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Solo Artists

Guest conductor Huw Edwards is in his tenth season as
music director of the Olympia Symphony Orchestra, where
he is credited with greatly improving the quality of the or-
chestra, selecting challenging yet rewarding programs and
being very active in the community. From 2000 to 2012, Mr.
Edwards served as music director of the Portland Columbia
Symphony, where he consistently received critical acclaim
from audiences, guest soloists and the press for his intense
performances and daring programming, including world
premieres of commissioned works by several Pacific North-
west composers. He stepped down from this post in May
2012 to accept an appointment as director of orchestras at
the University of Puget Sound. From 2002 until 2005, Mr.
Edwards was music director of the Seattle Youth Symphony
Orchestras and served as a faculty member at the Marrow-
stone Music Festival from 1998 to 2005. This followed seven
seasons (1995–2002) as music director of the Portland Youth
Philharmonic, a tenure that included numerous innovations,
a coveted ASCAP Award and landmark tours to Canada,
New Zealand and Australia.

As a guest conductor, Mr. Edwards has performed with
the Oregon Symphony, Vancouver Symphony, Wisconsin
Chamber Orchestra, Eugene Symphony and Yakima Sym-
phony. Recent guest engagements have included the Salem
Chamber Orchestra, a fourth appearance with the Wiscon-
sin Chamber Orchestra, the Northwest Mahler Festival Or-
chestra, and a return to the pit for a triple bill with Ballet
Northwest. Born in Wales, Mr. Edwards holds degrees from
the University of Surrey and Southern Methodist University.
He came to the Northwest from Chicago, where he was a
lecturer and doctoral candidate at Northwestern Univer-
sity. His principal teachers have been Simon Johnson, Barry
Wordsworth, Anshel Brusilow, Eduardo Mata and Victor
Yampolsky.

Huw Edwards is the third of six candidates for the
position of OSSCS music director.

Violinist Simone Porter has been described by critics as
“bold” (Seattle Times), “coolly virtuosic” (The Times) and “a
consummate chamber musician” (The Telegraph), and has
been recognized as an emerging artist who brings impas-
sioned energy and integrity to her playing. Raised in Seattle,
Ms. Porter began her violin studies at age three, studying
with Margaret Pressley, before being admitted to the studio
of the renowned pedagogue Robert Lipsett, with whom she
studies at the Colburn Academy in Los Angeles.

Ms. Porter made her professional solo debut with the
Seattle Symphony at age 10, made her European debut with
England’s Northern Sinfonia two years later, and at age 13
debuted with the Royal Philharmonic Orchestra. In May
2012, at age 15, she made her professional recital debut at
the Miami International Piano Festival. She has also soloed
with the City Chamber Orchestra of Hong Kong, the Mil-
ton Keynes City Orchestra, the Olympia Symphony, Phil-
harmonia Northwest, New West Symphony, Port Angeles

Symphony and the Young Musician Foundation’s Debut
Orchestra. She recently appeared with the Aspen Chamber
Symphony conducted by Nicholas McGegan and performed
a Paganini concerto with the Reno Philharmonic and the
American Youth Symphony.

Simone Porter has twice been featured on the radio pro-
gram From the Top, as well as on the Emmy Award–winning
TV show From the Top: Live from Carnegie Hall. She is the
recipient of numerous honors and awards, the most recent
being selected as a 2011 Davidson Fellow Laureate, which
carries with it a $50,000 scholarship. Ms. Porter is a mem-
ber of the American Youth Symphony and plays on a 1742
Camillus Camilli violin on generous loan from The Mandell
Collection of Southern California.

Soprano Linda Tsatsanis, a native of Canada, enjoys an ac-
tive and diverse career, having been hailed as “ravishing” by
The New York Times and possessing a voice with “crystalline
purity” by The Seattle Times. Ms. Tsatsanis’ career spans the
concert hall, opera stage, and performance in movies and
television. She has appeared as soloist with Seattle Baroque
Orchestra, Auburn Symphony, Orchestra Seattle and Pa-
cific Baroque Orchestra and has made recent appearances at
the Magnolia Baroque Festival as well as the Indianapolis,
Boston and Bloomington Early Music Festivals. Gramophone
described her solo album on the Origin Classical label, And
I Remain: Three Love Stories, as a “seductive recital of the
darker sides of 17th-century love.” She can also be heard on
recordings on the CBC and Naxos labels.

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 Ryan Bede holds degrees in music from the Uni-
versity of Puget Sound and the University of Washington.
Favorite operatic roles include Guglielmo in Cosı̀ fan tutte,
Count Almaviva in Le nozze di Figaro, Schaunard in La bohème
and Ben in Menotti’s The Telephone. He recently performed
in Love’s Fool by Seattle-area composer Kam Morrill, and re-
cent concert engagements include Handel’s Messiah, Bach’s
Magnificat and Fauré’s Requiem. Mr. Bede is a past partic-
ipant of Tacoma Opera’s Next Generation Artist program
and the Aspen Opera Theater Center. He teaches studio
voice in the University of Puget Sound Community Music
Department, serves as a music instructor at Mercer Island’s
L’école franco-americaine, and is a recipient of the Singers
Training Fund grant from the Seattle Opera Guild.



Vocal Texts

Bach
Gloria in excelsis Deo.
Et in terra pax hominibus bonae voluntatis.

Gloria Patri et Filio et Spiritui sancto.

Sicut erat in principio et nunc et semper
et in saecula saeculorum, Amen.

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

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

As it was in the beginning and now and always
and in the age of ages, Amen.

Vaughan Williams
This is the truth sent from above,
The truth of God, the God of love:
Therefore don’t turn me from your door,
But hearken all, both rich and poor.

The first thing which I will relate,
Is that God did man create.
The next thing which to you I’ll tell,
Woman was made with man to dwell.

Then, after this, ’twas God’s own choice
To place them both in Paradise,
There to remain, from evil free,
Except they ate of such a tree.

And they did eat, which was a sin,
And thus their ruin did begin.
Ruined themselves, both you and me,
And all of their posterity.

Thus we were heirs to endless woes,
Till God the Lord did interpose,
And so a promise soon did run,
That he would redeem us by his Son.

Come all you worthy gentlemen,
That may be standing by,
Christ our blessed Saviour
Was born on Christmas day.

The blessed Virgin Mary
Unto the Lord did pray.
O we wish you the comfort and tidings of joy!

Christ our Blessed Saviour
Now in the manger lay.
He’s lying in the manger,
While the oxen feed on hay.
The blessed Virgin Mary
Unto the Lord did pray.
O we wish you the comfort and tidings of joy!

On Christmas Night all Christians sing,
To hear the news the angels bring.
News of great joy, news of great mirth,
News of our merciful King’s birth.

When sin departs before thy grace,
Then life and health come in its place.
Angels and men with joy may sing.
All for to see the new-born King.

God bless the ruler of this house
And long on may he reign,
Many happy Christmases
He live to see again.
From out of darkness we have light,
Which makes the angels sing this night.

God bless our generation, who live both far and near
And we wish them a happy, a happy New Year.
“Glory to God and peace to men,
Both now and evermore, Amen.”

O we wish you a happy, a happy New Year,
Both now and evermore,
Amen.



Christmas Sing-Along
Jingle bells, jingle bells,
Jingle all the way!
Oh! what fun it is to ride
In a one-horse open sleigh.
Jingle bells, jingle bells,
Jingle all the way!
Oh! what fun it is to ride
In a one-horse open sleigh.

Dashing through the snow
In a one-horse open sleigh,
O’er the fields we go,
Laughing all the way.
Bells on bobtail ring,
Making spirits bright,
What fun it is to ride and sing
A sleighing song tonight. Oh!

Jingle bells, jingle bells. . .

Joy to the world! The Lord is come.
Let Earth receive her King.
Let every heart prepare him room,
And heaven and nature sing,
And heaven and nature sing,
And heaven, and heaven

and nature sing.

It came upon the midnight clear,
That glorious song of old,

From angels bending near the Earth,
To touch their harps of gold:
“Peace on the Earth, goodwill to men,
From heav’n’s all-gracious King.”
The world in solemn stillness lay,
To hear the angels sing.

Silent night, holy night.
All is calm, all is bright.
Round yon Virgin Mother and Child,
Holy infant so tender and mild.
Sleep in heavenly peace,
Sleep in heavenly peace.

Away in a manger,
No crib for His bed,
The little Lord Jesus,
Laid down His sweet head.
The stars in the bright sky
Looked down where He lay,
The little Lord Jesus asleep on the hay.

The cattle are lowing,
The poor Baby wakes,
But little Lord Jesus,
No crying He makes.
I love Thee, Lord Jesus,
Look down from the sky,

And stay by my side,
’Til morning is nigh.

Deck the hall with boughs of holly,
Fa la la la la la la la la.
’Tis the season to be jolly,
Fa la la la la la la la la.
Don we now our gay apparel,
Fa la la la la la la la la.
Troll the ancient Yuletide carol,
Fa la la la la la la la la.

O come, all ye faithful,
Joyful and triumphant!
O come ye, o come ye to Bethlehem.
Come and behold Him,
Born the King of Angels:

O come, let us adore Him,
O come, let us adore Him,
O come, let us adore Him,
Christ the Lord.

Sing, choirs of angels,
Sing in exultation,
Sing, all ye citizens of heav’n above!
Glory to God in the highest:

O come, let us adore Him. . .

Program Notes

Antonio Vivaldi
“Winter” from The Four Seasons, Op. 8, No. 4

Vivaldi was born in Venice on March 4, 1678, and died in
Vienna on July 28, 1741. He composed this concerto for solo violin
and string orchestra (with continuo) sometime prior to its 1725
publication.

Vivaldi composed roughly 500 concertos for a wide
array of instruments, including more than 200 for solo vi-
olin. These typically consisted of two fast movements in
ritornello form (in which a recurring orchestral passage alter-
nates with elaborate episodes featuring the solo instrument)
surrounding a central slow movement (where the solo in-
strument is often supported only by continuo). Vivaldi
published some of these concertos in groups of 12, calling
the third such collection (his Op. 8) The Contest Between Har-
mony and Invention. The first four of these works each depict
in music a sonnet (likely written by Vivaldi himself) about
one of the seasons. The Four Seasons, as they have come
to be known collectively, stand not only as Vivaldi’s most
well-known works but among the most widely recognized
and overwhelmingly popular of all Baroque compositions.

For the opening movement of his “Winter” concerto,
Vivaldi evokes frigid temperatures with brittle dissonances

and shivering with trills (also called “shakes”). Rapid violin
phrases usher in a “terrible wind,” while repeated notes
represent the stamping of feet and tremolos the chattering
of teeth, as described in the first four lines of the sonnet:

Frozen and shivering in the icy snow.
In the strong blasts of a terrible wind
To run stamping one’s feet at every step
With one’s teeth chattering through the cold.

In the slow movement, pizzicato accompaniment conjures
the sound of raindrops, while the warm solo writing evokes
the respite of an indoor fire:

To spend the quiet and happy days by the fire
Whilst outside the rain soaks everyone.

The final movement opens with circuitous phrases that sug-
gest sliding about on ice, with the writing becoming more
and more dramatic as the ice begins to break apart. A de-
scending scale indicates someone slipping and falling:

To walk on the ice with slow steps
And go carefully for fear of falling.
To go in haste, slide and fall down:
To go again on the ice and run,
Until the ice cracks and opens
To hear leaving their iron-gated house
Sirocco, Boreas and all the winds in battle:
This is winter, but it brings joy.



Ludwig van Beethoven
Symphony No. 1 in C Major, Op. 21

Beethoven was born in Bonn on December 16, 1770, and
died in Vienna on March 26, 1827. He began work on his first
symphony during 1799, completing it early the following year and
conducting the premiere in Vienna on April 2, 1800. The score
calls for pairs of woodwinds, horns and trumpets, plus timpani
and strings.

The first symphony of Beethoven straddles the di-
vide between the Classical era, exemplified by Mozart and
Haydn, and the Romantic period that Beethoven himself
would help usher in two years later with his monumen-
tal third symphony (the “Eroica”). Beethoven had studied
with Haydn during the early 1790s, and while their pupil-
teacher relationship was a rocky one, it is a measure of
Beethoven’s respect for Haydn’s music that the younger
composer waited until he was nearly 30 to take up the two
forms that Haydn had virtually defined: the symphony and
the string quartet.

Although Beethoven had sketched some ideas for a
symphony as early as 1795, he only set to work in earnest on
what would be the first of his nine symphonies during the
summer preceding his 29th birthday. The first performance
took place the following April, at a concert that Beethoven
organized for his own benefit, and which also included the
premiere of his Septet (a work that would quickly achieve
great popularity) as well as a Mozart symphony and two se-
lections from Haydn’s The Creation. While the Viennese crit-
ics ignored the performance, a correspondent for a Leipzig
newspaper termed it “truly the most interesting concert in a
long time.”

The slow introduction to the first movement of
Beethoven’s Symphony No. 1 opens with a dominant-
seventh chord that resolves not to C major (the work’s
“home” key) but to F major. This humorous gambit (which
Haydn had employed in a string quartet, but never in a sym-
phony) was the first of several devices that contemporary
audiences would have found somewhat shocking. The ensu-
ing Allegro con brio features the explosive accents, prominent
wind writing (one critic complained that “it sounded more
like a wind band than an orchestra”) and sudden dynamic
shifts that would become hallmarks of Beethoven’s sym-
phonic writing.

The second movement blends fugal writing with sonata
form, opening in C major but shifting to C minor for
the development—with an arresting detour to D[ major.
Beethoven calls the third movement a “minuet,” but while
the 3

4 time signature and overall structure resembles the
minuets-with-trio of Haydn and Mozart’s early symphonies,
it is a scherzo in all but name. Haydn had written similar
movements in his string quartets, but Beethoven brought
them to the symphony and would explore ever more break-
neck speeds with his ensuing entries in that genre.

The first movements of symphonies in Beethoven’s day
often began with a slow introduction, but Beethoven again
surprised his listeners by doing so in the opening of his fi-
nale, which begins with a fortissimo chord. Violins play three

ascending scale tones, which Beethoven repeats, adding one
additional note each time. Finally, the whole scale arrives in
the lickety-split tempo that will carry listeners to end of the
work. Some conductors in Beethoven’s time omitted the in-
troduction, fearing that the audience might laugh out loud.
Here again Beethoven brings to mind the humor evident in
so many of Haydn’s symphonies, but in contrast to the re-
fined wit of his onetime teacher, Beethoven’s humor is more
often of the raucous, in-your-face variety. But the ascending
scale is not merely a throwaway punchline: it recurs as an
integral ingredient throughout the fourth movement, right
up to the very end.

—Jeff Eldridge

Johann Sebastian Bach
Gloria in excelsis Deo, BWV 191

Bach was born in Eisenach, Germany, on March 21, 1685,
and died in Leipzig on July 28, 1750. He likely wrote this can-
tata for performance in Leipzig on Christmas Day during the
period 1743–1746, but the exact circumstances surrounding its
composition remain matters of conjecture. Bach employs soprano
and tenor soloists, SSATB chorus, 2 flutes, 2 oboes, 3 trumpets,
timpani, strings and continuo.

J.S. Bach was 38 when, in 1723, he accepted the position
of Cantor of St. Thomas’ Church in Leipzig. He was occu-
pied by the cares of his large family and circle of friends, the
tasks of a very busy professional life, and ongoing struggles
with local officials who never recognized that they were
dealing with perhaps the greatest musical genius ever born.
He described himself as living “amidst continual vexation,
envy, and persecution,” and yet he remained in Leipzig for
the remaining 27 years of his life.

Bach intended this unusual sacred cantata (his only
such work with a Latin text) for a Christmas Day perfor-
mance, yet scholars remain uncertain about the reasons for
its composition, the date and occasion on which it was first
heard, and its relationship to the “Gloria” movement of a
“Lutheran Missa” that Bach composed during 1733, probably
for the Dresden court, and to the “Gloria” movement of his
magnificent Mass in B Minor (1748–49). Some scholars think
that the “Dresden Missa” might have been performed in
Leipzig on April 21, 1733, to welcome Friedrich Augustus
III when he arrived to accept the town’s oath of allegiance.
Most experts, however, now believe that, when Bach’s son
Wilhelm Friedemann assumed his new duties as organist of
Dresden’s Sophienkirche in July 1733, Bach presented this
“Dresden Missa” to the new Elector of Saxony and King of
Poland as part of his application for an appointment at the
Elector’s court in Dresden.

For the three movements of BWV 191, Bach “repur-
posed” the music of three sections of the “Gloria” movement
of his “Dresden Missa.” The cantata was possibly written for
a special service of thanksgiving held in the Paulinerkirche,
the Leipzig university church, that celebrated, on Christmas
Day of 1745, the signing in Dresden of a peace treaty that
ended the second Silesian War (during which Leipzig had
been occupied by Prussian troops). It seems most likely



that Bach later expanded this same music from the Dresden
Missa’s “Gloria” into the “Gloria” of the Mass in B Minor.

In any event, BWV 191, as you will hear it today, is
a truly “glorious” work with which to celebrate any occa-
sion for rejoicing, secular or sacred. A surge of trumpets
and drums introduces the cantata’s first movement, “Gloria
in excelsis,” whose two sections form a great prelude and
fugue. Douglas Cowling describes the scoring as the “tra-
ditional Big Bach Band expected for Christmas,” to which
the energetic five-part chorus (such as Bach employs in the
“Credo” of the Mass in B Minor and in the Magnificat) adds
the sparkle of sopranos, who soar into “the highest” (a high
B\!) to proclaim God’s glory. This imitative “prelude,” an
ebullient hymn of praise in triple meter, yields to the con-
trasting fugal 4

4 “Et in terra pax,” in which peace flows in
running sixteenth notes from the darkened skies above Beth-
lehem and gently syncopated, recurring eighth-note figures
rock the night-swaddled Earth to sleep after the heavens
have been sundered by the angelic hosts’ astonishing an-
nouncement of the Christ child’s birth.

The second movement, “Gloria patri,” is a delightful
imitative duet for tenor and soprano accompanied by a
gracefully dancing flute playing a decorative sixteenth-note
melody against muted violins and violas, and pizzicato
cello and bass. (Might a “trinity” of significant musical lines
bring to mind the Holy Trinity?) Bach also builds a tripartite
A–B–A structure by repeating the movement’s instrumental
introduction at the end.

In the cantata’s jubilant conclusion, “Sicut erat in prin-
cipio,” which, like the first movement, takes the form of
a prelude and five-part fugue, the full festival orchestra
makes a triumphant return. Bach adds both new fanfare-
like choral parts at the beginning of the “prelude” and in-
dependent flute parts to the corresponding “Cum sancto
spiritu” section of the Dresden Missa’s “Gloria.” Through-
out the movement—characterized by a driving rhythm and
exuberantly tumbling sixteenth-note passages—the chorus
sings the word “saeculorum” (“of the ages”) in sustained,
“eternal” chords. The fugal episode, during which the trum-
pets largely remain silent, is divided into two sections by a
brief flute-and-trumpet-bedecked orchestral interlude fol-
lowed by a short homophonic choral passage. The fugue
provides the chorus with a complex and vocally challenging
subject and countersubject enhanced by the accompaniment
of echoing flute and oboe figures. The glittering first trum-
pet adds its ecstatic joy to the final seven measures of the
cantata, which ends somewhat abruptly as the angels sud-
denly leave the shepherds—and us—to ponder the miracle
of the first Christmas night that opens earth to the wonders
of the “ages of ages.”

Ralph Vaughan Williams
Fantasia on Christmas Carols

Vaughan Williams was born at Down Ampney, Glouster-
shire, England, on October 12, 1872, and died in London on
August 26, 1958. He composed this work in 1912 for the Three
Choirs Festival at Hereford Cathedral, where he conducted the

London Symphony Orchestra in the premiere on September 12 of
that year. In addition to solo baritone and SATB chorus, the work
calls for pairs of woodwinds, 4 horns, 2 trumpets, 3 trombones,
tuba, timpani, triangle, chimes, organ and strings.

One pervasive aspect of the “romanticism” of late 19th-
and early 20th-century culture, particularly in England, was
an intense interest in “folk arts,” including music, and this
“meme” was transmitted to Ralph Vaughan Williams, among
many other composers. Vaughan Williams had a special
love for England’s folk carols, “poems for singing” that are
descended from songs with a refrain and numerous verses
that accompanied circular dances usually celebrating a re-
ligious festival. Writing in 1911 to his friend Cecil Sharp
(1859–1924), a collector and editor of English folk song and
dance to whom the Fantasia on Christmas Carols is dedicated,
Vaughan Williams commented that there was “something
remarkable and quite unlike anything else about them. . . .
I’ve always noticed what a peculiar atmosphere the major
carol tunes have.”

Vaughan Williams’ Fantasia on Christmas Carols captures
this atmosphere in a complex, fascinating and most mem-
orable way. It consists of richly textured arrangements of
three traditional English folk songs that lead the listener
from the descent of darkness upon a sin-stained world to
the desperately needed redemption of that world through
the angel-enwreathed mystery that unfolded on Christmas
and brings light and tidings of joy to all generations, new
year by new year. The three carols are: “The Truth Sent
from Above,” set to the tune “There Is a Fountain of Christ’s
Blood” (whose text was traditionally sung at Christmas de-
spite its references to the Crucifixion), collected in Kings
Pyon, Herefordshire, in 1909, by Vaughan Williams and
his friend Mrs. Ella Mary Leather; “Come All You Worthy
Gentlemen,” from Somerset, collected by Cecil Sharp; and
“On Christmas Night” (the “Sussex Carol”), collected by
Vaughan Williams near Horsham, Sussex, in 1904.

Phrase-threads of these three carol tunes, together with
some from other carols (including “The First Nowell,” “A
Virgin Unspotted,” and the refrain “Love and joy come to
you” from “The Wassail Bough”) are interwoven through-
out the fabric of the frequently imitative accompanimental
textures. The chorus provides four different tone colors as
it sings the words, sings with closed lips, sings “Ah,” and
sings with open lips but producing a short “u” sound as in
the word “but.” Vaughan Williams’ masterful treatment of
the carol melodies enhances their beauty, just as perfectly
chosen accessories bring out the loveliness of a simple but
exquisite evening gown.

A lone cello contemplates the last phrase of the Fanta-
sia’s freely flowing first carol tune as the work begins, and
soon relinquishes the haunting melody to the solo baritone,
who is accompanied by a (mostly) humming chorus. Fol-
lowing several solo baritone verses and a four-part a cappella
reminder by the chorus of God’s promise to redeem lost
humanity through his Son and its reiteration by the strings
and humming chorus, the solo cello closes this introduc-
tory (“A”) portion of the work with a remembrance of its



initial meditation. The cello immediately gives place to the
men of the chorus who invite, in unison and a strong duple
meter, all worthy gentlemen to hear the Christmas story,
and who bring tidings of joy as well as the entrance of the
women’s voices to describe the Christ Child in the manger
(the composition’s “B” section).

The orchestra now takes up the carol tune, its music
punctuated by jubilant exclamations from the choir in uni-
son, and while chorus and orchestra together send the joyful
tidings soaring to the skies, snatches of “The First Nowell”
float through the flutes and violins and fade into the dis-
tance before the solo baritone returns to sing, in a swaying
6
4 meter, of the news the angels brought on Christmas night
(section “C”). Sopranos soon alternate their singing with the
soloist’s, while the rest of the chorus adds their colors to the
texture, and the exuberant bell-like ringing-out of Christmas
exaltation, accomplished through the use of motives found
near the end of this carol tune, reverberates throughout the
firmament before it recedes as did the songs of the angels
returning into Heaven.

With a change to duple meter for the Fantasia’s final
section, the baritone sings, in long notes, the third verse of
the second carol, “God bless the ruler of this house,” in alter-
nation, first with the chorus’ altos and basses, and then with
the sopranos and tenors, who present the text and music of
the fourth verse of the third carol, “From out of darkness we
have light,” and thus re-present the music of the “B” section
of the work in combination with that of section “C” to bal-
ance the composition’s overall architecture (A–B–C–B+C).
Swift, silvery fragments of “On Christmas Night,” “A Virgin
Unspotted” and “The Wassail Bough” now dart through the
rivers of orchestral elation between the phrases of the sec-
ond carol’s third verse, here chanted by the choir in unison.
The chorus echoes the wishes of “The Wassail Bough” for a
happy new year and the baritone repeats them before the
chorus closes the composition with a quiet Christmas-night
prayer for everlasting joy and blessing in the last phrase of
the “Sussex Carol.”

—Lorelette Knowles
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Peggy Kurtz
Lila Woodruff May
Nancy Shasteen
Liesel van Cleeff
Pat Vetterlein

Tenor
Ron Carson
Alex Chun
Alvin Kroon
Victor Royer
Jerry Sams

* principal

Percussion
Ginny Bear
Amy Bowen
Eric Daane

Harpsichord
Robert Kechley

Organ
Walter Knowles

Alto
Sharon Agnew
Jane Blackwell
Suzanne Fry
Deanne Fryhle
Rose Fujinaka
Pamela Ivezič
Ellen Kaisse
Jan Kinney
Theodora Letz
Laurie Medill
Julia Akoury Thiel
Annie Thompson

Bass
Andrew Danilchik
Doug Durasoff
Stephen Keeler
Walter Knowles
Dennis Moore
Steven Tachell
Skip Viau
Richard Wyckoff



OSSCS Supporters
Maestro’s Circle
[$10,000 or more]
Allen & Christine Rickert

Composer’s Circle
[$5,000–$9,999]
Gerald Kechley
Barbara & Eugene Kidder

Concerto Circle
[$2,500–$4,999]
Jane Blackwell
Dean & Bette Drescher
May Family Foundation
Patrick McDonald
Dennis & Jean Moore
Janet & Michael Showalter
Liesel van Cleeff
David Zapolsky

Cadenza Circle [$1,000–$2,499]
Anonymous (2)
Crissa Cugini
Beatrice Dolf
Dean Druggé
Deanna & Craig Fryhle
Jo Hansen
Harper D. Hawkins
Nancy Lewis
Mark Lutz
Steven & Katie Sauter Messick
Terry & Karin Rogers
Hans & Lyn Sauter
Ann Thompson
George Wallerstein

Vivace [$500–$999]
Anonymous
Sharon & André Agnew
Barb & Tom Anderson
Hallock & Susan Beals
Ronald & Merrie Carson

Martha Clatterbaugh &
Michael J. Moody

Per Curtiss
John Edwards
Nancy Ellison
Keri Holmboe
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
Edythe & H.J. Lurie, MD
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
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
Phillip Gladfelter
Alice Gu & Zuyi Chen
Susan Herring
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
Anthony & Roselee Warren

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
Alex Chun
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
Fay Griffin
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
Thais Melo
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
Douglas & Ingrid Welti
Rob & Lorraine Weltzien
Sam Williams
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 December 1, 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.�

�
�
�

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!


