Masters & the Myste-

rious
Featuring the world premiere of “Xibalba: Mayan Underworld”

The Sugarmill Music Festival thanks Sally and Wayne Halm for serving as hosts of
this benefit concert as well as Drs. Annelle and Martin Tanner for sponsoring our
livestream broadcast, sharing this occasion with music lovers everywhere.
The Sugarmill Music Festival presents a full weekend of extraordinary chamber
music each May, featuring the finest classical musicians in our region. Additional
concerts throughout the year benefit the Festival and broaden our reach. Learn
more at www.sugarmillmusic.org. While at our website, please make a gift to
support our homegrown nonprofit Festival.

PROGRAM
Joseph Haydn (1732-1809):
London Trio No. 3 in G major, Hob. IV:3
Tao Li:
Converse with Rain for flute & cello
Niccolò Paganini (1782-1840):
Duet Concertante No. 1 in E-flat major for violin & cello
Niccolò Paganini:
Caprice No. 13 in B-flat major “The Devil’s Laughter”
Gabriel Velazquez:
Xibalba: Mayan Underworld for flute, viola, & cello
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ARTISTS’ BIOS
Zendra J. White, a native of Abbeville, Louisiana has been blessed
to share the stage with great artists such as Placido Domingo,
Elton John, Juan Diego Flores, Carlos Prieto, Filippa Giordano,
Armando Manzanero, Alexei Volodin, Jorge Federico Osorio,
Leticia Moreno, Elena Mikhailova, and the late Eugenio
Toussaint. During her 12 years as Co-Principal of the Yucatan
Symphony she has worked with conductors such as Alondra de la
Parra, Juan Carlos Lomonaco, Enrique Batiz, Roman Revueltas,
Guadalupe Flores, Jesus Medina, Fernando Valcarcel, Lafranco
Marcelletti, Robert Carter Austin and Enrique Barreos. As a
soloist Mrs. White has performed works such as Jacques Ibert’s
“Flute Concerto”, Howard Hanson’s “Serenade”, Mozart’s “Flute
Concerto in G Major”, Mozart’s “Flute and Harp Concerto”,
Vivaldi’s “Piccolo Concerto in C”, Bach’s “Brandenburg no. 4”,
Bach’s “Suite in b minor”, Peter Breiner’s “Beatles Go Baroque:
Concerto Grosso No. 3”, Hoffman’s “Serenade”, Malcolm
Arnold’s Flute Concerto no. 1, an arrangement of Gang Chen’s
“Butterfly Lover’s” for flute and violin, Gabriel Velazquez’s
“Concerto for three flutes and one flutist”, and Jeff Manookian’s
“Khachkar” for alto flute and strings with the composer
conducting. She has also participated in Festival Otono Merida
with the Ensemble Xanun performing Claude Bolling’s Suites and
during the Hacienda Xcanatun Merida Chamber Music Festival
with the talented New York harpist Ruth Bennett. In her early
years, she performed with Orchestra X, University of Houston’s
AURA Contemporary Music Ensemble, Orquesta Sinfonica de
Monterrey, Acadiana Symphony, and Las Vegas Music Festival
Orchestra. Before moving to Mexico, she held the Vinita and Roy
O. Martin Chair as Second flutist with the Rapides Symphony. In
2005 Mrs. White was chosen as Texas Flute Society Solo
Competition Winner performing Takemitsu’s “Air” for
unaccompanied flute. As a private flute teacher Mrs. White has
taught at Spring High School and Twin Creek Middle School in
Houston, Texas. In Merida, Yucatan, Mexico, she was the
professor of flute and Woodwind Coordinator at CEMUS (Centro
de Musica “Jose Jacinto Cuevas”) and Maestra of flute at
Esperanza Azteca.
Jose Gabriel Velazquez Avila was born in Merida, Yucatan,
Mexico. At the age of 6, he began his formal studies of violin
under the direction of Maestro Juan Alberto Bermejo Suaste in el
Centro Estatal de Bellas Artes. In 1997 he was a finalist in the
Hermilo Novelo violin competition in Mexico City. In 1998 he left
for Xalapa Veracruz to study at the University of Veracruz with
Maestro Carlos Marrufo Gurrutia. Gabriel later entered la
Orquesta Sinfonica Juvenil del Estado de Veracruz under the
direction of Luis Herrera de la Fuente. In 2004 Maestro Gabriel
began performing as soloist and Concertmaster with la Orquesta
Universitaria de Musica Popular del Estado de Veracruz under
the direction of Rodolfo “Popo” Sanchez Vega. Maestro Gabiel
studied counterpoint, harmony and composition with Maestro
Mateo Oliva. Maestro Gabriel also formed and directed the

Mariachi Universitario with which he recorded two cd’s and
toured Mexico and northern Italy. In 2008 he returned to the
Yucatan as one of the first violinist in the Orquesta Sinfonica de
Yucatan. He also participated in the Chamber Orchetra of the
UADY and the Chamber Orchestra of Merida Yucatan where he
was not only a first violinist but also arranger and soloist. As a
teacher Maestro Gabriel has taught at the music institutions
CIMI, CECUNY, CEMUS, and Esperanza Azteca. Currently,
Maestro Gabriel maybe found performing with Shreveport
Symphony, Rapides Symphony, Monroe Symphony, Texarkana
Symphony, South Arkansas Symphony and Lake Charles
Symphony.
Paul Christopher began his undergraduate studies with Madeline
Foley at the New England Conservatory of Music and earned his
Bachelor of Music Education. He pursued graduate studies at the
University of Memphis with Peter Spurbeck and earned his
Master of Music in Cello Performance. Presently Christopher is
Associate Professor of Cello and Music Theory at Northwestern
State University of Louisiana in Natchitoches, Louisiana. His
articles have been published in the Jacques Offenbach Society
Newsletter, Strings, American String Teacher, and Bass World. A
longtime member of the Shreveport Symphony Orchestra as
Principal Cello, Christopher continues to perform with area
orchestras, such as Rapides Symphony and South Arkansas
Symphony. In the summers, he served as Assistant Principal Cello
with the Peter Britt Festival Orchestra. Additionally, Christopher
has performed guest artist recitals in Arkansas, Colorado, Florida,
Indiana, Kansas, Louisiana, Mississippi, Nebraska, New Mexico,
Tennessee, Texas, and internationally in Costa Rica, Honduras,
Panamá, and South Korea. He has presented and performed at
professional conferences, such as NSU’s Research Day, Louisiana
Music Educators Association, Louisiana Music Teachers
Association, Huntsville New Music Festival, Southeastern
Composers League Forum, Society of Composers, Inc. and
National Association of Composers. Christopher’s Lagniappe
recording of Offenbach Cello Duos was reviewed by Colin Clarke
of Fanfare saying, “The standard of playing is consistently of the
highest level. Documentation is helpful and shot through with
the enthusiasm that defines the performances themselves.” This
CD is the seventh in a series devoted to the cello music of Jacques
Offenbach recorded on the Human Metronome label produced
by Helen and Beecher Wood. For more information please visit:
paulchristophercello.com. Christopher has appeared on
numerous recordings as a member of the Nashville String
Machine. He has also recorded works by contemporary
composers Dinos Constaninides, Don Freund and Mark Prince
Lee.
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MASTERS AND THE MYSTERIOUS
Zendra White, flute • Gabriel Velazquez, violin • Paul Christopher, cello
Program Notes by Jackson Harmeyer
When the coronavirus pandemic hit the United States
this March, we still had one concert left in our 20192020 Nachtmusik season. It was to be a grand finale
featuring our local musicians and friends, Zendra
White, Gabriel Velazquez, and Paul Christopher, but
like so much else had to be canceled due to the
extreme circumstances surrounding this disease. We
are grateful that, now seven months later, Sally and
Wayne Halm of Natchitoches have given us an
opportunity to share this music with the understanding
that this will be a socially-distanced concert—the
safest and only option for hearing live
music amid this deadly pandemic
which has already claimed the lives of
over
two
hundred
thousand
Americans
and
many
more
individuals worldwide. Although we
rejoice to hear live music once more,
we do so with caution and ask that
you respect your neighbors by
wearing a mask and maintaining
appropriate distance. It is with this
understanding that we celebrate
chamber music through the works of
two classical masters, Joseph Haydn
and Niccolò Paganini, as well as two Joseph Haydn
contemporaries, Tao Li and our
violinist Gabriel Velazquez. Tao and Gabriel have
shared thoughts on their own compositions while I
have written about the remaining works. We are
particularly excited to hear Gabriel’s Xibalba: Mayan
Underworld, a new piece which receives its premiere
this afternoon just in time for Halloween and the
related Mexican holiday, Day of the Dead. Thank you
for your cooperation, and we hope you will enjoy the
music!
The Viennese Classicist Joseph Haydn (1732-1809) is
well-known for his symphonies and string quartets as
well as his oratorio, The Creation, and a handful of
masses. Yet Haydn wrote in many other genres too,
including piano trios and string trios, which we have
programmed at the Sugarmill Music Festival, and also
operas, concerti, sonatas, and songs. He was prolific in
most genres, even those for which he has not been

remembered. Haydn’s trios for miscellaneous
instruments, grouped under Roman numeral IV in the
Hoboken catalog, prove this point. Hoboken lists
eleven such works which, with a single exception, were
composed in one of two batches. An initial set of six
date from 1784 while a later set of four, known as the
London Trios, were written a decade later in 1794
during his second residency in this English city. The
work we hear this afternoon, Trio No. 3 in G major,
Hob. IV:3 comes from the London set. Originally scored
for two flutes and cello, Haydn’s London Trios have
often been heard on flute, violin, and
cello as our musicians play them.
Indeed, it was in this form that three of
the
twentieth-century’s
most
celebrated players—flutist Jean-Pierre
Rampal, violinist Isaac Stern, and cellist
Mstislav
Rostropovich—presented
these trios in an acclaimed 1982 release
on CBS Masterworks.
Haydn composed his London Trios for a
private gathering of friends. On
November 14, 1794, Haydn travelled
with Lord Abingdon to Preston, twentysix miles from London, to visit the
Baron of Aston. Abingdon and Haydn
had become close acquaintances by this time, and
both he and Aston were amateur flutists and
composers who enjoyed playing music together. Haydn
himself would have played the cello part at their
November gathering. Of the eight movements that
have survived, five were given by Abingdon at his
death in 1799 to the London publisher Monzani and
released as Trios Nos. 1 and 2, then gaining the London
appellation. Haydn later wrote that he regarded the
three movements of our G-major trio as a set, but
neither this trio nor the single movement that has
become the fourth were published within Haydn’s
lifetime. The First Movement, set according to sonata
principle, is marked Spiritoso; it is appropriately
brilliant and cheerful, although its second theme
reveals some darker inclinations. The Second
Movement, Andante, has an endearing nobility familiar
from the slow movements of his later symphonies and
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quartets. The instruments each gain greater
individuality here, so that the cello becomes an equal
contributor and there is room for a brief fugato
interlude. The Third Movement, marked Allegro,
restores the jollity of the First Movement while still
encouraging the independence of the Second.
The Italian Niccolò Paganini (1782-1840) acquired within
his lifetime a legendary status as a violin virtuoso, a
reputation he has maintained ever since. Yet we often
forget the sheer quantity as well as quality of his
compositions, most of which fall under the heading of
chamber music. Much of this chamber music is for or
includes guitar, Paganini’s
other main instrument, but
other works like the Duetti
concertanti are for violin and
cello. These three duets are
presumed to be early works,
composed shortly after 1800,
and, like the majority of
Paganini’s
compositions,
survive only in manuscript
where they are listed as MS
107. Each of the three duets is
in two fast movements and,
Niccolò Paganini
although they lack slow
movements, they otherwise maintain the conventions of
Viennese Classicism. Specifically, their weight rests in the
sonata-principle first movements while their shorter and
lighter final movements tend to follow rondo form or
apply folk dance conventions, like the polonaise of the
third duet. The designation “concertante” indicates the
equality of the violin and cello parts, rather than an
intention for concert usage. Paganini, in fact, dedicated
these works to amateurs (agli amatori), not professional
musicians like himself, and the writing avoids the
demanding techniques of his concerti and other
showpieces.
We hear the Duet No. 1 in E-flat major this afternoon. Its
two movements are marked Allegro and Rondo Allegretto,
respectively. The cello launches the duet with an energetic
passage before the violin soars in with the melody; soon
though they trade roles in a neat reversal. Their
interchanges become increasingly playful leading up to the
second theme. At times they can be conversational, but at
others they are outright competitive. The development
takes a darker turn when the violin silences its competition
with quick scalar runs. The cello huffs a little before
introducing a tender melody which eventually wins over
the violin, so that the recapitulation demonstrates their
cooperation once more. The violin introduces the

descending melody of the final movement before the cello
reiterates it. According to rondo form, interludes pull us
away from this main theme a few times, although we
always inevitably find our way back. The movement and
piece end in a single stroke without the grandeur we
would expect from Paganini, the legendary virtuoso. More
to our expectations is his Caprice No. 13, played as an
encore following the duet. This work has been nicknamed,
“The Devil’s Laughter,” and rumors that Paganini had
traded his soul to the devil to acquire his stunning
technique seemed to follow him around; this was despite
his own account of an angel who once visited his mother
to foretell of her son’s promise. The Twenty-Four Caprices
for solo violin, his Op. 1, were written around 1805 but not
published until 1820. They had been his exclusive
showpieces for more than a decade, but upon their
publication were dedicated to artists (alli artisti) as
opposed to the amateur duets.
© Jackson Harmeyer 2020

About Jackson. Jackson Harmeyer is a freelance concert
annotator based in Alexandria, Louisiana. He serves as
Director of Scholarship to the Sugarmill Music Festival
and as Marketing Chair to the Chamber Music Society of
Louisville. A project he is developing for next May’s
Sugarmill Music Festival, “A Scholarly Presentation in
Lecture and Music: Solomon Northup in the Central
Louisiana Sugarhouse,” has been awarded a prestigious
Rebirth Grant by the Louisiana Endowment for the
Humanities. As of August 2020, Jackson has begun a
Master’s of Library Science with a specialization in Music
Librarianship at Indiana University where he is the
recipient of a May Copeland Fellowship and participates
in the Midwest Chapter of the Music Library Association.
Previously Jackson earned an M.M. in Music History and
Literature from the University of Louisville with a thesis
entitled, “Liminal Aesthetics: Perspectives on Harmony
and Timbre in the Music of Olivier Messiaen, Tristan
Murail, and Kaija Saariaho.” There he was a recipient of
the Gerhard Herz Music History Scholarship and was
employed at the Anderson Music Library where he did
archival work for the unique Grawemeyer Collection of
Contemporary Music. Jackson has shared research at two
meetings of the South-Central Chapter of the American
Musicological Society; the University of Tennessee
Contemporary Music Festival; the Music by Women
Festival; and the University of Louisiana System Academic
Summit. Aside from his studies, Jackson is a music
blogger, composer, choral singer, avid reader, and awardwinning nature photographer. Learn more at
www.JacksonHarmeyer.com.
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COMPOSER LI TAO ON HER “CONVERSE WITH RAIN”
Interview by Jackson Harmeyer

What was your initial inspiration for Converse with Rain? The inspiration came from the
tiled-roof architectures inside of Chinese gardens. The shapes of the roof tiles are
specifically designed to amplify the acoustics of the falling rain. The Chinese aesthetic and
appreciation of natural beauty in all shapes and forms is what moved me to write this
piece.
Who were the performers at its premiere, and how did Zendra and Paul come to play the
piece? I was director of the student-run TaiHei Ensemble at the University of Oregon School of
Music and Dance at the time. Two wonderful musicians Alexis Evers (flute) and Hendrik Mobley
(cello) of TaiHei premiered this piece as part of the project, “A Day in a Chinese Garden.” This
piece is dedicated to them and they brought it to life. I live-streamed all the concerts of the
Li Tao
Garden project, and I think Paul watched both concerts in Eugene and in Portland. Then we got
into conversation about his and Zendra’s interest in performing this piece. I’m grateful that they did manage to perform
Converse with Rain at this year’s Music by Women Festival before the shutdown.
Can you talk more about “A Day in a Chinese Garden”? Were there other pieces performed besides Converse
with Rain? The mission of TaiHei is to create conversation and raise awareness of music from different cultures in
the community through the music we perform. I came up with the idea for “A Day in a Chinese Garden” and got
the project funded by the SOMD so I was able to bring ten composers from University of Oregon to go visit Lan Su
Chinese Garden in Portland. We had a full-day immersion in the philosophy, aesthetic, and structure of the
Chinese garden. We also listened to a Gu Zheng performance for about an hour. Every composer found
inspiration from this garden then wrote a piece for TaiHei. We had ten pieces written for this project which we
premiered in Eugene at University of Oregon as well as inside of the Chinese garden in Portland.
In your biography, you write that you integrate ancient Chinese ideology with Western techniques. Can you tell
us more? How is this reflected in Converse with Rain? If you listen to my music, sometimes you can hear clear
Chinese melodic phrases, sometimes not. I think the cultural influences or signifiers don’t have to be obvious,
however. Sometimes they are imbedded underneath the surface of music. For example, in Converse with Rain, I
used several extended techniques on both flute and cello to recreate the sound of rain falling through the tiled
roof of Chinese architectures.
How do you feel about the term “intercultural music,” one that I have used several times at my MusicCentral
blog to refer to music which transcends cultural boundaries? Do you feel that this term applies to your
aesthetic? Do you like this term or is it problematic? Composers have their own musical language because
everyone’s experiences and backgrounds are different. My study and living experiences in China and abroad in
the United States shaped my own unique language in music. This language has elements of the cultures I’ve been
part of, but I would like to label my music as “Tao’s music.” It is harder and harder to categorize new music as
intercultural or otherwise, but if by doing so we can help bring in more audience and engagement from the
community then I think that’s most important.
Are there particular motives or devices listeners should pay attention for in Converse with Rain? Is there a
narrative or program in this composition? There are five micro titles or section titles in the piece: Before rain;
Rain drops; After rain; Rushed rain, and After rain. Each provides a different timbre of sound through which I try
to recreate the rain sound. The sections are clear, so I suggest the audience members close their eyes while
listening to this piece and try to synchronize their imagination and the music. I hope they can hear how the sound
changes as the “rain” starts or stops.
You just completed your doctorate from University of Oregon, correct? What’s next? This will be an exclusive
release as I haven’t shared this news publicly yet: I’ve actually started my second doctorate program at University

6

of Oregon in Performance of Data-Driven Instruments. This is a degree that integrates performance, composition,
instrumental design, and computer technology.
Would you like to share any thoughts about your dissertation? Are there performances planned? Absolutely!
I’m really proud of my dissertation piece: Kong Ling You 空灵游 – concerto for percussionist, chamber
orchestra, and electronics. The inspiration draws from the Chinese classic fiction novel Journey to the West
written in the Ming dynasty (c.1592). Besides a bunch of Western percussion instruments, I also included several
Chinese traditional percussion instruments in this piece. The piece is fun, thrilling, mysterious, and beautiful. It’s
twenty-three minutes long and has three movements that each can be performed alone. There are no
performances planned yet due to the large ensemble requirement and current situation with the pandemic, but if
anyone is interested in performing part or all of this piece in the future, please contact me!
Have either the pandemic or the recent political unrest in Oregon affected the opportunities available to you? I
had several national and international performances of my music scheduled from early spring to mid-summer all
of which were canceled. Some managed to move things to virtual presentations but the experience is completely
different. While I think the virtual format has its own advantages, such as watching concerts in my living room
with PJs, I do miss the physical concert and in-person interaction with other musicians and the community.
Regarding the calls for racial justice, I have one thing to say: GO OUT AND VOTE!

COMPOSER GABRIEL VELAZQUEZ ON HIS “XIBALBA:
MAYAN UNDERWORLD” INTERVIEW BY JACKSON HARMEYER
When did you begin composing Xibalba: Mayan Underworld? Have there been particular challenges in either
writing or learning this piece? I began writing/composing about the Bible’s Book of Revelation in 2007 because I
felt the idea was mysterious and intriguing. In 2018 and 2019, I became fascinated with the Popol Vuh after I
brought the book back from Mexico and began reading it again (now much older and mature than the first time I
read it). I became fascinated with the section about Xibalba, or the Mayan Underworld, and wanted to write
music for it. I connected and used some of the themes I had saved from my unfinished work about the Apocalypse
from the Bible. The two are similar as the Popol Vuh is seen as a Mayan Bible. At first I was very inspired, and the
ideas and themes flowed easily, but when the pandemic situation began this March it became very difficult for me
to focus and finish the themes and ideas. The other challenge was for myself to explore the viola with new ideas,
effects, and use of colors without the use of my violin. I was surprised to find
a buffet of colors with the cello, viola, and piccolo/flute.
Can you describe the program for Xibalba? Is there a particular storyline we
can hear in this music? I concentrated on the story of Hun-Hunahpu and
Vucub-Hunahpu from the Popul Vuh, two brothers who are led to the
Underworld. I begin setting the scene with ethnic sounds and instruments.
Movement II is titled “Mayan Ball Game.” This movement is where the two
brothers are playing ball and disturb the gods of Xibalba. The children of HunHunahpu and Vucub-Hunahpu were flutists, singers, painters, and very wise. This is
where the piccolo plays a part in Movement II. Movement III is about the
Messenger Owls. The gods of Xibalba sent the Messenger Owls to tell the brothers
Gabriel Velazquez with Zendra White
to come and play their game in the Underworld. They give the brothers a chance to
say goodbye to their family. The brothers follow the Messenger Owls into the Underworld. This is where Movement IV
begins, and it is titled “The Death of Hun-Hunahpu and Vucub-Hunahpu” as the brothers are placed under several trials
and tests. Ultimately they lose and are beheaded. For Saturday the work will end here, however I have continued to write
to end the rest of the story of Xibalba.
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How is Mayan civilization regarded in Mexico and, specifically, in the Yucatan where their empire was based?
Does contemporary Mexican or Yucatan culture still reflect Mayan culture? The Mayan culture is still quite
prominent in the Yucatan where I am from. One can see it in the facial features and skin of the people. It is also
very evident in the way the people speak because of their accent, and there are words that only we in this region
use which people from other states do not know. The Mayan language is also still very important and strong in
the Yucatan. Many of the people from the pueblos still speak Maya. It is very different than other parts of
Mexico. The food is also unique and different as well as the dress. The Spanish pushed the Catholic religion on the
Mayans, so some views are not the same as our ancestors. We do, however, still keep several Mayan traditions
and cultures to this day.
Can you describe your interest in the Mayans? Is this your first composition about their civilization? I am
Mayan on my mother’s side of the family. My culture is based on the Mayan customs, and I remember my
grandfather teaching me things from the Mayan beliefs. My interest grew more after being away from home—
Merida, Yucatan—and living here in the United States. It also grew after reading the Popol Vuh. I have written
some other works and extracts about the Mayans. They are saved but have never been performed, so I am
grateful for this opportunity.
Does your composition Xibalba have any associations with either Halloween in the United States or the
Mexican holiday, Day of the Dead? The piece is mostly rooted in the book, so there is no real connection to
either of these holidays. In the Yucatan we do not exactly celebrate Día de los Muertos. Instead we celebrate
Hanal Pixan, which is Maya for “Food for the Spirits” or “Food for the Souls.” We make an altar with photos and
candles, and we place the favorite food for those who have passed. It is said that they come and visit and take
away the taste (sabor) of the food—the food does not taste the same after. There is a hierarchy to the altar, and
it is somewhat complicated to do correctly. This is so that we do not forget our ancestors and family. We also
celebrate with a traditional dish called “Pib.” It is cooked buried in the ground. It is difficult to make. It is made
with corn masa, meat, purple hull peas, and wrapped in banana leaves and buried and cooked in the ground.
What are your hopes for the premiere of Xibalba this Saturday? Are there additional performances planned? I
hope to transmit the book to the audience. I hope they can enjoy it. It is different and somewhat dark and ethnic.
My piece is currently missing two movements: the Mayan goddess Ixquic and the sons of the brothers and how
they conquer the Underworld. I hope to inspire some to research Mayan culture and maybe even read the Popol
Vuh. It has been translated into several languages, including English.
Would you like to comment at all on the pandemic? How has it affected your life and your musicmaking? What
has happened has affected everyone on some level. It is very sad what is happening. Personally it has affected me
tremendously not having concerts or events. I am a freelancer, and I live based upon concerts and events—I do
not make a salary. I have been forced to work construction and find other ways to provide income for my family.
It has caused depression not being able to make music. I think we should find a way to move forward. There is
always a solution, maybe we just need to be creative and perform like Saturday in open air and take precautions.
In these moments, we need music more than ever.
Is there anything else you would like to say about Xibalba or Saturday’s concert? Xibalba is a work that I
composed with a lot of love. I experimented with the viola finding new colors and trying to encounter the
Underworld. I hope everyone enjoys the work. It is always a great pleasure to perform with Zendra and Paul. I am
always inspired by Paul, and I respect him very much. Rehearsals have been fun and gratifying.
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