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BEETHOVEN’S
SEVENTH SYMPHONY

Sunday, August 1, 2021, at 7 p.m.

THE CLEVELAND ORCHESTRA

Herbert Blomstedt, conductor
Garrick Ohlsson, piano

LUDWIG VAN BEETHOVEN (1770-1827)

Piano Concerto No. 4 in G major, Opus 58

     1.  Allegro moderato
     2.  Andante con moto
     3.  Rondo:  Vivace

I N T E R M I S S I O N

Symphony No. 7 in A major, Opus 92

     1.  Poco sostenuto — Vivace
     2.  Allegretto
     3.  Presto
     4.  Allegro con brio

____________________________

2021 Blossom Music Festival Presenting Sponsor:  The J.M. Smucker Company

This evening’s concert is sponsored by Ohio Cat.

This concert is dedicated to the following donors in recognition
for their extraordinary support of The Cleveland Orchestra: 
     Dr. Ben H. and Julia Brouhard 

     Mr. and Mrs. Joseph P. Keithley 

     Cynthia Knight (Miami) 
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CONCERT OVERVIEW

T H I S   E V E N I N G ‘ S  concert pairs two big works by Beethoven, under the 
revered Swedish-American conductor Herbert Blomstedt.  Debuting just fi ve years 
apart, the Piano Concerto No. 4 and Symphony No. 7 were introduced in two 
very diff erent benefi t concerts in Vienna.  It took some time before the Concerto 
was recognized as a masterpiece, whereas the Symphony was hailed a triumph 
from the start.  Nevertheless both events were landmark moments in the compos-
er’s career, as well as the history of classical music.  

       On December 22, 1808, a crowd of devoted music lovers braved a brutally cold 
night to gather at Vienna’s Theater an der Wien for a Beethoven Akademie concert, 
to supplement his meager fi nances.  Though the composer had previewed his 
Fourth Piano Concerto in the private residence of his patron, Prince Joseph Franz 
von Lobkowitz, nearly two years earlier, it took months to schedule its public de-
but.  Yet what a performance it was!

       In addition to Piano Concerto No. 4, the four-hour-long evening also saw the 
premieres of Beethoven’s Fifth and Sixth Symphonies and a Choral Fantasy for vo-
cal soloists, chorus, orchestra, and piano.  If that weren’t enough, the concert was 
rounded out with previously written works, including the concert aria Ah! Perfi do 
and selections from Beethoven’s Mass in C major.  An improvised piano fantasia 
was also featured but, alas, is lost to history.

       By all accounts, the performance was a mess.  The musicians weren’t rehearsed 
and the soprano dropped out after Beethoven insulted her, to be replaced by an 
inexperienced teenager.  Bitter temperatures made for an uncomfortable experi-
ence for performers and audience alike. Among the waves of music, however, 
savvy listeners heard a revolutionary new model for the piano concerto.  It broke 
down the pristine conventions of Mozart’s Apollonian classicism and helped steer 
the course of music toward a new Romantic Era.  With Beethoven at the keyboard 
— marking the last time the composer would play publicly — the piano became 
the central hero.

       Tonight’s soloist, celebrated pianist Garrick Ohlsson, takes us on this extraordi-
nary psychological journey of the most personal and intimate of Beethoven’s fi ve 
works for piano and orchestra.

       Five years later, on December 8, 1813, Beethoven staged another benefi t con-
cert.  This one celebrated the Austrian soldiers who served during the Napoleonic 
wars.  The program featured two of Beethoven’s works:  the bombastic Wellington’s 
Victory and the premiere of his Seventh Symphony.  It was also the last concert 
Beethoven would conduct, due to his growing deafness.  The audience’s response 
to the Symphony “rose to the point of ecstasy” according to contemporaneous 
reports, and adoring admirers demanded an encore of the second movement Al-
legretto.

       Built on a series of rhythmic motifs, the Seventh Symphony has long been 
admired as a celebration of “dance.”  It is, perhaps, even more like a celebration 
of life, wending its way through diff erent forms of movement, including dance, 
procession (the second movement funeral march), agility, speed, and repetition.  
Its infecting rhythms, masterful transformations, and just-right modulations show 
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ABOUT THE MUSIC:  CONCERTO

PIANO CONCERTO NO. 4 in G major, Opus 58
by Ludwig van Beethoven (1770-1827)

Composed: 1805-06

Premiere:  Beethoven performed the concerto on March 1807 at a semi-private concert 
in the home of his patron Prince Lobkowitz. The public premiere took place at Vienna’s 
Theater an der Wein on December 22, 1808.

Duration: about 35 minutes

________________________________

L I K E   M A N Y   C O M P O S E R S   before (and after), Beethoven wrote his 
concertos for piano and orchestra as vehicles for displaying his own dazzle as a 
performer.  In those times — before radio and recordings and copyright, and when 
public concerts were less frequent than today — new music was all the rage.  Com-
posing your own ensured that you had fresh material to perform.  Your biggest 
hits, from last year or last week, were meanwhile quickly appropriated by others 
through copied scores and with the best tunes arranged for street organ grinders 
and local wind ensembles.  It is little wonder, then, that Mozart kept some scores 
under lock and key, and left the cadenzas for many of his concertos blank, so that 
only he could fi ll them in authentically with his own brand of extemporaneous 
perfection.

       Beethoven moved to Vienna at the age of 22 in 1792.  He’d hoped to get to 
Europe’s musical capital sooner and to study with Mozart, but family circumstanc-
es had kept him at home in Bonn helping raise his two younger brothers (while 
tempering the boys’ alcoholic father).  It was as a performer that Beethoven forged 
his reputation in Vienna, and within a year he was widely known as a red-hot piano 
virtuoso.  

       This set the stage for writing his own concertos.  For the fi rst three, written 
between 1795 and 1802, he followed in Mozart’s footsteps with the form.  In the 

Beethoven aptly pushing and bending (but never quite breaking) every 
edge of his audience’s expectations.  Music, at its best, both dares and 
satisfi es, pulling us forward to harmonic resolution through irresistibly 
restless sounds.

        Centuries later, these now-familiar works have been etched into the 
cannon and immortalized through seemingly limitless performances, re-
cordings, and soundtracks. Yet their sparkling musical invention and bold 
themes continue to astound.

—Amanda Angel and Eric Sellen
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1780s, Mozart had turned the concerto into a fully-realized and independent 
genre, sometimes churning out three or four each season.

       But whereas Mozart, over the course of thirty or more works showcasing a pia-
no or violin soloist, had developed the concerto into sublime products, Beethoven 
(ultimately creating just fi ve works for piano and one for violin) strived to make the 
form individual and handmade again.  Mozart created the molds and set the stan-
dards, and only occasionally over-fi lled or over-fl owed them.  Beethoven at fi rst 
worked within and around those earlier parameters, but the thrust of his musical 
creativity eventually shattered tradition in order to off er up the fi rst magnifi cently 
over-charged concertos of the Romantic 19th century.

ABOUT THE MUSIC

       The Fourth Piano Concerto begins unexpectedly, with piano alone.  While 
today we recognize this as unusual, it is probably impossible for us to understand 
how totally shocking it was for audiences at the premiere.  Even though Mozart’s 
concertos had crystallized the form only twenty years earlier, musical audiences of 
the time knew the conventions and were expecting creativity within those bound-
aries.  A concerto always started with an orchestral introduction.  The beginning 
might be longer or shorter, noisy or quiet, but the concerto was ultimately an 
orchestral genre, with soloist as an invited guest.  

        Here, with Beethoven’s Fourth Piano Concerto, the soloist is instead placed 
fully in charge of the form — not just in the audience’s minds as the expected 
center of attention, but equal to the entire orchestra.  Thus is the heroic 19th-
century concerto born, in which the soloist becomes protagonist rather than mere 
dialogue partner, and the “conversation” between soloist and orchestra takes on a 
sense of combative clashing and argument far beyond the good-natured sparring 
and mimicry that earlier concertos had off ered as musical entertainment.

       Not only does the piano begin the concerto, but it starts with unusual gentle-
ness and grace, and “warms up” gradually.  Indeed, the entire concerto seems 
much more of a personal statement from Beethoven, as soloist and overall com-
poser, than any of his preceding concertos.  The opening movement continues 
at length — at twenty minutes, it is at least a third longer than any that Mozart 
or Beethoven had previously created — alternating across the sections of sonata 
form between a deceptive, tender playfulness and a more robust outlook.  

       Then in the second movement, the orchestra and soloist almost seem to be 
wandering around in diff erent concertos.  The orchestra off ers forceful stabs of 
sound, to which the piano repeatedly responds with introspective musings, as if 
thinking about something else entirely.  Once the bewildered orchestra backs off , 
however, Beethoven allows the piano to be more or less alone onstage, as if deep 
in thought.  Some sublimely heart-wrenching solo piano passages follow, includ-
ing a cadenza for right hand alone, before the movement withers to silence.

       Without pause, we are suddenly in the third movement fi nale.  Here, at last, 
the orchestra and soloist are ready to play together, and this joyful movement is 
a delightful rondo of invention and variations built around an initial short march 
tune.  Beethoven carefully varies the lengths of each statement and its response, 
building up a wonderfully vibrant sense of fun and excitement.  A brief cadenza al-
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lows a momentary spotlight on the soloist and then, just as at the beginning of the 
concerto, Beethoven also breaks convention at the end.  Traditionally, the orches-
tra would have closed out the piece without the soloist, or with the soloist merely 
playing along with the tune at the end.  But here, the piano maintains its individual 
identity, seeing its heroic journey through to the fi nal chord in the fi nal bar.

—program note by Eric Sellen © 2021

Eric Sellen served as program book editor for The Cleveland Orchestra through this 
past season.  He has written program notes for orchestras and festivals across North 
America and Europe.

________________________________

SCORING:  Beethoven scored each of the movements of his Piano Concerto No. 4 diff er-
ently:  the fi rst movement calls for fl ute, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, and 
strings, plus the solo piano; the second movement utilizes only piano and strings; and 
the fi nale augments the fi rst-movement ensemble with 2 trumpets and timpani.

CLEVELAND ORCHESTRA TIMELINE:  The Cleveland Orchestra fi rst played Beethoven’s 
Concerto No. 4 in November 1923, with soloist Josef Hofmann and music director Niko-
lai Sokoloff .  The most recent performances were given in May 2017 at Severance Hall 
with Franz Welser-Möst and soloist Murray Perahia.

Digital Program Book
Browse and read program notes and
bios on your smartphone by texting 
”TCO” to 216-238-0883

By texting to this number, you may receive 
messages about The Cleveland Orchestra and its 
performances; message and data rates may apply. 
Reply “HELP” for help, “STOP” to cancel.

Or scan this
QR Code 
with your 
phone’s 
camera to go 
directly to 
Stageview.
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ABOUT THE MUSIC:  SYMPHONY

SYMPHONY NO. 7 in A major, Opus 92
by Ludwig van Beethoven (1770-1827)

Composed: 1811-12

Premiere: December 8, 1813, at a special concert at the University of Vienna with 
Beethoven conducting.

Duration: about 35 minutes

________________________________

I T   S E E M S   F I T T I N G  that the Seventh Symphony, Beethoven’s greatest 
demonstration of the compelling power of rhythm, received its fi rst hearing 
through the eff orts of Johann Nepomuk Mälzel, inventor of the metronome.  

       Mälzel has been described by one Beethoven biographer as “part Edison and 
part Barnum,” and while he is best remembered today for the little ticking box that 
has held generations of music students to the rhythmic straight and narrow, he 
mesmerized the public with his more extravagant contraptions, such as the 
Mechanical Chess Player and the Mechanical Trumpet, during his lifetime.  
Beethoven delighted in all sorts of modern devices and was pleased to compose 
his bombastic Wellington’s Victory for another Mälzel instrument, the orchestra-
imitating Panharmonicon.  

       To help promote this confl uence of two very diff erent kinds of genius — his 
own mechanical and Beethoven’s compositional —  Mälzel proposed a triumphal 
tour of England, to be funded by a series of concerts in Vienna.  (The tour never 
came off , owing to a dispute between the two men regarding the performing and 
publishing rights to the music.)  

       The fi rst concert was to benefi t Austrian soldiers wounded in the Napoleonic 
Wars; if that concert succeeded, there would be no problem selling tickets to 
repeat performances, which would benefi t Mälzel and Beethoven.  The latter’s new 
orchestral arrangement of Wellington’s Victory would attract patriotic Austrians to 
the concert, Mälzel’s Mechanical Trumpet would be heard in marches by Dussek 
and Pleyel, and, for connoisseurs, there would be a chance to hear an “entirely new 
symphony” Beethoven had recently fi nished, his Seventh.  

       To ensure the event’s drawing power, Mälzel lined up an all-star orchestra, with 
the great Schuppanzigh and Spohr leading the violins, the composer Meyerbeer 
and pianists Hummel and Moscheles playing drums and cymbals, and the vener-
able Salieri (teacher of Beethoven and Schubert, and rival of Mozart) cueing the 
fanfares and salvos.  (While the presence of the 15-year-old Schubert at this 
concert has not been documented, it has been surmised in view of the importance 
of the event and the strong infl uence of the Seventh Symphony in Schubert’s later 
compositions.)

PREMIERING A NEW SYMPHONY

       In rehearsal, the famous Beethoven temper was not in evidence.  When the 
violinists complained about the diffi  culty of their part, the composer politely asked 
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them to take it home and practice; at the next rehearsal, there were smiles and 
compliments all around.  

       Beethoven’s unique conducting style, however, was in full fl ower at the concert 
on December 8, 1813, with his gesturing perhaps exaggerated because of his 
deafness. Louis Spohr recalled: “Beethoven was in the habit of giving dynamic 
indications to the orchestra by means of all sorts of peculiar movements of his body.  
When he wanted a sforzando [‘suddenly strong’] he would vehemently throw out both 
his arms, which previously he had held crossed across his breast.  For a piano [‘softly’] 
he would crouch down, going down deeper as he wanted the sound to be softer.  Then, 
at the beginning of a crescendo [‘gradual increase in loudness’] he would rise gradually, 
and when the forte [‘loudly’] was reached he would leap up into the air.  Occasionally 
he would shout with the music in order to make the forte stronger, without being 
conscious of it . . .”

       At one point, Beethoven’s inability to hear quiet passages led to near disaster 
when he overlooked the second of two pauses in the recapitulation of the sym-
phony’s fi rst movement.  While the orchestra paused, Beethoven continued to 
beat time, getting himself about ten bars ahead of the players.  Spohr’s description 
continued:  “Beethoven, indicating the pianissimo passage in his own way, had 
crouched down under the music stand; at the crescendo, which followed, he became 
visible once more, made himself taller, and then leapt high up in the air at the moment 
when, according to his calculation, the forte should have begun.  When this did not 
happen, he looked about him in terror, stared in astonishment at the orchestra, which 
was still playing the pianissimo, and found his place only when the so-long-awaited 
forte began and became audible to him.”

PUBLIC ACCLAIM

       And how did this cliff hanging performance of a new “serious” work fare amid 
the hokum and foofooraw of Mälzel’s patriotic spectacle?  Very well, thank you.  
The audience came prepared to be thrilled, and Beethoven’s robust new sympho-
ny didn’t disappoint them.  Their applause, wrote one journalist, “rose to the point 
of ecstasy.”  Signifi cantly, it was not the symphony’s taut, propulsive outer move-
ments that warranted encores, but the melodious Allegretto, whose major-minor 
ambiguity so richly anticipated the bittersweet moods of postwar, Biedermeier-era 
Vienna and its greatest composer, Schubert.

       To us latter-day listeners, however, the Seventh Symphony’s most striking 
characteristic may be the synthesis it achieves between the intensity and compres-
sion of the Fifth and the rustic high spirits of the “Pastoral” Sixth.  Beethoven’s 
symphonic imagination had lain fallow for three years after he fi nished those two 
works, and this new start found him writing with a harmonic daring that enlivens 
his most obsessive rhythms.  Although the symphony is in A major, the remote 
keys of C and F fi gure so prominently that they become tonal centers in their own 
right, giving this busy music a much-needed sense of space; the third-movement 
scherzo, in fact, turns the tables by being in F major, but ending its fi rst phrase 
fi rmly on an A-major chord.  

       It was not Beethoven’s harmonic skill, however, but his persistent rhythms that 
prompted Richard Wagner to call this symphony “the Apotheosis of the Dance.”  
The work’s patterns are all versions of the dactylic foot — one strong beat, fol-
lowed by two weaker ones.  The simplest form of this is the scherzo’s steady 
quarter notes in 3/4 meter.  Then there is the famous “Schubert-rhythm” of the 
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second-movement Allegretto, which, speeded up, becomes the engine that drives 
the fi nale.  Even the cantering 6/8 of the fi rst movement’s Vivace section is made 
up of innumerable tiny dactylic cells.

       Beethoven has not neglected the thematic unifi cation of this work, either.  In 
particular, themes from the long Poco sostenuto introduction to the opening 
section cycle throughout the fi rst and later movements.  For example, the intro-
duction’s long, rising scales (like “gigantic stairs,” commented the English writer 
George Grove) can be heard cantering up and down in the development of the 
movement’s main Vivace section.  And this theme’s graceful turns and leaps 
eventually grow into the whirling-dervish theme of the fi nale.  Later in the fi rst 
movement, an immensely long crescendo builds over a bass that moans in semi-
tones; something very similar happens before the coda of the fi nale (these are said 
to be the passages that caused Carl Maria von Weber to say that Beethoven was 
“ripe for the madhouse”) — and both of these moments have a close cousin in the 
Trio theme of the scherzo, with its wavering half-step.

WHAT’S IT ALL ABOUT?

       Such observations, however, can carry us only a little way toward understand-
ing how a composer can be so bold and so right at the same time.  Even associa-
tions beyond or outside the music don’t add much.  British music writer Donald 
Francis Tovey wrote that “the symphony is so overwhelmingly convincing and so 
untranslatable, that it has for many years been treated quite reasonably as a piece 
of music, instead of as an excuse for discussing the French Revolution.”  The 
revolution, of course, is in the music.  And familiar as this music is, it always catches 
us off  guard, from the opening notes — a pregnant oboe theme that Beethoven 
promptly discards — to the sudden, fi nal A-major cannon shots, which explode 
any thought of a lengthy “Beethoven coda.”

       Asked once why he didn’t compose more music in the vein of his best-selling 
works, Beethoven replied, “Art always demands something new from us.”  Two 
centuries after he wrote it, the Seventh Symphony sounds as new as tomorrow’s 
premiere.

—program note by David Wright © 2021

David Wright lives and writes in New Jersey.  He previously served as program annota-
tor for the New York Philharmonic.

________________________________

SCORING:  Beethoven scored his Symphony No. 7 for 2 fl utes, 2 oboes, 2 clarinets, 2 
bassoons, 2 horns, 2 trumpets, timpani, and strings.

CLEVELAND ORCHESTRA TIMELINE:  Beethoven’s Seventh Symphony crept into The 
Cleveland Orchestra’s repertoire.  The second movement was played by itself in Novem-
ber 1919, at the “First Popular Concert” of the Orchestra’s second season.  The fi rst 
performance of the entire symphony at a Cleveland Orchestra subscription concert was 
by the La Scala Orchestra of Milan, conducted by Arturo Tos canini, on February 2, 1921.  
The Cleveland Orch estra played the complete symphony for the fi rst time in April 1922, 
with music director Nikolai Sokoloff  conducting.  It has been played frequently on 
Orchestra concerts since that time, most recently in October 2019, under conductor 
Klaus Mäkelä.
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CONDUCTOR:  HERBERT BLOMSTEDT

S W E D I S H - A M E R I C A N  conductor Herbert Blomstedt has been leading 
orchestras for more than half a century.  His leadership and artistry are especially 
associated with the San Francisco Symphony, Leipzig Gewandhaus Orchestra, and 
Dresden Staatskapelle.  Mr. Blomstedt fi rst conducted The Cleveland Orchestra in 
April 2006, and most recently returned to Severance Hall in February 2020.  He will 
lead the Orchestra in performances of Neilsen and Beethoven in February 2022.

       Born in Springfi eld, Massachusetts in 1927 to Swedish parents, Mr. Blomstedt 
began his musical education at the Royal Academy of Music in Stockholm and at 
the University of Uppsala.  He later studied conducting at the Juilliard School, con-
temporary music in Darmstadt, and Renaissance and Baroque music at the Schola 
Cantorum Basiliensis.  He also worked with Igor Markevich in Salzburg and Leonard 
Bernstein at Tanglewood.

       In 1954, Mr. Blomstedt made his conducting debut with the Stockholm Philhar-
monic Orchestra.  He subsequently served as music director of the Danish Radio 
Symphony Orchestra, Oslo Philharmonic, Dresden Staatskapelle, and the Swedish 
Radio Symphony Orchestra.  He is conductor laureate of the San Francisco Sym-
phony, which he served as music director from 1985-95.  He was subsequently mu-
sic director of Hamburg’s NDR Symphony Orchestra and of Leipzig’s Gewandhaus.

       In recent years, Herbert Blomstedt has been named honorary conductor of 
the Bamberg Symphony Orchestra, Leipzig Gewandhaus Orchestra, Tokyo’s NHK 
Symphony Orchestra, and the Danish and Swedish radio symphony orchestras.  In 
addition to these, he regularly guest conducts with many of the world’s greatest 
orchestras.

        Mr. Blomstedt’s extensive discography includes more than 130 works with the 
Dresden Staatskapelle and the complete works of Carl Nielsen with the Danish 
Radio Symphony.  His award-winning recordings with the San Francisco Symphony 
are on Decca/London.  His collaborations with other ensembles, including the 
Leipzig Gewandhaus Orchestra, can be heard on Decca, Deutsche Grammophon, 
and RCA Red Seal.  He has recorded the complete Bruckner symphonies for the 
German label Querstand.

       Among Mr. Blomstedt’s honors are several doctorate degrees and membership 
in the Royal Swedish Music Academy.  In 2003 he received the German Federal 
Cross of Merit.
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SOLOIST:  GARRICK OHLSSON

S I N C E   H I S   T R I U M P H  as winner of the 1970 Chopin International Piano 
Competition, pianist Garrick Ohlsson has established himself worldwide as a musi-
cian of magisterial interpretive and technical prowess.  Although long regarded as 
one of the world’s leading exponents of the music of Frédéric Chopin, Mr. Ohlsson 
commands an enormous repertoire, which ranges over the entire piano literature.

       A student of the late Claudio Arrau, Mr. Ohlsson is noted for his masterly perfor-
mances of the works of Mozart, Beethoven, and Schubert, as well as the Romantic 
repertoire.  To date, he has at his command more than 80 concertos, ranging from 
Haydn and Mozart to works of the 21st century, many commissioned for him. 

       In the 2018-19 season, he launched an ambitious project spread over multiple 
seasons exploring the complete solo piano works of Brahms in four programs to 
be heard in New York, San Francisco, Montreal, Los Angeles, London, and a num-
ber of cities across North America.  In concerto repertoire ranging from Mozart 
and Beethoven to Brahms and Barber, he returned to the Nashville, Oregon, Dallas 
Symphonies, Washington DC’s Kennedy Center with Melbourne Symphony, and 
internationally with orchestras in Seoul, Helsinki, Zagreb, Tallinn, Manchester, and 
London.  He last performed with The Cleveland Orchestra in Feburary 2019, play-
ing Busoni’s monumental 70-minute Piano Concerto.

      In February 2020, Mr. Ohlsson accomplished a seven-city recital tour across Aus-
tralia just prior to the closure of the concert world due to Covid-19. An avid cham-
ber musician, Mr. Ohlsson has collaborated with the Cleveland, Emerson, Tokyo, 
and Takacs string quartets, and most recently joined Boston Chamber Players on 
tour in Europe.  Together with violinist Jorja Fleezanis and cellist Michael Gre-
banier, he is a founding member of the San Francisco-based FOG Trio. Passionate 
about singing and singers, Mr. Ohlsson has appeared in recital with such legendary 
artists as Magda Olivero, Jessye Norman, and Ewa Podleś.

       A native of White Plains, New York, Mr. Ohlsson began his piano studies at the 
age of 8, at the Westchester Conservatory of Music; at 13 he entered the Juilliard 
School, in New York City.  His musical development has been infl uenced in com-
pletely diff erent ways by a succession of distinguished teachers, most notably 
Arrau, Olga Barabini, Tom Lishman, Sascha Gorodnitzki, Rosina Lhévinne, and Irma 
Wolpe.  Although he won First Prizes at the 1966 Busoni Competition in Italy and 
the 1968 Montréal Piano Competition, it was his 1970 triumph at the International 
Chopin Competition in Warsaw, where he won the Gold Medal (and remains the 
only American to have done so), that brought him worldwide recognition as one of 
the fi nest pianists of his generation.  Since then he has made nearly a dozen tours 
of Poland, where he is immensely popular.  Mr. Ohlsson was awarded the Avery 
Fisher Prize in 1994 and received the 1998 University Musical Society Distinguished 
Artist Award in Ann Arbor, Michigan.  He is the 2014 recipient of the Jean Gimbel 
Lane Prize in Piano Performance from the Northwestern University Bienen School 
of Music, and in August 2018 the Polish Deputy Culture Minister awarded him with 
the Gloria Artis Gold Medal for cultural merit.  He is a Steinway Artist and makes his 
home in San Francisco.

________________________

Piano by Steinway & Sons.



11

Week Five:  2021 Blosom Music Festival — August 1:  All Beethoven

The Cleveland Orchestra is grateful to these 
organizations for their ongoing generous 
support of The Cleveland Orchestra:  
National Endowment for the Arts, the State of Ohio and Ohio Arts Council, 
and to the residents of Cuyahoga County through Cuyahoga Arts and Culture.

The Cleveland Orchestra is proud of its long-term partnership with Kent State University, 
made possible in part through generous funding from the State of Ohio.

The Cleveland Orchestra is proud to have its home, Severance Hall, located on the campus of 
Case Western Reserve University, with whom it has a long history of collaboration and partnership.

THE CLEVELAND ORCHESTRA

O N E  O F  T H E  F E W  major American orchestras founded by a woman, The 
Cleveland Orchestra’s inaugural concert took place in December 1918, at a time 
of renewed optimism and progressive community ideas.  By the middle of the 
century, with its own concert hall, the decades of growth and sustained eff ort had 
turned the ensemble into one of the most-admired around the world.  Under the 
leadership of Franz Welser-Möst since 2002, The Cleveland Orchestra has extended 
its artistry and musical abilities and remains one of the most sought-after perform-
ing ensembles in the world — year after year setting standards of extraordinary 
artistic excellence, creative programming, and community engagement.  In recent 
years, the New York Times has called it “the best in America” for its virtuosity, 
elegance of sound, variety of color, and chamber-like musical cohesion, “virtually 
fl awless,” and “one of the fi nest ensembles in the country (if not the world).”

       The partnership with Franz Welser-Möst, begun in 2002 and entering its 19th 
year with the 2020-21 season, has earned The Cleveland Orchestra unprecedented 
residencies in the U.S. and around the world, including one at the Musikverein in 
Vienna, the fi rst of its kind by an American orchestra.  It also performs regularly 
at important European summer festivals.  The Orchestra’s 100th season in 2017-
18 featured two international tours, concluding with the presentation on three 
continents of Welser-Möst’s Prometheus Project featuring Beethoven Symphonies 
and overtures; these Beethoven concerts were presented in May and June 2018, at 
home in Cleveland, in Vien na’s Musikverein, and in Tokyo’s Suntory Hall.

       The Cleveland Orchestra has a long and distinguished recording and broadcast 
history.  A series of DVDs (available through Clasart Classics) and CD recordings un-
der the direction of Mr. Welser-Möst continues to add to an extensive and widely 
praised catalog of audio recordings made during the tenures of the ensemble’s 
earlier music directors.  In addition, Cleveland Orchestra concerts are heard in syn-
dication each season on radio stations throughout North America and Europe. 

       From 2020 forward, a number of new digital media initiatives are being 
launched to share and extend the ensemble’s artistry globally.  These include de-
but releases on the Orchestra’s own recording label, an ongoing series of podcasts 
titled “On A Personal Note,” a new digital streaming platform named Adella (after 
the Orchestra’s founder Adella Prentiss Hughes), and a series of premium concert 
broadcasts created from the 2020-21 season titled In Focus.  

       For more information, visit: www.clevelandorchestra.com.


