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5:00 PM SUNDAY, AUGUST 17, 2025 SARAH KIRKLAND SNIDER (b. 1973)
Something for the Dark

Scored for two flutes and piccolo, two oboes and English
horn, three B-flat clarinets, two bassoons and contrabassoon,
four horns, four trumpets, three trombones, tuba, timpani,
tom-toms, glockenspiel, triangle, tam-tam, bass drum,
vibraphone, marimba, suspended cymbal, crash cymbal,

CHICAGO SYMPHONY ORCHESTRA

celesta, and strings

DAV| D RO BE RTS O N ; € ond uctor A native of Princeton, NJ, Sarah Kirkland Snider

studied piano and voice in her youth before at-
- T tending Wesleyan University as a psychology

SHEKU KANNEH MASON' cello and sociology major. Composition was an early
pursuit—Snider produced her first original mu-
sic in high school. She returned to composition
in graduate school with studies at New York
University under Justin Dello Joio and at the
Yale School of Music with Martin Bresnick, Aar-
] - on Jay Kernis, Ezra Laderman, and David Lang.

SNIDER Something for the Dar Snider has emerged as a fresh compositional
voice over the past 15 years. The Washington Post
included her among the “top 35 female compos-

SAINT-SAENS  Cello Concerto No. 1 in A minor, op. 33 er in classical music” in 2017
Allegro non troppo— Allegretto con moto—Molto allegro
Sheku Kanneh-Mason

CHABRIER Espaiia, Rhapsody for Orchestra

RIMSKY-KORSAKOV Capriccio espagnol, op. 34
Alborada: Vivo e strepitoso
Variations: Andante con moto
Alborada: Vivo e strepitoso
Scene and Gypsy Song: Allegro
Fandango of the Asturias

THERE IS NO INTERMISSION IN THIS PROGRAM.

Sarah Kirkland Snider

Her orchestral song cycle Penelope for mezzo-so-
prano, string sextet, and live electronics retraces
the story of the faithful wife of Odysseus, who
craftily dodges a string of suitors while awaiting
her husband’s return from the Trojan War. Snid-
er and playwright Ellen McLaughlin originally
reimagined this classic tale from Homer’s epic
poem for a modern music-theater “monodrama”
presented at the J. Paul Getty Center in 2008.

1 Ravinia debut
** First performance by the CSO and at Ravinia

Ravinia expresses its appreciation for the generous support of
Premier Sponsor The Negaunee Foundation.

Ravinia extends its appreciation to the generous supporters of The song-cycle adaptation for mezzo-soprano, a
the Cello Consortium, which includes Bill & Diane Lloyd, percussion-and-strings sextet, and live electron-
Sheila Medvin, and Paul & Mary Yovovich. ics was composed in 2009 for Shara Worden, the

lead singer, songwriter, and multi-instrumen-
talist of the indie rock band My Brightest Dia-
mond. Time Out New York named the recording
of Penelope its Top Classical Album of 2010, and
National Public Radio included it among the
Five Best Genre-Defying Albums of 2010.

SHERVIN LAINEZ
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Recent compositional highlights include the
Mass for the Endangered (2018), a work commis-
sioned by Trinity Wall Street that combines the
time-honored structure of the Latin polyphon-
ic Mass with urgent prayers for all endangered
animal life and the fragile environment they/
we inhabit. Snider’s newest opera, Hildegard—
based on the life of the 12th-century abbess and
mystic Hildegard of Bingen—is scheduled to be
premiered in the fall of 2025. An active leader in
sharing new music, Snider has co-curated the
Look & Listen Festival in modern art galleries
(2001-7) and serves as Co-Artistic Director of
New Amsterdam Records (2007-present).

Her grants and awards include support from
the Jerome Composers Commissioning Fund,
Mid-Atlantic Center for the Arts, National En-
dowment for the Arts, New Music USA, Opera
America, and the Sorel Medallion from the Eliz-
abeth & Michel Sorel Charitable Organization
Inc., among others. In 2014, she received the
prestigious Elaine Lebenbom Memorial Award
for Female Composers, which included a com-
mission from the Detroit Symphony Orchestra
“in the spirit of recognizing and supporting the
creation of new orchestral works by women”

Snider’s thoughts immediately gravitated to
the unwavering grit, fierce determination, and
indomitable spirit of the city and its residents.
“When I received the commission to write this
piece, I thought I would try to write something
about hope—it being an essential element of
Detroit’s narrative of endurance, or indeed any
narrative. Early into my sketches for the piece,
I stumbled upon the idea that sounded to [me]
like hope incarnate: a bold, noble, full-hearted
little melody surrounded by sunlight and dignity
and shiny things. I thought that maybe I would
open the piece with it and then have the music
journey through some adversity to find its way
back to an even bigger, bolder statement of op-
timism. Growth! Triumph! A happy ending! But
that wasn’t what happened. The piece opens with
the shiny statement of hope and sets out on an
uncertain journey to find it again—but can't.
Instead, it encounters strange new echoes of the
motif in different, unfamiliar settings. It follows
digressions trying to resolve related but new mu-
sical arguments. Eventually, it finds its way to sol-
id ground, though this piece is quite a bit darker
than where we began. But to my mind this arriv-
al feels more trustworthy, more complete, more
worthy of celebration because it feels more real”

The writings of Philip Levine (1928—2015), a poet
born to Russian-Jewish immigrants in Detroit,
further inspired Something for the Dark. Levine
began working the night shift at the Chevrolet
Gear & Axle Plant in Hamtramck at age 14, an
experience that drove him to “find a voice for
the voiceless”—his fellow factory workers. He
entered Wayne State University in Detroit at
age 22, completing his bachelor’s degree during
the school year while attending the fabled Iowa
Writers’ Workshop at the University of Iowa in

the summer. Levine earned an MFA from the
University of Towa and received the Wallace
Stegner Fellowship at Stanford University in
1957. The following year, he joined the English
faculty at California State University-Fresno, a
position he held until 1992. Levine’s numerous
honors include the 1995 Pulitzer Prize for Poetry
(The Simple Truth), two National Book Awards
(Ashes: Poems New and Old, 1980, and What
Work Is, 1991), and an appointment as the
2011/12 United States Poet Laureate. Levine nev-
er returned to live in Detroit, but the work-
ing-class values, dreams, and aspirations of his
hometown always remained within.

Philip Levine

“While writing the piece, I was reading some
Detroit poets on their take on the city, and
grew better acquainted with the work of Philip
Levine. The last two lines of [the poem] For Fran
struck me as an apt motto for the kind of clear-
eyed reflection on endurance that runs through
his poems about Detroit. In preparing the flower
beds for winter, Levine’s wife becomes a sym-
bol of the promise of renewal in general: ‘Out
of whatever we have been/We will make some-
thing for the dark’ Levine has said that much of
his poetry about Detroit was born of

the hope that [Detroit] might be reborn
inside itself, out of its own ruins, phoe-
nix-like, rising out of its own ashes. Except
I don't see it in heroic terms. The triumphs
are small, personal, daily. Nothing grandly
heroic is taking place; just animals and men
and flowers asserting their right to be, even
in this most devastated of American cities.

“Something for the Dark is a meditation on the
promise of renewal, and the hard-won wisdom
that attends the small, personal, daily triumphs
of asserting one’s right to be”

The Detroit Symphony Orchestra and conduc-
tor Giancarlo Guerrero gave the world premiere
of Sarah Kirkland Snider’s Something for the
Dark on April 14, 2016.

CAMILLE SAINT-SAENS (1835-1921)
Cello Concerto No. 1in A minor, op. 33

Scored for two flutes, two oboes, two clarinets, two bassoons,
two horns, two trumpets, timpani, strings and solo cello

As a young boy Camille Saint-Saéns exhibited
Mozartean precocity, composing his first piece at
age 3. Organ and composition studies began at 7.
His official piano recital debut came at age 10; as
an encore, Saint-Saéns offered to play any of Bee-
thoven’s 32 piano sonatas from memory. He en-
tered the Paris Conservatory at 13. Like Mendels-
sohn before him, Saint-Saéns held deep interests
in “old” music by Bach, Handel, and Mozart and
frequently performed their works on his recitals.
In 1861, Saint-Saéns joined the faculty of the
Ecole Niedermeyer in Paris, where his students
included André Messager and Gabriel Fauré.
Louis Niedermeyer had founded the school with
the sole purpose of training church musicians,
and the curriculum accordingly centered on con-
servative fare of organ-playing and Gregorian
chant. Saint-Saéns, by contrast, brought a more
complete knowledge of contemporary trends in
musical compositions to his classroom.

Canmille Saint-Saéns

The founding of the Société Nationale de Mu-
sique in 1871 under Saint-Saéns and Romaine
Bussine proved a decisive event for French
composers. The society’s motto—“Ars Galli-
ca”—proclaimed the noble goal of promoting
French art. Throughout much of the 19th cen-
tury, works by German composers (especially
instrumental pieces) had dominated French
concert programs. French artists found few op-
portunities for performances of their own com-
positions. Saint-Saéns wrote, “Not so very long
ago, a French composer who was daring enough
to venture onto the terrain of instrumental mu-
sic had no other means of getting the work per-
formed than to give a concert himself and invite
his friends and critics. As for the public, it was
hopeless even to think about them. The name of
a composer who was French and still alive had
only to appear on a poster to frighten everyone
away. The chamber music societies, flourish-
ing and numerous at the time, restricted their
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programs to the resplendent names of Beetho-
ven, Mozart, Haydn, Mendelssohn—and some-
times Schumann as proof of their audacity”

One year after founding the Société National de
Musique, Saint-Saéns composed his Cello Con-
certo No. 1, a work dedicated to Auguste Tolbec-
que, who gave the premiere on January 19, 1873, at
the Paris Conservatory. Italians, such as Corelli
and Vivaldi, had dominated concerto composi-
tion during the late Baroque, and Germanic musi-
cians governed developments within this genre
during the Classical and Romantic periods. Strong
French interests in writing concertos emerged
only during Saint-Saéns’s lifetime, and his works
were among the first of this new tradition.

Auguste Tolbecque

In keeping with the Gallic spirit of the time,
Saint-Saéns’s Cello Concerto No. 1 avoids the
traditional Germanic three-movement form
established by Mozart and Beethoven. Instead,
this single-movement work is divided into three
linked sections. As with concertos by other
French composers, virtuosity is not an end in
itself, a tendency among Germans and Italians.
This work possesses a more evenly balanced dia-
logue between soloist and orchestra. Stylistically
Saint-Saéns’s music bears a typically French air
of elegance and discrete flair.

EMMANUEL CHABRIER (1841-1894)
Espaiia, Rhapsody for Orchestra

Scored for two flutes and piccolo, two oboes, two clarinets,
four bassoons, four horns, two trumpets, two cornets,
three trombones, tuba, timpani, triangle, tambourine, bass
drum, cymbals, two harps, and strings

Lawyers and jurists dominated the chronicles of
the Chabrier family from the Auvergne region
of France. Despite his advanced musical train-
ing, Emmanuel Chabrier followed this family
tradition, entered law school, and after three
years of study took a position in the Ministry
of the Interior, where he remained employed for
almost two decades. Chabrier developed friend-
ships among the Parisian literary and artistic

elite, notably the poets Paul Verlaine and Catulle
Mendes and the painter Edouard Manet. His
earliest compositions—solo piano works, mélé
odies for voice and piano, and productions for
the stage—reflect his renowned keyboard virtu-
osity (once compared favorably to Franz Liszt)
and literary interests. Chabrier’s election to the
Société Nationale de Musique in 1876 placed an
unimpeachable stamp upon his compositional
talents. Four years later, he resigned from the
Ministry of the Interior and devoted the remain-
ing years of his life to composition.

Chabrier’s six-month visit to Spain in 1882 was a
life- and career-changing experience. Traveling
with his wife, Alice, he traversed the entire
country in a giant loop, beginning in the Basque
Country (north) and continuing through the
provinces of Castilla la Vieja (west/west-cen-
tral), Castilla la Nueva (central), Andalusia
(southwest/south), Valencia (east), and Aragon
and Catalonia (northeast). What began as an ex-
tended vacation quickly evolved into an exhila-
rating cultural and ethnomusicological experi-
ence—all of which Chabrier documented

though vivid and often humorous correspon-
dence with his friends.

Emmanuel Chabrier, attributed to Edouard Manet
(1832-1883)

His stay in San Sebastian inevitably involved at-
tending at a bullfight: “It’s unlikely, though, that
I shall take an active and direct part” Moving on
to Sevilla, Chabrier encountered flamenco for
the first time, taking note of sensual details in
the dancing (“that admirable Sevillian behind
moving in every direction while the rest of the
body remains motionless”) and transcribing the
music of malaguefias and tangos. By October 25,
Chabrier had decided to compose “una fantasia
extraordinaria, muy Espanola” after returning to
Paris, as he conveyed to Charles Lamoureaux,
a violinist and conductor at the Paris Conser-
vatory, Opéra-Comique, and Opéra. The over-
all mood and character of this fantasy became
clear in his mind: “My rhythms, my tunes will
arouse the whole audience to a feverish pitch of
excitement; everyone will embrace his neighbor
madly ... so voluptuous will be my melodies”
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Chabrier originally composed his “fantasia ex-
traordinaria” for piano in 1883. Lamoureaux,
who convinced his friend to orchestrate the
score, conducted the premiere at his Concerts
Lamoureaux on November 4, 1883. Originally
called Jota before its present title, Esparia, this
“rhapsody for orchestra” earned Chabrier in-
stant popular and critical acclaim for its brilliant
orchestration and idiomatic evocations of Span-
ish dance and song. While not including any
authentic folk songs, Chabrier builds Espafia on
two contrasting dance themes in the style of the
vibrant jota originating in Aragon and the pas-
sionate malaguena from Andalusia.

Thirty years after Espafia’s premiere—in 1913—
the eccentric French composer Erik Satie sat-
irized Chabrier’s music in the final movement
(Espaniania) of his three-movement suite for solo
piano Croquis et agaceries d’un gros bonhom-
me en bois (Sketches and Annoyances of a Big
Wooden Dummy). Gustav Mahler held a much
more respectful, perhaps even reverential, opin-
ion of this score, which he often programmed to
end his concerts. In an interview with William
Malloch for the 1964 broadcast “I Remember
Mahler,” former New York Philharmonic bas-
soonist Benjamin Kohon recalled a moment
during the rehearsal of Espasia when Mahler
declared, “This composition is the foundation of
modern music!”

NIKOLAI RIMSKY-KORSAKOV (1844-1908)
Capriccio espagnol, op. 34

Scored for three flutes, two oboes, two clarinets, two
bassoons, four horns, two trumpets, three trombones,
tuba, timpani, percussion, harp, and strings

Rimsky-Korsakov envisioned an Iberian com-
panion piece to his Fantasia on Two Russian
Themes (1886) for solo violin and orchestra. He
ultimately abandoned his original idea to write
another concertante violin piece, but salvaged
isolated themes for a sumptuous celebration of
virtuosic orchestration—the Capriccio espagnol.
Decades earlier, Rimsky-Korsakov had distin-
guished himself with visionary orchestral effects.
Under the guidance of Balakirev, the 18-year-old
composer completely revised and reorchestrat-
ed his First Symphony. The results impressed his
mentor, who suggested numerous orchestration
projects over the next few years. In addition to
his own compositions, Rimsky-Korsakov re-
orchestrated Dargomizhsky’s The Stone Guest,
Borodin’s Prince Igor, and Mussorgky’s Khovan-
shchina, Night on Bald Mountain, and Boris Go-
dunov, among other works. Rimsky-Korsakov’s
definitive Principles of Orchestration appeared in
print for the first time in 1913.

The Capriccio espagnol became a conscious
demonstration of Rimsky-Korsakov’s incompa-
rable skills with orchestral timbre. In My Musi-
cal Life (1909), the composer reflected on this
work’s significance: “The opinion formed by




CHRIS LEE (ROBERTSON); MAHANEELA (KANNEH-MASON)

both critics and the public, that the Capriccio is
a magnificently orchestrated piece, is wrong.
The Capriccio is a brilliant composition for the
orchestra. The change of timbres, the felicitous
choice of melodic designs and figuration pat-
terns, exactly suiting each kind of instrument,
brief virtuoso cadenzas for solo instruments, the
rhythm of the percussion instruments, etc., con-
stitute here the very essence of the composition
and not its garb or orchestration. The Spanish
themes, of the dance character, furnished me
with rich material for putting in use multiform
orchestral effects. All in all, the Capriccio is un-
doubtedly a purely external piece, but vividly
brilliant for all that”

Nikolai Rimsky-Korsakov

Capriccio espagnol was first performed in
Saint Petersburg on October 31, 1887, under
Rimsky-Korsakov’s direction. The score con-
tains five movements connected by a thematic
thread—the festive, march-like Alborada that
appears in the first and third movements and
coda of the fifth. Authentic Spanish melodies
underpin his Capriccio, and the Alborada may
have originated among the multitude of rustic
two-beat morning dances. Rimsky-Korsakov
interjects clarinet and violin (evidence of his
original design) solos between full-bodied or-
chestral phrases. The second movement begins
with a horn-choir theme, followed by four varia-
tions highlighting various ensembles within the
orchestra. A varied Alborada reverses the order
of solos: violin, joined by clarinet. A sustained
drum roll and Spanish-flavored brass fanfare
begin the Scene and Gypsy Song+, followed by
rhapsodic cadenzas for violin, flute, clarinet, and
harp. Brass introduce a piquant gypsy dance,
periodically interrupted by solo violin passages.
Rimsky-Korsakov concludes with another viva-
cious dance, the Fandango from the northwest-
ern region of Spain, Asturias. The Alborada, ex-
tended by an unexpected key change, reappears
in the final section.

—Program notes © 2025 Todd E. Sullivan

DAVID ROBERTSON

David Robertson occupies the most prominent
podiums in orchestral and new music, as well as
opera. A champion of contemporary compos-
ers, he is renowned as an adventurous program-
mer. Robertson has served in numerous artistic
leadership positions, such as chief conductor
and artistic director of the Sydney Symphony
Orchestra and a transformative 13-year tenure
as music director of the Saint Louis Symphony
Orchestra, and additionally with the Orchestre
National de Lyon, BBC Symphony Orchestra,
and, as protégé of Pierre Boulez, Ensemble In-
terContemporain. He frequently appears with
the world’s great orchestras, including the Los
Angeles and New York Philharmonics, Philadel-
phia Orchestra, Royal Concertgebouw Orches-
tra, Czech and Vienna Philharmonics, Leipzig
Gewandhaus Orchestra, Sao Paulo State Sym-
phony Orchestra, and Seoul Philharmonic, as
well as with many major ensembles and festivals
on five continents. Since his 1996 Metropoli-
tan Opera debut, Robertson has conducted a
vast range of repertoire, including the 2019/20
season-opening production of the Gershwins’
Porgy and Bess, which won the Grammy Award
for Best Opera Recording in 2021. In 2022, he
conducted the Met’s reprise of the production
and made his Rome Opera debut conducting
Janacek’s Kdfa Kabanovd. This season’s high-
lights have included Robertson celebrating the
Boulez Centennial with the New York Philhar-
monic, Juilliard Orchestra, Aspen Music Fes-
tival, and Lucerne Festival Contemporary Or-
chestra, plus guest-conducting engagements in
Philadelphia, Cleveland, Seattle, San Francisco,
Chicago, Seoul, and Leipzig. He also led Europe-
an tours by the Deutsches Symphonie-Orches-
ter Berlin and the Australian Youth Orchestra.
Robertson is the Director of Conducting Studies
at The Juilliard School and serves on the Tian-
jin Juilliard Advisory Council, and he is in the
midst of a three-year appointment as Creative
Partner of the Utah Symphony and Opera,
where his guitar ensemble, Another Night on
Earth, made its US debut. David Robertson first
appeared at Ravinia in 2004, leading the New
York Philharmonic in a special performance in
honor of the centennial of Ravinia, where, in
1905, the orchestra became the first classical en-
semble featured in the park.

SHEKU KANNEH-MASON

Cellist Sheku Kanneh-Mason’s mission is to
make music accessible to all, whether that’s
performing for children in a school hall, at an
underground club, or in the world’s leading con-
cert venues. Over the past year, he has held res-
idencies at the 2024 Lucerne Festival as Artiste
Etoile and at Berlin’s Konzerthaus, appeared
with the Czech Philharmonic in Prague and on
tours with Jakub Hru$a and Semyon Bychkov,
and performed with the Philadelphia Orches-
tra, City of Birmingham Symphony, Orchestre
National de Lyon, Cologne’s WDR Symphony,
Zurich’s Tonhalle Orchestra, Pittsburgh Sym-
phony, Stuttgarts SWR Symphony, and the New
World Symphony, as well as the Camerata Sal-
zburg and Sinfonia of London on tours. With
his pianist sister, Isata, he made his duo recital
debut in Carnegie Hall’s Stern Auditorium fea-
turing a newly commissioned piece by Natalie
Klouda. They also toured to stages in Bordeaux,
Rome, Cincinnati, Toronto, Philadelphia, Dub-
lin, Munich, Berlin, and Antwerp, as well as at
the Rheingau Festival and London’s Wigmore
Hall. Sheku also give concerts with duo part-
ners guitarist Plinio Fernandes and jazz piaa
nist Harry Baker. Since his BBC Proms debut
in 2017, Kanneh-Mason has performed on the
festival every summer, including as soloist at
the 2023 Last Night of the Proms with the BBC
Symphony Orchestra and Marin Alsop. A Dec-
ca artist, Kanneh-Mason recorded Beethoven’s
Triple Concerto with violinist Nicola Benedetti,
pianist Benjamin Grosvenor, and the Philhar-
monia Orchestra in 2024, and the 2022 album
Song showcases the cellist in a wide range of
arrangements and collaborations. is a graduate
of London’s Royal Academy of Music, where he
studied with Hannah Roberts and in 2022 was
named the Academy’s first Menuhin Visiting
Professor of Performance Mentoring. He was
appointed a Member of the Most Excellent Or-
der of the British Empire (MBE) in 2020. After
winning the BBC Young Musician competition
in 2016, Kanneh-Mason further propelled his
career with a performance at the 2018 wedding
of the Duke and Duchess of Sussex at Windsor
Castle, which was watched by two billion people
worldwide. Sheku Kanneh-Mason is making his
Ravinia debut.
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CHICAGO SYMPHONY ORCHESTRA

KLAUS MAKELA, Zell Music Director Designate * RICCARDO MUTI, Music Director Emeritus for Life

VIOLINS CELLOS CLARINETS TIMPANI Founded by Theodore Thomas in 1891, the
Robert Chen John Sharp Stephen Williamson David Herbert § Chicago Symphony Orchestra is consistently
CONCERTMASTER PRINCIPAL PRINCIPAL PRINCIPAL hailed as one of the world’s great orchestras.
The Louis C. Sudler Chair, The Eloise W. Martin Chair John Bruce Yeh The Clinton Family Fund Chair In Aprll 2024, Klaus Mikeld was named the
endowed by an anonymous Kenneth Olsen # ASSISTANT PRINCIPAL Vadim Karpinos orchestra’s 11th music director, and he will begin
benefactor ASSISTANT PRINCIPAL The Governing Members Chair ~ ASSISTANT PRINCIPAL an initial five-year tenure as Zell Music Director
Stephanie Jeong The Adele Gidwitz Chair Gregory Smith with the 2027-28 season. Riccardo Muti, the
ASSOCIATE Karen Basrak PERCUSSION orchestra’s distinguished 10th music director
CONCERTMA‘STER ‘ The Josepl‘]A.&CeciIe Renaud E-FLAT CLARINET Cynthia Yeh from 2010 until 2023, became Music Director
The Cathy & Bill Osborn Chair Gorno Chair John Bruce Yeh PRINCIPAL Emeritus for Life at the beginning of the 2023—
David Taylor Richard Hirschl Patricia Dash . . 5 .
) K . 24 season. Joyce DiDonato is the CSO’s Artist-
ASSISTANT Daniel Katz BASSOONS Vadim Karpinos in-Residence for the 2025-26 season.
CONCERTMASTER * Katinka Kleijn Keith Buncke
The Ling Z. & Michael C. Brant Taylor PRINCIPAL LIBRARIANS .
Markovitz Chair The Blickensderfer Family William Buchman Justin Vibbard The CSO commands a vast repert01re,. from
Yuan-Qing Yu Chair ASSISTANT PRINCIPAL PRINCIPAL baroque through contemporary music. Its
ASSISTANT Miles Maner Carole Keller renowned musicians perform more than
CONCERTMASTER * BASSES Mark Swanson 150 concerts annually in Orchestra Hall at
So Young Bae Alexander Hanna HORNS Symphony Center in downtown Chicago.
Cornelius Chiu # PRINCIPAL Mark Almond CSO FELLOWS The ensemble regularly tours nationally and
Gina DiBello The David & Mary Winton PRINCIPAL Jests Lindrez, violin since 1892 has made 65 international tours,
Kozue Funakoshi Green Principal Bass Chair James Smelser The Michael & Kathleen Elliott performing in 29 countries on five continents.
Russell Hershow Alexander Horton David Griffin Fellow The orchestra first performed at Ravinia Park
Qing Hou # ASSISTANT PRINCIPAL Oto Carrillo Olivia Reyes, bass in 1905, and in July 1936 the CSO helped to
Gabriela Lara Daniel Carson Susanna Gaunt inaugurate the first season of the Ravinia
Matous Michal Ian Hallas Daniel Gingrich ORCHESTRA Festival. It has been in residence nearly every
Simon Michal Robert Kassinger PERSONNEL summer since.
Sando Shia Mark Kraemer TRUMPETS John Deverman
Susan Synnestvedt Stephen Lester Esteban Batalldn DIRECTOR Patrons around the globe enjoy weekly radio
Rong-Yan Tang Bradley Opland PRINCIPAL Anne MacQuarrie broadcasts of CSO concerts and recordings

Andrew Sommer

The Adolph Herseth Principal

MANAGER, CSO AUDITIONS

via the WFEMT Radio Network and online

Baird Dodge Trumpet Chair, endowed by an & ORCHESTRA PERSONNEL at cso.org/radio. Since 1916, the Chicago
PRINCIPAL HARP anonymous benefactor
. Symphony Orchestra and Chorus have amassed
Danny Yehun Jin Lynne Turner John Hagstrom STAGE TECHNICIANS . .
) ) . . an extensive discography that has earned 65
ASSISTANT PRINCIPAL The Bleck Family Chair Christopher Lewis X
Lei Hou # FLUTES Tage Larsen STAGE MANAGER Grammy Awards from the Recording Academy.
Ni Mei Stefan Ragnar Hoskuldsson Blair Carlson The CSO i f the Chi S h
Hermine Gagné PRINCIPAL TROMBONES Paul Christopher ¢ 1s part. o . the lcago yr.np ony
Rachel Goldstein % The Erika & Dietrich M. Gross ~ Jay Friedman § Chris Grannen Qrchestra Assoc1.at10n (CSOA), which also
Mihaela Ionescu Principal Flute Chair PRINCIPAL Ryan Hartge 1n.c1udes the Chlcago Symphony Chorus,
Melanie Kupchynsky Emma Gerstein The Lisa & Paul Wiggin Peter Landry Civic Orchestra of Chicago, Sympl?ony anter
Wendy Koons Meir Jennifer Gunn Principal Trombone Chair Joshua Mondie Presents, and the Negaunee Music Institute.

Ronald Satkiewicz
Florence Schwartz

PICCOLO
Jennifer Gunn

Michael Mulcahy
ACTING PRINCIPAL
Charles Vernon

The Chicago Symphony Chorus, founded
by Margaret Hillis in 1957, is the country’s
largest professional chorus. Founded by

VIOLAS The Dora & John Aalbregtse second music director Frederick Stock during
Teng Li Piccolo Chair BASS TROMBONE the 1919-20 season, the Civic Orchestra of
PRINCIPAL Charles Vernon Chicago is a training ensemble for emerging

The Paul Hindemith Principal ~ OBOES professionals with Ken-David Masur serving

Viola Chair William Welter TUBA as its principal conductor. Symphony Center
Catherine Brubaker PRINCIPAL Gene Pokorny Presents features guest artists and ensembles
Youming Chen The Nancy & Larry Fuller PRINCIPAL across an expansive array of genres, including
Sunghee Choi Principal Oboe Chair The Arnold Jacobs Principal classical, jazz, world, and contemporary. The
Wei-Ting Kuo # Lora Schaefer Tuba Chair, endowed by Negaunee Music Institute offers community
Danny Lai ASSISTANT PRINCIPAL Christine Querfeld and educational programs that annually engage
Weijing Michal Scott Hostetler

Diane Mues #
Lawrence Neuman
Max Raimi

ENGLISH HORN
Scott Hostetler

more than 200,000 people of diverse ages and
backgrounds throughout the Chicago area.

* Assistant concertmasters are listed by seniority. F On sabbatical § Onleave # Ravinia Steans Institute alum

The CSO’s music director position is endowed in perpetuity by a generous gift from the Zell Family Foundation. The Gilchrist Foundation and Louise H. Benton Wagner chairs currently are unoccupied.
The Chicago Symphony Orchestra string sections utilize revolving seating. Players behind the first desk (first two desks in the violins) change seats systematically every two weeks and are listed
alphabetically. Section percussionists also are listed alphabetically.
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