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About the Conductor

With mounting successes in both symphonic and operatic
repertoire, Jayce Ogren is building a sterling reputation
as one of the finest young conductors to emerge from the
United States in recent seasons. He has just been named
music director of the New York City Opera, where this sea-
son he conducted Britten’s Turn of the Screw and Rossini’s
Mosè in Egitto, and durng the 2013–2014 season will lead
new productions of Bartók’s Bluebeard’s Castle at St. Ann’s
Warehouse and Mozart’s Le nozze di Figaro at City Center.

A series of high-profile New York City dates during
2012–2013 demonstrates Mr. Ogren’s wide-ranging talents:
in addition to New York City Opera, he made his Mostly
Mozart Festival debut with the groundbreaking Interna-
tional Contemporary Ensemble; he also led ICE in programs
at Columbia University’s Miller Theatre (and the Wien Mod-
ern Festival); he joined New York City Ballet for an all-
Stravinsky program; and he debuted with the New York
Philharmonic on their CONTACT! series.

In the summer of 2012, Mr. Ogren led performances of
Mozart’s Le nozze di Figaro at the Verbier Festival Academy
and the European premiere of Bernstein’s West Side Story
with Orchestra at the Royal Albert Hall, conducting the
Royal Philharmonic Concert Orchestra, repeating the iconic
Bernstein work with the Detroit Symphony and the National
Arts Centre Orchestra in Ottawa this season. Earlier this
month he returned to the BBC Symphony at the Barbican for
the world premiere of Nico Muhly’s Outrage and European
premieres of works by David Lang and Paola Prestini.

Recent engagements in America include dates with
the Cleveland Orchestra, the Los Angeles Philharmonic, St.
Paul Chamber Orchestra, the New World Symphony and
the Grand Rapids Symphony. Mr. Ogren stepped into a
last-minute cancellation for James Levine, conducting the
Boston Symphony Orchestra in a challenging program that
included the world premiere of Peter Lieberson’s song cycle

Songs of Love and Sorrow with Gerard Finley. He also re-
turned to New York City Opera to conduct the American
premiere of Rufus Wainwright’s opera Prima Donna.

European guest engagements have included the
Deutsches Symphonie Orchester Berlin, BBC Symphony
Orchestra, the Copenhagen Philharmonic, the Royal Phil-
harmonic Concert Orchestra, repeat appearances with the
Asturias Symphony, regional opera companies and orches-
tras throughout Scandinavia.

On the opera stage, Mr. Ogren made his Canadian
Opera Company debut with Stravinsky’s The Nightingale &
Other Short Fables, and has led New York City Opera produc-
tions of Mozart’s The Magic Flute and Bernstein’s A Quiet
Place, for which he won extensive critical acclaim.

Mr. Ogren was appointed by Franz Welser-Möst as as-
sistant conductor of the Cleveland Orchestra and music di-
rector of the Cleveland Youth Orchestra n 2006. In 2009, he
led the Cleveland Orchestra in regular-season subscription
concerts and at the Blossom Festival.

A Hoquiam native, Mr. Ogren received a bachelor’s de-
gree in composition from St. Olaf College in 2001 and a mas-
ter’s degree in conducting from the New England Conserva-
tory in 2003. Aided by a U.S. Fulbright Grant, he completed
a post-graduate diploma in orchestral conducting at Stock-
holm’s Royal College of Music and spent two summers at
the American Academy of Conducting at Aspen.

As a composer, Mr. Ogren’s works have been premiered
at venues including the Royal Danish Conservatory of Mu-
sic, the Brevard Music Center, the American Choral Di-
rectors Association Conference and the World Saxophone
Congress. His Symphonies of Gaia has been performed by
ensembles on three continents and serves as the title track
on a DVD featuring the Tokyo Kosei Wind Orchestra.

Jayce Ogren is the founder of Young Kreisler, a band
performing Ogren’s own work, as well as music ranging
from Mahler to Piazzolla to Kurt Cobain. He is a triathlete
based in New York City.

Program Notes

Giuseppe Verdi
Four Sacred Pieces

Verdi was born October 9, 1813, near Busseto, Italy, and
died on January 27, 1901, in Milan. He composed these four
choral works between 1888 and 1897. Three of them premiered
in Paris on April 7, 1898, with the Ave Maria debuting in a
performance of all four pieces in Vienna on November 13 of that
year. The first and third pieces are for chorus alone, while the
other two add an orchestra consisting of 3 flutes, 2 oboes, English
horn, 2 clarinets, bass clarinet, 4 bassoons, 4 horns, 3 trumpets, 4
trombones, timpani, bass drum, harp and strings.

The son of an innkeeper and a spinner, Giuseppe For-
tunino Francesco Verdi was born in a small village not far
from Busseto in the duchy of Parma. The precocious boy
displayed immense musical talent early, assisting as an or-
ganist at the local church before (at the age of nine) he took

the position on a full-time basis. His musical fame rests
upon the approximately 30 operas he produced from 1839
to 1893, establishing his reputation as one of the greatest
and most influential of all opera composers.

In 1836, Verdi was appointed municipal music master
in Busseto, married his childhood sweetheart, and began
giving private music lessons and composing for and di-
recting the local Philharmonic Society. Bartolomeo Merelli,
impresario at Milan’s illustrious opera house, La Scala, fi-
nally agreed to present Verdi’s first opera, Oberto, in 1839,
and it fared well enough to cause Merelli to contract with
Verdi for several more operas. Personal tragedy disrupted
these plans, however: The composer’s daughter had died
in 1838 at the age of 17 months; he then lost his 15-month-
old son just prior to Oberto’s premiere; and within eight
months of this blow, his wife suddenly succumbed to en-
cephalitis. “A third coffin went out of my house,” Verdi
lamented. “I was alone! Alone!” While struggling with



these devastating events, Verdi attempted to fulfill his con-
tract and managed to complete a comic opera, but—not
surprisingly—it was a miserable failure and Verdi vowed
never to compose again. Merelli, however, demonstrated
a great deal of faith in and patience with Verdi, and after
two years he finally persuaded the composer to examine the
libretto for Nabucco, the lavish success of which launched its
composer’s long and legendary career.

Around 1850, Verdi began an affair with a longtime
acquaintance and supporter, soprano Giuseppina Strepponi,
whose stellar career was beginning to dim. Their living
arrangement as unabashed unmarried partners caused con-
siderable scandal (they eventually married in 1859). Despite
this, the composer was elected to represent Busseto in the
Assembly of Parma provinces, was later elected to the na-
tional parliament, and ultimately became a senator.

During the final years of his life, Verdi—now famous
and financially secure—devoted much of his energy to the
development of his landholdings (Verdi is the only major
composer to have been a successful farmer!) and to involve-
ment in charitable activities. He also became increasingly
disenchanted with the cosmopolitan direction in which Ital-
ian music was moving, and the amount of influence that
German music was beginning to exert upon it. He died in
January 1901 of a massive stroke, and his funeral was, as he
wished, a quiet occasion “without music or singing.”

Apart from the Quattro Pezzi Sacri (Four Sacred Pieces)
and the famous Requiem, Verdi wrote little music not in-
tended for the stage. Composed when he was nearing—and
in—his eighties, the Four Sacred Pieces, in their surprising
harmonies and melodies, look toward a future in which they
continue to startle and disturb with their “un-Verdi-like”
sound. They were a huge success when first performed,
although the large choir struggled with the unusual har-
monies that challenge even the best contemporary choirs
and make their appearance on concert programs a rarity.

The a cappella Ave Maria, the most abstract and harmon-
ically unstable of the pieces, was Verdi’s response to an 1888
challenge in the Gazzetta Musicale di Milano to harmonize
an “enigmatic scale” (C–D[–E–F]–G]–A]–B–C). Among the
various solutions submitted, Verdi’s work is more than a
mere intellectual exercise, in which listeners can hear hints
of the astonishment, fear and even foreboding that Mary
must have felt when she was confronted by an angel bring-
ing to her an astounding message containing joy—but also
a sword that would pierce her soul at the foot of Jesus’ cross.
The enigmatic scale serves as a cantus firmus (a foundational
sequence of notes) that climbs, through the four sections of
the work, from the bass to the soprano part, providing a
slender stalk around which the other choral parts curl and
intertwine unsettlingly, sending out chromatically twisting
tendrils that wander back at last to their opening tonal roots.

The Stabat Mater, Verdi’s last composition, is a grand
and emotionally powerful setting of the well-known 13th-
century Latin hymn that describes the suffering of Mary
during Christ’s crucifixion. Verdi opens the work with
dark dissonance and proceeds to illustrate quite vividly

the text’s 20 verses, employing arrestingly dramatic shifts in
volume and intensity, instrumental and choral textures, and
harmonic colors throughout which a four-note descending
motive continues to be distinguishable. Finally, after a glori-
ous climax, the strings drift downward, the chorus utters a
barely audible unison “Amen,” and the composition’s open-
ing phrase emerges from the depths of the orchestra: even
in paradise the Virgin’s anguished tears are not forgotten.

In Dante’s “Paradiso,” the third and last section of his
astonishing allegorical epic, Divina Commedia (written be-
tween 1308 and 1321 and describing the soul’s journey to
God), the poet makes his way through Heaven, guided by
Beatrice, his female ideal, who symbolizes theology. The
Laudi alla Vergine Maria is Saint Bernard’s prayer to the
blessed Virgin Mary on Dante’s behalf, in which he praises
her as the goal and purpose of all creation because, through
her, God’s Son became human and human beings are united
with her Son. Intended originally for four solo women’s
voices, this brief, unaccompanied work has typically, since
its premiere, been performed chorally. A rich brocade of
chordal passages embroidered with strands of imitative
counterpoint wraps the listener in a shimmering cloak of
serenity and beauty while, at the work’s end, two finely
threaded “Ave”s unravel into silence.

The Te Deum is a fourth-century hymn of praise
regularly performed on occasions of special celebration
and thanksgiving; its concluding petitions (beginning at
“Salvum fac populum tuum”) are based on Psalm verses
and constitute a later addition to the original text. In his
setting of this hymn, Verdi’s choral writing reaches its zenith
(he wished its score to be buried with him). After the un-
accompanied plainsong opening and the chordal chanting
of the men’s voices, the two choirs and their ever-varying
and contrasting sub-groupings, sometimes accompanied
by and at other times alternating with large and colorful
orchestral forces, present the text in a series of swelling,
subsiding and then suddenly crashing billows of sound. At
last the receding waves leave upon the listeners’ shore a
lone voice reiterating with increasing conviction its hope in
the Lord; the chorus affirms this trust with a mighty shout,
after which the orchestra’s final chords dissolve into wisps
of violin-tinted mist that hover and vanish above the basses’
ebbing sea.

—Lorelette Knowles

Jean Sibelius
Symphony No. 5 in E[ Major, Op. 82

Sibelius was born in Tavestehus, Finland, on December 8,
1865, and died at Järvenpää on September 20, 1957. He began
composing this symphony during late 1914. An initial version
debuted in Helsinki on December 8, 1915, after which Sibelius
made extensive revisions. He conducted the premiere of a new
version on December 16, 1916, making still further modifications
over the next three years. He conducted the Helsinki Philharmonic
in the first performance of the final version on November 24, 1919.
The score calls for pairs of woodwinds, 4 horns, 3 trumpets, 3
trombones, timpani and strings.



“Sibelius was not merely the most famous composer
Finland ever produced,” writes Alex Ross in The Rest Is
Noise, “but the country’s chief celebrity in any field.” Until
marathoner Paavo Nurmi (“the flying Finn”) captured two
gold medals at the 1920 Summer Olympics, music historian
Michael Steinberg notes, “Sibelius was the only Finn whose
name was known throughout the world.” Even today, as
Ross points out, “[w]hen Finns are asked to characterize
their culture, they invariably mention, along with such na-
tional treasures as the lakeside sauna, Fiskars scissors, and
Nokia cell phones, ‘our Sibelius.’ ”

While his 1899 first symphony continued the tradition
set forth by Tchaikovsky and others, the 1902 second (per-
formed by Orchestra Seattle and Jayce Ogren in October
2011) merged the established symphonic form with Sibelius’
unique compositional voice. Together with the patriotic
tone poem Finlandia and his violin concerto (1904–1905), the
Symphony No. 2 solidified Sibelius’ reputation in the hearts
of Finns as well as his position as a major composer on the
world stage.

With the (all-too-seldom performed) third symphony,
Sibelius began to compact his musical language, stripping
out excess romanticism. A much darker fourth symphony,
inspired in part by the language of twelve-tone composers
(and overshadowed by a battle with throat cancer, which
caused him to—temporarily—heed doctors’ orders to avoid
alcohol), followed.

Although Sibelius began thinking about a fifth sym-
phony as early as 1912, work began in earnest in prepara-
tion for a December 1915 concert celebrating the composer’s
own 50th birthday. Despite the festive nature of the occa-
sion, progress was difficult, and World War I exacerbated
Sibelius’ problems: among other setbacks, royalties from
his German publisher ceased, and he was forced to resume
writing “popular” works to supplement the lost income. On
August 15, 1914, he wrote, “How miserable it is that I must
compose miniatures.” Ideas for the symphony often proved
tantalizingly elusive. “For an instant,” he wrote to a friend
in September 1914, “God opens his door and His orchestra
plays the Fifth Symphony.”

Sibelius did complete a four-movement work in time
for the 50th birthday concert, but while the audience reacted
with great approval, the composer was not yet satisfied. He
continued to make revisions, debuting another version a
year later, yet his dissatisfaction persisted. Even as he began
work on his sixth and seventh symphonies, he continued to
revisit the fifth—not simply to tweak the orchestration or
make minor edits, but to completely rethink the structure of
the work.

The composer provided a progress report in a May
1918 letter to an unidentified correspondent: “The Fifth
Symphony in a new form—practically composed anew—I
work at it daily. Movement I entirely new, movement II
reminiscent of the old, movement III reminiscent of the end
of movement I of the old. Movement IV the old motives, but
stronger in revision. The whole—if I may say so—spirited

intensification to the end (climax). Triumphal.” The work
would still have to wait a year and a half to be premiered in
its final form (partly due to civil unrest in Finland following
World War I) and during that time revisions continued: the
four movements of which Sibelius wrote above eventually
became three, with the first two combined into a seamless
whole.

The symphony opens with an ascending horn call.
Melodic fragments swirl about and themes emerge—often
overlapping one another—but rarely revealed in their en-
tirety upon first hearing. Traces of the traditional sonata-
allegro form remain, but Sibelius defies expectation at every
turn, resulting in what Alex Ross calls a “staggeringly un-
conventional work.” At the point where one might expect
a recapitulation of the movement’s opening material, the
composer shifts the meter almost imperceptibly from a de-
liberate 12

8 to (very) quick 3
4 , one of the four main pulses

from the preceding meter corresponding to an entire mea-
sure of the new time signature. A scherzo is underway,
incorporating musical material adapted and transformed
from the opening. A trumpet melody seems to announce
the onset of a trio section of the scherzo, but before long the
frenetic pace quickens even more, rushing headlong to a
dynamic conclusion.

The symphony’s central movement is not so much a
slow movement as a slower movement. It is also what Don-
ald Francis Tovey calls “a primitive set of variations. . . but
it produces this effect in a paradoxical way, inasmuch as it
is not a theme preserving this identity, but a rhythm. . . built
up into a number of by no means identical tunes.” (In both
of these qualities—tempo and variations on a rhythm—it
recalls the “slow” movement of Beethoven’s Symphony No.
7, performed by Orchestra Seattle last month.) While the
overall mood remains relatively tranquil, Sibelius incorpo-
rates a sensation of tension and release through the use of
woodwind dissonances—which take longer and longer to
resolve as the movement progresses.

The finale—in 2
4 and very fast—begins with an on-

slaught of tremolo violins and violas, out of which emerges
a theme briefly joined by woodwinds. Eventually horns in-
tone a broad chorale-like melody (in long notes that embody
a completely separate sense of time and tempo) that care-
ful listeners will recall from its foreshadowing by double
basses in the second movement. It is this theme that Sibelius
attributed (in an April 21, 1915, diary entry) to a wildlife
encounter near his country home: “Today. . . I saw 16 swans.
One of my greatest experiences. Lord God, that beauty!”

This “swan theme” assumes increasing importance as
the movement progresses and—in a reverse of the tempo
shift from the first movement—eventually wins out as the
meter switches to a broad 3

2 . Dissonances and harmonic
tension intrude, building in volume and quickening in
pace. The eventual resolution—six broadly spaced chords—
remains one of the most remarkable conclusions to any sym-
phonic work. “Staggeringly unconventional” indeed.

—Jeff Eldridge
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We dedicate this performance to Liesel van Cleeff, who retires this year from the Seattle Chamber Singers. Liesel came to the
United States from the Netherlands after World War II and settled in Seattle with her husband, Otto Rombouts, a physician. They
joined University Unitarian Church, where they helped welcome George Shangrow to the post of director of music at the tender
age of 18. Although he “looked like a hippie,” he had a special way with music and people that captivated Liesel (and many
others at UUC). She was very supportive of him at UUC, and in his role as conductor of the Seattle Chamber Singers. Liesel
sang in the church choir, joined SCS in 1982, and invited her many friends to our concerts. George and Liesel shared a special
relationship, traveling together to Europe on group tours he organized and creating a fictitious language (which no one understood
except themselves) that they dubbed “Double Dutch.” Thank you, Liesel, for your unfailing example of support and commitment to
OSSCS. We expect to see you in the audience at all of our future concerts!



Vocal Texts and Translations
Ave Maria, gratia plena, Dominus tecum;
benedicta tu in mulieribus,
et benedictus fructus ventris tui, Jesus.
Sancta Maria, Mater Dei,
ora pro nobis peccatoribus,
nunc et in hora mortis nostrae. Amen.

Hail Mary, full of grace, the Lord is with you;
blessed are you among women,
and blessed is the fruit of your womb, Jesus.
Holy Mary, Mother of God,
pray for us sinners,
now and at the hour of our death. Amen.

Stabat mater dolorosa juxta Crucem lacrimosa,
dum pendebat Filius.

Cuius animam gementem, contristatam et dolentem,
pertransivit gladius.

O quam tristis et afflicta fuit illa benedicta,
mater Unigeniti!

Quae moerebat et dolebat, pia Mater, dum videbat
nati poenas inclyti.

Quis est homo qui non fleret, matrem Christi si videret
in tanto supplicio?

Quis non posset contristari Christi Matrem contemplari
dolentem cum Filio?

Pro peccatis suae gentis vidit Iesum in tormentis,
et flagellis subditum.

Vidit suum dulcem Natum moriendo desolatum,
dum emisit spiritum.

Eia, Mater, fons amoris me sentire vim doloris
fac, ut tecum lugeam.

Fac, ut ardeat cor meum in amando Christum Deum
ut sibi complaceam.

Sancta Mater, istud agas, crucifixi fige plagas
cordi meo valide.

Tui Nati vulnerati, tam dignati pro me pati,
poenas mecum divide.

Fac me tecum pie flere, crucifixo condolere,
donec ego vixero.

Juxta Crucem tecum stare, et me tibi sociare
in planctu desidero.

Virgo virginum praeclara, mihi iam non sis amara,
fac me tecum plangere.

Fac, ut portem Christi mortem, passionis fac consortem,
et plagas recolere.

Fac me plagis vulnerari, fac me Cruce inebriari,
et cruore Filii.

Flammis ne urar succensus, per te, Virgo, sim defensus
in die iudicii.

Christe, cum sit hinc exire, da per Matrem me venire
ad palmam victoriae.

Quando corpus morietur, fac, ut animae donetur
paradisi gloria. Amen.

The mother stood sorrowing by the cross, weeping
while her Son hung there.

Whose soul, lamenting, Sorrowing and grieving,
has been pierced by the sword.

O how sad and afflicted was that blessed
mother of the only begotten Son!

Who wept and grieved, pius mother, when she saw
the torment of her glorious child.

What person would not weep if he saw the mother of Christ
in such torment?

Who could not be sorrowful to behold Christ’s mother
grieving with her Son?

For the sins of His people she saw Jesus in torment,
and subjected to the whip.

She saw her sweet Son dying forsaken,
as he gave up the spirit.

Ah Mother, fount of love, let me feel the force of grief,
grant that I may grieve with you.

Grant that my heart may burn with the love of
Christ the Lord, that I may be pleasing to Him.

Holy Mother, bring this to pass, transfix the wounds of Him
who is crucified firmly onto my heart.

Of your wounded Son, who deigns to suffer so for my sake,
let me share the pains.

Make me devoutly weep with you; grieving with Him
who is crucified so that I may live.

Beside the cross with you to stand, and to be joined
with you in lamentation, I desire.

Virgin of virgins resplendent, may you not now be harsh
with me, allow me to weep with you.

Let me carry Christ’s death, let me share His passion,
and reflect upon His stripes.

Let me be wounded by the blows, let me be saturated
by the cross, and by the blood of the Son.

By the flames let me not be burned, by you, O Virgin,
let me be defended on the day of judgment.

May Christ be the one with whom I leave here, grant through
the Mother that I may arrive at the palm of victory.

When my body dies, let my soul be given
the glory of paradise. Amen.

Vergine Madre, figlia del tuo figlio,
umile e alta più che creatura,
termine fisso d’etterno consiglio,
tu se’ colei che l’umana natura
nobilitasti sı̀, che ’l suo fattore
non disdegnò di farsi sua fattura.

Virgin Mother, daughter of your Son,
humble and high above any creature,
fixed goal of the eternal counsel,
you are she who gave to human nature
such nobility that its Maker
did not disdain to make himself of what he made.



Nel ventre tuo si raccese l’amore,
per lo cui caldo ne l’etterna pace
cosı̀ è germinato questo fiore.
Qui se’ a noi meridı̈ana face
di caritate, e giuso, intra’ mortali,
se’ di speranza fontana vivace.
Donna, se’ tanto grande e tanto vali,
che qual vuol grazia e a te non ricorre,
sua disı̈anza vuol volar sanz’ ali.
La tua benignità non pur soccorre
a chi domanda, ma molte fı̈ate
liberamente al dimandar precorre.
In te misericordia, in te pietate,
in te magnificenza, in te s’aduna
quantunque in creatura è di bontate. Ave, ave!

In your womb was rekindled the love
by whose warmth in eternal peace
thus this flower has germinated.
Here you are to us the midday making
of charity; and below, among mortals
you of hope are a living fount.
Lady, you are so great and of such worth
that whoever desires grace, and does not run to you,
his desires attempt to fly without wings.
Your benignity gives succor not only
to the one who asks, but often flows
freely before the request is made.
In you is mercy, in you is piety,
in you is magnificence, in you is gathered
whatever in any creature is good. Hail, hail!

Te Deum laudamus, te Dominum confitemur.
Te aeternum Patrem omnis terra veneratur.
Tibi omnes Angeli, tibi coeli et universae potestates,
tibi Cherubim et Seraphim incessabili voce proclamant:
Sanctus, Sanctus, Sanctus, Dominus Deus Sabaoth.
Pleni sunt coeli et terra majestatis gloriae tuae.
Te gloriosus Apostolorum chorus,
te Prophetarum laudabilis numerus,
te Martyrum candidatus laudat exercitus.
Te per orbem terrarum
sancta confitetur Ecclesia,
Patrem immensae makestatis;
venerandum tuum verum et unicum Filium;
Sanctum quoque Paraclitum Spiritum.
Tu, rex gloriae, Christe.
Tu Patris sempiternus es Filius.
Tu ad liberandum suscepturus hominem,
non horruisti Virginis uterum.
Tu, devicto mortis aculeo,
aperuisti credentibus regna coelorum.
Tu ad dexteram Dei sedes, in gloria Patris.
Judex crederis esse venturus.
Te ergo quaesumus, tuis famulis subveni,
quos pretioso sanguine redemisti.
Aeterna fac cum Sanctis tuis
in gloria numerari.
Salvum fac populum tuum, Domine,
et benedic hereditati tuae.
Et rege eos et extolle illos usque in aeternum.
Per singulos dies benedicimus te.
Et laudamus nomen tuum
in saeculum et in saeculum saeculi.
Dignare, Domine, die isto sine peccato nos custodire.
Miserere nostri, Domine, miserere nostri.
Fiat misericordia tua, Domine, super nos,
quemadmodum speravimus in te.
In te, Domine, speravi:
non confundar in aeternum.

You, O God, we praise; you, O Lord, we acknowledge.
You, the eternal Father, are venerated by all the Earth.
To you all angels, to you the heavens and all their powers,
to you cherubim and seraphim with incessant voices
proclaim: Holy, holy, holy, Lord God of Hosts.
Heaven and Earth are full of the majesty of your glory.
You, the glorious chorus of apostles,
you, the laudable number of the prophets,
you, the white-robed army of martyrs praises;
you, throughout the orb of the world
the Holy Church confesses,
the Father of immense majesty,
your venerable, true, and only Son;
also the Holy Spirit, the Comforter.
You, the King of Glory, O Christ,
you are the everlasting Son of the Father.
You, in order to deliver humanity,
have not abhorred the Virgin’s womb.
You, breaking the spike of death,
have opened to believers the kingdom of Heaven.
You, at the right hand of God, sit in the glory of the Father.
We believe that you shall come to be our Judge.
You, therefore, we ask to help your servants
whom you have redeemed with your precious blood.
Make them to be numbered with your saints
in eternal glory.
Make your people to be saved, Lord,
and bless your heritage,
and govern them and lift them up in eternity.
Through each day we bless you,
and we praise your name in eternity
and in the age of ages.
Grant, Lord, this day, to keep us without sin.
Have mercy on us, Lord, have mercy on us.
Let your mercy, Lord, be upon us,
because we have trusted in you.
In you, Lord, I have trusted;
May I not be confounded through eternity.

Translation: Lorelette Knowles
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[$5,000–$9,999]
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Hallock & Susan Beals
Beatrice Dolf
Harper D. Hawkins
May Family Foundation
Janet & Michael Showalter
George Wallerstein

Vivace
[$500–$999]
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Presto [$250–$499]
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The above list includes gifts received between July 1, 2012, and March 1, 2013. 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, visit www.osscs.org
or call 206-682-5208 to make a donation.

'

&

$

%

A special “thank you”
to everyone who helped

make our 2013 auction, La Primavera,
such a wonderful success!
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Visit www.osscs.org to subscribe to our e-mail newsletter and
follow OSSCS on Facebook and Twitter to be among the first learn
about our 2013–2014 season—and our new music director!


