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Guest conductor Paul Polivnick is currently conductor lau-
reate of the New Hampshire Music Festival, having served
as its music director from 1993 to 2009. He previously held
posts as music director of the Oberlin Conservatory orches-
tras, music director of the Alabama Symphony Orchestra,
principal conductor of Harmonia Classica of Vienna, and
associate principal conductor of the Milwaukee Symphony.

A prominent figure on the world stage, he has con-
ducted the London Symphony, Royal Liverpool Philhar-
monic, Austrian Radio Orchestra, Czech Philharmonic
Chamber Orchestra, National Orchestra of Lille, France,
Orchestral Ensemble of Paris, Luxembourg Philharmonic,
Barcelona Symphony, Russian Philharmonic of Moscow,
Kiev Camerata, Brno Philharmonic, Edmonton Symphony,
Orchestra London (Ontario), UNAM Symphony Orchestra
of Mexico City, Puerto Rico Symphony and all of the leading
orchestras in Korea.

In the USA, Mr. Polivnick has guest-conducted over
40 orchestras and opera companies, including the Los An-
geles Philharmonic, Los Angeles Chamber Orchestra, Sym-
phony Silicon Valley, Brooklyn Philharmonic, Indianapolis
Symphony, Utah Symphony, San Diego Symphony, North
Carolina Symphony, Fort Worth Symphony, New Mexico
Symphony, Central City Opera, Santa Barbara Grand Opera
and Charleston Opera.

In the recording studio, Mr. Polivnick has made numer-
ous commercial recordings in the United States and Europe
for such labels as Naxos, Harmonia Mundi, Albany, None-
such, Universal Music France, Harmonia Classica, Centaur,
Christal and Accord, including a live recording of Thierry
Escaich’s Mirror of Shadows with soloists Renaud and Gau-
tier Capuçon and the National Orchestra of Lille.

Mr. Polivnick began his professional career in Los An-
geles, where he played viola with the Los Angeles Chamber
Orchestra under Sir Neville Marriner, founded the LA Ra-
dio Orchestra, and took his first conducting post with the
Debut Orchestra of the Young Musicians Foundation, suc-
ceeding Michael Tilson Thomas. Born in Atlantic City, he
studied at the Juilliard School with Oscar Shumsky and Jean
Morel, earning a degree in orchestral conducting, and at
Tanglewood—both as a violinist and as a conducting stu-
dent of Leonard Bernstein.

Paul Polivnick is the second of six candidates for the
position of OSSCS music director.

Soprano Catherine Haight appears frequently with the re-
gion’s most prestigious musical organizations, regularly per-
forming in Pacific Northwest Ballet’s Carmina Burana and

The Nutcracker. Reviewing PNB’s world premiere of Christo-
pher Stowell’s Zaı̈s, The Seattle Times called her singing
“flawless.” She appears as soprano soloist on the OSSCS
recording on Handel’s Messiah, the Seattle Choral Company
recording of Carmina Burana, and on many movie and video
game soundtracks, including Pirates of the Caribbean, Ghost
Rider and World of Warcraft. This spring she will sing Strauss’
Four Last Songs with the orchestra of Seattle Pacific Univer-
sity, where she has served on the voice faculty since 1992.

Mezzo-soprano Kathryn Weld has performed extensively
throughout the United States, Canada, Europe and Japan.
Her expertise extends from Baroque ornamentation to bel
canto opera, from Mahler song cycles to world premieres.
She has made two solo appearances with the New York Phil-
harmonic, under the direction of Charles Dutoit (de Falla’s
Three-Cornered Hat) and Kurt Masur (Grieg’s Peer Gynt). She
made her Carnegie Hall debut to critical acclaim in a perfor-
mance of Bach’s Mass in B Minor with Musica Sacra. The
Seattle P-I praised her performance of Alexander Nevsky with
the Seattle Symphony for “beauty of tone, a long line and a
handsome shaping of Prokofiev’s phrases.”

Tenor Stephen Wall has appeared frequently with Orchestra
Seattle and the Seattle Chamber Singers since 1985 and can
be heard on the OSSCS recording of Handel’s Messiah con-
ducted by George Shangrow. During that time he has also
been featured in leading and supporting roles with Seattle
Opera, in addition to roles with Portland Opera, Utah Fes-
tival Opera and Tacoma Opera, and appearances with the
symphonies of Seattle, Vancouver, Spokane, Everett, Belle-
vue, Yakima, Pendleton, Great Falls and Sapporo (Japan).
Mr. Wall has also served as the director for many musical
theater productions in western Washington and maintains
an active voice studio in Seattle.

Baritone Charles Robert Stephens has enjoyed a career
spanning a wide variety of roles and styles in opera and
concert music, with Opera News praising him for “commit-
ted characterization and a voice of considerable beauty.” At
New York City Opera, he sang the role of Prof. Friedrich
Bhaer in the New York premiere of Mark Adamo’s Little
Women, and was hailed by The New York Times as a “baritone
of smooth distinction.” He has sung on numerous occasions
at Carnegie Hall in a variety of roles with Opera Orchestra
of New York, the Oratorio Society of New York, the Master-
works Chorus and Musica Sacra, as well as with ensembles
throughout the Pacific Northwest.
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We dedicate this evening’s concert, with love, to our dear friend Suzi Means, who passed away October 21.
Suzi sang with the Seattle Chamber Singers for many years, acting as alto section leader during most of her

tenure. Suzi and George Shangrow met as undergraduates at the University of Washington and were
fast friends for 40 years, making music together and traveling on several of George’s European trips.

Suzi and her husband, Brian Box, shared with George a love of music, good food and wine. Brian and Suzi
loved to entertain—Brian is an incredible chef—and George was often on their guest list.

Suzi was a kind and generous person who will be greatly missed by all of her friends in OSSCS.



Program Notes

Johann Sebastian Bach
Orchestral Suite No. 3 in D Major, BWV 1068

Bach was born in Eisenach, Germany, on March 21, 1685,
and died in Leipzig on July 28, 1750. He likely composed this
orchestral suite in Leipzig around 1730, scoring it for 2 oboes, 3
trumpets, timpani, strings and continuo.

Bach composed at least four works that we today call
“orchestral suites,” but which he dubbed ouvertures after the
style of their expansive opening movements, although he
likely wrote other pieces in this form that have not survived.
He may have created early versions of these works during
his time at Anhalt-Köthen, where from 1717 through 1723
he concentrated on producing instrumental music and other
secular pieces for Prince Leopold. The small number of
musicians available to Bach at Köthen leads most musical
historians to conclude that the surviving versions of his four
orchestral suites—three of which call for relatively large
forces—must date from Bach’s time in Leipzig, where in
1723 he took up a post that he held until his death.

When the director of Leipzig’s Collegium Musicum, an
organization devoted to the performance of secular music,
vacated his post in 1729, Bach took on that responsibility—
on top of his myriad responsibilities to provide music for the
city’s church services and teach at St. Thomas’ School. The
Collegium gave concerts each Friday evening at Gottfried
Zimmermann’s coffeehouse and Bach sometimes produced
new music for these occasions, as well as adapting works he
had originally written in Köthen. The surviving instrumen-
tal parts for his Orchestral Suite No. 3 are in his own hand,
as well as those of C.P.E. Bach (who began copying music
for his father in 1729) and Johann Ludwig Krebs (who also
worked for J.S. Bach around this time), which leads modern
scholars to conclude that he composed the work in 1730 or
1731.

During the first decades of the 18th century, German
composers such as Johann Christoph Graupner, Johann
Friedrich Fasch and Georg Philipp Telemann (who had
founded the Collegium Musicum about 20 years before
Bach arrived in Leipzig) wrote dozens of such orchestral
suites. Collections of instrumental dances had flourished
in Germany throughout much of the previous century, but
these originally employed a rather free-form opening move-
ment. The Germans eventually fell under the influence of
the French-Italian composer Jean-Baptiste Lully (1632–1687),
credited with the creation of the ouverture form: a grand
opening movement in which an introduction in slow tempo
(marked by dotted rhythmic patterns) gives way to a faster
fugal episode, followed by a reprise of the slow opening sec-
tion. At the French court where he served, Lully used this
regal introductory movement to accompany the entrance of
the sovereign prior to a performance of his ballet music.

The brilliant opening of Bach’s third orchestral suite
stands at the pinnacle of the ouverture form. When, in 1830,
Felix Mendelssohn (who the previous year had revived
Bach’s St. Matthew Passion) played this movement on the pi-

ano for Johann Goethe, the German poet told Mendelssohn
he could visualize “a procession of elegantly dressed people
proceeding down a great staircase.” There follows one of
Bach’s most sublime creations, an Italianate instrumental
aria—the only such Air that survives from the composer—
that rightfully holds a special position among his most pop-
ular music. (Most listeners know it as the “Air on the G
String,” due to an 1871 arrangement for violin and piano by
August Wilhelmj, who transposed it into a key that allowed
performance on the violin’s lowest string.) The remainder
of the work consists of lively dances: a pair of gavottes, a
bourrée and a gigue.

John Adams
The Chairman Dances (Foxtrot for Orchestra)

John Coolidge Adams was born in Worcester, Massachusetts,
on February 15, 1947, and now lives in Berkeley, California. He
composed The Chairman Dances in 1985 in conjunction with
work on his opera Nixon in China, and in response to a Na-
tional Endowment for the Arts commission from the Milwaukee
Symphony. Lukas Foss conducted the first performance with
that orchestra on January 31, 1986. The work calls for pairs of
flutes (both doubling piccolo), oboes, clarinets (one doubling bass
clarinet) and bassoons, 4 horns, 2 trumpets, 2 trombones, tuba,
timpani, a large percussion battery, piano, harp and strings.

John Adams holds an unrivaled position as the pre-
eminent American composer of the late 20th and early 21st
century. Raised in New England, he moved to California in
1971 after earning undergraduate and doctoral degrees at
Harvard. After a brief stint as a forklift operator, he joined
the faculty of the San Francisco Conservatory, where he be-
came immersed in the music of John Cage and other mem-
bers of the West coast avant-garde, as well as the “minimal-
ist” school personified by Steve Reich and Phillip Glass. He
absorbed elements of minimalism—its “throbbing pulses”
and repetitive musical figures—into his own idiom, but de-
scribed himself in 1980 as “a minimalist bored with minimal-
ism.” In Adams’ musical language, minimalist techniques
co-exist with long-lined romantic melodies adorned with
rich harmonies, violent accents, implied meters that over-
lap and collide with one another, and a brilliant orchestral
palette that in many of his works includes inventive use of
percussion, saxophones and synthesizers.

Adams burst onto the national scene in April 1981 with
Harmonium, an epic 35-minute work for chorus and orches-
tra commissioned by the San Francisco Symphony for the
opening season of Davies Hall. During the 1980s he also
produced Harmonielehre (essentially a three-movement sym-
phony, which the composer himself conducts at Benaroya
Hall this evening, in a program to be repeated tomorrow
afternoon), Short Ride in a Fast Machine (which quickly be-
came a quintessential concert-opener) and Nixon in China
(widely regarded as the most important opera of the last
half-century). Other compositions of note include a witty
Chamber Symphony, a violin concerto, City Noir (a brilliant
symphonic work composed for Gustavo Dudamel’s first
concert as music director of the Los Angeles Philharmonic),



the oratorio El Niño, and the operas The Death of Klinghoffer,
Doctor Atomic and The Flowering Tree. His most recent works,
both premiered last season, are Absolute Jest, a Beethoven-
inspired orchestral work for the San Francisco Symphony,
and The Gospel According to the Other Mary, an oratorio for
the Los Angeles Philharmonic.

The composer describes The Chairman Dances as “an
‘out-take’ of Act III of Nixon in China” rather than an “ex-
cerpt” or “fantasy on themes from” that opera, which con-
cerns President Richard Nixon’s 1972 visit to China.

“At the time, 1985,” Adams writes, “I was obliged
to fulfill a long-delayed commission for the Milwaukee
Symphony, but having already seen the scenario to Act
III of Nixon in China, I couldn’t wait to begin work on
that piece. So The Chairman Dances began as a ‘foxtrot’ for
Chairman Mao and his bride, Chiang Ch’ing, the fabled
‘Madame Mao,’ firebrand, revolutionary executioner, archi-
tect of China’s calamitous Cultural Revolution, and (a fact
not universally realized) a former Shanghai movie actress.
In the surreal final scene of the opera, she interrupts the
tired formalities of a state banquet, disrupts the slow mov-
ing protocol and invites the Chairman, who is present only
as a gigantic 40-foot portrait on the wall, to ‘come down,
old man, and dance.’ The music takes full cognizance of her
past as a movie actress. Themes, sometimes slinky and sen-
timental, at other times bravura and bounding, ride above
in [a] bustling fabric of energized motives.”

Adams subsequently incorporated material from The
Chairman Dances into the opera’s third act.

—Jeff Eldridge

Wolfgang Amadè Mozart
Mass in C Minor, K. 427/417a

Joannes Chrisostomus Wolfgang Gottlieb Mozart was born
in Salzburg on January 27, 1756, and died on December 5, 1791,
in Vienna. He started calling himself Wolfgango Amadeo around
1770 and Wolfgang Amadè in 1777. He began work on his Mass
in C Minor after his August 1782 wedding and premiered por-
tions of it at St. Peter’s Benedictine Abbey Church in Salzburg
on October 26, 1783. In addition to double chorus, the version
performed this evening requires SSTB vocal soloists, flute (in one
movement only), pairs of oboes, bassoons, horns and trumpets, 3
trombones, timpani, organ and strings.

Mozart spent most of the years from 1774 through 1781
in his hometown of Salzburg, where he became increasingly
discontented because of his inability to find a rewarding mu-
sical position. His relationship with his patron, the Prince-
Archbishop of Salzburg, was stormy, and in 1781 he resigned
his post and relocated to Vienna, where he hoped that his
musical fortunes would improve. Mozart made his living
during the following years by teaching, publishing his mu-
sic, playing at patrons’ houses or in public, and composing
on commission (particularly operas). He finally obtained a
minor court post in 1787—it provided him with a reasonable
salary, but did not take advantage of his astounding musical
genius, requiring nothing beyond the writing of dances for
court balls.

In August 1782, three and a half years after a young
soprano, Aloysia Weber, had refused Mozart’s marriage pro-
posal, the 26-year-old composer married her younger sister,
20-year-old Constanze. Between June 1783 and July 1791,
the couple welcomed six children, but suffered the loss of
four. Their first child died at the age of two months, their
third lived less than a month, their fourth lived six months,
and their fifth survived only one hour. Mozart had precious
little time to get to know his two surviving sons, seven years
old and four months old at the time of their father’s death.

Mozart spent his last years in Vienna in growing finan-
cial distress, even though—by musicians’ standards—he
earned a good income. Through lavish spending and poor
management he found it increasingly difficult to maintain
the living standard to which his family had become accus-
tomed. He incurred considerable debt, which caused him
much anxiety and even feelings of despair. Late in Novem-
ber 1791, Mozart became seriously ill and remained bedrid-
den for the last two weeks of his life. Death came about two
months short of his 36th birthday.

Like the events surrounding the composition of
Mozart’s famous Requiem and the concurrent death of its
composer, the reasons for the composition of the Mass in
C Minor—one of Mozart’s most masterful works—and the
circumstances that conspired to leave the work unfinished,
continue to be subjects of conjecture. This very long, highly
dramatic, elaborately structured and lavishly orchestrated
cantata-style mass (whose texts are set as individual, of-
ten startlingly contrasting, sections) violated every one of
the rules for the composition of sacred music set forth by
Austria’s Catholic emperor and by Salzburg’s archbishop
(whom Mozart detested).

The Mass was not the result of a commission. Mozart’s
letters suggest that he began composing it during late 1782,
continuing into early 1783, partly as a way to develop his
contrapuntal muscles after being amazed by the works of
Bach and Handel. He likely conceived the work as a gift for
Constanze (a lover of fugues, which Mozart seems to have
found difficult to write) out of the composer’s gratitude
for his marriage in 1782 and the birth of their first child in
June 1783. Mozart may also have viewed the Mass as an
expression of piety, and as a “peace offering” that the com-
poser hoped might contribute to a reconciliation with his
alienated father and sister and their acceptance of his wife
(of whom Mozart’s father Leopold disapproved mightily).

In a letter dating from January 1783, Mozart mentions
“the score of half a mass, which is still lying here waiting
to be finished.” That summer, he and Constanze visited
Leopold in Salzburg, attempting in vain to thaw icy fam-
ily relationships (their new baby, left in Vienna with a wet
nurse, died of an intestinal infection—the infant’s parents
seem not to have learned of this until their return home).
The Mass in C Minor, probably with sections from some
of Mozart’s other masses or various plainchants substitut-
ing for not-yet-composed portions of the work, did receive
a performance but apparently failed to impress Mozart’s
father and sister. The dejected composer and his wife left



Salzburg the day after the October 26 performance.
Mozart would never return to his birthplace, and he

never finished the Mass in C Minor, but in 1785 did use
music from the Kyrie and Gloria movements for a relatively
poor-quality Lenten cantata, Davidde penitente. Not until
1840 did the “father of Mozart research,” Johann Anton
André, publish the first edition of the Mass, having found
the fragmentary autograph score, together with incomplete
performance parts, in a Bavarian monastery. This evening’s
performance uses a 1956 edition by H.C. Robbins Landon,
with the Sanctus and Osanna set for double chorus as indi-
cated in Mozart’s surviving instrumental parts.

Regarding the Mass in C Minor, Brady Russell Allred
states that, despite its remaining unfinished, “from an artis-
tic point of view, the work stands before us complete—
somewhat in the manner of Bach’s Art of Fugue or Schubert’s
Unfinished Symphony—despite the omission of major por-
tions of the mass text. And it was despite the pressure
of time that Mozart obtained a perfect musical structure.”
Scholars view the work as one of the three greatest masses
ever composed, one that forms a worthy “bridge” between
Bach’s Mass in B Minor and Beethoven’s Missa solemnis, as
it skilfully combines characteristics of older Baroque forms
with the operatic and symphonic elements of the Classical
style of which Mozart was a master.

The work opens with a strongly contrapuntal “Kyrie”
that begins in shadowed solemnity—it is the only section
of the work actually in C minor! The dotted rhythms intro-
duced in the orchestral bass reappear throughout the Mass.
Initial petitions for mercy give way to a brighter “Christe
eleison” for soprano solo (presumably Constanze) and in-
terspersed choral exclamations before the Kyrie’s darker
music returns. The first phrase of “Gloria in excelsis deo,” a
movement cast in an ABAB form, is set to ascending fanfare-
like arpeggiated figures that burst exuberantly into the si-
lence left by the Kyrie’s stark concluding section, and Han-
delian “hallelujahs” soon come to mind. The Earth rests
in peace, shining angels suddenly interrupt with the open-
ing musical figures, and peace again descends before, in
the “Laudamus te,” a scintillating soprano solo lauds and
blesses God in bravura Italian operatic style. In contrast, a
brief, gravely grand SSATB chorus, undergirded by persis-
tent dotted rhythms in the orchestra (like those in Handel’s
“Surely He Hath Borne our Griefs”) gives thanks for God’s
great glory (“Gratias agimus tibi”) and appears to prefigure
Mozart’s Requiem.

In the “Domine deus” duet that follows, solo soprano
voices intertwine above the orchestral strings. In the lengthy
succeeding section (“Qui tollis peccata mundi”), reminis-
cent of the “Crucifixus” in Bach’s Mass in B Minor, a jagged
rhythmic figure that descends chromatically over the inter-
val of a fourth is repeated by the orchestra while the double
chorus paints an agonizing picture of the Savior stagger-
ing and sometimes falling under the lash and the weight
of the world’s sins during his march to the cross. Imita-
tion and syncopations characterize the following elaborate,
contrapuntal, concerto-like trio (“Quoniam tu solus”), in
which sopranos and tenor alternate with winds and strings
as they describe as holy the Lord Most High, Jesus Christ,
who is presented in six measures of majestic splendor (the
“prelude” to the following movement’s intricate fugal coun-
terpoint) by the chorus and full orchestra. “Cum sancto
spiritu” repeatedly sounds the stately, ascending theme of
the Holy Spirit in long notes surrounded by the glory of
God the Father that pours forth in rushes of eighth notes as
this movement concludes.

The Credo opens with the appearance of the galloping
rhythmic figure with which the orchestra accompanies the
five-part chorus throughout this portion of the Creed. The
chorus often declaims a large amount of text in a homo-
phonic chant-like manner, with polyphonic sections provid-
ing contrast. The “Et incarnatus est” section is an emotional,
extended, highly decorative soprano solo in the leisurely,
graceful 6

8 meter of the siciliana (an Italian dance) accom-
panied by—and actually forming a quartet with—a “pas-
toral” trio of flute, oboe and bassoon. Written for Constanze,
Mozart hoped that, upon hearing her sing this aria, his fa-
ther and sister might appreciate her musical abilities and at
last confirm Mozart’s choice of a bride. It might also have
celebrated the safe arrival of the couple’s son in June 1783,
contemplating the miracle of God-made-human as well as
that of the baby’s birth.

Extant instrumental parts indicate that Mozart intended
the triumphant, primarily chordal “Sanctus” and the effer-
vescent, polyphonic “Osanna” to be performed by full or-
chestra and double choir in the manner of a Baroque prelude
and fugue. In the skilfully constructed, imitative “Benedic-
tus,” all four soloists combine to bless the One who comes
in the Lord’s name. The final portion of the Osanna returns
to frame the preceding quartet and conclude this section of
the Mass in a blaze of glorious praise.

—Lorelette Knowles



Text and Translation

Kyrie eleison.
Christe eleison.
Kyrie eleison.

Gloria in excelsis Deo
et in terra pax hominibus bonae voluntatis.

Laudamus te, benedicimus te, adoramus te, glorificamus te.

Gratias agimus tibi propter magnam gloriam tuam.

Domine Deus, Rex coelestis, Deus Pater omnipotens.
Domine Fili unigenite, Jesu Christe,

Domine Deus, Agnus Dei, Filius Patris.

Qui tollis peccata mundi, miserere nobis.
Qui tollis peccata mundi, suscipe deprecationem nostram.
Qui sedes ad dexteram Patris, miserere nobis.

Quoniam tu solus sanctus, tu solus Dominus,
tu solus Altissimus.

Jesu Christe.

Cum Sancto Spiritu, in gloria Dei Patris, Amen.

Credo in unum Deum.
Patrem omnipotentem, factorem coeli et terrae,

visibilium omnium et invisibilium.
Et in unum Domimum Jesum Christum,

Filium Dei unigenitum.
Et ex patre natum ante omnia saecula.
Deum de Deo, lumen et lumine, Deum verum de Deo vero.
Genitum, non factum, consubstantialem Patri:

per quem omnia facta sunt.
Qui propter nos homines, et propter nostram salutem

descendit de coelis.

Et incarnatus est de Spiritu Sancto ex
Maria Virgine et homo factus est.

Sanctus, sanctus, sanctus, Dominus Deus Sabaoth.
Pleni sunt coeli et terra gloria tua.
Osanna in excelsis.

Benedictus qui venit in nomine Domini.
Osanna in excelsis.

Lord have mercy.
Christ have mercy.
Lord have mercy.

Glory to God in the highest
and on earth peace to men of good will.

We praise you, we bless you, we adore you, we glorify you.

We give you thanks for your great glory.

Lord God, heavenly King, God the Father almighty.
Lord, only begotten Son, Jesus Christ,

Lord God, Lamb of God, Son of the Father.

You take away the sins of the world, have mercy on us.
You take away the sins of the world, receive our prayer.
You sit at the right hand of the Father, have mercy on us.

For you alone are holy, you alone are the Lord,
you alone are the Most High.

Jesus Christ.

With the Holy Spirit, in the glory of God the Father, Amen.

I believe in one God.
The Father almighty, maker of heaven and earth,

of all things visible and invisible.
And in one Lord Jesus Christ,

the only begotten Son of God.
Born of the Father before all worlds.
God from God, light from light, true God from true God.
Begotten, not made, of one being with the Father

through whom all things were made.
For us men and for our salvation

he came down from heaven.

And took flesh by the Holy Spirit from the
Virgin Mary, and became man.

Holy, holy, holy, Lord God of power.
Heaven and earth are full of your glory.
Osanna in the highest.

Blessed is he who comes in the name of the Lord.
Osanna in the highest.
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John Edwards
Nancy Ellison
Stephen Hegg & David Reyes
Jessie Johanson
Ellen Kaisse & Gary Roberts
Stephen & Mary Keeler
Fritz Klein
Jill & Arnold Kraakmo
Theodore & Pam Kummert
Judith & Alan Lawrence
Daniel Lee
Theodora Letz & Paul Blinzer
Gary & Barbara Messick
John Morgan
Kenneth & Elizabeth Robertson
Theo Schaad &

Barbara Schaad-Lamphere
Nancy Shasteen & Henry Brashen
Marcia & Eugene Smith
Alexander Stevens
David & Reba Utevsky
Jay & Becky White
Matthew Wyant & Bonnie Light
Janet Young

Presto [$250–$499]
Anonymous
David Barnes & Melissa Underhill
Charles Bretz
Ronald & Merrie Carson
Colleen Childs
Michael & Patricia Clarke
Carl Corbin & Barbara Sage
Polly Detels & Charles Embry
John Dimond & Tamara Begalcem
Mary Virginia Dombrowski
Doug & Dana Durasoff
David & Cassie Franklin
Alice Gu & Zuyi Chen
Susan Herring
Keri Holmboe
Elizabeth Kennedy &

Robert Kechley
Lorelette & Walter Knowles
David & Peggy Kurtz
Jonathan & Elizabeth Lange
Julie Lutz
Pamela McPeek
Tom Nesbitt
Darrell & Sue Newman
Gregor & Kathy Nitsche
David & Susan Dunn Ovens
Stephen Provine & Jennifer Caine
Joann Ribiero
Margaret Ridgeway

Murl Sanders & Janet Hesslein
Mary & Rich Schimmelbusch
Gary Sheridan
Geralyn Shreve
Chris & Jana Simison
Arthur & Julia Akoury Thiel
James van Zee
David & Pat Vetterlein

Allegro [$100–$249]
Anonymous (3)
Hilary Anderson
Rosann Benedict
Matthew Blackwell & Alice Towey
Bil Blades
Jennifer Bolton
Elizabeth Boyle
David & Julia Brewer
James & Diane Brinson
David & Jane Cottrell
William & Helen Dahlberg
Michael Davidson &

Patricia Johnson
Jim Demaria Kyla DeRemer
Susan Dier
Nancy Dilworth
Daniel & Kathleen Dow
Ann Erickson
Lucinda & Wallace Freece
Bijan & Shanaz Ghatan
Phillip Gladfelter
Ansgar & Anne Grosse-Wilde
Donald & Rebecca Gurka
James & Florence Harris
Lea Anne Hegg
Alexandra Heron
David & Candace Holmes
Charlotte Hood
Rena Ilumin & Thomas Roth
Pamela & Željko Ivezič
Richard & Rosemary James
Ken Johnson
Sylvia Johnson & Norman Lundin
Dysa Kafoury
Naomi & Masashi Kato
Olga Klein
William & Ruth Kratzke
Jason Kuo
Frances Kwapil
Barbara Laughlin
Nancy Lawton & Steve Fury
Arthur & Kathleen Lofstedt
Bob & Eileen Lusk
Pat & Kate MacNaughton
Gwenn Maxfield
Lila Woodruff May
Gisela McGehee
Howard Morrill

Christine Moss
Karen & Dan Oie
Jocelyn Phillips
Steven Poteet & Ann Kao
Gustav & Claire Raaum
Paula Rimmer & Lane DeCamp
Annie Roberts
Randy & Willa Rohwer
Roger & Mary Sackett
Joan Scott
Brent Shemet
Ellen Smith
Andy Studebaker
Dale & Arlene Swanson
Steven Tachell & Kathryn Weld
Pieter & Tjitske van der Meulen
Harry & Jean Vye
Petra Walker
Ellen & James Wallace
Anthony & Roselee Warren
Douglas & Ingrid Welti
Rob & Lorraine Weltzien
Daniel & Genevieve Winkler
Douglas & Susan Woods
Wilson & Barbara Wyant

Gifts in Honor of
Kyla DeRemer & David Weidner
Robert Kechley
Marcus Kidder
The Reunification of Germany
Roupen Shakarian
Liesel van Cleeff

In Memoriam
Alexander Akoury
The Parents of Michael Clarke
Karen M. Fant
Rev. Julie Diersen Koch
Peter Niiler
George Shangrow (19)
Ann Kafoury Tremaine
Irene White

Sponsorship
German Embassy
Lakeside Milam

Matching Gifts
AMD
The Boeing Co.
Google
Microsoft
Network for Good

The above list includes gifts received between August 1, 2010, and October 31, 2012. Orchestra Seattle and the Seattle Chamber Singers rely upon
support from you, our loyal listeners, to continue our mission of bringing great music to life. Contributions to OSSCS, a non-profit 501(c)3 arts

organization, are fully tax-deductible. Please see a volunteer in the lobby this afternoon, visit our Web site at www.osscs.org or call 206-682-5208
to make a donation or learn more about supporting Orchestra Seattle and the Seattle Chamber Singers.�
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Visit www.osscs.org to subscribe to our e-mail newsletter and
follow OSSCS on Facebook, Google+ and Twitter to learn more
about our exciting 2012–2103 season!


