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The Cleveland Orchestra’s digital concert
series, In Focus, returns this winter with
six brand-new episodes. Available exclu-
sively on Adella Premium (adella.live or
the Adella app), each episode includes
behind-the-scenes interviews, as well as
features on the music and music making.
Launching February 4, the first epi-
sode presents Franz Welser-Most lead-
ing the world premiere of Hans Abra-
‘ hamsen’s Vers le silence and a thrilling

MORE THAN A CONCERT

performance of Brahms's Piano Concerto
No. 2 with Igor Levit.

Upcoming episodes feature classical
music stars John Adams, Herbert Blomstedt,
Imogen Cooper, Jeremy Denk, Jane Glover,
and Latonia Moore, among others.
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In Focus is made possible by a generous grant from the Jack, Joseph and Morton

Mandel Foundation.
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You’ll love this
convenient way

to keep the music
playing year-round

Stand Partners are a group of music-loving
friends who donate monthly to the Orchestra.
It’s an easy, convenient way to support the
music: Just set up your gift, and you’ll keep the
music playing year-round.

Just like the musicians onstage who share a
stand with a partner, monthly givers are a key
part of the team that makes the music happen.

Plus, becoming a Stand Partner unlocks
one-of-a-kind gifts just for you!

Stand up for music today!

* Visit clevelandorchestra.com/standpartner
e Call Donor Services at 216-456-8400
¢ Or scan the QR code with your phone camera
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Special Gifts for
Stand Partners

At $10/month, you'll get
our “Stand for Music” tote!

N
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At $25/month, you'll

receive a subscription to

the Orchestra’s streaming
platform Adella (plus a tote!).
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At $100/month, you'll get
the Orchestra’s newest
recording (plus Adella and
a tote!).
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CLEVELAND ORCHESTRA

FRANZ WELSER-MOST | MUSIC DIRECTOR

Jack, Joseph and Morton Mandel Concert Hall

Thursday evening, February 3, 2022, at 7:30 p.m.
Saturday evening, February 5, 2022, at 8:00 p.m.
Sunday afternoon, February 6, 2022, at 3:00 p.m.

John Adams, conductor

STEVE REICH Three Movements for Orchestra
(B. 1936)
CARLOS SIMON Fate Now Conquers
(B. 1986)
GABRIELLA SMITH Tumblebird Contrails

(8. 1991)

INTERMISSION
PHILIP GLASS Facades from Glassworks

(B.1937)

STEVEN BANKS, saxophone
JOHN ADAMS Must the Devil Have All the Good Tunes?

(B. 1947)

JEREMY DENK, piano

This program is approximately 1 hour 50 minutes.

Free concert talks are held in Reinberger Chamber Hall one hour prior
to every concert.

2021-2022 Season Sponsor: The J.M. Smucker Co.

CLEVELAND ORCHESTRA RADIO BROADCASTS

Saturday evening’s performance will be broadcast live as part of weekly programming on
ideastream/WCLV Classical 104.9 FM. Recent and past performances air Saturday evenings
at 8:00 p.m. and Sunday afternoons at 4:00 p.m.
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ELEMENTS OF American Style

By Michael Cirigliano Il

AS THE CLEVELAND ORCHESTRA musicians start to perform John
Adams’s Must the Devil Have All the Good Tunes?, listen closely to the instru-
ments on stage. Among the many you're accustomed to hearing, from the
spry piccolos and violins down to the thunderous timpani and trombones,
you'll encounter a curious sound: a honky-tonk piano.

A ﬁxture of dance halls of the American South in the early 20th cen-

tury, the honky-tonk piano and its
tinny, out-of-tune timbre might seem
a better fit for an evening of ragtime
and fiddling, rather than a concert of
orchestral music. But this is the work
of John Adams, who for nearly half a
century has been seamlessly integrat-
ing the forms and colors of 19th-cen-
tury European classical music with the
mesmon e orconass ¢ o |oquial sounds and musical styl-
ings emblematic of the United States.

So when he refers to this concerto as “rollicking barrelhouse piano
funk,” we should not be surprised to find a keyboard, intentionally de-
tuned to mimic a honky-tonk piano, on the stage.

In addition to serving as composer and conductor for this week's
concerts, Adams hand-picked the works featured on the program. What
goal did he have in mind when putting together this concert?

“Establishing a strong, confident repertory of American orchestral
music is still a work in progress,” Adams wrote over email. “I've chosen five
pieces by Americans of more recent generations that | think are not only
representative of the many currents afoot in our own time, but also are full
of that same sense of extrovert energy and joy embodied by previous gen-
erations of American composers — like Copland, Bernstein, and Barber —
who usually dominate today’s programming.”

Indeed, one could think of few composers whose works have been fueled
by more relentless energy than Steve Reich and Philip Glass, chief scribes of the
musical style known as Minimalism, which they began honing in 1970s New
York City. With no interest in producing the dissonant, microtonal music that
composers of the European avant-garde had been creating since the end of
World War lI, Reich and Glass remained committed to tonal harmony. Their mu-
sical rebellion lies in how they experimented with rhythm and pulse.
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For Reich, studying the traditions of African drumming in Gha-
na gave him new ideas for how to work with phase shifting, where-
by two identical phrases are played at slightly different speeds. And
for Glass, a collaboration with Ravi Shankar and extensive travels
through the Himalayas and North India sparked interest in the ways
Indian improvisers systematically remove or add rhythmic pulses
within a repeated series of tones, a technique that became the foun-
dation for much of his music.

With this varied mix of sound worlds and compositional ar-
chitectures at work, the music of Reich and Glass quickly became
the sound of New York’s downtown lofts, galleries, and clubs in the
1970s and ‘80s. For Adams, that period was a watershed moment for
American music.

“Masterpieces like Reich’s Drumming Music and Glass’s Einstein

Three Movements for Orchestra 19s6
BY Steve Reich

The three movements — fast, slow, fast — are played without pause. The tempo of the slow middle
movement is exactly half that of the first movement, and the final movement resumes the tempo of
the opening one.

After the opening pulse section of the first movement, the remainder of that movement gradu-
ally moves from pulse to melodic patterns in such a way that it may be difficult to say when the pulses
end and when the melodic patterns begin. The second movement comes directly from my earlier
Sextet (1985). In the fourth movement of that piece, | used synthesizers for slow melodic patterns in
two-part canon that seemed to suggest oboes and clarinets. Here one can hear those woodwinds
along with quiet violins playing this material, supported by two vibraphones, bass drum, and low
strings and winds. Eventually the woodwinds and violins fade away and
the accompaniment of vibraphones, bass drum, and low strings and winds
becomes the new melodic focus.

The final fast movement draws upon both my Sextet and New York
Counterpoint (1985). After the upper voices of the orchestra have built up
a two-part canonic texture the lower voices begin accenting this material
so that it is perceived first as three groups of four beats each and then as
four groups of three beats each. This kind of rhythmic ambiguity has been
a mark of my music. The piece concludes with a kind of mensuration canon
— or canon in which the subject appears simultaneously in two or more
speeds — the subject being a rhythmic pattern found in the high bell part
of West African music. This canon in the entire orchestra moves upward, leaving the bass behind until
it reaches its cadence on a high A minor.

PHOTO BY JAY BLAKESBERG

— Steve Reich
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Fate

Now Conquers 2020
By Carlos Simon

This piece was inspired by a
journal entry from Ludwig van
Beethoven's notebook written
in 1815:

lliad. The Twenty-Second Book.

But Fate now conquers; | am hers;
and yet not she shall share

In my renown;, that life is left to
every noble spirit.

And that some great deed shall
beget that all lives shall inherit.

Using the beautifully
fluid harmonic structure of the
second movement of
Beethoven’s Seventh Sympho-
ny, | have composed musical
gestures that are representa-
tive of the
unpredictable
ways of fate.
Jolting stabs,
coupled with an
agitated groove
with every
persona. Fren-
zied arpeggios
in the strings
that morph
into an ambiguous cloud of
free-flowing running passages
depicts the uncertainty of life
that hovers over us.

We know that Beethoven
strove to overcome many
obstacles in his life and
documented his aspirations to
prevail, despite his ailments.
Whatever the specific reason
for including this particularly
profound passage from the
lliad, in the end, it seems that
Beethoven relinquished it to
fate. Fate now conquers.

— Carlos Simon

on the Beach brought many listeners back from the brink
of giving up altogether on contemporary music,” Adams
said. “Ultimately composers, performers, and listeners
crave the broad emotional and sensory bandwidth that
the great music of the past — and the great pop music of
the present — provide.”

Adams’s emphasis on pop music is meaningful,
given its importance in his own musical development.
Growing up in rural New England with musician parents,
there were no distinctions between high- and low-brow
culture. The symphonic music of Beethoven could be
heard in the Adams house as often as big band and swing
music, Americana songs, and Broadway musicals. That
meant once Adams arrived at Harvard University, having
such a wide array of musical tastes — including a budding
interest in the Rolling Stones and Jimi Hendrix — was at
odds with Harvard's faculty, who preached a strict musical
austerity that left no room for displays of emotion.

For a composer like Adams, who believes “music is
above and beyond everything the art of communicating
feeling,” that overly intellectual, anti-expressive approach
to music wouldn't cut it.

Adams wanted to create music that wasn't only me-
lodic and tonal but emotionally gripping, and he found
inspiration in the orchestrations that composers such as
Wagner, Mahler, and Sibelius developed in the late 19th
century. To this he added minimalism’s rhythmic drive and
a healthy dose of American wit. His humor is apparent
in cheeky titles such as Short Ride in a Fast Machine or his
breakthrough orchestral work, Harmonielehre, whose title
references Arnold Schoenberg’s ponderous 1911 music
theory textbook of the same name but instead turns its
back on the twelve-tone composer’s principles.

And while Must the Devil Have All the Good Tunes?
calls for a similarly large orchestra as a Mahler symphony
and follows the standard fast-slow-fast form of a Mozart
piano concerto, the swagger is quintessentially American.
Over the course of 25 minutes, the concerto moves seam-
lessly among elements of gospel, jazz, blues, and swing.

The presence of such distinctly American idioms is
a signature of Adams'’s approach to composition — one
inspired by the Hungarian composer Béla Bartok.

About the Music The Cleveland Orchestra



“I think often of Bartdk, who used the folk music of his
native Hungary and Romania as the basis for works of as-
tonishing originality and vivid musical imagery. I've tried to
do a similar thing with my music. Must the Devil Have All the
Good Tunes? uses tropes that come from my experience of
listening to all kinds of American piano music, but it is not
imitative of those styles. Rather, it integrates them into my
own language, in much the same way (and hopefully as suc-
cessfully) as Bartok did.”

Reshaping established musical styles to fit a com-
poser’s personal voice is by no means a new concept, but
certainly one Adams has championed in his music — and
one younger composers seem to relish more confidently
today. “I've spent more than fifty years performing, pre-
miering, and commissioning music from young compos-
ers,” Adams said. “Over that time I've witnessed a refreshing
change away from concerns with style — writing twelve-
tone or ‘neo-Romantic’ music, or following John Cage or El-
liott Carter — to the current scene, in which composers are
more concerned with the communicative power of music.

“When | was a student in 1970, the model was not to
care about your audience — but the younger generation,
as we hear in the music by Gabriella Smith and Carlos Si-
mon, seems completely liberated from those counterpro-
ductive obsessions. Their music is expressive, energetic,
and expansive.”

Forging a meaningful connection with the audience
is certainly of paramount importance to Smith and Simon,
whose works bring diverse new perspectives and experi-
ences to the legacy of classical composition in the United
States and speak to social issues today’s audiences face out-
side of the concert hall. In other words, they're writing the
music of right now.

For Smith, an environmentalist with a deep interest in
biodiversity and the health of our ecosystem, shining a light
on the climate crisis is critical to her work. Her Requiem for
string quartet and vocal octet, for example, doesn’t follow
the text of the traditional Latin Mass for the Dead; instead,
singers intone the scientific Latin names of every species that
has gone extinct over the last 100 years. And Tumblebird
Contrails, featured on this week’s program, was inspired by the
hallucinatory sounds of the Pacific Ocean she experienced

2021-2022 Season About the Music

Tumblebird

Contrails 2014
BY Gabriella Smith

Tumblebird Contrails

is inspired by a single
moment | experienced
while backpacking in
Point Reyes, sitting in
the sand at the edge
of the ocean, listen-
ing to the hallucina-
tory sounds of the
Pacific (the keening
gulls, pounding surf,
rush of approaching
waves, sizzle of sand
and sea foam in reced-
ing tides), the constant
ebb and flow of pitch to
pitchless, tune to tex-
ture, grooving to free-

flowing, watching a pair
of ravens playing in the
wind, rolling, swoop-
ing, diving, soaring —
imagining the ecstasy
of wind in the wings

— jet trails painting
never-ending streaks
across the sky. The title,
Tumblebird Contrails, is a
Kerouac-inspired, non-
sense phrase | invented
to evoke the sound and
feeling of the piece.

— Gabriella Smith
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while backpacking in Point Reyes in northern California. Embedded
in the beauty and exuberant energy of her music is an appeal to the
audience for awareness — and action.

Simon'’s music similarly speaks to matters both individual and
universal and is inspired by the forms and harmonic vocabularies
of European classical music. Works like This Land and Warmth from
Other Sons explore ideas of immigration, migration, and what it
means to call a place “home.” His Elegy for string ensemble speaks to
the systemic violence against Black bodies in the U.S., honoring the
deaths of Trayvon Martin, Michael Brown, and Eric Garner with mu-
sical language reminiscent of Richard Strauss’s mournful Metamor-
phosen. And the work featured on this program, Fate Now Conquers,
uses the harmonic structure of the slow movement of Beethoven’s
Seventh Symphony as the foundation for a meditation on fate and
the human capacity to prevail.

Considering the kaleidoscopic range of sounds, perspectives,
and experiences presented within this program, a view of the state
of classical composition in the United States begins to emerge.

This vision recognizes American composers eager to look for
inspiration both within and well beyond their country’s physical bor-
ders. That forging new paths of musical expression means striking a
balance between respecting established forms and rebelling against
others. And that the development of American classical music mir-
rors the nearly 250-year development of the United States itself: an
expansive, ever-evolving cultural experiment, and therefore always
a work in progress.

Michael Cirigliano I1 is a freelance arts journalist and copywriter. He has written for Lincoln
Center for the Performing Arts, the Oregon Symphony, the Metropolitan Museum of Art,
and the Whitney Museum of American Art.

Facades from Glassworks 1931
By Philip Glass

This piece was originally written as part of the score for Godfrey
Reggio’s film Koyannisqatsi. Although | quite liked the way it turned
out, it was not used for the film and ended up on my 1982 album for
CBS, Glassworks. It also has become a staple of the live performanc-
es of the Philip Glass Ensemble and was included in Glasspieces, the
production put on by the New York City Ballet in the spring of 1990,
choreographed by Jerome Robbins.

— Philip Glass

About the Music The Cleveland Orchestra




Must the Devil Have All the Good Tunes? 2013
BY John Adams

Must the Devil Have All the Good Tunes? is John Adams’s third piano con-
certo, following Century Rolls (1996) and Eros Piano (1989). He explains
that the title “came from an article about Dorothy Day in a very old copy
of the New Yorker. In the same way that | first encountered the name
‘Hallelujah Junction’ and knew that | had to write a piece with that title,
when | saw the phrase ‘Must the Devil Have All the
Good Tunes?’ | thought to myself, ‘that’s a good title just
waiting for a piece.’ The phrase suggested a ‘Totentanz,,
only not of the Lisztian manner, but more of funk-invested
American-style.” Adams points out that the origin of the
phrase has been attributed to Martin Luther and various
18th- and 19th-century theologians.

While the concerto is in one continuous move-
ment, its three seamlessly connected sections follow the
traditional fast-slow-fast format, with the pianist active
throughout. Piano and orchestra begin in the bass register with a
gospel-like riff (marked “Gritty, Funky”). Even with a steady groove,
the meter of 9/8 divides into an even 4/4 plus one extra eighth note
punctuation, providing an off-kilter lurch. The texture thickens and
rises, and gathers momentum with a perpetual-motion variation of the
theme (marked “twitchy, bot-like,” with echoes of Mancini’s Peter Gunn),
with the piano joined ominously by a detuned honky-tonk piano.
Diverging from its tonal center, the piano writing becomes wilder and
more chromatic, and is shadowed by the orchestra, with blurts of brass
echoing sharp, accented chords. The zigzagging chromatic lines recall
another musical devil, Ligeti's L'’Escalier du diable etude, with its infinite
ascendance & la M.C. Escher.

After a series of questioning chords in dialogue between piano
and orchestra, the second section emerges with suspended strings over
the delicately ornamented piano solo. Its serenity is deep but fleeting,
with the restless piano part exploring a leaping melody (Adams says he
was inspired especially by Yuja Wang's lyrical playing in this section).
The transition to the third section is barely noticeable, as gentle pulsing
gives way to a rocking 12/8 rhythm, marked “Obsession/Swing.” The
virtuosity and playfulness here are familiar from other Adams finales,
with the interplay between rollicking syncopation, chirping woodwinds,
off-beat accents of brass, loping stride bass, a battery of percussion,
and a brilliantly energetic piano part ranging across the entire keyboard
which, after three mysterious, brief interruptions of a held octave D in
the orchestra, propels the concerto to a boisterous close.

PHOTO BY VERN EVANS

— Sarah Cabhill
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John Adams

Composer, conductor, and creative thinker — John Adams occupies a unique po-
sition in the world of music. His works stand out among contemporary classical
compositions for their depth of
expression, brilliance of sound,
and the profoundly humanist
nature of their themes. Span-
ning more than three decades,
his compositions are among
the most performed of all
contemporary classical music,
among them Nixon in China,
Harmonielehre, Doctor Atomic,
Shaker Loops, El Nifio, Short Ride
in a Fast Machine, and The Dhar-
ma at Big Sur.

His stage works, all in col-

I |aboration with director Peter
Sellars, have transformed the genre of contemporary music theater. Of Adams’s
best-known opera, the New Yorker magazine wrote: “Not since Porgy and Bess has
an American opera won such universal acclaim as Nixon in China.”

Nonesuch Records has recorded all of Mr. Adams'’s music, garnering numerous
Grammy awards. A new recording of Doctor Atomic, with Adams conducting the
BBC Symphony, was released in July 2018, timed to coincide with Santa Fe Opera’s
new production.

As a conductor of his own works and a wide variety of repertoire, Mr. Adams
has appeared with the Berliner Philharmoniker, Royal Concertgebouw Orchestra,
London Symphony Orchestra, Wiener Symphoniker, Los Angeles Philharmonic, and
the orchestras of Seattle, Cincinnati, Atlanta, and Toronto, as well as The Cleveland
Orchestra.

Born and raised in New England, Mr. Adams learned the clarinet from his fa-
ther and played in marching bands and community orchestras during his formative
years. He began composing at age ten, and his first orchestral pieces were per-
formed while just a teenager.

In 2019, Mr. Adams received Holland'’s prestigious Erasmus Prize, “for contribu-
tions to European culture,” the only American composer ever chosen for this award.
Additionally, he has received honorary doctorates from Yale, Harvard, Northwest-
ern, Cambridge, and The Juilliard School. A provocative writer, he is author of the
highly acclaimed autobiography Hallelujah Junction and is a frequent contributor to
The New York Times Book Review.

2021-2022 Season About the Artists
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Jeremy Denk

piano

Jeremy Denk is one of America’s foremost pianists. Winner of a Mac-
Arthur “Genius” Fellowship and the Avery Fisher Prize, Mr. Denk was
recently elected to the American Academy

of Arts and Sciences. He returns frequently

to Carnegie Hall and, in recent seasons, has
appeared with the Chicago Symphony, New
York Philharmonic, Los Angeles Philharmonic,
San Francisco Symphony, and The Cleveland
Orchestra, as well as on tour with Academy of
St Martin in the Fields and at the Royal Albert
Hall as part of the BBC Proms.

Mr. Denk is known for his original and
insightful writing on music, which Alex Ross
praises for its “arresting sensitivity and wit.” He
wrote the libretto for a comic opera presented
by Carnegie Hall, Cal Performances, and the
Aspen Festival, and his writing has appeared
in the New Yorker, the New Republic, The Guard-
ian, and on the front page of The New York
Times Book Review. One of his New Yorker contributions, “Every Good
Boy Does Fine,” forms the basis of a book to be released this spring by
Random House.

Mr. Denk’s recording of the Goldberg Variations for Nonesuch
Records reached No. 1 on the Billboard Classical Charts. His record-
ing of Beethoven'’s Piano Sonata No. 32 in C minor, Op. 111, paired
with Ligeti’s Etudes was named one of the best discs of the year by
the New Yorker, NPR, and the Washington Post, and his account of the
Beethoven sonata was selected by BBC Radio 3’s Building a Library as
the best available version recorded on modern piano. Mr. Denk has a
long-standing attachment to the music of American visionary Charles
Ives, and his recording of Ives’s two piano sonatas also featured in
many “best of the year” lists. His recording ¢.7300-¢.2000 was released
in 2018 with music ranging from Guillaume de Machaut, Gilles Bin-
chois, and Carlo Gesualdo to Stockhausen, Ligeti, and Glass.

Jeremy Denk is a graduate of Oberlin College, Indiana Univer-
sity, and the Juilliard School. He lives in New York City.

PHOTO BY SHERVIN LAINEZ
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Steven Banks

saxophone

Recognized for his “glowing mahogany tone” (Seen and Heard International)
and "breathtaking” (Classical Voice of North Carolina) performances, Ameri-
can classical saxophonist Steven Banks “is at the forefront of
musicians of his generation in his display of the highest level
of both artistry and pedagogy” (Taimur Sullivan, Professor of
Saxophone, Northwestern University).

Mr. Banks won first prize at the 2019 Young Concert Art-
ists International Auditions, becoming the first saxophonist
to earn a place on YCA's roster in its 59-year history. He has
been awarded a special Korean Concert Society Prize (for
support of his Kennedy Center debut), Buffalo Chamber Mu-
sic Society Prize, Saint Vincent College Concert Series Prize,
Sinfonia Gulf Coast Prize, Tannery Pond Concerts Prize, Use-
dom Music Festival Prize, and Washington Performing Arts
Prize.

Mr. Banks enjoys an ongoing relationship with The
Cleveland Orchestra, having performed with it at Severance,
Carnegie Hall, and Blossom Music Center. He has worked
with conductors including Franz Welser-Most, Jahja Ling,
Matthias Pintscher, Alain Altinoglu, Roderick Cox, and others.
He has performed with members of the Jazz at Lincoln Cen-
ter Orchestra, Buddy Rich Big Band, and Vanguard Jazz Or-
chestra. He can be heard on the album Canto America, which was nominated
for a 2017 Grammy Award.

Mr. Banks is the baritone saxophonist of the award-winning Kenari
Quiartet, which has appeared at Chamber Music Northwest, the Grand Teton
Music Festival, and Chamber Music Tulsa, among others. Its debut album,
French Saxophone Quartets, was released in December 2016 on the Naxos
Records label.

An advocate for diversity and inclusion in music education, perfor-
mance, and newly commissioned works in the classical realm, Mr. Banks
spoke at the TEDxNorthwesternU 2017 conference about how to create
change in institutionalized prejudices against women and people of color, and
continues to give guest lectures on the history of Black classical composets.

Mr. Banks is an assistant professor of saxophone at Ithaca College. He
previously was on the faculty at Baldwin Wallace Conservatory. He holds de-
grees from Northwestern University and Indiana University’s Jacobs School
of Music.

PHOTO BY CHRIS LEE
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The Cleveland Orchestra

Now entering its second century, The Cleveland Orchestra, under the
leadership of Franz Welser-Most since 2002, remains one of the most
sought-after performing ensembles in the world. Year after year the
ensemble exemplifies extraordinary artistic excellence, creative pro-
gramming, and community engagement. In recent years, The New
York Times has called Cleveland “the best in America” for its virtuos-
ity, elegance of sound, variety of color and chamber-like musical co-
hesion, “virtually flawless,” and “one of the finest ensembles in

the country (if not the world).”

Founded by Adella Prentiss Hughes, the Orchestra performed its in-
augural concert in December 1918. By the middle of the century, decades of
growth and sustained support had turned the ensemble into one of the most
admired around the world.

The past decade has seen an increasing number of young people at-
tending concerts, bringing fresh attention to The Cleveland Orchestra’s leg-
endary sound and committed programming. More recently the Orchestra
launched several bold digital projects, including the streaming broadcast
series In Focus, the podcast On A Personal Note, and its own recording label.

The 2021-22 season marks Franz Welser-Most’s 20th year as music direc-
tor, a period in which The Cleveland Orchestra earned unprecedented
acclaim around the world, including a series of residencies at the Musikverein
in Vienna, the first of its kind by an American orchestra. The Orchestra’s 100th
season in 2017-18 featured two international tours, concluding with the pre-
sentation of Welser-Mst's Prometheus Project, featuring works by Beethoven,
on three continents.

Its acclaimed opera presentations, including Strauss's Ariadne auf Naxos
(2019), Debussy’s Pelléas et Mélisande (May 2017), Bartok’s Miraculous Mandarin
and Bluebeard’s Castle (April 2016), and Janacek’s The Cunning Little Vixen
(2014 and 2017), have showcased the ensemble’s unique artistry and
collaborative work ethic.

Since 1918, seven music directors — Nikolai Sokoloff, Artur Rodzinski,
Erich Leinsdorf, George Szell, Lorin Maazel, Christoph von Dohnanyi, and
Franz Welser-M&st — have guided and shaped the ensemble’s growth and
sound. Through concerts at home and on tour, broadcasts, and a catalog of
acclaimed recordings, The Cleveland Orchestra is heard today by a growing
group of fans around the world. For more information, visit
clevelandorchestra.com.

Share your memories of the performance and join the conversation online...

|&j| instagram: @CleveOrch

[i facebook.com/clevelandorchestra u twitter: @CleveOrchestra
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MUSIC DIRECTOR
Kelvin Smith Family Chair

FIRST VIOLINS
Peter Otto
FIRST ASSOCIATE CONCERTMASTER
Virginia M. Lindseth, PhD, Chair
Jung-Min Amy Lee
ASSOCIATE CONCERTMASTER
Gretchen D. and
Ward Smith Chair
Jessica Lee
ASSISTANT CONCERTMASTER
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Stephen Tavani
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Barbara S. Robinson Chair
Alicia Koelz
Oswald and Phyllis Lerner
Gilroy Chair
Yu Yuan
Patty and John Collinson Chair
Isabel Trautwein
Trevor and Jennie Jones Chair

Katherine Bormann

Analisé Denise Kukelhan
Gladys B. Goetz Chair

Zhan Shu

Listing as of January 2022.

SECOND VIOLINS

Stephen Rose*
Alfred M. and
Clara T. Rankin Chair

Emilio Llinas?
James and Donna Reid Chair

Eli Matthews'
Patricia M. Kozerefski and
Richard J. Bogomolny Chair

Sonja Braaten Molloy
Carolyn Gadiel Warner
Elayna Duitman

loana Missits

Jeffrey Zehngut
Vladimir Deninzon
Sae Shiragami

Scott Weber

Kathleen Collins

Beth Woodside

Emma Shook
Dr. Jeanette Grasselli Brown
and Dr. Glenn R. Brown Chair

Yun-Ting Lee
Jiah Chung Chapdelaine

VIOLAS

Wesley Collins*
Chaillé H. and
Richard B. Tullis Chair

Lynne Ramsey’
Charles M. and
Janet G. Kimball Chair

Stanley Konopka?

Mark Jackobs
Jean Wall Bennett Chair

Lisa Boyko
Richard and Nancy Sneed Chair

Richard Waugh

Lembi Veskimets
The Morgan Sisters Chair

Eliesha Nelson

Joanna Patterson Zakany
William Bender

Gareth Zehngut

The Musicians

CELLOS
Mark Kosower*
Louis D. Beaumont Chair
Richard Weiss'
The GAR Foundation Chair
Charles Bernard?
Helen Weil Ross Chair

Bryan Dumm
Muriel and Noah Butkin Chair

Tanya Ell
Thomas J. and
Judith Fay Gruber Chair

Ralph Curry

Brian Thornton
William P. Blair I1I Chair

David Alan Harrell
Martha Baldwin
Dane Johansen
Paul Kushious

BASSES

Maximilian Dimoff*
Clarence T. Reinberger Chair

Derek Zadinsky?

Scott Haigh'
Mary E. and F. Joseph
Callahan Chair

Mark Atherton

Thomas Sperl

Henry Peyrebrune
Charles Barr Memorial Chair

Charles Carleton

Scott Dixon

Charles Paul

HARP

Trina Struble*
Alice Chalifoux Chair

This roster lists the fulltime mem-
bers of The Cleveland Orchestra.

The number and seating of musicians
onstage varies depending on the
piece being performed.

Seating within string sections rotates
on a periodic basis.

The Cleveland Orchestra



ORCHESTRA

FLUTES
Joshua Smith*

Elizabeth M. and

William C. Treuhaft Chair
Saeran St. Christopher
Jessica Sindell?

Austin B. and Ellen W. Chinn Chair

Mary Kay Fink

PICCOLO
Mary Kay Fink
Anne M. and M. Roger Clapp Chair

OBOES
Frank Rosenwein*
Edith S. Taplin Chair
Corbin Stair
Sharon and Yoash Wiener Chair

Jeffrey Rathbun?
Everett D. and
Eugenia S. McCurdy Chair

Robert Walters

ENGLISH HORN
Robert Walters

Samuel C. and
Bernette K. Jaffe Chair

CLARINETS
Afendi Yusuf*
Robert Marcellus Chair

Robert Woolfrey
Victoire G. and
Alfred M. Rankin, Jr. Chair

Daniel McKelway?
Robert R. and Vilma L. Kohn Chair

Amy Zoloto

E-FLAT CLARINET

Daniel McKelway
Stanley L. and Eloise M. Morgan Chair

BASS CLARINET

Amy Zoloto
Mpyrna and James Spira Chair

BASSOONS

John Clouser*
Louise Harkness Ingalls Chair

Gareth Thomas

Barrick Stees?
Sandra L. Haslinger Chair

Jonathan Sherwin

2021-2022 Season

CONTRABASSOON
Jonathan Sherwin

HORNS
Nathaniel Silberschlag*
George Szell Memorial Chair
Michael Mayhew?®
Knight Foundation Chair
Jesse McCormick
Robert B. Benyo Chair
Hans Clebsch
Richard King
Alan DeMattia

TRUMPETS

Michael Sachs*
Robert and Eunice Podis
Weiskopf Chair

Jack Sutte

Lyle Steelman?
James P. and Dolores D.
Storer Chair

Michael Miller

CORNETS

Michael Sachs*
Mary Elizabeth and
G. Robert Klein Chair

Michael Miller

TROMBONES
Shachar Israel®
Richard Stout

Alexander and
Marianna C. McAfee Chair

EUPHONIUM AND
BASS TRUMPET

Richard Stout

TUBA

Yasuhito Sugiyama*
Nathalie C. Spence and
Nathalie S. Boswell Chair

TIMPANI
Paul Yancich*
Otto G. and Corinne T. Voss Chair

Tom Freer?
Mr. and Mrs. Richard K.
Smucker Chair

The Musicians

PERCUSSION
Marc Damoulakis*
Margaret Allen Ireland Chair

Donald Miller

Tom Freer
Thomas Sherwood

KEYBOARD INSTRUMENTS

Carolyn Gadiel Warner
Marjory and Marc L.
Swartzbaugh Chair

LIBRARIANS
Michael Ferraguto

Joe and Marlene Toot Chair
Donald Miller

ENDOWED CHAIRS
CURRENTLY UNOCCUPIED

Sidney and Doris Dworkin Chair
Blossom-Lee Chair

Sunshine Chair

Gilbert W. and Louise I. Humphrey Chair
Rudolf Serkin Chair

* Principal

§ Associate Principal

1 First Assistant Principal
2 Assistant Principal

CONDUCTORS

Christoph von Dohnanyi
MUSIC DIRECTOR LAUREATE

Vinay Parameswaran
ASSOCIATE CONDUCTOR
Elizabeth Ring and
William Gwinn Mather Chair

Lisa Wong

DIRECTOR OF CHORUSES
Frances P. and Chester C.
Bolton Chair
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Dreams can come true

..................................................................................

Cleveland Public Theatre's
STEP Education Program
Photo by Steve Wagner

«..WITH INVESTMENT BY CUYAHOGA ARTS & CULTURE
Cuyahoga Arts & Culture (CAC) uses public dollars
approved by you to bring arts and culture to every
corner of our County. From grade schools to senior
centers to large public events and investments to
small neighborhood art projects and educational
outreach, we are leveraging your investment for
everyone to experience.

[ ]
R Your Investment:
| e SRR el ] ) .
N Strengthening Community
arts & culture

Visit cacgrants.org/impact to learn more.



LATE SEATING

As a courtesy to the audience members and
musicians in the hall, late-arriving patrons are
asked to wait quietly until the first convenient
break in the program, when ushers will help
you to your seats. These seating breaks are at
the discretion of the House Manager in consul-
tation with the performing artists.

PAGERS, CELL PHONES,

AND WRISTWATCH ALARMS

Please silence any alarms or ringers on pagers,
cell phones, or wristwatches prior to the start
of the concert.

PHOTOGRAPHY, VIDEOGRAPHY,

AND RECORDING

Audio recording, photography, and videography
are prohibited during performances at Sever-
ance. Photographs of the hall and selfies can be
taken when the performance is not in progress.
As a courtesy to others, please turn off any
phone/device that makes noise or emits light.

IN THE EVENT OF AN EMERGENCY
Contact an usher or a member of house staff
if you require medical assistance. Emergency
exits are clearly marked throughout the build-
ing. Ushers and house staff will provide in-
structions in the event of an emergency.

2021-2022 Season

About Your Visit

HEARING AIDS AND

OTHER HEALTH-ASSISTIVE DEVICES

For the comfort of those around you, please
reduce the volume on hearing aids and other
devices that may produce a noise that would
detract from the program. Infrared Assistive-
Listening Devices are available. Please see
the House Manager or Head Usher for more
details.

AGE RESTRICTIONS

Regardless of age, each person must have

a ticket and be able to sit quietly in a seat
throughout the performance. Classical season
subscription concerts are not recommended
for children under the age of 8. However, there
are several age-appropriate series designed
specifically for children and youth, including
Music Explorers (recommended for children 3
to 6 years old) and Family Concerts (for ages 7
and older).

NEW FREE MOBILE APP
Get instant access to your tickets for
ﬂ Cleveland Orchestra concerts at Blossom
Music Center and Severance by using
the Ticket Wallet App. More information is at

CLEVELANDORCHESTRA.COM/TICKETWALLET
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To ensure your visit is safe and inspiring . . .

PROOF OF VACCINATION

Everyone who enters Severance Music Center for concerts and events will be
required to show proof of full Covid-19 vaccination (two doses, plus a booster, per
CDC guidelines) of a World Health Organization (WHO) or U.S. Food and Drug Ad-
ministration (FDA) approved or authorized vaccine along with a photo ID. Guests
who are unable to be vaccinated or have not received their booster dose will be
required to provide proof of a negative Covid test, along with a photo ID.

Audience members ages 3 and older who cannot be vaccinated may provide proof
of a negative test result received from a completed lab-certified antigen COVID-19
test within 24 hours prior to entering Severance, or a negative test result received
from a completed PCR COVID-19 test within 72 hours prior to entering Severance.

@ FACE MASKS REQUIRED

Approved face masks are required at all times in Severance, including while seated

during performances.

r'&‘o ENHANCED CLEANING
We will continue comprehensive and
consistent cleaning procedures and
provide hand sanitizer stations
throughout.

5(% ENHANCED VENTILATION
Severance has updated its HVAC filtration
and circulation system to meet the guidelines

of local public health authorities and
recommendations from Cleveland Clinic.

For more details and the most up-to-date health
and safety information, visit
CLEVELANDORCHESTRA.COM/HEALTHINFO

The Cleveland Orchestra extends special
thanks to Cleveland Clinic for their ongoing YOUR
expertise and guidance throughout the past SAFETY
year in helping to ensure the health and N i >
safety of the musicians onstage, our staff and
volunteers, and all audience members and guests.

22 About Your Visit

Copyright © 2022 by The Cleveland Orchestra
and Musical Arts Association
Cover photo by Roger Mastroianni
Amanda Angel, Managing Editor of Content
E-MAIL: aangel@clevelandorchestra.com
Program books for Cleveland Orchestra concerts
are produced by The Cleveland Orchestra and are
distributed free to attending audience members.

Program book advertising is sold through
Live Publishing Company at 216-721-1800.

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 Music Center, located on the
campus of Case Western Reserve University,
with whom it has a long history
of collaboration and
partnership.

NATIONAL A’ﬁ'
K i <uyahoga
wsgm OhioArts 1. iz

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



FEATURED EXHIBITIONS

Through Mar 13, 2022
Picturing Motherhood Now

Through May 8, 2022
Migrations of Memory-
The Poetry and Power of Music

Through May 29, 2022
Derrick Adams: LOOKS

Through May 31, 2022
Art of the Islamic World

Through Aug 14, 2022
Medieval Treasures from Miinster Cathedral

Through Jun 19, 2022
Women in Print: Recent Acquisitions

cmaorg @ O

Photo: Scott Shaw Photography

Opens Feb 13, 2022
Cycle of Life: The Four Seasons Tapestries

Opens Feb 20, 2022

Currents and Constellations: Black Art in Focus

Opens Mar 12, 2022

Alberto Giacometti: Toward the Ultimate Figure

Member tickets available Feb. 7

m

THE CLEVELAND
MUSEUM OF ART
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We believe that all Cleveland youth should have
access to high-quality arts education. Through the
generosity of our donors, we have invested more
than $9 million since 2016 to scale up neighborhood-
based programs that now serve 3,000 youth year-
round in music, dance, theater, photography, literary
arts and curatorial mastery. That’s a symphony of
success. Find your passion, and partner with the
Cleveland Foundation to make your greatest
charitable impact.

(877) 554-5054 CLEVELAND

www.ClevelandFoundation.org oundation



