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WELCOME TO THE 2021-2022 SEASON OF HARMONIA!

P o

Our theme for this season is “Renewal,” and it's about more
than just a new season or a new name. This season is about
renewing our relationship with music, exploring its edges and
boundaries, and leaving ourselves open to what it has to teach
us. After having been away from live performance for so long,
| think we're all in store for some major surprises, and |, for one,
am restless with anticipation to embark upon the journey.

The idea behind the programming this season is to allow
music back into the life of our community in as complete a
way as possible. We've got programs of festivity, mourning,
tradition and courage—in short, the full compass of the human
experience. Music is the rare art form that can capture the
aching beauty of our triumphs and tribulations. Isn't that a
cultural tradition worth renewing?

We certainly think so. Our guiding principle this season is that
our communal work of making and sharing music is important.

The 2021-2022 season marks William White's fourth season
as Harmonia’s music director.

Maestro White is a conductor, composer, teacher, writer and
performer whose musical career has spanned genres and
crossed disciplines. For four seasons (2011-2015) he served as
assistant conductor of the Cincinnati Symphony Orchestra,
working closely with music director Louis Langrée and an
array of guest artists, including John Adams, Philip Glass,
Jennifer Higdon, Itzhak Perlman and James Conlon. A noted
pedagogue, he has led some of the nation’s finest youth
orchestra programs, including Portland’s Metropolitan Youth
Symphony and the Cincinnati Symphony Youth Orchestra.

Mr. White has long-standing associations with a number of
musical organizations, including the Chicago Symphony
Orchestra, the Pierre Monteux School for Conductors and
the Interlochen Academy.

In addition, Mr. White maintains a significant career as a
composer of music for the concert stage, theater, cinema,
church, radio and film. His music has been performed
throughout North America as well as in Asia and Europe.
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It restores our souls and enriches our lives. It allows us to
express ourselves and communicate across the boundaries
that so often separate us. Our musical culture is a gift that
keeps on giving, across generations and geography.

| have missed you all dearly these past months and |
cannot tell you how excited | am to be back with you,
completing the circuit of energy that flows from the stage
to the hall at a live performance. There’s nothing like it,
and | know none of us will ever again take it for granted.

Sincerely,
lhon J A%

William White, Harmonia music director

His works have been recorded on the MSR Classics and Cedille
labels. Recordings of his works can be heard at willcwhite.com,
where he also maintains a blog and publishing business.

Mr. White earned a Bachelor of Arts in music from the University
of Chicago and a master’s degree in conducting from Indiana
University's Jacobs School of Music. He hails from Bethesda,
Maryland, where he began his musical training as a violist.

(You can keep any jokes to yourself.)

Mr. White is also producer and co-host of The Classical Gabfest, a
weekly podcast about the ever-changing world of classical music.

WILLIAM WHITE

Music Director




Elegy

Saturday, November 6, 2021 « 7:30 p.m.
First Free Methodist Church

Harmonia Orchestra and Chorus
William White, conductor

HUBERT PARRY (1848-1918)
Elegy for Brahms

JOHANNES BRAHMS (1833-1897)
Ein deutsches Requiem, Op. 45

Selig sind, die da Leid tragen

Denn alles Fleisch es ist wie Gras

Herr, lehre doch mich

Wie lieblich sind deine Wohnungen

Ihr habt nun Traurigkeit

Denn wir haben hie keine bleibende Statt
Selig sind die Toten

Kimberly Giordano, soprano
Charles Robert Stephens, baritone

This performance is dedicated to the memory of Stephen Keeler (1947-2021).

Please silence cell phones and other electronics, and refrain from the use of cameras and recording devices during the performance.

Special thanks to Ron Haight for his assistance in making this concert possible.

Harmonia Orchestra and Chorus
William White, music director « George Shangrow, founder
1916 Pike PI. Ste 12 #112, Seattle WA 98101 - 206-682-5208 « www.harmoniaseattle.org



Maestro’s Prelude

Dear Listeners,

With tonight’s concert we take a step back for reflection.
Our season theme is “renewal,” and as we approach two
years into this pandemic, I think it’s crucial that we pause
and sit with the loss that we’ve all suffered.

We should start by acknowledging that whether or not
we’ve personally lost someone to COVID-19, we've all lost
out on so much from the societal havoc it has wrought: the
relationships, the experiences and the community that make
life worth living. I know that losing the opportunity to make
music with and for other people made my life all the poorer.

Now we’re back to music-making, and what a work to
perform: Johannes Brahms’ A German Requiem. The thing
you’ll hear most often about this piece is that, rather than
writing a paean to the dead, Brahms composed a consola-
tion for the living. It’s a work that encompasses so much
of our inner experience of loss: the quiet sadness, the bitter
tears —even the undamped rage —but it also captures the
intense joys of existence. Although its texts all come from
the bible, this is not an overtly religious work, but rather a
work of universal spirituality.

Our own Harmonia family suffered a loss this past sum-
mer when Steve Keeler, a longtime member of our choral
bass section, died of pancreatic cancer. I got to know Steve
mainly in the hours before and after our concerts, when
he did the literal heavy lifting. (In order to produce our
concerts here at First Free Methodist Church, we often need
to borrow choral risers from a school in Maple Leaf; Steve
regularly transported these in his truck.)

All of the extra time and dedication that Steve put into
our concerts was motivated by his love of making great
music with great friends. Steve certainly believed in the mis-
sion of Harmonia, which I know not only from the fact that
he contributed so much of his time and effort, but also from
the fact that he was an inaugural member of the George
Shangrow Society.

We're leaving a seat empty on the choir risers tonight
for Steve. I like to think he would have found some consola-
tion in our performance of Brahms’ Ein deutsches Requiem,
and I very much hope you will too. It is a pleasure and a
privilege to be making music again, and I thank you all for
being here with us, whether that be physically in the concert
hall or online via our livestream.

aw TNt

Py

— 4

P.S. Our season continues December 18 and 19 with the re-
newal of a Harmonia tradition: Handel’s Messiah. Longtime
attendees know what’s in store, but if you're a newcomer
you're in for a real treat. We perform every single aria and
chorus and I'll be conducting from one of our two harp-
sichords, with Bob Kechley playing the other. Tickets are
already selling quickly, so be sure to order yours posthaste.

Solo Artists

Soprano Kimberly Giordano, lauded by KING-FM as
“smoothly eloquent” and by 1
The Seattle Times for her “pol- .
ished,” “sterling” and “hon-
est performance,” delights
audiences with her shimmer-
ing blend of elegance and
emotion. Her recent solo ap-
pearances include Britten’s
War Requiem at the Univer-
sity of Washington, a recital
of Finnish music with Seattle
Art Song Society and a return to Tacoma Opera singing Mi-
caela in Carmen, in addition to engagements with Choral
Arts Northwest, South Bend Chamber Singers, Kirkland
Choral Society and Philharmonia Northwest. She created
the role of Mrs. Fairfax in the 2016 world premiere of Louis
Karchin’s Jane Eyre, later appearing on a recording of the
work for Naxos, and has performed with Seattle Opera,
Northwest Sinfonietta and Seattle Youth Symphony, among
numerous other local ensembles. Ms. Giordano made her
Carnegie Hall debut in Vaughan Williams” Dona nobis pacem
with the New England Symphonic Ensemble. A gifted
performer of contemporary music, she sang Pasatieri’s
poignant Letter to Warsaw with Music of Remembrance as
well as the role of Kelly in the West Coast premiere of John
Dufty’s Black Water, with a libretto by Joyce Carol Oates.

Baritone Charles Robert Stephens has enjoyed a career
spanning a wide variety of
roles and styles in opera
and concert music. His per-
formances have shown “a
committed characterization
and a voice of considerable
beauty” (Opera News, 1995).
At the New York City Opera
he sang the role of Professor
Friedrich Bhaer in the New
York premiere of Adamo’s
Little Women, and was hailed by The New York Times as a
“baritone of smooth distinction.” Other NYCO roles since
his debut as Marcello in 1995 include Frank in Die tote Stadt,
Sharpless in Madama Butterfly and Germont in La Traviata.
He has sung on numerous occasions at Carnegie Hall in
a variety of roles with the Opera Orchestra of New York,
the Oratorio Society of New York, the Masterworks Cho-
rus and Musica Sacra. Now based in Seattle, Mr. Stephens
has sung with the Seattle Symphony, the symphonies and
opera companies of Tacoma and Spokane, Portland Cham-
ber Orchestra, as well as many other musical organizations
across the Pacific Northwest, and joined the roster of Seattle
Opera in 2010 for the premiere of Amelia by Daron Hagan.
He currently serves on the voice faculty at Pacific Lutheran
University and maintains a private studio in Seattle.




Program Notes

Hubert Parry
Elegy for Brahms

Sir Charles Hubert Hastings Parry was born February 27,
1848, in Bournemouth, and died October 7, 1918, in Rustington,
England. He composed this work in 1897. Charles Villiers Stan-
ford led the first performance shortly after Parry’s death. The score
calls for pairs of woodwinds, 4 horns, 2 trumpets, 3 trombones,
tuba, timpani and strings.

A prolific composer as well as an influential writer and
teacher, Hubert Parry has been called the “father of 20th-
century British music” by music historian Kate Kennedy,
due to his impact on Elgar, Holst, Vaughan Williams and
Howells (among many others). Yet even in England Parry
is largely remembered today for two pieces of music: the
anthem “I Was Glad,” written for the 1902 coronation of Ed-
ward VII (and later played at the weddings of Prince Charles
to Diana Spencer and of their son William to Kate Middle-
ton), and the choral song “Jerusalem,” (composed during
World War I, subsequently used as a suffragette anthem,
and now a fixture at the Last Night of the Proms).

Although Parry excelled at music (while at Eton, he
became the youngest person to successfully sit the Oxford
Bachelor of Music examination), his father approved of it
only as a pasttime, not an occupation, so Parry studied law
and history at Oxford before taking up a career as an un-
derwriter at Lloyd’s of London —until a side hustle writing
entries for George Grove’s Dictionary of Music and Musicians
turned into a full-time job. When Grove founded the Royal
College of Music, he offered Parry a position as a professor
of music history. Parry would work there the rest of his life,
becoming director in 1895 upon Grove’s retirement.

Parry had at one point wanted to study with Brahm:s,
but that did not come to pass. He did spend a summer
studying composition in Stuttgart, and back in England
took lessons with Edward Dannreuther, a staunch Wag-
nerian. Although some of his works (especially early on)
exhibit the influence of Wagner, it was Brahms, according to
biographer Jeremy Dibble, who “epitomized Parry’s ideal of
all that was artistically sincere, single-minded, and intellec-
tually honest.” Parry’s 1883 Symphony No. 2 is particularly
Brahmsian in its language, and Brahms’ “Haydn” Variations
must have provided inspiration for Parry’s Symphonic Vari-
ations of 1897 (which in turn were greatly admired by Elgar,
who produced his “Enigma” Variations shortly thereafter).

So it was that the April 1897 death of Johannes Brahms
struck an emotional blow with Parry. “The great heroes of
the world are so rare,” he remarked the following month
in an address to RCM students eulogizing Brahms, “that it
is fortunately but seldom in the brief spell of our lives that
we have to try and realise what parting with them means.”
Around this time, according to biographer Bernard Benoliel,
Parry “put aside all creative work and by May 29 he speaks
of ‘taking every moment’ to get on with the orchestral Elegy
for Brahms,” presumably intended for an upcoming RCM
memorial concert.

In spite of this apparent urgency, other projects pre-
vented Parry from putting the finishing touches on his El-
egy and it remained unperformed until after Parry’s 1918
death (due to influenza contracted during the global pan-
demic that had begun that year). Elegy for Brahms was in
fact premiered at an RCM memorial concert for Parry him-
self, with some minor alterations by his colleague Charles
Villiers Stanford (who conducted). A second performance
did not take place until 1977; Adrian Boult conducted the
first recording the following year. Tonight’s concert presents
what is likely only the second U.S. performance of this piece.

“Parry uses the romantic orchestra with delicacy to con-
vey his own sense of hollowness and loss,” writes Benoliel.
“The work culminates in a radiant coda, which in its last
upward gesture recalls Strauss’ Death and Transfiguration.”
Phillip Brookes (who prepared a performing edition of the
score) also notes passages that exhibit the influence of Wag-
ner and Tchaikovsky, but contends that “the spirit of Brahms
hovers over everything — the second subject [introduced
by clarinets] could even have been scored by the German
master. In the end, though, the strongest personality of all

is Parry’s own, a fitting quality for a very fine work.”
— Jeff Eldridge

Johannes Brahms
Ein deutsches Requiem, Op. 45

Brahms was born in Hamburg on May 7, 1833, and died in
Vienna on April 3, 1897. He may have been sketching new ideas
for his German Requiem as early as 1861 (eventually reusing
material composed as early as 1855), but Brahms produced the
bulk of the composition between February and October of 1866.
The first three movements premiered in Vienna during December
1867, and Brahms had added another three by a concert on Good
Friday 1868 at Bremen Cathedral. He then composed the fifth
movement, first heard at a private concert in Ziirich on September
12, 1868. The full seven-movement work had is first performance
in Leipzig on February 18, 1869, with Carl Reinecke leading
the Gewandhaus Orchestra. In addition to soprano and baritone
soloists and four-part chorus, the work calls for pairs of wood-
winds (plus piccolo and contrabassoon), 4 horns, 2 trumpets, 3
trombones, tuba, timpani, harp and strings.

As a student of music history, the generally agnostic
Brahms knew Latin Requiem masses of earlier composers,
but he found Lutheran liturgies in the German language
more congenial. The idea for the German Requiem, the work
that first won Brahms musical fame throughout Europe,
seems to have been quite clear in his mind by April 1865,
when the composer mentioned it in letters to Clara Schu-
mann. Brahms had been thinking about composing such
a work for some time, and he had drafted sections of the
opening movements as early as 1861. He appears by 1865 to
have settled on the basic structure of the piece, and to have
selected the individual texts.

Brahms began the composition of the Requiem in earnest
during February 1866. The four movements of an earlier
Bach-style cantata for solo baritone, chorus and orchestra
eventually became movements 1, 2, 3 and 7 of the Requiem,



and by August of that year the bulk of the piece (all but
the eventual fifth movement) was complete. Brahms re-
vised the work over the next several months, discussing
the changes with some of his correspondents, including vi-
olinist Joseph Joachim and Clara Schumann, to whom he
presented the vocal score on December 30, 1866. The first
three movements debuted in Vienna on December 1, 1867,
while a concert in Bremen on Good Friday 1868 included
three more. Brahms then revised these six movements and
completed what became the fifth movement during May
1868. The Requiem received its first complete performance
at Leipzig in February 1869.

What impelled the relatively young Brahms to compose
a work dealing with the subject of death? His motives ap-
pear to have been complex. Brahms” musical moods often
tended to be dark: Joseph Hellmesberger, who as longtime
concertmaster of the Vienna Philharmonic was able to ob-
serve the composer closely, commented: “When Brahms is
in extra good spirits, he sings “The grave is my joy.”” Brahms
wrote his Requiem without having received a commission,
and with no clear prospects for a performance. Its composi-
tion probably arose, therefore, not out of a desire for profit,
but out of Brahms’ need to express his own thoughts and
feelings about mortality.

Serious labor on the piece likely began as a result of
the death of Brahms’ mother in 1865. Brahms did mention
that his work was spurred on by her memory, and the tex-
tual excerpts from Martin Luther’s German translations of
the Old Testament, the New Testament and the Apocrypha
that he chose to set refer to a motherly consolation of the
bereaved. Brahms had also been deeply affected by the
1856 death of Robert Schumann, his friend and benefac-
tor, and had considered composing some sort of musical
memorial to him. (The Requiem’s second movement had
its genesis as a rejected slow movement from Brahms’ first
piano concerto, composed shortly after Schumann’s death.)
As Brahms scholar Michael Musgrave has concluded, “it
seems unlikely that there was only one personal influence
on the Requiem”; the deaths of his mother and of Schumann
were for Brahms “a stimulus to the completion of existing
ideas, rather than the source of them.”

Brahms insisted that his Requiern was intended for all
humanity: in 1867, he would say about the title of his work,
“I will admit that I could happily omit the ‘German’ and
simply say ‘human.”” Its themes of melancholy, acceptance
of death, and comfort to the living apply to many occasions.
It appears that Brahms chose his texts according to personal
preference and cultural identity rather than religious convic-
tion. He spoke of the Bible as “not a dogmatic interpretation
of religious commandments, but a cultural and emotional
repository of views and values.” He avoided in his Requiem
any specific reference to Jesus Christ or godly salvation, fo-
cusing instead on the very human emotions elicited by the
death of a loved one. The Requiem, like many other vocal
works of Brahms, deals with the fleeting nature of life, the
need for solace following loss, the hope of a final attainment
of peace, and a reward for struggle. It is not intended to be

a mass for the dead, but instead is offered as a comfort and
consolation for the living.

The Vienna debut of the Requiem’s first three move-
ments was not exactly a resounding success. A percussion-
ist misinterpreted Brahms’ printed dynamics, playing the
repeated D’s in the third movement’s mighty fugal section
so loudly that he drowned out the rest of the ensemble.
Jeers and catcalls sounded in the audience, while reviewers
proved equally vociferous. Critic Eduard Hanslick, after
commenting that he “felt like a passenger rattling through a
tunnel in an express train,” nevertheless wrote:

“The German Requiem is a work of unusual significance
and great mastery. It seems to us one of the ripest fruits to
have emerged from the style of the late Beethoven in the
field of sacred music. Since the masses for the dead and
mourning cantatas of our classical composers the shadow
of death and the seriousness of loss have scarcely been pre-
sented in music with such power. The harmonic and con-
trapuntal art which Brahms learnt in the school of Bach is
inspired by him with the living breath of the present.”

The subdued “baritone” instruments of the orchestra
begin the first movement of the Requiem with music that
creeps almost imperceptibly out of the void. Chorus en-
ters alone and initially alternates with orchestra as Brahms
weaves a blanket of comfort in the key of F major around
texts taken from St. Matthew’s account of the Sermon on the
Mount and from Psalm 126.

The Bb-minor second movement deals with death’s in-
evitability, counsels patience and concludes in hope. It
opens with a triple-meter “funeral march” (or, perhaps more
properly, a “dance of death”) for full orchestra with a puls-
ing timpani at its heart. The chorus sings the chorale “All
flesh is like grass” four times, with increasing insistence. At
the movement’s end, however, a jubilant B>-major passage
assures the Lord’s redeemed of eternal joy.

Brahms paints the opening of the third movement with
a D-minor brush in dark, stony colors, as a solo baritone and
chorus discuss the frailty of humanity, the futility of life, and
the fear of death. In response to this dialogue, the composer
builds a great four-part choral fugue in the strong key of D
major upon the solid foundation of a persistent low D sus-
tained for 36 measures. The fugue’s comforting text comes
from the Wisdom of Solomon: “But the souls of the righ-
teous are in the hand of God and no torment shall touch
them.”

The beloved chorus that follows, with a text from Psalm
84, forms the pivotal core of the Requiem. In contrast to the
drama of the preceding fugue, this lyrical Eb-major move-
ment simply shimmers. A fughetta marked by shifting
rhythmic accents appears near the end.

A solo soprano appears only in the fifth movement,
which presents the central ideas of the Requiem’s final three
movements: the redeeming power of faith and the promise
of eternal life. At the 1868 Bremen performance (prior to this
movement’s composition), soprano Amelie Joachim (wife of
Joseph) sang “I know that my redeemer liveth” from Han-
del’s Messiah, perhaps suggesting to Brahms that a similar



aria had a place in his own work. The composer might have
had his mother in mind when he selected the text from Isa-
iah, which repeats over and over: “I will comfort you, as
one whom his own mother comforts.”

The sixth movement is the Requiemn’s most dramatic, fea-
turing the baritone’s flamboyant oration and the triumphant
“last trumpet” heralding the death of Death. (Luther’s Bible
uses the word posaune — trombone — rather than the more
familiar trumpet, and Brahms therefore allows the trom-
bone section a moment of glory.) A masterful fugue follows,
perhaps exceeding in magnificence the fugue of the third
movement.

The German Requiem’s finale brings the work full circle
as the opening key of F major returns. Both outer move-
ments also pronounce benedictions: the first upon those
who mourn the dead, the last upon the dead themselves.

In the closing measures, sopranos soar to a high A before
the harp (an instrument rarely heard in Brahms’ orchestral
music) follows them heavenward and the chorus whispers
a final beatitude.

After Brahms gave Clara Schumann the German Re-
quiem’s score, she wrote to him: “I am completely filled with
your Requiem. It is an immense piece that takes hold of one’s
whole being like very little else. The profound seriousness,
combined with all the magic and poetry, has a wonderful,
deeply moving and soothing effect.” Brahms thus fulfilled
Robert Schumann'’s 1853 prophecy, made when the two com-
posers first met: “When he lowers his magic baton before
the combined forces of chorus and orchestra, they will give
him strength to reveal even more marvelous insights into
the secrets of the spiritual world.”

— Lorelette Knowles
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Ein deutsches Requiem
Selig sind, die da Leid tragen,
denn sie sollen getrostet werden.

Die mit Tranen sden,
werden mit Freuden ernten.
Sie gehen hin und weinen
und tragen edlen Samen,
und kommen mit Freuden
und bringen ihre Garben.

Denn alles Fleisch es ist wie Gras

und alle Herrlichkeit des Menschen

wie des Grases Blumen.

Das Gras ist verdorret und die Blume abgefallen.

So seid nun geduldig, lieben Briider,

bis auf die Zukunft des Herrn.

Siehe, ein Ackermann wartet auf

die kostliche Frucht der Erde

und ist geduldig dartiber,

bis er empfahe den Morgenregen und Abendregen.

Denn alles Fleisch es ist wie Gras

und alle Herrlichkeit des Menschen

wie des Grases Blumen.

Das Gras ist verdorret und die Blume abgefallen.
Aber des Herrn Wort bleibet in Ewigkeit.

Die Erloseten des Herrn werden wieder kommen
und gen Zion kommen mit Jauchzen;

ewige Freude wird tiber ihrem Haupte sein;
Freude und Wonne werden sie ergreifen,

und Schmerz und Seufzen wird weg miissen.

Herr, lehre doch mich,

dafs ein Ende mit mir haben muf,

und mein Leben ein Ziel hat,

und ich davon musfs.

Siehe, meine Tage sind

einer Hand breit vor dir,

und mein Leben ist wie nichts vor dir.
Ach, wie gar nichts sind alle Menschen,
die doch so sicher leben.

Sie gehen daher wie ein Schemen,

und machen ihnen viel vergebliche Unruhe;

sie sammeln, und wissen nicht wer es kriegen wird.

Nun, Herr, wes soll ich mich trosten?
Ich hoffe auf dich.

Der Gerechten Seelen sind
in Gottes Hand,
und keine Qual riihret sie an.

A German Requiem

Blessed are they who mourn,

for they shall be comforted.
—Matthew 5:4

They who sow in tears

shall reap in joy.

They go forth and weep,

and carry precious seed,

and come again with joy,

and bring their sheaves with them.
— Psalm 126:5-6

For all flesh is as grass,

and all the glory of man

is like the flower of the field.

The grass withers and the flower falls.
— I Peter 1:24

So be patient, dear brothers,

until the coming of the Lord.

See how the farmer waits

for the precious fruit of the earth,

and is patient for it,

until he receives the spring rains and the autumn rains.
— James 5:7

For all flesh is as grass,

and all the glory of man

is like the flower of the field.

The grass withers and the flower falls.

But the word of the Lord endures forever.
— 1 Peter 1:24-25

The redeemed of the Lord shall return
and come to Zion with rejoicing;
everlasting joy shall be upon their heads;
they shall obtain joy and gladness,
and pain and suffering shall fly away.

— Isaiah 35:10

Lord, let me know

that I must have an end,

that my life has a term,

and that I must pass on.

See, my days are

as a hand’s breadth before you,

and my life is as nothing before you.
Truly, all men who still walk the earth
are hardly as anything.

They go hence like a shadow

and all their noise comes to nothing.

They heap up their wealth but do not know who will inherit it.

Now, Lord, how shall I find comfort?
I'hope in you.
— Psalm 39:4-7
The souls of the righteous are
in the hands of God,
and no torment shall touch them.
— Wisdom of Solomon 3:1



Wie lieblich sind deine Wohnungen, Herr Zebaoth!
Meine Seele verlanget und sehnet sich

nach den Vorhofen des Herrn;

mein Leib und Seele freuen sich in dem lebendigen Gott.
Wohl denen, die in deinem Hause wohnen;

die loben dich immerdar.

Ihr habt nun Traurigkeit;

aber ich will euch wieder sehen

und euer Herz soll sich freuen,

und eure Freude soll niemand von euch nehmen.

Ich will euch trosten,
wie einen seine Mutter trostet.

Sehet mich an: ich habe eine kleine Zeit
Miihe und Arbeit gehabt
und habe grofSen Trost funden.

Denn wir haben hie keine bleibende Statt,
sondern die zukiinftige suchen wir.

Siehe, ich sage euch ein Geheimnis:

Wir werden nicht alle entschlafen,

wir werden aber alle verwandelt werden;

und dasselbige plotzlich, in einem Augenblick,
zu der Zeit der letzten Posaune.

Denn es wird die Posaune schallen,

und die Toten werden auferstehen unverweslich,
und wir werden verwandelt werden.

Dann wird erfiillet werden das Wort,

das geschrieben steht:

Der Tod ist verschlungen in den Sieg.

Tod, wo ist dein Stachel?

Holle, wo ist dein Sieg?

Herr, du bist wiirdig zu nehmen
Preis und Ehre und Kraft,

denn du hast alle Dinge erschaffen,
und durch deinen Willen haben sie
das Wesen und sind geschaffen.

Selig sind die Toten,

die in dem Herren sterben, von nun an.
Ja, der Geist spricht,

dafl sie ruhen von ihrer Arbeit;

denn ihre Werke folgen ihnen nach.

How lovely are your dwellings, Lord of Sabaoth!

My soul longs and faints
for the courts of the Lord;
my body and soul rejoice in the living God.
Blessed are they who dwell in your house;
they praise you evermore.

—Psalm 84:1-2, 4

You now have sorrow;

but I will see you again

and your heart shall rejoice,

and your joy no man shall take from you.
—John 16:22

I will comfort you
as one whom a mother comforts.
—Isaiah 66:13

Look on me: for a short time

I have had sorrow and labor,

and have found great comfort.
— Ecclesiasticus 51:35

For here we have no abiding city,
but we seek one to come.
— Hebrews 13:14

Behold, I tell you a mystery:
We shall not all sleep,
but we shall all be changed,
and that quickly, in a moment,
at the last trumpet:
For the trumpet shall sound,
and the dead shall be raised incorruptible,
and we shall be changed.
Then shall be fulfilled the word
that is written:
Death is swallowed up in victory.
Death, where is your sting?
Hell, where is your victory?
I Corinthians 15:51-52, 54-55

Lord, you are worthy
to receive praise and glory and power,
for you have created all things,
and by your will were they created
and have their being.

— Revelation 4:11

Blessed are the dead

who die in the Lord, from now on.

Yes, says the Spirit,

that they rest from their labors,

and their works follow after them.
— Revelation 14:13
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Harmonia, a non-profit 501(c)3 arts organization, wishes to thank all of the supporters who have made our first half-century possi-
ble. The above list includes tax-deductible gifts received from August 1, 2020, through October 31, 2021. Please e-mail giving@
harmoniaseattle.org if you notice omissions or inaccuracies. Contributions are fully tax-deductible. To make a donation, please visit
harmoniaseattle.org/support, sce a volunteer in the lobby after the concert, or call 206-682-5208.



ABOUT HARMONIA

Harmonia Orchestra and Chorus is a vocal-instrumental

ensemble unique among Pacific Northwest musical
organizations, combining a 70-member orchestra with a
55-voice chorus to perform oratorio masterworks alongside
symphonic and a cappella repertoire, world premieres and
chamber music.

Founded by George Shangrow in 1969 as the Seattle
Chamber Singers, from its inception the group performed
a diverse array of music—works of the Medieval,
Renaissance and Baroque periods to contemporary pieces
and world premieres—accompanied by an ad hoc group
of instrumentalists for Bach cantatas and Handel oratorios
(many of which received their first Seattle performances at

SCS concerts).

Over the past five decades, the ensemble has performed all of
the greatest choral-orchestral masterpieces, from Beethoven'’s
Ninth and Missa Solemnis to Stravinsky's Symphony of Psalms,
Mendelssohn’s Elijah to Brahms' German Requiem, and Haydn’s
The Creation and The Seasons to Britten’s War Requiem.
Meanwhile, the orchestra, partnering with world-class soloists,
has explored the symphonic repertoire, programming beloved
warhorses alongside seldom-performed gems.

After George Shangrow lost his life in a car crash in 2010, the
volunteer performers of Harmonia partnered with a number of
distinguished guest conductors to carry on the astounding musical
legacy he had created. Clinton Smith served as the ensemble’s
second music director, a period that saw musical growth, new
partnerships and increased engagement in the community.

SUPPORT HARMONIA

As with any performing-arts organization, ticket proceeds
provide only a fraction of our operating costs. In order to
continue our mission of bringing great music to Seattle-area
audiences, we depend on financial support from individuals,
foundations and corporations. Every gift, no matter what
size, enables us to perform more music and reach more
people. Donors are acknowledged in our concert programs
(unless they prefer to remain anonymous) and receive

special benefits, including invitations to exclusive events.

Harmonia accepts gifts in many forms beyond one-time

cash donations, including financial instruments such as
stocks, properties and annuities. We also encourage donors

to consider a recurring monthly contribution as part of our
Ostinato Giving Program. Our planned-giving program, the
George Shangrow Society, is named in honor of our founder,
and accepts gifts in wills, trusts or beneficiary designations.

To contribute, visit harmoniaseattle.org/support or visit the
lobby during intermission or after the concert.

Land Acknowledgement

Harmonia acknowledges that our performances take place on Indigenous land: the traditional territory of Coast Salish peoples, specifically

the dx"daw?abs (Duwamish), “The People of the Inside.” Harmonia is proud to participate in the Duwamish Real Rent program.

(Visit realrentduwamish.org for more information.)
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David Wall, managing director \/ -

Sheila Bristow, staff accompanist
Andrew Danilchik, librarian
Louann Rizor & Wendy Hughes-Jelen, bookkeepers
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Melissa Neely, graphic designer
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Saturday, October 9, 2021 ¢ 7:30 p.m.
First Free Methodist Church, 3200 3rd Ave W

Tess Altiveros, soprano Sarah Mattox, mezzo-soprano
Brendan Tuohy, tenor Anton Belov, baritone

A concert of light music and high spirits: for our return to the stage, we present
a brilliant program of choruses, arias and overtures!

Mason Toast of the Town * Dvo¥ak Zalm 149

White Psalm 46 ¢ J. Strauss |l Overture to Die Fledermaus

Avias and duets by Verdi, Bizet, Gounod, Humperdinck, Rossini and Mozart
Beach Bal Masqué * Puccini Humming Chorus from Madama Butterfly
L. Bernstein “Make Our Garden Grow” from Candide

Saturday, November 6, 2021 * 7:30 p.m.
First Free Methodist Church, 3200 3rd Ave W

Kimberly Giordano, soprano
Charles Robert Stephens, baritone

Few musical works contain the breadth of emotion
encompassed in Johannes Brahms’ stirring German Requiern.
Join us as we celebrate life and exalt the grand human spirit
that binds us together.

Hubert Parry Elegy for Brahms
Johannes Brahms Ein deutsches Requiem, Op. 45

Saturday, December 18, 2021 * 2:30 p.m.
First Free Methodist Church, 3200 3rd Ave W

Sunday, December 19, 2021 ¢ 2:30 p.m.
Bastyr Chapel, 14500 Juanita Drive NE

Ellaina Lewis, soprano José Luis Mufoz, countertenor

Brendan Tuohy, tenor Ryan Bede, baritone

A timeless classic and a Seattle tradition, we once again present the
region’s only performances of Handel’s full and unabridged score.

George Frideric Handel Messiah, HWV 56

Sunday, March 13,2022 * 3:00 p.m.
First Free Methodist Church, 3200 3rd Ave W

Zach Finkelstein, Evangelist Ari Nieh, Jesus
Laura Beckel Thoreson, mezzo-soprano
Zachary Lenox, baritone

Arwen Meyers, soprano
Brendan Tuohy, tenor

Among the greatest masterpieces of Western civilization, Bach’s St. Matthew
Passion is a musical experience unlike any other: a drama of superhuman scale
wrought in music of profound intimacy.

Johann Sebastian Bach St. Matthew Passion, BWV 244

Saturday, February 5, 2022 ¢ 7:30 p.m.
First Free Methodist Church, 3200 3rd Ave W

Rachel Lee Priday, violin

How do we continue to make art in the midst of global disruption?
Faced with the cataclysms of the second world war, these
composers persevered, creating some of the most glorious works
of the 20th century.

William Grant Still Poem for Orchestra
Samuel Barber Concerto for Violin and Orchestra, Op. 14
Sergei Prokofiev Symphony No. 5 in Bbmajor, Op. 100

Sunday, April 24, 2022 * 7:30 p.m.

Benaroya Hall, 200 University St

Join us for a bacchanalian season finale, as we revel in the warm

Mediterranean breezes of Boulanger and Ravel, and present the world

premiere of a major new work by our own music director, William White!

Lili Boulanger D'un matin de printemps
William C. White The Muses WORLD PREMIERE
Maurice Ravel Daphnis et Chloé



