
it) is certainly interesting and probably suggests that 
Vivaldi had access to several truly virtuoso bassoonists, 
and that the bassoon may have been a nearly 
omnipresent instrument in Vivaldi's various orchestras. 
Nevertheless, Vivaldi composed concertos for virtually 
every known instrument at the time, and he took 
further advantage of the diversity of their tonal colors 
by ascribing thematic ideas to many of the concertos. 
For example, the concerto for bassoon nicknamed La 
Notte (“The Night”) — a sequence that portrays the 
arrival of nighttime, ghosts (nightmares), sleep, and the 
next day’s sunrise — brings atmospheric sounds, 
especially in the slow movements, in which Vivaldi 
would typically contrast the fireworks of outer Allegro 
movements with evocative references to dreams and 
melancholy. 

Bach: Jauchzet Gott in allen Landen 

In some sense, Bach’s solo cantatas are Bach's only true 
cantatas since the term “cantata” was drawn from an 
Italian genre that was designed for solo voice. Bach 
indeed used this term for the solo works and named 
those with more voices “concerto.” However, this latter 
term has been dropped in modern musical practice to 
avoid confusion with the purely instrumental works of 
that name. It would be a mistake to consider the solo 
cantatas as vastly different from the concerted works 
since they are products of the same environment. But 
the solo cantatas do offer a more contemplative 
approach to the text since the standard form for a 
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single soloist was the aria, which can so potently 
internalize and express human emotion. 

In Lutheran schools from the time of the Reformation 
until well beyond Bach’s death, music was considered 
an important art, one that was intended to move both 
the pupil and the listener towards closer faith. 
Although all boys at Leipzig’s St. Thomas Church were 
divided into singing classes (and many earned their 
living by singing chorales around the town), Bach was 
interested only in the most talented ones, those he 
selected to sing in the choirs that performed cantatas. 
For this more complex “figural” music it was customary 
to train a singer — the “concertist” — in all the florid 
coloratura and expressive devices of performance, 
something quite different from the skills required for 
chorales and simple motets.  

The original purpose of Jauchzet Gott in allen Landen! is 
somewhat obscure. Its text of praise and thanksgiving 
is not tethered to a specific festival and would be 
appropriate for any number of occasions (Bach added 
the words “et in ogni Tempo” to his score). While the 
partially autograph performance parts point to a 
performance on September 17, 1730, the score shows 
that all but the last two movements were probably 
adapted from an earlier composition. Moreover, a 
recent hypothesis suggests that Bach wrote this work 

as a birthday cantata for the court at Weißenfels, where 
he was an honorary Kapellmeister. Certainly, works 
with similar Italianate scoring were frequently heard 
there. If this is true it would seem that the Leipzig 
performance was a repeat, perhaps occasioned by the 
presence of a particularly talented singer in Bach’s 
choir (Joshua Rifkin has suggested the name of 
Christoph Nichelmann). Some changes to the text in 
Bach’s later hand show that the composer returned to 
this cantata at least once again, and Wilhelm 
Friedemann, Bach’s eldest son, used this work for his 
own performances after his father’s death, adding a 
part for second trumpet and timpani.  

Cantata 51 is usually renowned for the superlative 
virtuosity of its soprano part, extending the range up to 
“high C.” Nevertheless, while the part is very exposed, it 
is barely more complex than lines found in some other 
vocal works, for instance the solo and chorus lines of 
the Mass in B minor. What is particularly appealing in 
Cantata 51 is the conciseness of the cantata and the 
variety achieved in its five movements: it opens in a 
concerto-ritornello style, proceeding through 
expressive arioso and ostinato movements to a chorale 
arrangement and the stunning fugal finale. 

— Notes by Jeffrey Thomas, Kristi Brown-Montesano, 
and John Butt 
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TEXTS & TRANSLATIONS 

Vivaldi: Laudate, pueri, Dominum 
Text: 1662 Book of Common Prayer 

I. Allegro 

Laudate, pueri, Dominum; laudate nomen Domini. 

Praise the Lord, ye servants: O praise the Name of the 
Lord. 

II. Largo 

Sit nomen Domini benedictum ex hoc nunc et usque in 
saeculum. 

Blessed be the Name of the Lord: from this time forth 
for evermore. 

III. Allegro 

A solis ortu usque ad occasum laudabile nomen Domini. 

The Lord’s Name is praised: from the rising up of the 
sun unto the going down of the same. 

IV. Andante–Adagio 

Excelsus super omnes gentes Dominus, et super caelos 
gloria ejus. 

The Lord is high above all heathen: and his glory above 
the heavens 

V. Largo 

Quis sicut Dominus Deus noster, qui in altis habitat, et 
humilia respicit in caelo et in terra? 

Who is like unto the Lord our God, that hath his 
dwelling so high: and yet humbleth himself to behold 
the things that are in heaven and earth? 

VI. Presto–Adagio–Andante 

Suscitans a terra inopem, et de stercore erigens 
pauperem: 

He taketh up the simple out of the dust: and lifteth the 
poor out of the mire; 

VII. Allegro 

Ut collocet eum cum principibus, cum principibus populi 
sui. Qui habitare facit sterilem in domo, matrem filiorum 
laetantem. 

That he may set him with the princes: even with the 
princes of his people. He maketh the barren woman to 
keep house: and to be a joyful mother of children. 

VIII. Largo 

Gloria Patri, et Filio, et Spiritui Sancto, 

Glory to the Father, and to the Son, and to the Holy 
Spirit, 

IX. Allegro 

Laudate, pueri, Dominum; laudate nomen Domini.  
Sit nomen Domini benedictum ex hoc nunc et usque in 
saeculum. 
A solis ortu usque ad occasum laudabile nomen Domini. 
Sicut erat in principio, et nunc, et semper, et in sæcula 
sæculorum. Amen. 

Praise the Lord, ye servants: O praise the Name of the 
Lord. 
Blessed be the Name of the Lord: from this time forth 
for evermore. 
The Lord’s Name is praised: from the rising up of the 
sun unto the going down of the same. 
As it was in the beginning, is now, and ever shall be, 
world without end. Amen. 

X. Allegro 

Amen. 

Amen.  
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Bach: Jauchzet Gott in allen Landen 

Text: poet unknown. Choral: "Nun lob, mein Seel, den 
Herren," (verse 5): Johann Gramann, also known by his 
pen name Johannes Poliander (1487-1541). 

Aria 

Jauchzet Gott in allen Landen! 
Was der Himmel und die Welt 
An Geschöpfen in sich hält, 
Müssen dessen Ruhm erhöhen, 
Und wir wollen unserm Gott 
Gleichfalls itzt ein Opfer bringen, 
Daß er uns in Kreuz und Not 
Allezeit hat beigestanden. 

Exult in God in every land! 
Whatever creatures are contained 
by heaven and earth 
must raise up this praise, 
and now we shall likewise 
bring an offering to our God, 
since he has stood with us 
at all times during suffering and necessity. 

Recitative 

Wir beten zu dem Tempel an, da Gottes Ehre wohnet, da 
dessen Treu, so täglich neu, mit lauter Segen lohnet. Wir 
preisen, was er an uns hat getan. Muß gleich der 
schwache Mund von seinen Wundern lallen, so kann ein 
schlechtes Lob ihm dennoch wohlgefallen. 

We pray at your temple, where God's honor dwells, 
where this faithfulness, daily renewed, is rewarded with 
pure blessing. We praise what he has done for us. Even 
though our weak mouth must gape before his 
wonders, our meager praise is still pleasing to him. 

Aria 

Höchster, mache deine Güte 
Ferner alle Morgen neu.  
  So soll vor die Vatertreu  
  Auch ein dankbares Gemüte  
  Durch ein frommes Leben weisen,  
  Daß wir deine Kinder heißen. 

Highest, renew your goodness 
every morning from now on.  
  Thus, before this fatherly love,  
  a thankful conscience shall display,  
  through a virtuous life, 
  that we are called your children. 

Chorale 

Sei Lob und Preis mit Ehren 
Gott Vater, Sohn, Heiligem Geist! 
Der woll in uns vermehren, 
Was er uns aus Gnaden verheißt, 
Daß wir ihm fest vertrauen, 
Gänzlich uns lass'n auf ihn, 
Von Herzen auf ihn bauen, 
Daß uns'r Herz, Mut und Sinn 
Ihm festiglich anhangen; 
Drauf singen wir zur Stund: 
Amen, wir werdn's erlangen, 
Glaub'n wir aus Herzensgrund. 

Glory, and praise with honor 
be to God the Father, Son, and Holy Spirit! 
He will increase in us 
what he has promised us out of grace, 
so that we trust fast in him, 
abandon ourselves completely to him, 
rely on him within our hearts, 
so that our heart, will, and mind 
depend strongly on him; 
therefore, we sing at this time: 
Amen, we shall succeed, 
if we believe from the depths of our hearts. 

Aria 

Alleluja! 

Halleluia!  
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MEET THE SOLOISTS 

HÉLÈNE BRUNET (soprano) 
is hailed by the critics as "a 
singer of tremendous 
quality" with "a voice of 
perfect beauty" and "sincere 
expression". Recognized for 
her interpretations of Bach, 
Handel, and Mozart, her 
repertoire extends from Baroque to the music of the 
20th and 21st centuries. Hélène is the recipient of a 
prestigious Juno award (2022) for her first solo album 
“Solfeggio” (ATMA Classique) with renowned ensemble 
L‘Harmonie des saisons. She is the first artist to ever 
win for a solo album in the category Large Ensembles 
at the Junos. The critics describe Solfeggio as “a first-
rate vocal achievement” (La Presse) and a “red carpet 
that displays Hélène’s superb and enveloping tone” (Le 
Devoir). Accolades continue with “Solfeggio” being 
selected as one of CBC Music’s Top 20 Classical albums 
of the year, received with a glowing review: “Hélène 
Brunet's gleaming soprano cuts through the gloom of 
2020 like a ray of hope on this nicely curated survey of 
baroque and classical arias”.  Hélène is also featured on 
Las Ciudades de Oro, a second Juno award winning 
album for ensemble L’Harmonie des saisons (2016). In 
the concert repertoire, Hélène is invited to perform 
across North America with ensembles and orchestras, 
notably at the Lincoln Center in New York City with the 
American Classical Orchestra, with American Bach 
Soloists in San Francisco, and the Orchestre 
Métropolitain under the baton of Yannick Nézet-
Séguin, who says, “Hélène Brunet is the embodiment of 
class, refinement, and purity.” Hélène was a prize 
winner at the Lyndon Woodside Oratorio-Solo 
Competition at Carnegie Hall. She is the recipient of 
generous grants from Musicaction and the Canada 
Council for the Arts. She studies with voice teacher Neil 
Semer in New York. 

GABRIEL BENTON 
(harpsichord) enjoys a 
multifaceted career as a 
harpsichordist, organist, 
accompanist, and teacher. He 
lives in Wilmington, Delaware 
where he is the director of 
music at an historic church as 
well as a teacher and accompanist for the Choir School 
of Delaware. Gabe began his life in music with a toy 

piano as a toddler. His parents took notice, got a real 
piano, and signed him up for piano lessons. It wasn’t 
until he was a teenager that he first encountered 
historically informed performances and was 
immediately obsessed. His love for early music, and 
especially for the creativity it requires of the performer, 
led him to study harpsichord performance at Oberlin 
Conservatory and The Juilliard School, as well as organ 
performance at Yale. Gabe has been the recipient of 
several awards including first place in the York 
Symphony Orchestra Youth Concerto Competition, the 
Earl Russel Award in historical performance, the Charles 
Ives organ scholarship, and two summer workshop 
scholarships from Early Music America. Sought after 
both as a continuo player and soloist, he regularly 
appears with a variety of ensembles across the country. 
Past collaborations include performances with La 
Speranza, Sonnambula, The Serafins, American 
Baroque Orchestra, New World Symphony, and Venice 
Opera Project, among others. Gabriel Benton began his 
relationship with ABS as a participant in the 2015 
Academy, where he played in the American premiere 
of Marais’ opera Sémélé. Since then, he has joined ABS 
on several occasions, including performances of Bach’s 
“Saint Matthew Passion,” three recording projects, and 
as a soloist in Bach’s Triple Concerto in A Minor. When 
he can find time away from work, performing, 
practicing, teaching, and maintaining his harpsichord, 
Gabe loves riding his bike and exploring new corners of 
the Chesapeake Bay on his sailboat. 

STEVEN MARQUARDT (trumpet) is 
a Baroque trumpet and natural horn 
specialist based in New York City. 
Steven performs regularly with 
Trinity Wall Street, Apollo's Fire, 
Bach Vespers at Holy Trinity, the 
Sebastians, New York Baroque 
Incorporated, and American 
Classical Orchestra, and has made appearances with 
Tafelmusik Baroque Orchestra, Philharmonia Baroque 
Orchestra, Boston Early Music Festival Orchestra, 
Portland Baroque Orchestra, and The English Concert. 
Steven is also an arts administrator, currently serving as 
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