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Maestro’s Prelude

Dear Friends,
As we celebrate our 50th anniversary this season, it’s

only right that we should take time amid the fanfare for a
bit of reflection. After all, no 50-year span in the life of a
person — much less a group — is free of sadness and loss.

OSSCS suffered a critical blow in July 2010 when its
founder, George Shangrow, lost his life in a car crash. George
had been the guiding light for this organization for 40 years,
and many of our musicians wondered if it would continue
without him. But what made George special was that he
inspired those around him, and our singers and instrumen-
talists took up his mantle and showed just how resilient
they could be. The past nine seasons have been a testament
to this sense of purpose.

That’s why tonight’s world premiere of Huntley
Beyer’s Circumference is particularly meaningful. Huntley,
a dear friend of George’s and a longtime Orchestra Seat-
tle oboist, composed this work to honor George’s memory.
Across its 10 movements, you will hear music of transcen-
dent joy and bitter heartache, of silly humor and deep spiri-
tuality — everything that encompasses the life of a person.

Our program begins with music by Jennifer Higdon,
blue cathedral, the piece that brought her to the international
prominence she enjoys today. What I find so compelling
in this work (composed as she mourned the death of her
brother) is the way that it creates space for reflection and
contemplation in the minds of its listeners instead of telling
them how to think or to feel.

After intermission, we’ll hear a memorial work of a
very different cast, a symphonic monument to a hero (or
perhaps to the idea of a hero): Beethoven’s third symphony.
The outer movements are rightly famed for their bite and
their vigor, but it’s the second movement, the funeral march,
that is the core of this symphony’s spiritual message.

One thing that we’re reflecting on a lot here at OSSCS
is how we can make sure that this group continues to make
music for the next 50 years. With that in mind, tonight we’re
announcing the creation of the George Shangrow Society,
OSSCS’s new planned giving program. By remembering
OSSCS in your estate planning, your personal legacy can be
intertwined with the great project of George’s life.

One more sad note in what I promise is not a sad con-
cert: We recently lost a dear friend, Liesel van Cleeff, who
was a member of SCS for several decades and remained
one of its most fervent supporters until the very end. We’re
pleased to dedicate this concert to her memory.

P.S. Another not-sad event is our first-ever Classical Pub
Trivia night taking place this coming Tuesday evening,
November 5, at Lagunitas Tap Room in Ballard. Doors
open at 6:00 p.m., trivia starts at 7:00 p.m. Join us!

Guest Artist

Bass-baritone Michael Drumheller has appeared on opera
and concert stages across the
nation, making solo ap-
pearances with the Seattle
Symphony, Boston Lyric
Opera, Tacoma Opera, Pa-
cific Northwest Opera, Seat-
tle Gilbert & Sullivan So-
ciety, Cleveland Orchestra
and OSSCS, and working
with such renowned conduc-
tors as Robert Spano, Gerard
Schwarz and Leonard Slatkin. As a recitalist, he is especially
interested in Russian vocal music and has been an invited
performer of that repertoire at the Icicle Creek Music Festi-
val and Wellesley College. Mr. Drumheller holds a master’s
degree in vocal performance from Boston University, where
he was a student of Phyllis Curtin, and has studied with
Armen Boyajian, Robert Honeysucker and Julian Patrick,
among other notable teachers. An alumnus of the Tan-
glewood Music Center, he also holds BS and MS degrees
in engineering and science from MIT. His diverse back-
ground includes playing timpani in symphony orchestras
and drumming and singing for his own rock bands.

Program Notes

Jennifer Higdon
blue cathedral

Jennifer Elaine Higdon was born December 31, 1962, in
Brooklyn, New York, and now lives in Philadelphia. She com-
posed blue cathedral on commission from the Curtis Institute
to commemorate its 75th anniversary. Robert Spano conducted
the Curtis Symphony Orchestra in the world premiere at Philadel-
phia’s Academy of Music on May 1, 2000. The score calls for 2
flutes (one doubling piccolo), oboe, English horn, 2 clarinets, 2
bassoons, 4 horns, 3 trumpets, 3 trombones, tuba, harp, piano,
celesta, timpani, percussion (crotales, marimba, tam-tam, vibra-
phone, glockenspiel, bell tree, sizzle cymbal, suspended cymbal,
chimes, triangle, bass drum and large tom-tom) and strings, with
various musicians playing crystal glasses and Chinese health bells.

According to her official biography, “Jennifer Higdon
is one of America’s most acclaimed figures in contemporary
classical music, receiving the 2010 Pulitzer Prize in Music
for her violin concerto, a 2010 Grammy for her percussion
concerto and a 2018 Grammy for her viola concerto. Most
recently, Higdon received the prestigious Nemmers Prize
from Northwestern University, which is awarded to con-
temporary classical composers of exceptional achievement
who have significantly influenced the field of composition.
Higdon enjoys several hundred performances a year of her
works, and blue cathedral is one of today’s most-performed
contemporary orchestral compositions, with more than 600
performances worldwide. Her works have been recorded
on more than 60 CDs. Higdon’s first opera, Cold Mountain,



won the International Opera Award for Best World Premiere
and the opera recording was nominated for two Grammy
awards. She holds the Rock Chair in Composition at the
Curtis Institute of Music in Philadelphia.”

In notes accompanying an Atlanta Symphony record-
ing of blue cathedral, Higdon says she “imagined a journey
through a glass cathedral in the sky. Because the walls
would be transparent, I saw the image of clouds and blue-
ness permeating from the outside of this church. In my
mind’s eye the listener would enter from the back of the
sanctuary, floating along the corridor amongst giant crystal
pillars, moving in a contemplative stance. The stained glass
windows’ figures would start moving with song, singing
a heavenly music. The listener would float down the aisle,
slowly moving upward at first and then progressing at a
quicker pace, rising towards an immense ceiling which
would open to the sky. As this journey progressed, the
speed of the traveler would increase, rushing forward and
upward. I wanted to create the sensation of contemplation
and quiet peace at the beginning, moving towards the feel-
ing of celebration and ecstatic expansion of the soul, all the
while singing along with that heavenly music.”

Huntley Beyer
Circumference

William Huntley Beyer was born November 17, 1947, grow-
ing up in New Jersey; he currently resides in Redmond. Commis-
sioned by Laurie Medill and dedicated “with love to the memory
of George Arthur Shangrow, who encompassed much of human
experience, and showed us how best to love life,” Circumference
receives its world premiere this evening. The score (drafted in
2015 and completed earlier this year) calls for chorus, baritone
soloist, pairs of woodwinds, horns and trumpets, 3 trombones,
tuba, timpani, percussion, harp and strings.

Composer Huntley Beyer met OSSCS founder George
Shangrow in 1969 in the classroom of harpsichordist Sylvia
Kind at the University of Washington, where Beyer had
come to pursue a graduate degree in composition. George
played harpsichord and Huntley played both oboe and
recorder. A friendship quickly developed and they began
performing sonatas and trio sonatas together. Both enjoyed
improvising, and would often crack each other up with “im-
provisational challenges” that involved ever-more-absurd
levels of ornamentation.

Beyer began performing with Shangrow’s Seattle
Chamber Singers not long after the group’s first official
concert in June 1969, playing oboe and writing a cappella
pieces for the ensemble. When George formed an orches-
tra — originally called the Broadway Chamber Symphony
(named after the performance hall where they first gave con-
certs) and later known as the Broadway Symphony and then
Orchestra Seattle — in 1979, Huntley became a founding
member, playing oboe for about 15 years while continuing
to perform chamber music with George.

Over the decades, George and OSSCS premiered nu-
merous Beyer compositions, including three of his four sym-
phonies, a flute concerto (Toot Sweet), the powerful St. Mark

Passion and a song cycle (The Turns of a Girl), along with
various choral-orchestral works: Songs of Illumination, Mass
of Life and Death and Requiem for the Children. Members of Or-
chestra Seattle premiered his wind quintet in 2011, a piano
trio in 2016, and a brass quintet earlier this year.

Longtime SCS alto Laurie Medill commissioned Beyer
to write Circumference. “My idea was to use poetry George
had loved and often recited,” she says “and that was also
connected to some of the pieces we’d done in SCS, so I came
up with a few poems, and Hunt rounded out the group.”

“The 10 movements of Circumference reflect and cel-
ebrate George’s life and musical passion and leadership,”
says Beyer. The work begins “with a celebration of George’s
charismatic presence and musical vision,” setting “He Is
the Way” by W.H. Auden: “Follow him through the Land
of Unlikeness. You will see rare beasts, and have unique
adventures.” This represents how “George’s leadership and
personality always brought surprises and amazing experi-
ences.” The ensuing a cappella song, “He Was My North,”
employs another Auden poem and concerns “how impor-
tant George was to everyone who knew him, and especially
those in OSSCS. It expresses both a love and devotion to
George, and also the shock and grief of his sudden passing.”

“The Coolin” sets a poem by Irishman James Stephens,
who “sought to represent that state which is almost entirely
a condition of dream wherein the passion of love has almost
overreached itself and is sinking into a motionless languor.”
Samuel Barber used this same text as part of his choral work
Reincarnations, which George loved and programmed nu-
merous times with SCS. “It is a gentle piece,” Beyer says of
his setting, “and George was a gentle soul. It starts, ‘Come
with me,’ as George did invite everyone to come along,
and includes ‘stay with me, under my coat,’ which is an
invitation to friendship.”

“Today, Like Every Other Day” is “both a humorous
poem and an ode to the sacredness and life-giving qualities
of music. It concludes: ‘Let the beauty we love be what
we do. There are hundreds of ways to kneel and kiss the
ground.’ Making music is a sacred activity. Music and hu-
mor were woven together in George, in both his life and
in rehearsals.” George often used the words “If Music Be
the Food of Love” (borrowed from Shakespeare’s Twelfth
Night by Henry Heveningham for the opening line of his
poem that was set to music by Henry Purcell) to advertise
concerts, especially those near Valentine’s Day. Beyer’s set-
ting is “in the style of a madrigal,” a type of secular vocal
composition from Renaissance and Baroque times that the
Seattle Chamber Singers sang from their very first days.

“Lamb of God,” setting poetry of William Blake, “ad-
dresses George as a creature of God in a way that captures
the innocent wonder of life: George was always excited
about life.” The lyrics also incorporate a line from the tradi-
tional Requiem text, “asking God to watch over him after
his death,” and to grant “eternal rest.” George would often
quote Theodore Roethke’s “I Knew a Woman” to Huntley.
“He knew many poems by heart,” says Beyer, who recalls
“being surprised once at a bar when we were talking about



favorite poems and George quoted this entire poem from
memory!” Huntley set it as a bass solo “in a register that
George, when adopting a humorous tone, often spoke in.”

“You and I Shall Go” follows “George as he moves
from this life to the other, ‘along the Milky Way,’ ‘along the
flower trail.’ It is a blessing that his passage to the next
life be beautiful.” Next, “May It Be Beautiful Before Me”
expresses “a blessing for life. It asks that life be beautiful
before, behind, above, below and all around us. It asks that
we be thankful for this beautiful life, no matter its length.”

Closing the work, “To the Sorrow String” illustrates
“our awareness that George will always be with us, and that
we will continue to hear and know him in our music-making.
There will always be a sadness in George’s absence, to the
‘note not there in the score.’ Yet the joy of music-making by
this community of friends and musicians — OSSCS — will
continue. One of the best ways to remember and honor
George is to continue making music.”

Ludwig van Beethoven
Symphony No. 3 in E[ Major, Op. 55 (“Eroica”)

Beethoven was born in Bonn on December 16, 1770, and
died in Vienna on March 26, 1827. He began sketching his third
symphony in 1802, but composed most of the work during the
latter half of 1803, completing it in early 1804. The first public
performance took place at Vienna’s Theater an der Wien on April
7, 1805, with the composer conducting. The score calls for pairs
of woodwinds, 3 horns, 2 trumpets, timpani and strings.

By April 1802, Beethoven’s hearing loss prompted the
composer to seek rest and relaxation in the village of Heili-
genstadt, near Vienna. Outwardly, Beethoven appeared
content, but by October 1802 the inner psychological tur-
moil caused by his increasing deafness compelled him to
write a letter known as the “Heiligenstadt Testament.” Ad-
dressed to his brothers, the document angrily decries the
composer’s “wretched existence” and explains how his loss
of hearing has caused him to live life as an outcast, unable
to carry on a simple conversation. And it reveals thoughts
of suicide: “Only my art,” Beethoven explains, “held me
back. Ah, it seemed to me impossible to leave the world
until I had brought forth all that I felt was within me.”

Beethoven never delivered the Heiligenstadt Testament
to his brothers, keeping it private until his death. In retro-
spect, as composer William A. DeWitt writes, the document
helps “to explain, psychologically, Beethoven’s sudden and
drastic stylistic change around 1803. Immediately following
Heiligenstadt, Beethoven’s music suddenly becomes more
daring. The learned rules of his teachers were cast aside as
he struck out on a new path with [his third symphony] as
the frontispiece of this change. Within weeks, perhaps days,
of signing the will, Beethoven jotted down the first sketches
of the Sinfonia Eroica.”

As with his piano concertos, Beethoven’s first two sym-
phonies had recalled those of Mozart and Haydn. There
were innovations, certainly, but nothing that radically chal-
lenged the concertgoers of the day like his monumental
third symphony would. Two centuries later, in a world in

which Stravinsky’s Rite of Spring is now over 100 years old,
it is difficult for modern listeners to understand the revolu-
tionary nature of the Eroica symphony and just how strange
it must have sounded to its first audiences — a fact often
obscured by discussion of the work’s original dedicatee,
Napoleon Bonaparte.

Ferdinand Ries, a friend and student of Beethoven, pro-
vided the following account in an 1838 biography: “In writ-
ing this symphony Beethoven had been thinking of Buon-
aparte, but Buonaparte while he was First Consul. At that
time Beethoven had the highest esteem for him and com-
pared him to the greatest consuls of ancient Rome. Not only
I, but many of Beethoven’s closer friends, saw this sym-
phony on his table, beautifully copied in manuscript, with
the word ‘Buonaparte’ inscribed at the very top of the title
page and ‘Luigi van Beethoven’ at the very bottom. . . . I was
the first to tell him the news that Buonaparte had declared
himself Emperor, whereupon he broke into a rage and ex-
claimed, ‘So he is no more than a common mortal! Now, he
too will tread under foot all the rights of man, indulge only
his ambition; now he will think himself superior to all men,
become a tyrant!’ Beethoven went to the table, seized the
top of the title page, tore it in half and threw it on the floor.
The page was later recopied and it was only now that the
symphony received the title Sinfonia Eroica.”

The actual story about Beethoven’s feelings toward
Napoleon, however, is more complex. Around 1797, the
composer had produced a couple of anti-Napoleonic songs.
And as late as 1802, Beethoven replied to a suggestion that
he compose a sonata in honor of Napoleon: “Has the devil
got hold of you all, gentlemen? Perhaps at the time of
the Revolutionary fever — such a thing might have been
possible, but . . . now . . . you won’t get anything from me.”
Before long, his sentiments changed and he considered ded-
icating his new symphony to Napoleon — until the com-
poser’s patron, Prince Lobkowitz, offered 400 ducats in
exchange for exclusive performing rights for a six-month
period. Beethoven thus opted to include Bonaparte’s name
in the title of the work, perhaps (as Maynard Solomon sug-
gests) in order “to smooth Beethoven’s entry into the French
capital,” as he had planned a concert tour to Paris (which
never came about). Even after removing Bonaparte’s name
form the score, he penciled “written about Napoleon” back
onto the title page and continued to express varying opin-
ions about the Frenchman. In the end, Beethoven simply
labeled his new work a “Heroic Symphony,” inscribing it
“to the memory of a great man” — leaving open for debate
the question of whether this “great man” was Napoleon or
a generic hero.

The symphony’s massive opening movement is of a
scale and length previously unknown to listeners of the
day. Eschewing a traditional introduction, two bold chords
sound, then Beethoven launches into the principal theme,
constructed out of a simple major triad. Throughout the
movement, meter and tonality are questioned via the use
of misplaced accents and striking dissonances. Beethoven
takes the unorthodox step of introducing a new theme (un-



heard during the exposition) in the development section, at
the end of which — over a hushed string tremolo setting up
the recapitulation — he has one of the three horns quietly
intone the opening theme. Ries recalled hearing this for the
first time at the work’s initial rehearsal: “I was standing
next to Beethoven and, believing that [the horn player] had
made a wrong entrance, I said, ‘That damned hornist! Can’t
he count? It sounds frightfully wrong.’ I believe I was in
danger of getting my ears boxed. Beethoven did not forgive
me for a long time.” The lengthy recapitulation incorporates
the new theme from the development section and concludes
with two chords that mirror the opening of the work.

The slow movement takes the form of an epic funeral
march, beginning and ending in C minor, with a major-key
central episode. At the beginning, cellos and basses imitate
a military drum while violins present the solemn princi-
pal theme. Oboe plays an important solo role throughout,
especially in the sunnier trio. With the return to C minor,
Beethoven does not merely repeat the music of the opening
section, but rather develops the material by means of an im-
passioned fugue. At the movement’s conclusion, the open-
ing theme disintegrates in the violins, the notes breaking
apart and receding into the distance. Controversy persists
about the meaning of this funeral march and whether it rep-
resents the death of Napoleon’s republican ideals, mourns
the actual death of a significant person in Beethoven’s life,
or whether the work as a whole depicts the life, death and
rebirth of the classical hero.

The third movement, a lightning-quick scherzo, returns
to E[ major. Beethoven had written a scherzo — which trans-
lates literally to “joke,” and usually in 3

4 like a Haydn or
Mozart minuet, but much faster — for each of his first two
symphonies, but neither was like this one: faster than the
wind, with offbeat accents blurring the distinction between
strong and weak pulses, often throwing the meter itself into
question. Beethoven heightens tension by sustaining a quiet
dynamic through much of the movement, a strategy that
renders the loud outbursts even more alarming. The tempo
slows slightly at the trio — at which point we realize at last
why Beethoven calls for three horns instead of the usual
(at the time) two. The scherzo material returns, although
with some important changes, including a brief — albeit
shocking — shift from triple meter to duple meter.

The finale begins with a furious outburst before settling
down to a set of variations on a theme that Beethoven used
on three other occasions: in fact, the first several variations
come more or less verbatim from his incidental music for
The Creatures of Prometheus. Initially, Beethoven presents
only the bass line of the eventual theme, treating it to its
own variations with generous doses of Haydnesque humor.
Playfulness eventually gives way to a grand fugue, a Turk-
ish march and another fugue, before the proceedings come
to a full stop. The music resumes at a slow tempo, build-
ing from quiet repose to scale monumental heights before
subsiding once again. Suddenly, almost without warning,
the tempo switches to Presto and the race is on to the work’s
joyous conclusion. — Jeff Eldridge

Vocal Texts

He Is the Way
He is the Way.
Follow Him through the Land of Unlikeness;
You will see rare beasts, and have unique adventures.

He is the Truth.
Seek Him in the Kingdom of Anxiety;
You will come to a great city that has expected

your return for years.

He is the Life.
Love Him in the World of the Flesh;
And at your marriage all its occasions shall dance for joy.

— W.H. Auden (from For the Time Being: A Christmas Oratorio)

He Was My North
He was my North, my South, my East and West,
My working week and my Sunday rest,
My noon, my midnight, my talk, my song;
I thought that love would last forever: I was wrong.

The stars are not wanted now; put out every one,
Pack up the moon and dismantle the sun,
Pour away the ocean and sweep up the wood;
For nothing now can ever come to any good.

— W.H. Auden (from “Funeral Blues”)

The Coolin
Come with me, under my coat,
and we will drink our fill
of the milk of the white goat,
or wine if it be thy will.

And we will talk,
until talk is a trouble, too,
out on the side of the hill;
And nothing is left to do,

But an eye to look into an eye,
and a hand in a hand to slip;
and a sigh to answer a sigh;
And a lip to find out a lip!

What if the night be black!
And the air
on the mountain chill!
Where all but the fern is still!

Stay with me, under my coat!
and we will drink our fill
of the milk of the white goat,
out on the side of the hill!

— James Stephens (from Reincarnations)

Today, Like Every Other Day
Today, like every other day, we wake up empty
and frightened. Don’t open the door to the study
and begin reading. Take down a musical instrument.

Let the beauty we love be what we do.
There are hundreds of ways to kneel and kiss the ground.

— Jalāl ad-Dı̄n Muhammad Rūmı̄
(translated Coleman Barks, adapted Beyer)



If Music Be the Food of Love
If music be the food of love,
Sing on till I am fill’d with joy;
For then my list’ning soul you move
With pleasures that can never cloy.
Your eyes, your mien, your tongue declare
That you are music ev’rywhere.

Pleasures invade both eye and ear,
So fierce the transports are, they wound,
And all my senses feasted are,
Tho’ yet the treat is only sound,
Sure I must perish by your charms,
Unless you save me in your arms.

— Henry Heveningham

Lamb of God
O lamb of God who takes away the sins of the world,
grant them rest.

— Traditional (Roman Catholic Mass)

Little lamb, who made thee?
Dost thou know who made thee,
Gave thee life, and bid thee feed
By the stream and o’er the mead;
Gave thee clothing of delight,
Softest clothing, wooly bright;
Gave thee such a tender voice
Making all the vales rejoice;

Little lamb, who made thee?
Dost thou know who made thee?

Little lamb, I’ll tell thee,
Little lamb, I’ll tell thee!
He is called by thy name,
For He calls himself a Lamb:
He is meek and he is mild,
He became a little child.
I a child and thou a lamb,
We are called by His name.

Little Lamb, God bless thee,
Little Lamb, God bless thee.

— William Blake (from Songs of Innocence)

I Knew a Woman
I knew a woman, lovely in her bones,
When small birds sighed, she would sigh back at them;
Ah, when she moved, she moved more ways than one:
The shapes a bright container can contain!
Of her choice virtues only gods should speak,
Or English poets who grew up on Greek
(I’d have them sing in chorus, cheek to cheek).

Let seed be grass, and grass turn into hay:
I’m martyr to a motion not my own;
What’s freedom for? To know eternity.
I swear she cast a shadow white as stone.
But who would count eternity in days?
These old bones live to learn her wanton ways:
(I measure time by how a body sways).

— Theodore Roethke (from Words for the Wind)

You and I Shall Go
It is above that you and I shall go;
Along the Milky Way you and I shall go.

It is above that you and I shall go;
Along the flower trail you and I shall go.

Picking flowers on our way, you and I shall go.

— Harry Marsh, translated by Dorothy Demetracopoulou
(from A Selection of Wintu Songs)

May It Be Beautiful
May it be beautiful before me.
May it be beautiful behind me.
May it be beautiful above me.
May it be beautiful below me.
May it be beautiful all around me.

In beauty may I lie down at close of day.
Happy may I walk.
Happy with dark clouds, may I walk.
Happy with abundant showers, may I walk.
Happy on the trail of pollen, may I walk.

— Navajo prayer

To the Sorrow String
You invisible one
resounding on your own
whatever the others
happen to be playing
source of a note
not there in the score
under whatever key
unphrased continuo
gut stretched between
the beginning and the end
what would the music
be without you
since even through
the chorus of pure joy
the tears hear you
and nothing can restrain them

— W.S. Merwin (from Present Company)
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Ellen Kaisse
Jan Kinney
Theodora Letz
Lila Woodruff May
Laurie Medill §
Annie Thompson

Tenor
Dan Charlson
Ralph Cobb
Tyler Freeman
Aaron Keyt
Jon Lange §
German Mendoza Jr.
Tom Nesbitt
Scott Shawcroft
David Zapolsky

Bass
Timothy Braun
Andrew Danilchik
Kai Hedin
Glenn Ramsdell
Steven Tachell
Joseph Walker
William Willaford
Richard Wyckoff §

§ section leader

Violin
Susan Beals
Azzurra Cox
Lauren Daugherty
Dean Drescher
Alexander Hawker
Stephen Hegg
Jason Hershey
Manchung Ho
Emmy Hoech
Maria Hunt
Fritz Klein**
Gregor Nitsche
Susan Ovens
Jean Provine
Stephen Provine*
June Spector

Viola
Grant Hanner*
Katherine McWilliams
Lauren Lamont
Stephanie Read
Sam Williams
Nancy Winder

Cello
Michelle Dodson
Peter Ellis
Max Lieblich
Patricia Lyon
Katie Sauter Messick
Annie Roberts
Valerie Ross
Matthew Wyant*

Bass
Jo Hansen*
Kevin McCarthy
Steven Messick
Chris Simison

Flute
Kate Johnson
Shari Muller-Ho*

Oboe
Rebecca Salmon*
Margaret Siple

Clarinet
Steven Noffsinger*
Chris Peterson

Bassoon
Julian Banbury
Jeff Eldridge*

French Horn
Barney Blough
Jim Hendrickson
Matthew Kruse
Carey LaMothe

Trumpet
Rabi Lahiri
Peter Nelson-King
Janet Young*

Trombone
Cuauhtemoc Escobedo*
Jim Hattori
Chad Kirby

Tuba
David Brewer

Timpani
Dan Oie

Percussion
Ginny Bear
Mitchell Beck
Kathie Flood

Harp
Rose Wittenmyer

Keyboard
Sheila Bristow

** concertmaster
** principal

This choir is a proud member of the

View all upcoming choral performances
or find a choir to sing with by visiting

www.seattlesings.org
or scan the code below.

A project of the 
Greater Seattle 
Choral Consortium

sea�lesings



OSSCS Supporters

Conductor Circle [$10,000+]
Pamela McPeek

& Bill Halligan
David Zapolsky

& Lynn Hubbard

Composer Circle [$5,000–$9,999]
Liesel van Cleeff

Concerto Circle [$2,500–$4,999]
Anonymous
Susan & Hal Beals
Ellen Kaisse & Gary Roberts
Theodora Letz & Paul Blinzer
Gary & Barbara Messick
Tulalip Tribes
Seattle Office of Arts & Culture

Cadenza Circle [$1,000–$2,499]
Anonymous (2)
Jane Blackwell
Crissa Cugini
Kyla DeRemer & David Weidner
4Culture
Deanna & Craig Fryhle
Jim Hattori & Lisa Peters
Stephen Hegg & David Reyes
Ted & Carol Hegg
Stephen & Mary Keeler
Fritz Klein
Jon & Elizabeth Lange
Mark Lutz
May Family Foundation
Laurie Medill & David Savage
Puyallup Tribe
Steven & Theresa Quig
Stephanie Read & Edward Walker
Allen & Christine Rickert
Ken& Betsy Robertson
Theo & Barbara Schaad
Nancy Shasteen & Henry Brashen
Janet & Michael Showalter
Christopher & Jana Simison
Eugene & Marcia Smith
Rick Wyckoff & Carol Judge

Vivace [$500–$999]
Sharon & André Agnew
Barb & Tom Anderson
Anonymous
Ann Bridges
Lynne & Marshall Coleman
Suzanne Denison
Moc Escobedo & Maria Hunt
Cinda Freece
Susan Harmon & Richard Meyer
Jim & Joanne Hendrickson

Peggy Hudson
Rosemary & Dick James
Peggy & David Kurtz
Daniel Lee
Katherine McWilliams

& Curt Feig
Steven & Katie Messick
Jay Palacios-Bruyninckx
Stephen Provine & Jennifer Caine
Sheila Smith & Don Ferguson
Philip & Nancy Standel
Ann Thompson
Women’s Philharmonic Advocacy
Janet Young

Presto [$250–$499]
Anonymous
Robert Arsiniega
Manfred Bester
David & Julia Brewer
Greg Canova & Barbara Linde
Colleen Childs
Ralph & Sue Cobb
Carol & Bruce Cooper
Deborah Daoust
Faaland–Xu Family
Phillip Gladfelter
Goeth-Institut San Francisco
Jo Hansen
Jason Hershey
Pamela & Željko Ivezić
Jan Kinney
Linda Knapp
Lila Woodruff May
MOHAI
Thomas J. Nesbitt
Glen Ramsdell
Annie Roberts
Terry & Karin Rogers
Valerie Ross
Brian Rossman
Gerald Sams
Murl Allen Sanders
Rick Sell
Kenna Smith-Shangrow

& Robert Shangrow
Steven Tachell

& Kathryn Weld
James van Zee
Pat & David Vetterlein
Jay V. White
Wilson & Barbara Wyant

Allegro [$100–$249]
Anonymous (5)
Tom Bird
Cheryl Blackburn
Andrew Blackwell

Matthew Blackwell
Diane Bobeck
Leslie Burwell
Ronald Chase
Rodney Combellick
Eugene Duvernoy
Nancy Ellison
Miriam Espeseth
Kathleen Flood
Tyler Freeman
Dennis Hartmann
Laurie Heidt & Joe Jimenez
Bill & Nan Hough
William & Irmgard Hunt
Christy Johnson
Elizabeth Kennedy

& Robert Kechley
Aaron Keyt & Jennifer Chung
Chad Kirby
Virginia Knight
Lorelette & Walter Knowles
Rabi Lahiri
Nancy Lawton
Emily Leslie
Fae Lewis
David Martin
Pavle Mgeladze
Audrey Morin

& Olivier Mercier
Karen & Daniel Oie
Susan & David Ovens
Sameer Panjwani & Jessica Mills
Chris Peterson
Stephen Poteet
Veena Ramakrishnan
Pat Rice
Joanne Rochester
Ronald Schwizer
Scott Shawcroft
Paula Sheppard
Geralyn Shreve
Pamela Silimperi
Ellen M. Smith
Margaret Terry
Gloria Tzuang
David & Reba Utevsky
Skip Viau
James Whitson
William Willaford
Sam Williams
Shane Wilson
Douglas Young

Andante [$50–$99]
Anonymous (3)
Virginia Bear
Kathleen Blanchard
Barney Blough & Moe Farley

Timothy & Andrea Braun
Dan Charlson
Colleen Dixon
Cynthia Ely
Robert Engstrom & C. Bolton
Virginia Glawe
Ivan Gonzalez
Rosamaria Graziani
Nori Heikkinen
Karen Helseth
Kenneth Johnson
Eileen Kato
Kenneth Lanier
Wini Leung
Anna & Jeffrey Lieblich
Max Lieblich & June Spector
Patricia Lyon
Karen McCahill
Kevin McCarthy
Markéta Milerová
Christine Moss
Kay Murakami
Gregor & Kathy Nitsche
Steven Noffsinger
Patrick O’Neal
Clarke O’Reilly
Robert Reinach
David & Barbara Sachi
Ival Salyer
Kathleen Sankey
Margaret Siple
Thea Sireak
Nicole Tsong
Robert Weltzien
Elizabeth White
Nancy White
William C. White
Mark Wysocki

In Memoriam
Judith Doris
Philippe-Olivier Faaland
Sam Fain
Eugene Kidder (5)
George Shangrow (3)
Irene White

In Honor of
Barbara Kidder
Kathy Johnson Hougardy
Christy Johnson
Clinton Smith (2)
William White & OSSCS

Matching Gifts
The Boeing Co.
Microsoft
Starbucks

OSSCS, a non-profit 501(c)3 arts organization, wishes to thank all of the supporters who have made our first 50 seasons possible. The
above list includes tax-deductible gifts received from August 1, 2018, through October 25, 2019. Please e-mail giving@osscs.org if
you notice omissions or inaccuracies. Contributions are fully tax-deductible. To make a donation, please visit www.osscs.org/support,
see a volunteer in the lobby during intermission or after the concert, or call 206-682-5208.


