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Solo Artists

Grammy-nominated conductor Alastair Willis served as
the Associate Conductor of the Seattle Symphony from 2000
to 2003. He previously held the position of Assistant Con-
ductor with the Cincinnati Symphony and Pops Orchestras
and Music Director of the Cincinnati Symphony Youth Or-
chestra.

In the past few seasons, Mr. Willis has guest conducted
orchestras around the world, including the Chicago Sym-
phony, Philadelphia Orchestra, New York Philharmonic,
San Francisco Symphony, Calgary Philharmonic, Mexico
City Philharmonic, Orquesta Sinfônica de Rio de Janeiro,
Nordwestdeutsche Philharmonie, Hong Kong Sinfonietta,
China National Orchestra (Beijing) and the Silk Road Ensem-
ble (with Yo-Yo Ma) among others. His recording of Ravel’s
L’Enfant et les Sortilèges with the Nashville Symphony and
Opera for Naxos was Grammy-nominated for Best Classical
Album in 2009.

Last season, Mr. Willis was re-engaged to conduct the
Coffee Concert series with the Florida Orchestra, returned
to Skagit Opera to lead Madama Butterfly and conducted
Pacific Northwest Ballet’s “All Balanchine” program as well
as several Nutcracker performances.

This season, he returns to the Florida Orchestra,
Orquesta Sinfônica de Rio de Janeiro, Tulsa Symphony, Pa-
cific Northwest Ballet, Civic Orchestra of Chicago, River
Oaks Chamber Orchestra (Houston), Rio International Cello
and Marrowstone Music Festivals, and makes his debuts
with the Toronto Symphony, Deutsches Symphonie Orch-
ester Berlin, Qatar Philharmonic Orchestra, Amarillo Sym-
phony, Lake Union Civic Orchestra and Orchestra Seattle
and the Seattle Chamber Singers.

Born in Acton, Massachusetts, Mr. Willis lived with his
family in Moscow for five years before settling in Surrey,
England. He received his bachelor’s degree with honors
from England’s Bristol University and an Education degree
from Kingston University. He won a scholarship in 1996 to
study with Larry Rachelff at the Shepherd School of Mu-
sic at Rice Univeristy, graduating with a Master of Music
degree in 1999.

Pianist Mark Salman has been hailed as a “heroic virtu-
oso,” with his performances described as “powerful,” “as-
tonishing, exacting and evocative,” “dramatic,” “wildly
imaginative” and “touchingly lyrical.” Of his interpretation
of Beethoven’s Hammerklavier sonata, one authority stated,
“there are probably only five or six pianists in the world who
can play [it] as perfectly.” Seattle Weekly named his 2005 per-
formance of Liszt’s transcription of Beethoven’s Symphony
No. 7 one of the three “Performances of the Year.”

Mr. Salman’s performances have taken him to Europe,
Asia, Canada and throughout the United States. He has
performed in Carnegie Hall and Alice Tully Hall, been the
subject of profiles in The New York Times, and been featured
on numerous broadcasts in the U.S. and China. His account
of his meetings with and playing for Vladimir Horowitz

appears in David Dubal’s book Evenings with Horowitz. Mr.
Salman is a co-founder of the Delmarva Piano Festival in
Delaware. Recent performances have included his debut
at the Newport Music Festival in Rhode Island, an eight-
recital series devoted to the works of Liszt in Seattle, three
recitals featuring Schubert’s final three sonatas, a complete
cycle of Beethoven’s five concertos and Choral Fantasy with
Orchestra Seattle, and “A Chopin Celebration,” a series of
three recitals in Seattle celebrating the 200th anniversary of
Chopin’s birth. Mr. Salman is a Steinway artist.

Besides his wide-ranging repertoire, Mr. Salman is per-
haps best known for his expertise on Beethoven, having
performed the complete cycle of 32 piano sonatas on both
coasts as well as in 18 broadcasts on KING-FM. Currently
in production is Beethoven and His 32 Piano Sonatas—A Musi-
cal Universe, a 16-part video series featuring Mr. Salman’s
performances of the complete sonata cycle, hosted by noted
author and commentator David Dubal. The Great Com-
posers label (www.greatcomposers.us) has recently re-
leased the first two volumes on DVD.

Mr. Salman’s recordings include Chopin’s Intimate Art:
The Mazurkas, a CD of Mozart piano concertos with North-
west Sinfonietta, The Transcendental Piano (works by Alkan,
Beethoven and Liszt) and American Interweave (contempo-
rary American works for cello and piano). Soon to be re-
leased are two recordings of Beethoven sonatas and one of
late Schubert sonatas.

Mr. Salman is a native of Connecticut, where he began
his studies at the age of eight and made his recital debut
at 11. A graduate of The Juilliard School, he studied with
Richard Fabre and Josef Raieff. He previously attended
the Massachusetts Institute of Technology for two years,
where he concentrated on chamber music and composition,
studying with noted composer John Harbison.

Please visit www.marksalman.net for more informa-
tion about Mr. Salman.

Bassoonist Judith Lawrence has served as Orchestra Seat-
tle’s principal bassoonist since 1992. She has previously
appeared as a soloist with the Turtle Bluff Chamber Orches-
tra, Bainbridge Symphony (where she will perform Haydn’s
Sinfonia Concertante in April 2011) and Everett Symphony,
and with Orchestra Seattle in Weber’s Andante and Hungar-
ian Rondo and Richard Strauss’ Duett-Concertino.

Born in Cincinnati, Ms. Lawrence received a bachelor’s
degree from the Cincinnati College-Conservatory of Music
and a master’s degree from Boston University. She also
studied in Paris and Brussels and privately with Sherman
Walt, Martin James and Arthur Grossman, among others.

Since moving to the Pacific Northwest in 1988, Ms.
Lawrence has performed with numerous ensembles, includ-
ing the Bremerton Symphony, Turtle Bluff Camber Orches-
tra, Cascade Symphony, Everett Symphony, Rainer Cham-
ber Winds, Agate Pass Baroque Ensemble and Northwest
Mahler Orchestra. She currently teaches Kindermusik, a
young children’s music and movement program, at her stu-
dio in Kingston.



Program Notes

Wilhelm Richard Wagner
Overture to The Flying Dutchman

Wagner was born May 22, 1813, in Leipzig, and died Febru-
ary 13, 1883, in Venice. He composed The Flying Dutchman
between May 1840 and November 1841, revising it over the next
two decades, and conducted the first performance on January 2,
1843, in Dresden. The overture employs pairs of woodwinds (plus
piccolo and with one oboe doubling English horn), 4 horns, 2
trumpets, 3 trombones, tuba, timpani, harp and strings.

Richard Wagner’s fourth opera, Der fliegende Holländer
(The Flying Dutchman), was his first to establish a place in
the repertoire. It tells of a sailor doomed to traverse the seas
for eternity with a ghostly crew. Once every seven years he
is allowed to go ashore in search of a woman who will be
true to him, releasing him from his curse.

Wagner knew the Dutchman legend from Heinrich
Heine’s satirical 1831 novella Aus den Memoiren des Herren
von Schnabelewopski but also took inspiration from an 1839
sea voyage (undertaken to escape creditors) from Riga to
Paris via London. Bad weather extended the trip to nearly
four weeks. “Three times,” Wagner wrote, “we suffered the
effects of heavy storms. The passage through the Narrows
made a wondrous impression on my fancy.”

Horns and bassoons announce the Dutchman’s D-
minor motive at the beginning of the overture, surrounded
by swirling chromatic string passages depicting a storm at
sea. After the tempest subsides, English horn introduces
the melody associated with Senta, the woman who will pro-
vide his salvation. The storm material returns, followed by
joyous dance music from Act III for a group of Norwegian
sailors. Wagner then intertwines the Dutchman and Senta
motives, leading to an uplifting D-major coda.

—Jeff Eldridge

Franz Liszt
Piano Concerto No. 2 in A Major, S. 125

Liszt was born October 22, 1811, in Raiding, Hungary, and
died July 31, 1886, at Bayreuth, Germany. He began composing
this concerto in 1839, and conducted the premiere in Weimar
on January 7, 1857, with Hans von Bronsart as soloist. Along
with solo piano, the concerto calls for 3 flutes (one doubling pic-
colo), pairs of oboes, clarinets, bassoons, horns and trumpets, 3
trombones, tuba, timpani, cymbals and strings.

Like many of Liszt’s works, this concerto had a long ges-
tation, undergoing many revisions. He first worked on it in
1839, at the height of his long-term affair with the Countess
Marie d’Agoult, and just before he began eight years of con-
stant concert touring that earned him his reputation as the
greatest pianist in history. It premiered in 1857 (although it
saw at least one more revision before its publication in 1863)
during Liszt’s 12 years of residency as court Kapellmeister
in Weimar, Germany. This was his most prolific period of
composition, and he also devoted much energy to making
Weimar a musical and cultural center, using his fame, pres-
tige and musical abilities to stage performances of the most

difficult and challenging works of his greatest contempo-
raries, including Berlioz, Schumann and Wagner—works
that otherwise were rarely, if ever, heard.

Performed less frequently than Liszt’s first concerto, the
second is more lyrical, more varied and more rhapsodic in
form, a prime example of Liszt’s “transformation of themes”
technique, where each succeeding melody—while wildly
contrasting in emotional character—is a variation of the
opening idea. The variety of melodic figures and the range
of expression Liszt derives from the opening theme, as well
as from a later funeral march idea, is remarkable.

In one of the most free-spirited and expressive of all
concertos, Liszt pushes the limits of how improvisatory and
free a solo part can be within the confines of a work with or-
chestra. I have always had the feeling that Liszt was putting
almost his whole life experience into it. His son, Daniel, after
hearing it for the first time, wrote, “The child from Raiding,
Mimi’s [the Countess d’Agoult, Daniel’s mother] lover, the
one who sang ‘What a pleasure to be Choco the Clown’ and
who wanted to be a priest, has portrayed himself perfectly
in this piece.” Liszt lived an amazing life—really multi-
ple lives lived concurrently and consecutively—on a heroic
scale, with tremendous highs and lows. He was open to
everything, good and bad, and was in the middle of all of
the major intellectual, social and political happenings of his
day—and he put it all into his music.

The range of the music in the concerto is extraordinary—
from the sensuous, serene opening to the most dramatic and
turbulent octave passages. There are atmospheric, delicate,
impressionistic sections, a funeral march, a triumphal march,
and some of the most truly romantic music found in any
concerto. At the end, the music builds to such a giddy, en-
thusiastic climax it almost sounds as if a Gypsy band joins in
with cymbals, an allusion to Liszt’s close identification with
free-spirited Gypsy musicians. A great deal of Italian opera
surfaces in both the lyrical and the dramatic sections, some-
thing that greatly influenced Liszt during his years growing
up in Paris. Yet, underlying it all is a formal and motivic
structure that is Beethovenian in its logical development.
Liszt admired Beethoven more than any other composer,
and was the first pianist to play the Hammerklavier and other
late sonatas after Beethoven’s death. In the big dramatic
and virtuoso climaxes, Liszt obviously enjoyed himself im-
mensely, and in the excesses of the music there is a great
deal of humor—often with a touch of irony.

As much as anything Liszt wrote, this piece is full of
“love music” of tenderness, intimacy, passion and frank sexu-
ality. The women in Liszt’s life were very important to him—
he had two long-term relationships with women he collabo-
rated with artistically and philosophically, with whom he
discussed his new works and intellectual ideas, and who
collaborated on his writings. Liszt had a rather modern
attitude toward these relationships—he never married, but
was absolutely open about them, which seemed scandalous
to the mores of the mid-19th century, contributing to his
rather exaggerated reputation as a “Don Juan.”

—Mark Salman



Robert Kechley
Bassoon Concerto

Robert Kechley was born in Seattle in 1952. He began work
on this concerto, commissioned by soloist Judith Lawrence, in
late 2009, completing the orchestration during October 2010. In
addition to solo bassoon, the work calls for pairs of flutes, oboes,
clarinets and horns, percussion, strings and chorus. The concerto
receives its first performance this afternoon.

The music of Robert Kechley is familiar to audiences of
Orchestra Seattle and the Seattle Chamber Singers through
the numerous works by this composer that have been pre-
miered by both ensembles under the direction of George
Shangrow over the past four decades. These vary from
arrangements of brief folk songs and hymns, to major sym-
phonic and choral works, including his delightful Sym-
phony No. 2 (“Ferdinand the Bull”), a setting of Psalm 100
for organ, chorus and orchestra (first performed in Septem-
ber 2000 at Benaroya Hall), a flute concerto (premiered by
Jeffrey Cohan and Orchestra Seattle in February 2002), a
trumpet concerto (debuted by Brian Chin and Orchestra
Seattle in May 2004), Running Passages for 23 solo instru-
ments (premiered in May 2006) and an 11-movement Folk
Song Suite for chorus and orchestra (most recently presented
by OSSCS in June 2009). Other ensembles that have com-
missioned and performed his music include the Northwest
Chamber Orchestra, Seattle Bach Choir and Northwest Boy-
choir.

Kechley grew up in Seattle and attended the University
of Washington, where he studied harpsichord performance
with Sylvia Kind and composition with Kenneth Benshoof,
Robert Suderberg, William O. Smith and others. A member
of the Seattle Chamber Singers from its earliest days, he not
only sang in the chorus but played oboe and recorder. He
currently serves as principal harpsichordist for OSSCS.

Orchestra Seattle principal bassoonist Judith Lawrence
recalls the genesis of Kechley’s most recent composition:
“Bob and I have for years batted around the idea of a bas-
soon concerto. A year or so ago, Bob told me he was ready to
start. He asked for some ideas, and I really wanted the cho-
rus to be involved, to make it a true OSSCS experience. My
husband, Alan, came up (half-jokingly) with the idea of the
choir singing nonsense syllables, à la the Swingle Singers.”
The composer reports that he “jumped at the prospect of em-
ploying Swingle Singers–type textures in the context of the
orchestra and at times providing the sole accompaniment to
the bassoon.”

Kechley describes the opening movement as “a tribute
of sorts to [Argentine composer] Ástor Piazzolla and the
wonderful variety of moods available in the modern Latin
tango. The title translates roughly as ‘with passion, hot and
sweet.’ The image of the bassoon as a vehicle of great ar-
dor seemed both unusual and very appealing.” After an
opening salvo from the solo bassoon, orchestra and chorus
establish an insistent Latin groove in alternating meters of 4

4

and 7
8 with violins taking up the theme. There follows an ex-

tended cadenza-like section in which interjections from the
ensemble occasionally interrupt the solo instrument. This

yields to a more lyrical episode before a brief cadenza leads
to a fiery tango rhythm stated by full orchestra, which en-
gages in vigorous interplay with the soloist. Another brief
cadenza leads to a recapitulation of the tango theme and
material from the beginning of the work.

The soloist recalls, “When Bob gave me the first draft
of the opening movement, I made the mistake of saying that
it was ‘too easy.’ He came back with a bassoon part that is
as technically challenging as any I know of. I’ll never make
that mistake again!” The work’s technical challenges are
particularly evident in the bravura coda that closes the first
movement.

“In the second movement, dedicated to the memory
of George Shangrow, I strove to find a lyricism that would
both reach out and pull at the listener,” Kechley writes, “but
also generate a sense of comfort. With both subtle and lush
textures, the solo bassoon is allowed to revel expressively
in a sea of sound.” A brief introduction featuring solo bas-
soon and strings gives way to an extended choral passage
in which the vocalists hum their notes. Strings expand upon
the chorus melody, with woodwinds joining in as phrases
get passed between orchestra and chorus. The bassoon en-
ters with a cantabile solo line accompanied only by chorus
and pizzicato low strings. The rest of the orchestra eventu-
ally adds to the texture, building to a climax, followed by a
quiet coda.

“For the third movement,” the composer continues, “I
had in my mind the image of the young bassoonist running
away to join the circus. The idea of the bassoon as a circus
act of course tickled me. A friend from my youth used to
tease her sister who played the bassoon, reminding her that
the bassoon was the ‘funny’ instrument of the orchestra, im-
plying that the bassoon had no other purpose. Clearly this
is not the case, yet there is some measure of truth here and
we would be remiss not to take advantage of the clownish
nature of this wonderful instrument. The slapstick gestures
in the orchestra serve to provide a center-ring spotlight on
the star of the show.” Lawrence recalls that after playing
through the movement for the first time, “I thought, ‘de-
mented circus,’ not knowing that Bob imagined the soloist
wanting to run away and join the circus as a girl! I now find
myself daydreaming I’m on a trapeze while I play.”

Entitled “Circus Ambitions,” the concerto’s closing
movement opens with horns announcing the first theme
in alternating bars of 6

8 and 9
8 . A brief cadenza leads to

frolicsome interplay between soloist and orchestra. The cho-
rus then takes up the opening theme, again accompanied
by pizzicato low strings, and these melodies—along with
a lilting, dance-like theme for strings over which the solo
instrument soars lyrically—are intertwined and developed,
creating a loose rondo form, all driving toward a spirited
conclusion.

“This concerto turned out to be so much more than I
had hoped for,” Lawrence says. “I think it is Bob’s best so
far! I am so excited to perform this work—it is a wonderful
new addition to the bassoon repertoire.”

—Jeff Eldridge



Herbert Norman Howells
Take Him, Earth, for Cherishing

Howells was born October 17, 1892, in Lydney, Gloucester-
shire, England, and died in London on February 23, 1983. He
composed this unaccompanied 8-part motet during the spring of
1964 and dedicated it “to the honoured memory of John Fitzgerald
Kennedy, President of the United States of America.” The Choir
of the Cathedral of St. George from Kingston, Ontario, premiered
the work at the National Gallery of Art in Washington, D.C., on
November 23, 1964.

According to his biographer, Paul Spicer, “Herbert
Howells was a great musician, a complex man, a devoted
and devastated father, a loyal but weak and unfaithful hus-
band, a sensualist though not a hedonist, a teacher, adjudi-
cator, examiner, writer and speaker, and almost last of all,
a composer.” Best known for his Anglican church music,
including the wistfully lyrical Christmas carol, “A Spotless
Rose,” the luminous anthem “Like as the Hart,” and the
moving tune “Michael” (composed for the hymn text “All
my hope on God is founded”), Howells was the youngest of
the many offspring of an amateur organist, and displayed
musical talent early. Ralph Vaughan Williams became a
friend and mentor, and Howells studied at the Royal School
of Church music with some of Vaughan Williams’ teachers.
Diagnosed in 1915 with Graves’ disease (hyperthyroidism),
the young composer was given only six months to live, but
he became the first person in England to receive an experi-
mental radium treatment, which was sufficiently successful
to give him nearly 70 additional years of life.

Howells served as assistant organist at Salisbury Cathe-
dral for a short time during 1917, and later helped to edit
the extensive body of Latin Tudor sacred music then be-
ing explored at Westminster Cathedral. Enthralled by this
music, Howells assimilated the English Renaissance style
into his own vocal and organ compositions. He continued
his editing work until he became, in 1920, a member of the
faculty of the Royal College of Music, a position he held
almost as long as he lived.

Howells initially composed mostly orchestral and
chamber music, but the failure of his second piano con-
certo in 1925 silenced his musical voice for nearly a decade.
But when his nine-year-old son, Michael, died very sud-
denly in 1935, the tragedy released the music of his soul and
powerfully influenced his subsequent work, most notably
his masterpiece, Hymnus Paradisi (1938) for orchestra and
chorus. Howells received an honorary doctorate from Cam-
bridge University, and in 1972 was made a Companion of
Honour. His ashes were interred in Westminster Abbey near
those of Vaughan Williams during a Service of Thanksgiv-
ing for Howells’ life at Westminster Abbey in June of 1983,
at which Take Him, Earth, for Cherishing was performed.

Very soon after John F. Kennedy’s assassination, How-
ells was commissioned to compose a motet for a memo-
rial service to be held later, and he opted to use a text he
had found in Medieval Latin Lyrics by the Irish poet, play-
wright and translator Helen Jane Waddell (1889–1965). How-
ells had previously set portions of a lengthy poem for the

burial of the dead, Hymnus circa Exsequias Defuncti, from the
Liber Cathemerinon, a book of 12 hymns for various times
of the day and for church festivals, by Aurelius Pruden-
tius Clemens (348–ca. 413), a Roman Christian poet from
northern Spain. Now Howells returned to Waddell’s in-
comparable translation (the spirit of which pervades his
Hymnus Paradisi) for Take Him, Earth, for Cherishing, consid-
ered one of the finest choral compositions of the 20th century.
It is characteristic of Howells’ “English pastoralist” choral
style, with its radiant (often modal) harmonies, its sensual-
ity combined with spirituality, and its illumination of both
individual words and of the larger architectures of the text.
The anthem can be viewed as a set—in “arch form”—of
variations on its opening theme. It begins with a somber
prayer by unison voices that soon expands into broader,
grief-stained harmonies and disquieted rhythms torn by
anguished outcries. At the plea “Take, O take him, mighty
Leader,” sunlight suffuses the texture, but sorrowful clouds
soon shadow the musical sea as its tides ebb and flow until
pain-tinged dissonances dissolve into a final restatement of
the work’s opening words in the midst of a shimmering,
peaceful pool of quiet consonance and comfort.

Both this composition and the Vaughan Williams piece
that concludes this afternoon’s concert concern death, but
Vaughan Williams’ music is the work of a young man who
had not yet experienced, as an adult, a grievous personal
loss of the sort that overwhelmed Howells when his young
son died. Howells’ motet is a work that explores both pri-
vate and public grief in a much more profound, soul-shaking
expression of both sorrow and hope, and its tragic beauty
allows us both to mourn and to glimpse through our tears
the light of new life as we cherish, as does Prudentius’ earth,
our beloved dead.

Ralph Vaughan Williams
Toward the Unknown Region

Vaughan Williams was born at Down Ampney, Glouster-
shire, England, on October 12, 1872, and died on August 26,
1958, in London. He began composing Toward the Unknown
Region in late 1904 and conducted the first performance at the
Leeds Triennial Festival on October 10, 1907. The score calls for 3
flutes, 2 oboes, English horn, 2 clarinets, bass clarinet, 2 bassoons,
4 horns, 3 trumpets, 3 trombones, tuba, 2 harps, timpani, organ
and strings, plus double chorus.

Toward the Unknown Region, “a song for chorus and
orchestra,” was the first of Vaughan Williams’ works to cap-
ture the attention of both audiences and critics, and its lush
harmonies and vibrant scoring became hallmarks of the
composer’s characteristic “sound.” Indeed, it contains the-
matic elements that appear in the composer’s Sea Symphony
and elsewhere in his oeuvre.

Bertrand Russell had introduced Vaughan Williams
to the writings of the American poet and “father of free
verse” Walt Whitman (1819–1892), and around 1903 the
composer began to carry a copy of Leaves of Grass with him
constantly. British composers became attracted to Whit-
man’s poetry long before their American counterparts, and



Vaughan Williams’ teacher Charles Villiers Stanford had
been the first important composer to set Whitman’s words
to music. In 1903 Vaughan Williams began sketches for his
own ambitious Whitman project, a work that would become
his Sea Symphony; he devoted much of 1904–1906 to editing
The English Hymnal for the Church of England. At one point
he reached a roadblock with the Whitman project and dis-
covered that his friend Gustav Holst was mired in a similar
predicament. According to Vaughan Williams: “Gustav and
I were both stuck—so I suggested we should both set the
same words in competition—suggesting ‘Darest thou.’ The
prize was awarded by us to me.” (Holst suppressed his
composition.)

Vaughan Williams dedicated his setting of ‘Darest thou’
to Florence Maitland, the recently widowed sister of his
first wife, Adeline. Vaughan Williams’ music is excellently
suited to the expression of Whitman’s exalted, humanistic
sentiments, so inspiring when the 20th century was young,
but so brutally shredded by the atrocities of two world wars
and the ensuing cataclysms. Reappearing variants of the
work’s opening phrase and of a rising arpeggiated figure at
the words “nor face” and “nor touch” unify a composition
whose intensity, as we ride the crests and troughs of the mu-
sic’s increasingly powerful waves, crescendos to a crashing
climax at its conclusion.

—Lorelette Knowles

Vocal Texts

Take Him, Earth, for Cherishing

Take him, earth, for cherishing,
To thy tender breast receive him.
Body of a man I bring thee,
Noble even in its ruin.

Once was this a spirit’s dwelling,
By the breath of God created.
High the heart that here was beating,
Christ the prince of all its living.

Guard him well, the dead I give thee,
Not unmindful of his creature
Shall He ask it: He who made it
Symbol of His mystery.

Comes the hour God hath appointed
To fulfill the hope of men,
Then must thou, in very fashion,
What I give, return again.

Body of a man I bring thee.
Not though ancient time decaying
Wear away these bones to sand,
Ashes that a man might measure
In the hollow of his hand:

Not though wandering winds and idle,
Drifting through the empty sky,
Scatter dust was nerve and sinew,
Is it given to man to die.

Once again the shining road
Leads to ample Paradise;
Open are the woods again,
That the Serpent lost for men.

Take, O take him, mighty Leader,
Take again thy servant’s soul.

Grave his name, and pour the fragrant
Balm upon the icy stone.

Take him, earth, for cherishing,
To thy tender breast receive him.
Body of a man I bring thee,
Noble even in its ruin.

By the breath of God created.
Christ the prince of all its living.

Take him, earth, for cherishing.

—Prudentius (348–413), from Humnus circa Exsequias
Defuncti, translated by Helen Waddell

Toward the Unknown Region

Darest thou now O soul,
Walk out with me toward the unknown region,
Where neither ground is for the feet nor any path to follow?

No map there, nor guide,
Nor voice sounding, nor touch of human hand,
Nor face with blooming flesh,

nor lips, nor eyes, are in that land.

I know it not O soul,
Nor dost thou, all is a blank before us,
All waits undreamed of in that region, that inaccessible land

Till when the ties loosen,
All but the ties eternal, Time and Space,
Nor darkness, gravitation, sense,

nor any bounds bounding us.

Then we burst forth, we float,
In Time and Space O soul, prepared for them,
Equal, equipt at last,

(O joy! O fruit of all!) them to fulfil O soul.

—Walt Whitman, from Leaves of Grass



Orchestra Seattle

Violin
Susan Beals
Lauren Daugherty
Stephen Hegg
Susan Herring
Jason Hershey
Manchung Ho
Fritz Klein*
Jim Lurie
Gregor Nitsche
Susan Ovens
Stephen Provine**
Elizabeth Robertson
Theo Schaad
Janet Showalter
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Kailee Wright
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Bass
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Steven Messick

Flute
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Virginia Knight
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Torrey Kaminski
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Bass Clarinet
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Horn
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Trumpet
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Daniel Harrington
Janet Young*

Trombone
Paul Bogotaj
David Holmes
Chad Kirby*

Tuba
David Brewer

Percussion
Kathie Flood
Dan Oie*

Harp
Melissa Walsh

Organ
Robert Kechley

** concertmaster
** principal

Soprano
Hilary Anderson
Crissa Cugini
Kyla DeRemer
Cinda Freece
Kiki Hood
Jill Kraakmo
Peggy Kurtz
Carol Sams
Lila Woodruff May
Liesel van Cleeff
Pat Vetterlein

Alto
Julia Akoury Thiel
Jane Blackwell
Deanna Fryhle
Rose Fujinaka
Pamela Ivezič
Jan Kinney
Lorelette Knowles
Theodora Letz
Suzi Means
Laurie Medill
Paula Rimmer
Annie Thompson

Seattle Chamber Singers

Tenor
Ron Carson
Jon Lange
Tom Nesbitt
Jerry Sams
Victor Royer

Bass
Andrew Danilchik
Stephen Keeler
Dennis Moore
Stephen Tachell
Slosson Viau
Richard Wyckoff

OSSCS 2010–2011 Season

Chamber Music
Sunday, March 13, 2011 • 3:00 PM

Bartók Duos for Two Violins, Sz. 98
Brahms Scherzo from Piano Trio in E[

Wolf Intermezzo
Handel Concerto Grosso, Op. 6, No. 2
Mozart Serenade No. 12 in C Minor

All concerts at First Free Methodist Church.
Advance tickets at www.osscs.org or by
phone at 1-800-838-3006.

St. Matthew Passion
Palm Sunday, April 17, 2011 • 3:00 PM

Hans-Jürgen Schnoor, conductor
Wesley Rogers, Evangelist
Erik Anstine, Jesus
Jessica Robins-Milanese, soprano
Melissa Plagemann, alto
Stephen Wall, tenor
Charles Robert Stephens, baritone
Columbia Boys Choir

Steve Stevens, director

J.S. Bach St. Matthew Passion

Season Finale
Sunday, May 15, 2011 • 3:00 PM

Darko Butorac, conductor
Ronald Patterson, violin
Catherine Haight, soprano
Kathryn Weld, alto
Gerald Sams, tenor
Charles Robert Stephens, baritone

Verdi Choruses from Nabucco
Sams Childhood’s Moon

WORLD PREMIERE

Bruch Violin Concerto No. 1
Schumann Symphony No. 3 in E[



OSSCS Supporters

Maestro’s Circle
[$10,000 or more]
Barbara & Eugene Kidder

Composer’s Circle
[$5,000–$9,999]
Gerald & Betty Kechley
Allen & Christine Rickert

Concerto Circle
[$2,500–$4,999]
Jane Blackwell
Patrick McDonald
Liesel van Cleeff
David Zapolsky

Cadenza Circle
[$1,000–$2,499]
Anonymous
Beatrice Dolf
Dean & Bette Drescher
Nancy Lewis
Edythe & H.J. Lurie, MD
Dennis & Jean Moore
Terry & Karin Rogers
George Wallerstein

Vivace
[$500–$999]
Martha Clatterbaugh &

Michael J. Moody
Crissa Cugini
William & Dena Lee Cumming
Dean Druggé
Deanna & Craig Fryhle
Harper D. Hawkins
Ellen Kaisse & Gary Roberts
Fritz Klein
Daniel Lee
Mark Lutz
May Family Foundation
Steven & Katie Sauter Messick
David & Susan Dunn Ovens
Kenneth & Elizabeth Robertson

Murl Sanders & Janet Hesslein
Hans & Lyn Sauter
Nancy Shasteen
Janet & Michael Showalter
Alexander & Jane Stevens
Ann Thompson
David & Reba Utevsky
Jay & Becky White
Janet Young

Presto
[$250–$499]
Tom & Barb Anderson
Elizabeth Boyle
Charles Bretz
Greg Canova & Barbara Linde
Ronald & Merrie Carson
Carl Corbin & Barbara Sage
Alex & Norma Cugini
Per Curtiss
John Edwards
Nancy Ellison
Phillip Gladfelter
Ansgar & Anne Grosse-Wilde
Alice Gu & Zuyi Chen
Susan Herring
David & Candace Holmes
Elizabeth Kennedy &

Robert Kechley
Jill & Arnold Kraakmo
William & Ruth Kratzke
Jon Lange
Judith & Alan Lawrence
Theodora Letz & Paul Blinzer
Julie Lutz
Gary & Barbara Messick
Tom Nesbitt
Darrell & Sue Newman
Stephen Provine & Jennifer Caine
Gustav & Claire Raaum
Margaret Ridgeway
Theo Schaad &

Barbara Schaad-Lamphere
Gary Sheridan
Geralyn Shreve
Jeff & Melissa Thirloway
Pieter & Tjitske van der Meulen
James van Zee
Harry & Jean Vye
Matthew Wyant & Bonnie Light

Allegro
[$100–$249]
Sharon & André Agnew
Alfred & Joan Andenes
Rebecca Anderson
Rosann Benedict
Isaiah & Debbie Bier
David & Inez Boyle
Stephen Brady & Judith Cohen
David & Julia Brewer

James & Diane Brinson
Colleen Childs
Michael & Patricia Clarke
Michael Davidson &

Patricia Johnson
Kyla DeRemer
Polly Detels & Charles Embry
Nancy Dilworth
Mary Virginia Dombrowski
Daniel & Kathleen Dow
Doug & Dana Durasoff
Ann Erickson
Bijan & Shanaz Ghatan
Fay Griffin
Donald & Rebecca Gurka
Jo Hansen
James & Florence Harris
Alexandra Heron
Charlotte Hood
Rena Ilumin & Thomas Roth
Pamela & Željko Ivezič
Jessie Johanson
Sylvia Johnson & Norman Lundin
Dysa Kafoury
Stephen & Mary Keeler
Olga Klein
Lorelette & Walter Knowles
Theodore & Pam Kummert
David & Peggy Kurtz
Frances Kwapil
Gerald & Barbara Laughlin
Nancy Lawton & Steve Fury
Hubert Locke
Timothy Lunde
Bob & Eileen Lusk
Lila Woodruff May
Pamela McPeek
John Morgan
Howard Morrill
Christine Moss
Linda Paros
Marian Patterson
Jocelyn Phillips
Chad & Ferne Pierce
Steven Poteet & Ann Kao
Joann Ribiero
Eric & Karen Richter
Annie Roberts
Randy & Willa Rohwer
John & Ruth Rugh
Roger & Mary Sackett
Joan Scott
Charles Simrell & Deborah Giles
Albert & Sandra Smith
Tom & Karen Stephenson
Andy Studebaker
Dale & Arlene Swanson
Valerie Ann Taylor
David & Pat Vetterlein
Petra Walker
Ellen & James Wallace
Anthony & Roselee Warren

Douglas & Ingrid Welti
Rob & Lorraine Weltzein
Daniel & Genevieve Winkler
Douglas & Susan Woods
Wilson & Barbara Wyant

Piano
[$50–$99]
Anonymous (2)
Hilary Anderson
David Atcheson
Susan & Hallock Beals
Janet Bowersox
Linda Joy Brent
Pamela Cahn & Robert Hsu
Richard & Elaine Carpenter
David & Jane Cottrell
William & Helen Dahlberg
Yousif Farjo
David & Irene Fisher
Ron & Cathy Haight
Laurie Heidt & Joseph Jimenez
Ken Johnson
Carolyn Krall
Louise Larson
Crystol Lee
Bill Levey
Gwenn Maxfield
Dennis Neuzil
Gary Oules
Ellen Smith
Pamela Tharl
Slosson Viau
Nancy & Jerry Worsham
Esther Wu
Rick Wyckoff & Carol Judge
Xu Yi
Gregory & Martha Yuckert

Gifts in Honor of
Jane Blackwell
Robert Kechley
Marcus Kidder
The Reunification of Germany
Roupen Shakarian
Liesel van Cleeff

In Memoriam
The Parents of Michael Clarke
Karen M. Fant
Rev. Julie Diersen Koch
Marjorie Oules
George Shangrow
Ann Kafoury Tremaine
Irene White

Sponsorship
German Embassy
Lakeside Milam

The above list includes gifts received between November 1, 2009, and
February 14, 2011. 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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Save the date for the annual OSSCS auction!

Maytime Revels
Sunday, May 1, 2011 • 12:00–4:00 p.m.

Nile Country Club and Golf Course
6601 244th St. SW • Mountlake Terrace

Please call 206-682-5208 or e-mail
medill@osscs.org to obtain an invitation.


