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Engaging and Eclectic 
Located in Adams Point just blocks away from 
downtown Oakland, St. Paul’s Towers stands in the 
heart of the city.

Choose from a great selection of beautiful 
midcentury modern senior living apartments in a 
community where you can discover new 
opportunities while you feel at home.

Explore your next steps to join St. Paul’s Towers:
510.891.8542  I  stpaulstowers.org

Proud partner of the UC Retiree Learning Series 
presented by UCB Retirement Center.

COA #351
Lic #011400627 

100 Bay Place
Oakland 94610
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Engaging and Eclectic 
Located in Adams Point overlooking Lake Merritt, 
St. Paul’s Towers stands in the heart of Oakland.

Choose from a great selection of beautiful mid-
century modern senior living apartments in a 
community where you can be yourself and 
discover new opportunities.

Explore your next steps to join St. Paul’s Towers:
510.891.8542  I  stpaulstowers.org

Proud partner of the UC Retiree Learning Series 
presented by UCB Retirement Center.

COA #351
Lic #011400627 
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Encore—Connecting Arts, Culture and Community. 

The singular new-music ensemble Sō Percussion  
performs the rst of two UC Berkeley concerts this  
season at 8pm on Saturday, November 12, at Zellerbach 
Hall. The program features music by composers  
Angélica Negrón and Nathalie Joachim. This event is 
part of Cal Performances’ Illuminations: “Human and  
Machine” programming for the 2022–23 season.  
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Camille A. Brown  
& Dancers
ink

Berkeley dance audiences will  
recall the Cal Performances 
debut five years ago of Camille A. 
Brown & Dancers in BLACK GIRL: 
Linguistic Play, the second part of 
Brown’s epic and essential trilogy 
about African-American identity: 
“50 minutes of pure heaven,” hailed 
the San Francisco Chronicle.

Now, the New York-based 
choreographer, dancer, and 
director returns with ink, her 
trilogy’s brilliant final installment. 
Through ancestral stories and pop 
culture references, ink examines 
self-empowerment, Black love, 
brotherhood, and resilience.
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BOARD OF TRUSTEES 
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Friday, March 17, 2023 
5:30pm
Cocktail Reception
ZELLERBACH PLAYHOUSE

7pm
Performance – 
William Kentridge’s SIBYL  
ZELLERBACH HALL

8:30pm
Gala Dinner
PAULEY BALLROOM

Join us for an unforgettable 
evening! Sponsorships and single 
tickets are now available online 
at calperformances.org/gala or 
by contacting the Development 
office at 510.642.8653. For 
more information, please email 
donate@calperformances.org.

SAVE THE DATE

All proceeds will benefit  
Cal Performances’ artistic  
and education programs.

WILLIAM KENTRIDGE
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FROM THE EXECUTIVE AND ARTISTIC DIRECTOR

I couldn’t be happier to welcome you to this, one of the first  
programs of Cal Performances’ remarkable 2022–23 season. 
This month, we look forward to visits from gifted classical artists 

like violinist Maxim Vengerov and pianist Polina Osetinskaya;  
Baroque violinist Rachell Ellen Wong and her partners, cellist  
Coleman Itzkoff and harpsichordist David Belkovski; and harpsi-
chordist and fortepianist Kristian Bezuidenhout. We’ll also welcome 
our own San Francisco Symphony back to UC Berkeley in a special 
concert especially appropriate for the Halloween season and featur-
ing music director Esa-Pekka Salonen and piano soloist Bertrand  
Chamayou; as well as the brilliant Cloud Gate Dance Theatre of 
Taiwan with its breathtaking production of 13 Tongues. I’m proud  
to launch the season with programming that represents the finest  
in dance and classical music. 

But this is just the start! From now until May 2023—when we close our season with the Bay 
Area premiere of Octavia E. Butler’s powerful folk opera Parable of the Sower and a highly antici-
pated recital with international dramatic soprano sensation Nina Stemme—we have a calendar 
packed with the very best in the live performing arts. 

And what a schedule! More than 70 events, with highlights including the return of the  
legendary Vienna Philharmonic Orchestra under conductor Christian Thielemann (in his Bay 
Area debut); the beloved Mark Morris Dance Group in Morris’ new The Look of Love: An Evening 
of Dance to the Music of Burt Bacharach; the US premiere of revered South African artist William 
Kentridge’s astonishing new SIBYL; and a special concert with chamber music superstars pianist 
Emanuel Ax, violinist Leonidas Kavakos, and cellist Yo-Ma. And these are only a few of the  
amazing performances that await you! 

Illuminations programming this season will take advantage of Cal Performances’ unique  
positioning as a vital part of the world’s top-ranked public university. In the coming months,  
we’ll be engaging communities on and off campus to examine the evolution of tools such as  
musical instruments and electronics, the complex relationships between the creators and users  
of technology, the possibilities enabled by technology’s impact on the creative process, and  
questions raised by the growing role of artificial intelligence in our society. 

This concept of “Human and Machine” has never been so pertinent to so many. Particularly 
over the course of the pandemic, the rapid expansion of technology’s role in improving  
communication and in helping us emotionally process unforeseen and, at times, extraordinarily  
difficult events has made a permanent mark on our human history. Throughout time, our reliance 
on technology to communicate has—for better and worse—influenced how we understand others 
as well as ourselves. During this Illuminations season, we will investigate how technology has  
contributed to our capacity for self-expression, as well as the potential dangers it may pose. 

Some programs this season will bring joy and delight, and others will inspire reflection and 
stir debate. We are committed to presenting this wide range of artistic expression on our stages  
because of our faith in the performing arts’ power to promote empathy. And it is because of our 
audiences’ openness and curiosity that we have the privilege of bringing such thought-provoking, 
adventurous performances to our campus. The Cal Performances community wants the arts to  
engage in important conversations, and to bring us all together as we see and feel the world 
through the experiences of others. 

Please make sure to check out our brochures and our website for complete information about 
upcoming events. We can’t wait to share all the details with you, in print and online. 

Welcome back to Cal Performances!  
 

Jeremy Geffen 
Executive and Artistic Director, Cal Performances 

Jeremy Geffen

 | encorespotlight.com   5
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Ensemble 
Basiani

Nov 3
FIRST CONGREGATION AL CHURCH, BERKELEY 

The sublime voices of 
Georgia’s Ensemble Basiani 
present a transporting 
program highlighting the 
rich polyphonic music 
tradition of their homeland 
in the Caucasus. 

PIROSMANI

Oct 29–Nov 27
BARBRO OSHER THEATER, BERKELEY ART 
MUSEUM & PACIFIC FILM ARCHIVE

Among the treasured holdings within BAMPFA’s 
collection are many rare and distinctive works 
of Georgian cinema. An exceptional range of 
these films will be showcased at BAMPFA in 
partnership with the Consulate General of Georgia 
in San Francisco and in conjunction with Cal 
Performances’ Ensemble Basiani concert on Nov 3. 

Georgian Cinema:  
Highlights from the BAMPFA Collection
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Friday, October 14, 2022, 8pm 
Zellerbach Hall 

 

Maxim Vengerov, violin 
Polina Osetinskaya, piano 

 
PROGRAM 

          Johann Sebastian BACH (1685–1750)     Violin Sonata in B minor, BWV 1014  
                                                                                     (1717–23) 
                                                                                                  Adagio 
                                                                                                  Allegro 
                                                                                                  Andante 
                                                                                                  Allegro 
 
     Ludwig van BEETHOVEN (1770–1827)     Sonata in A Major for Violin and Piano,  
                                                                                     Op. 47, Kreutzer (1802–04) 
                                                                                                  Adagio sostenuto – Presto  
                                                                                                  Andante con variazioni  
                                                                                                  Finale. Presto  
 

INTERMISSION 
  
     Dmitri SHOSTAKOVICH (1906–1975)     Ten Preludes from Op. 34 (1932–33) 
           arr. Dmitri TZIGANOV (1903–1992)          No. 2 in A minor: Allegretto  
                                                                                                    No. 6 in B minor: Allegretto  
                                                                                                    No. 12 in G-sharp minor: Allegretto non troppo  
                                                                                                    No. 13 in F-sharp major: Moderato  
                                                                                                    No. 17 in A-flat major: Largo  
                                                                                                    No. 18 in F minor: Allegretto  
                                                                                                    No. 21 in B-flat major: Allegretto poco  
                                                                                                         moderato  
                                                                                                    No. 19 in E-flat major: Andantino  
                                                                                                    No. 20 in C minor: Allegretto furioso  
                                                                                                    No. 22 in G minor: Adagio 
                                                                                        
 Piotr Ilyich TCHAIKOVSKY (1840–1893)     Souvenir d'un lieu cher, Op. 42 (1878) 
                                                                                                  Méditation 
                                                                                                  Mélodie 
                                                                                                  Scherzo  
 
                                              TCHAIKOVSKY     Valse-Scherzo in C major, Op. 34 (1877) 
 

 

This performance is made possible, in part, by Taube Philanthropies.  
 

Support for the presentation of Israeli artists is provided by The Sir Jack Lyons Charitable Trust.  
 

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor 
lobby/waiting areas as well as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for 
entry. The latest information on Cal Performances’ COVID-19 safety policies is available at calperformances.org/safety.  

 | encorespotlight.com   CP-1
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Johann Sebastian Bach 
Violin Sonata in B minor, BWV 1014 
J. S. Bach’s legendary fame as a performer 
has rested on his prowess at keyboard in-
struments and especially the organ. Less 
known is his competency, if not virtuosity, 
as a violinist and violist. Both his grand-
father and father had been celebrated vio-
linists, and Bach from early childhood took 
lessons from his father. When as a young 
man he became a musician at the court of 
Weimar, he was appointed concertmaster of 
the orchestra as well as chief organist in the 
chapel. 

Thus, when he moved from Weimar to 
become kapellmeister at the court of Cöthen 
in 1718, Bach brought a thorough under-
standing of string instruments to his new 
post. And this served him well for there was 
little need for his renowned organ playing 
at this Calvinist court. The organ in the 
Cöthen chapel had fallen into decrepitude 
since the Reformed Church severely re-
stricted the use of music during services. 
However, religious austerity did not affect 
musical life in the court itself, and Prince 
Leopold maintained an orchestra of the 
highest quality. So the composer turned his 
attention to secular instrumental music. We 
can thank Cöthen’s Calvinism for such mas-
terpieces as the Brandenburg Concertos, the 
Well-Tempered Clavier, the cello suites, and 
the extraordinary sonatas and partitas for 
unaccompanied violin.  

To this list we must also add the six im-
pressive sonatas for piano and clavier, from 
which Maxim Vengerov and Polina Ose-
tinskaya have chosen the first to open this 
program. As is the case with its five siblings, 
this is a work in which violin and piano are 
equal partners, both sharing roles as melo-
dic leader as well as accompanist. The result 
is a texture like that of the three-instrument 
trio sonata so popular in this period, with 
the pianist’s right hand often becoming a 
second soloist dovetailing with the violin. 

The four movements follow the sonata da 
chiesa pattern of slow/fast/slow/fast. In the 
beautiful opening Adagio, the pianist intro-
duces the grave, downward-rocking melody 
while the violinist enters slowly, building a 
sustained cantabile melody above and only 
later adopting the piano’s melody. In a buoy-
ant rhythm and fast tempo, movement two 
is a vivacious fugue in which the pianist’s 
bursts of trills spur on the violin. Movement 
three is a lyrical Andante in which the two 
instruments sing a tenderly responsive duet, 
their melodic lines curving sensuously 
around each other. In the brilliant fugal fi-
nale, the piano’s blazing counterpoint drives 
the music forward, accented by the violin’s 
punctuating commentary.  

—Janet E. Bedell © 2022 
 

Janet E. Bedell is a program annotator and 
feature writer who writes for Carnegie Hall, 
the Met ro politan Opera, Los Angeles Opera, 
Cara moor Festival of the Arts, and other mu-
sical organizations. 

 
Ludwig van Beethoven 
Sonata in A major for Violin and Piano, 
Op. 47, Kreutzer 
In 1803, Ludwig van Beethoven was intro-
duced to a brilliant 24-year-old violinist by 
the composer’s patron Prince Karl Lich-
nowsky, George Bridgetower. Bridgetower 
was an extroverted and exotic personality of 
mixed racial origins (his father was from the 
West Indies, his mother European). And he 
was a fiery virtuoso—a protégé of the 
Franco-Italian master violinist Giovanni 
Battista Viotti, who had developed a more 
powerful French school of violin playing 
that utilized the revolutionary “Viotti” bow.  

Beethoven was captivated by Bridge-
tower as both a musician and a man. The 
two frequented taverns together, and soon 
Bridgetower convinced the composer to 
write a violin sonata for them to perform 
together. However, the proposed concert 

                                                                                                                                 PROGRAM NOTES

Opposite Top: Maxim Vengerov. Photo by Diago Mariotta Mendez. 
Opposite Bottom: Polina Osetinskaya  | encorespotlight.com  CP-3
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date was looming fast. Fortunately, Bee-
thoven had an orphan finale he’d rejected 
for a violin sonata composed in 1802; its 
wildly virtuosic style would be ideal for 
Bridgetower if he could only write two 
other movements. And so at breakneck 
speed he was able to concoct the extraordi-
nary work that by rights should be called 
the Bridgetower Sonata, but today is known 
as the Kreutzer. It was a sensational success 
at its Vienna debut on May 24, 1803. Ho-
wever, a subsequent quarrel with Bridge-
water caused Beethoven to change the 
dedication to the French violinist Rodolphe 
Kreutzer—who ironically disliked the work 
and never played it. 

Despite the speed with which it was com-
posed, this sonata is one of the most impres-
sive and innovative Beethoven created for 
any instrument. He described it as being 
written more in the highly virtuosic style of 
a concerto than a traditional sonata. In his 
superb recent biography, Jan Swafford calls 
it “an exercise in sustained intensity”—a 
work of high drama and bold expressiveness 
that corresponded to such piano sonatas as 
the Appassionata and Waldstein. Later, Leo 
Tolstoy used it as the inspiration for his 
short story “The Kreutzer Sonata” about 
music’s ability to arouse dangerous erotic 
passions. 

Though the first movement will be in a 
turbulent A minor, it opens with a slow, 
pensive introduction in A major. Its arrest-
ing opening features the violinist playing big 
multi-stopped chords, as full-bodied as 
those the pianist will use. A little sighing 
motive grows increasingly prominent and 
eventually culminates with the violin rising 
to a dissonant F-natural.  

That idea then launches the boldly mas-
culine principal theme of the Presto main 
section, the violin completing it with slash-
ing chords. The intensity cools briefly for a 
lyrically sustained second theme. And Bee-
thoven adds yet a third theme, introduced 
by the piano: a dashing ascending melody 

with a gypsy flavor and strong, thwacking 
accents plucked by the violin. Beethoven 
then conjures up a spectacularly adventur-
ous development section, which wanders all 
over the harmonic universe while con-
stantly challenging both players to more fe-
verish feats. In the movement’s concluding 
race, the momentum is briefly halted by a 
slow, meditative passage musing on the 
once bold principal theme. 

The second movement, a set of four vari-
ations on a gentle song-like theme, gives the 
two perspiring players a chance to recover 
before tackling the exertions of the finale. 
The dissonant note of F that appeared at 
the sonata’s beginning now finds its goal as 
the movement’s F-major key. This slow 
movement culminates in an exquisite rev-
erie of a coda. 

In A major, the finale is a white-hot 
Presto in the whirlwind rhythm of a Nea-
politan tarantella dance. The exuberantly 
playful theme generates a battle of virtuosity 
between the two players that—as in the first 
movement—is briefly slowed by an unex-
pected passage of nostalgic beauty. 

—J.E.B. 
 

Dmitri Shostakovich 
Ten Preludes from Op. 34 
As of 1932, Dmitri Shostakovich had every 
reason to feel confident about his future 
prospects. The unchallenged golden boy of 
Soviet music, accolades and approval had 
come his way ever since his 1925 graduation 
piece, Symphony No. 1 in F minor, had 
taken the international concert world by 
storm. A splendid if idiosyncratic pianist, he 
challenged traditional norms with his crys-
talline and unsentimental performances of 
Chopin and other Romantics; as a com-
poser, he gleefully upended applecarts far 
and wide as he embraced the anarchistic 
vibe of the 1920s. Even if works such as his 
savagely funny 1928 opera The Nose elicited 
howls of bourgeois umbrage, he was always 
newsworthy, never ignored. 

PROGRAM NOTES

CP-4   Cal Performances
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In December 1932, Shostakovich put the 
finishing touches on his verismo opera Lady 
Macbeth of the Mtsensk District, which he 
expected to be his crowning success so far. 
While waiting for its premiere, he busied 
himself with a number of other projects, 
among which was a set of 24 preludes for 
solo piano, one in each of the major and 
minor keys. His model was only too clearly 
Chopin (whose model, in turn, was only too 
clearly Bach.) 

Anyone seeking an entrée to Shostako-
vich’s musical world could do a lot worse 
than the Op. 34 Preludes. Deft and concise 
miniatures, they encapsulate his language, 
his harmonic and melodic idioms, his 
tropes, his obsessions. One hears echoes (or 
premonitions) of larger Shostakovich works 
throughout the set—the Adagio No. 14 that 
previews the shattering slow movement of 
the Fifth Symphony, or the sardonic snap of 
the Ninth Symphony’s opening in Prelude 
No. 24. Mournful laments. Folk-like song 
settings. Melancholy waltzes. Nightmare 
waltzes. Glittering scherzos. Hysterical scher-
zos. Sinister marches. Nervous marches. 
Grotesque marches. Silly marches. Brief 
though they may be, these pieces cover a lot 
of ground. 

Violinist-composer Dmitri Tziganov, 
leader of the Beethoven String Quartet, 
began arranging this music for violin and 
piano in 1937. Shostakovich was duly im-
pressed: “My preludes for piano have been 
superbly transcribed for violin and piano by 
Dmitri Mikhajlovich Tziganov,” he wrote. 
“When I first heard these pieces in their new 
form, I was no more aware that I had ac-
tually written them for piano.” Very much 
one to put his money where his mouth was, 
in 1968 Shostakovich dedicated his 12th 
string quartet to Tziganov. 

Tziganov began with just five of the prel-
udes; eventually he added two more vol-
umes—one with ten preludes, and a final set 
of four. (The remaining five preludes were 
eventually transcribed by other composers.) 

The ten preludes on this program form an 
excellent cross-section of the whole, from 
waltzes to marches, heartfelt melodies, sar-
donic scherzos, a gondola song, and even 
one (No. 20) that could stand as the open-
ing of something larger like a concerto or 
symphony. 

Lady Macbeth of the Mtsensk District pre-
miered in 1934, and it quickly proved to be 
the blockbuster hit Shostakovich had ex-
pected. But after Stalin attended—and 
walked out of—a 1936 performance, the 
hammerblow of official disapproval came 
down hard. Shostakovich was at least spared 
the Gulag—or worse. It was a catastrophe 
nonetheless. He was able to crawl back into 
the party’s good graces in 1937 with his 
Fifth Symphony, but the erstwhile golden 
boy’s days of carefree and daring insouci-
ance were over forever. 

—Scott Foglesong 
 

Scott Foglesong, Chair of Musicianship and 
Music Theory at the San Francisco Conser-
vatory of Music, writes program notes for nu-
merous organizations including the San 
Francisco Symphony, California Symphony, 
Grand Teton Music Festival, Maestro Foun-
dation, and the Las Vegas Philharmonic. 

 
Piotr Ilych Tchaikovsky 
Souvenir d’un lieu cher, Op. 42 
When Tchaikovsky was completing the Vi-
olin Concerto—one of his most popular 
pieces—in 1877, he decided its original slow 
movement was not strong enough to match 
that work’s vivacious outer movements. So 
in two days he created another one, the 
lyrical Andante we hear today. But what 
happened to that discarded movement? 
Fortunately, the composer recognized its 
merit, and so it began a new life as the first 
movement, “Méditation,” of his Souvenir 
d’un lieu cher (“Memory of a Dear Place”) 
for violin and piano, composed as a thank 
you gift to his extraordinarily generous 
benefactress Nadezda von Meck in 1878. 

                                                                                                                                 PROGRAM NOTES
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The “dear place” was Brailovo, von Meck’s 
lavish estate in Ukraine, to which she had 
recently invited Tchaikovsky to stay in order 
to compose and recover from his recent dis-
astrous marriage. It became a favorite cre-
ative oasis for him. 

The relationship between the composer 
and Mme von Meck was one of the stran-
gest and most fruitful in music. Highly 
musical herself, she became passionately 
devoted to Tchaikovsky’s music. The two 
found they were soul mates, yet they de-
cided to communicate exclusively through 
letters and never to meet. For 14 years, they 
poured out their innermost feelings to each 
other. She gave him a generous annual sti-
pend that freed him from financial worries. 
He stayed at her estates when she was away. 
Years later, when they accidentally encoun-
tered each other on a street in Florence, they 
raced past each other in embarrassment! 

Marked Andante molto cantabile, “Méd-
itation” is a song of love and nostalgia and a 
touching example of Tchaikovsky’s supreme 
gifts as a melodist. Beginning in its earthy 
low range, the violin will soar over its entire 
range, ultimately hovering in its other-
worldly highest register. The lightest and 
most lyrical of the movements,  “Mélodie” 

is a charming bit of undemanding salon 
music. Tchaikovsky intended it to be the last 
of the set, but Vengerov and Osetinskaya 
have  opted to finish instead with the more 
impressive second piece: the buzzing 
Scherzo in the wild tempo of a tarantella. 
The players’ virtuoso exertions here are only 
temporarily relieved by the trio section’s ro-
mantic melody. 

—J.E.B. 
 

Valse-Scherzo in C major 
Composed early in 1877, the Valse-Scherzo 
in C major also has a connection with the 
Violin Concerto as it was written for the 
young Yosif Kotek, former composition 
pupil of Tchaikovsky at the Moscow Con-
servatory who would a year later inspire and 
collaborate in creating the great work. 
Tchaikovsky scored it for violin and orches-
tra, and apparently Kotek aided him in or-
chestrating it for its debut at the Paris World 
Exhibition in 1878.  

The combining of a waltz rhythm with 
the playfulness of a scherzo form lends 
charm to this engaging piece that wears its 
virtuosity lightly. Particularly lovely is the 
slightly slower trio section, which has a 
wonderful quality of intimacy and wit.  

—J.E.B. 
 

PROGRAM NOTES

Universally hailed as one of the world’s 
finest musicians, and often referred to as 
today’s greatest living string player, 
Grammy award winner Maxim Vengerov 
(violin) is one of today’s most in-demand 
soloists and also enjoys international ac-
claim as a conductor. 

Born in 1974, he began his career as a solo 
violinist at the age of five, won the Wieni-
awski and Carl Flesch international compe-
titions at ages 10 and 15 respectively, studied 
with Galina Tourchaninova and Zakhar 
Bron, made his first recording at the age of 
10, and went on to record extensively for 

high-profile labels including Melodia, Teldec 
and EMI, earning among others, Grammy 
and Gramophone artist of the year awards. 

In 2007, he followed in the footsteps of 
his mentor, the late Mstislav Rostropovich, 
by turning his attention to conducting, and 
in 2010, he was appointed the first chief 
conductor of the Gstaad Festival Orchestra. 
June 2014 saw Vengerov graduate with a Di-
ploma of Excellence from the Moscow In-
stitute of Ippolitov-Ivanov with Professor 
Yuri Simonov and he has since finished a 
further two-year program in opera con-
ducting. 
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In the last few seasons Vengerov has per-
formed as soloist and/or conductor with all 
major orchestras, including the New York 
Philharmonic, Berlin Philharmonic, Lon-
don Symphony Orchestra, BBC Symphony 
Orchestra, Mariinsky Theatre Orchestra, 
and the Chicago, Montreal and Toronto 
Symphony Orchestras. He has also toured 
extensively around the world as a recitalist.  

Highlights of 2018–19 saw Vengerov 
opening the season of the Orchestra Filar-
monica della Scala with Maestro Riccardo 
Chailly, and residences with the Monte 
Carlo Philharmonic and the Philharmonie 
in Paris. 

In January of last year, Vengerov became 
Classic FM’s first solo Artist in Residence 
and released a new recording of Tchai-
kovsky’s Violin Concerto with conductor 
Myung-Whun Chung and the Orchestre 
Philharmonique de Radio France, coupled 
with works by Saint-Säens and Ravel as well 
as a live recital from Carnegie Hall. Further 
recordings will follow to coincide with 
Vengerov’s September 2022 celebration of 
40 years on stage at the Royal Albert Hall; 
for this, he was joined by his colleagues 
Misha Maiski, Martha Argerich, the Oxford 
Philharmonic with its music director Ma-
rios Papadopoulos and students from the 
Royal College of Music London. 

One of Vengerov’s greatest passions is the 
teaching and encouraging of young talent, 
and he has held various teaching positions 
around the world. He currently holds the 
Stephan and Viktoria Schmidheiny Stif-
tungsprofessor at the Mozarteum University 
Salzburg and since September 2016 is also 
the Polonsky Visiting Professor of Violin at 
the Royal College of Music in London. In 
2018, Vengerov became the Goodwill Am-
bassador of the Musica Mundi School—a 
unique institution, that supports talented 
young artists. With the vision of democra-
tising access to music learning, he launched 
his own online platform (www.maxim-
vengerov.com) in January 2021, creating an 

impact across 170 countries and reaching 
over 190 million people. His first-year pro-
grams include partnerships with musical in-
stitutions from around the world, the 
Lottery Ticket program, guest artist series 
inaugurated with Brett Yang from TwoSet 
Violin, as well as his new global community 
group who’s initiatives include the world-
leading Mentoring program, rural musical 
communities initiative, and the Musical Pen 
Pals program for children. 

Vengerov has been profiled in a series of 
documentaries that include Playing by 
Heart, which was recorded by Channel Four 
Television and screened at the Cannes 
Television Festival in 1999, and Living the 
Dream, which was released worldwide and 
received the Gramophone Award for Best 
Documentary in 2008.  

Vengerov has received prestigious fellow-
ships and honors from a number of institu-
tions. Honors include an Honorary Visiting 
Fellowship at Trinity College Oxford (2012); 
an honorary doctorate from the Royal Col-
lege of Music London (2019); and the Order 
of Cultural Merit from the Palace Monte 
Carlo (2019).  

Other awards includde the 2003 Gram -
my Award for Best Instrumental Soloist 
Performance (with Orchestra), two Gramo-
phone awards (1994, 1995), a Classical Brit 
Award (2004), five Edison Classical Music 
Awards (1995, 1996, 1998, 2003, 2004), two 
ECHO awards (1997, 2003) and a World 
Economic Forum Crystal award (2007), 
honoring artists who have used their art to 
improve the state of the world. 

Maxim Vengerov plays the ex-Kreutzer 
Stradivari (1727). 

 
Polina Osetinskaya (piano) began her ca-
reer at the age of five and was soon ac-
claimed as a wunderkind in the former 
Soviet Union. She gave her first concert at 
the age of six and entered the Central Music 
School of the Moscow Conservatory at the 
age of seven. Her first teacher was her father, 
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Oleg Osetinsky; she continued her studies 
at the Leningrad Conservatory with Marina 
Wolf and later at the Moscow Conservatory 
with Vera Gornostaeva. 

Osetinskaya has performed at Carnegie 
Hall, Vienna’s Musikverein, London’s Bar-
bican Centre, Rome’s Teatro Argentina, as 
well as in Russia, Germany, Poland, and Is-
rael. She also appears at festivals in Europe, 
Russia, and the United States. 

Osetinskaya has appeared with music 
Aeterna, the Mariinsky Orchestra, Tatarstan 
National Symphony Orchestra, St. Peters-

burg Philharmonic Orchestra, State Aca-
demic Symphony Orchestra of Russia “Ev-
geny Svetlanov,” and Tokyo Philharmonic 
Orchestra, among others. Onstage partners 
have included Maxim Vengerov, Julian Mil-
kis, Ksenia Rappoport, Teodor Currentzis, 
Laurent Petitgirard, Vladimir Spivakov, Al-
exander Sladkovsky, Vassily Sinaisky, An-
drey Boreyko, Dmitry Liss, Gerd Albrecht, 
Yan Pascal Tortelier, and Thomas Sander-
ling. She has released recordings with the 
Quartz, Naxos, Sony Music, Bel-Aire, and 
Melodiya labels. 
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Friday, October 21, 2022, 8pm 
Zellerbach Hall 

 

San Francisco Symphony 
Esa-Pekka Salonen, music director 

Bertrand Chamayou, piano 
 
 

PROGRAM 
 

           Modest MUSSORGSKY (1839–1881)      Night on Bald Mountain (1866–1867) 
 
                                Franz LISZT (1811–1886)      Totentanz (1849) 
                                                                                                    Bertrand Chamayou, piano 
 

INTERMISSION 
 
                       Hector BERLIOZ (1803–1869)      Symphonie fantastique, Op. 14 (1830) 
                                                                                                    Reveries, Passions 
                                                                                                    A Ball 
                                                                                                    Scene in the Fields 
                                                                                                    March to the Scaffold 
                                                                                                    Dream of a Witches’ Sabbath 
 

 
This performance is made possible, in part, by Nadine Tang. 

 
 

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor 
lobby/waiting areas as well as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for 
entry. The latest information on Cal Performances’ COVID-19 safety policies is available at calperformances.org/safety.  
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Many a dark and stormy night 
thundered through the years of 
the Romantic era, which took 

form in the late 18th century in literature 
and painting and erupted in full force in the 
first half of the 19th. Among the Romantic 
obsessions were themes involving supernat-
ural beings, unhinged psychologies, and 
imminent dread; think of Mary Shelley’s 
Frankenstein (1818) at one end of the cen-
tury and Henry James’ The Turn of the Screw 
(1898) at the other. Romantic composers 
added their voices to the aesthetic. 

Modest Mussorgsky’s Night on Bald 
Mountain depicts a witches’ sabbath on St. 
John’s Eve, the summer solstice celebrated 
in Slavic cultures, with deep roots in the 
pagan past. The piece was “civilized” in a 
heavy revision by Nicolai Rimsky-Korsakov, 
but today we hear Mussorgsky’s original, 
wilder intentions. 

The Dies irae chant, which figures in the 
Roman Catholic liturgy of the Mass for the 
Dead, is used in both Franz Liszt’s Totentanz 
and Hector Berlioz’s Symphonie fantastique. 
Liszt attended that work’s premiere in 1830 
and encountering morbid frescoes in Italy 
added further impetus for him to write this 
Dance of Death, a virtuosic work for piano 
and orchestra that unrolls through varia-
tions on the haunting melody. 

In the psychedelic expanses of Symphonie 
fantastique, Berlioz imagines being in love 
and poisoning himself with opium. He has 
a vision in which he kills his beloved, is sen-
tenced to death, and then parties with 
witches and demons alongside the now-
fallen girl. 

 
Modest Mussorgsky 
Night on Bald Mountain 
On September 25, 1860, the 21-year-old 
Modest Mussorgsky wrote to his mentor, the 
composer Mily Balakirev: “I have received an 
extremely interesting commission, which I 
must prepare for next summer. It is this: a 
whole act to take place on Bald Mountain…

a witches’ Sabbath, separate episodes of sor-
cerers, a solemn march for all in this nastiness, 
a finale—the glorification of the sabbath.” 

Nothing came of this project until 1866, 
when Mussorgsky wrote to Balakirev, “I’ve 
begun to sketch the witches—am stuck at 
the devils—the procession of Satan doesn’t 
satisfy me yet.” But this time Mussorgsky 
persevered, and on July 12, 1867, he wrote 
to Nicolai Rimsky-Korsakov: “On the 23rd 
day of June, on the eve of St. John’s Day was 
written, with God’s help, St. John’s Night on 
Bald Mountain, a musical picture with the 
following program: (1) assembly of witches, 
their chatter and gossip, (2) procession of 
Satan, (3) vile glorification of Satan, and (4) 
sabbath. The full score was written directly 
in fair copy without rough drafts. I began on 
the 10th of June; there was joy and triumph 
on the 23rd.” 

 
REWRITES AND REDISCOVERY 
For all his enthusiasm, Mussorgsky never 
tried very hard to get the piece played. In 
fact, he kept tinkering with it, creating first 
a revision with chorus in 1872 and then 
another for use as an intermezzo in his 
opera Sorochintsï Fair. It was not heard until 
1886, five years after the composer’s death, 
when it was given in a heavy revision pre-
pared by Rimsky-Korsakov. For better or 
worse, this is the version of Night on Bald 
Mountain that has been most routinely pre-
sented over the years. 

In fact, Mussorgsky’s original fell com-
pletely from view for several decades. Only 
in the late 1920s was his manuscript uncov-
ered in the Leningrad Conservatory’s library, 
thanks to the inquisitiveness of the musicol-
ogist Gyorgii Orlov. Shortly thereafter, the 
Leningrad Philharmonic Society presented 
the original version on one occasion, after 
which it reverted to programming the famil-
iar Rimsky-Korsakov version. Mussorgsky’s 
original version of Night on Bald Mountain 
wasn’t even published until 1968. But once 
it was, conductors found that it was a viable 
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piece of work, one that departed consid-
erably from the typical sound of the orches-
tral writing of its time and place, but all the 
more interesting and appealing because of 
that fact. In recent decades, the tables have 
begun to turn, and Rimsky-Korsakov’s revi-
sions have come under criticism for “civiliz-
ing” the native vividness of Mussorgsky’s 
style, which Rimsky feared other listeners 
would find as objectionably coarse as he did. 
But now their distinctive flavor is proving in 
no way offensive to modern ears. 

—James M. Keller 
 

James M. Keller, the longtime Program An-
notator of the San Francisco Symphony, is the 
author of Chamber Music: A Listener’s 
Guide (Oxford University Press) and is writ-
ing a sequel volume about piano music. 

 
 

Franz Liszt 
Totentanz 
A composer setting out to grapple with the 
theme of death could do no better than to 
engage the musical theme of the Dies irae, 
chanted when the narrative of the Requiem 
Mass describes the most terrifying aspects 
of the beyond: “Day of wrath and doom im-
pending! / David’s word with Sibyl’s blend-
ing, / Heaven and earth in ashes ending!” 
Franz Liszt was up-front about what was 
in store when he unveiled his Totentanz 
(Dance of Death) with the subtitle “Para-
phrase on the Dies irae.” 

As the most acclaimed piano virtuoso of 
his time, Liszt undertook a grueling concert 
schedule that took him throughout Europe, 
and he filled his free moments by writing 
exceptionally difficult—if sometimes shal-
low—pieces for his personal use. But in 
1847, he decided to call it quits and the fol-
lowing February he was installed as music 
director at the Court of Weimar, where he 
would remain for 13 years composing, con-
ducting, teaching, and leading the life of a 
cultural icon. 

 

DANCE OF DEATH 
Totentanz dates from that period of transi-
tion. He composed it in 1847, reportedly in-
spired by etchings of Hans Holbein and by 
frescoes of the Triumph of Death he had 
seen nearly a decade earlier at the Campo 
Santo di Pisa, works then attributed to the 
Florentine Andrea Orcagna (a pseudonym 
for Andrea di Cione) but no longer consid-
ered to be his. Liszt, however, gave up his 
concert career before he had an occasion to 
perform his new piece. After revising his 
composition apparently in 1853 and further 
in 1859, he returned to focus on the score 
in about 1862, just after the end of his tenure 
in Weimar. At that point he basically recom-
posed it. As with so many Liszt composi-
tions, Totentanz therefore exists in multiple 
versions, but its final rendering, which the 
composer’s piano pupil Hans von Bülow 
introduced in 1865 in the Hague (with  
Johannes Verhulst conducting), is the one 
normally heard today, as it is in this concert. 

The piece unrolls as a series of continu-
ous variations on the Dies irae melody, 
which the deep-voiced instruments of the 
orchestra articulate at the beginning, against 
low-pitched staccato figuration from the 
piano and timpani. Though Liszt did not 
refer to the work as a concerto, it boasts 
many trappings of one, including several 
dazzling piano cadenzas, a languorous ex-
panse that serves as the piece’s slow move-
ment, and a diabolical fugato that in another 
context might be labeled a scherzo. 

—J.M.K. 
 

Hector Berlioz 
Symphonie fantastique, Op. 14 
Berlioz strove to write “new music.” He suc-
ceeded. The Fantastique, that most amazing 
of first symphonies, sounds and behaves like 
nothing ever heard before. 

On September 11, 1827, Berlioz went to 
the Paris Odeon for a performance of 
Hamlet by a company from London. The 
younger female roles were taken by Harriet 
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Smithson, a 27-year-old actress who had 
been brought up in Ireland. Berlioz fell in-
stantly and wildly in love with her. He spoke 
next to no English, and the violent effect 
upon him of that evening’s performance 
was a combination of verbal music, his vivid 
recollection of the play from his reading of 
it in translation, and, as far as Ophelia was 
concerned, sheer Eros. He wrote to Smith-
son repeatedly, but they did not meet. He 
heard gossip about an affair between her 
and her manager. This hurt, but it also pro-
vided enough distance to enable him to plan 
and begin work on the symphony whose 
design he described in detail to his friend 
the poet Humbert Ferrand. 

In brief, “an artist, gifted with a vivid 
imagination, [falls in love with] a woman 
who embodies the ideal of beauty and fas-
cination that he has long been seeking…. In 
a fit of despair, he poisons himself with 
opium, but the narcotic, instead of killing 
him, induces a horrible vision” in which he 
believes that, having killed his beloved, he is 
condemned to death and witnesses his own 
execution. After death, he “sees himself sur-
rounded by a foul assembly of sorcerers and 
devils…. [His beloved] is now only a pros-
titute, fit to take part in such an orgy.” 

The premiere of the Fantastique took 
place in the winter of 1830. Two years 
later, Berlioz introduced a revision, much 
sharpened and improved. He moved 
heaven and earth to get Harriet to his con-
cert on December 9, 1832, though it seems 
that she went without at first realizing the 
nature of the event or even the identity of 
the composer. 

The day after the Fantastique’s second 
premiere, Berlioz and Smithson finally met. 
Before long she had said the fatal “Berlioz, 
je t’aime,” and on October 3, 1833, they were 
married. Her French was roughly like his 
English. It was all a disaster. They separated 
in the summer of 1844 and should have 
done so much sooner. Her career was long 
since over, and she died in 1854, suffering 

from alcoholism and paralysis. Berlioz sup-
ported her until the end. 

 
PASSIONS AND VISIONS 
Berlioz wrote several programs for this 
autobiographical symphony of his, and it 
has been remarked that the differences be-
tween them serve as a barometer of his 
changing feelings for Harriet Smithson. 
What follows (interspersed with some com-
mentary) is the note Berlioz published with 
the score in 1845 and described as “indis-
pensable for a complete understanding of 
the dramatic outline of the work.” 
 

The composer’s aim has been to develop, to 
the extent that they have musical possibil-
ities, various situations in the life of an art-
ist. The plan of the instrumental drama, 
which is deprived of the help of words, 
needs to be outlined in advance. The 
following program should therefore be 
thought of like the spoken text of an opera, 
serving to introduce the musical move-
ments, whose character and expression it 
calls into being. 

Part One: Reveries, Passions—The au-
thor imagines that a young musician, af-
flicted with that moral disease that a 
celebrated writer calls “the surge of pas-
sions,” sees for the first time a woman who 
embodies all the charms of the ideal being 
of whom he has dreamed, and he falls hope-
lessly in love with her. Through a bizarre 
trick of fancy, the beloved image always ap-
pears in the mind’s eye of the artist linked to 
a musical thought whose character, passion-
ate but also noble and reticent, he finds sim-
ilar to the one he attributes to his beloved. 

The melodic image and its human 
model pursue him incessantly like a double 
idée fixe. This is the reason for the constant 
appearance, in every movement of the sym-
phony, of the melody that begins the first 
allegro. The passage from this state of mel-
ancholic reverie, interrupted by a few fits of 
unmotivated joy, to one of delirious pas-
sion, with its movements of fury and jeal-
ousy, its return of tenderness, its tears, its 
religious consolation—all this is the subject 
of the first movement. 
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Even the first two preparatory meas-
ures for a few wind instruments are so 
unconventionally voiced that their au-
thorship is unmistakable. But more re-
markable still is what follows: the sound 
of the muted strings, the unmeasured 
pauses between phrases, the single piz-
zicato chord for violas and cellos, the two 
strange interventions (also pizzicato) for 
the basses, the mysterious cello triplets 
rocking back and forth at the first climax, 
the one appearance of flutes and clari-
nets with horns. What an amazing effect 
it is at the end of the slow introduction 
when the chord of winds with tremo-
lando strings is hushed, then swells 
again, like music carried on the whim of 
capricious winds. 

 
Part Two: A Ball—The artist finds himself 
in the most varied situations—in the midst 
of THE TUMULT OF A FESTIVITY, in 
the peaceful contemplation of the beauties 
of nature; but wherever he is, in the city, in 
the country, the beloved image appears be-
fore him and troubles his soul. 
 
The first three dozen measures of the 

waltz paint for us the ballroom with its 
glitter and flicker, its swirling couples, the 
yards and yards of whispering silk. All this 
becomes gradually visible, like a new scene 
in the theater. This softly scintillating waltz 
is exquisitely scored. 

 
Part Three: Scene in the Fields—Finding 
himself in the country at evening, he hears 
in the distance two shepherds piping a ranz 
des vaches in dialogue [a ranz des vaches is 
a tune sung or played by a Swiss herdsman]. 
This pastoral duet, the scenery, the quiet 
rustling of the trees gently disturbed by the 
wind, certain hopes he has recently found 
reason to entertain—all these come to-
gether in giving his heart an unaccustomed 
calm, and in giving a brighter color to his 
ideas. He reflects upon his isolation; he 
hopes that soon he will no longer be 
alone…. But what if she were deceiving 

him!…. This mixture of hope and fear, 
these ideas of happiness disturbed by black 
presentiments, form the subject of the 
ADAGIO. At the end, one of the shepherds 
again takes up the ranz des vaches; the other 
no longer replies…. The distant sound of 
thunder…  solitude…  silence. 
 
There is nothing in music before this, or 

since, like the pathos of the recapitulated 
conversation with one voice missing. As a 
picture of despairing loneliness it is without 
equal. And the thunder—mostly in piano 
and pianissimo—of chords for four kettle-
drums is the voice of a new orchestral imag-
ination. 

 
Part Four: March to the Scaffold—Having 
become certain that his love goes unrec-
ognized, the artist poisons himself with 
opium. The dose of the narcotic, too weak 
to kill him, plunges him into a sleep accom-
panied by the most horrible visions. He 
dreams that he has killed the woman he had 
loved, that he is condemned, led to the scaf-
fold, and that he is witnessing HIS OWN 
EXECUTION. The procession moves for-
ward to the sounds of a march that is now 
somber and fierce, now brilliant and sol-
emn, in which the muffled noise of heavy 
steps gives way without mediation to the 
most noisy clangor. At the end of the 
march, the first four measures of the IDÉE 
FIXE reappear like a last thought of love in-
terrupted by the fatal blow. 
 
Berlioz said he composed the March to the 

Scaffold in a single night. In this stunning 
march, an instant knockout, Berlioz’s orches-
tral imagination—the hand-stopped horn 
sounds, the use of the bassoon quartet, the 
timpani writing—is astonishing in every way. 

 
Part Five: Dream of a Witches’ Sabbath—
He sees himself at the sabbath, in the midst 
of a frightful assembly of ghosts, sorcerers, 
monsters of every kind, all come together 
for his funeral. Strange noises, groans, out-
bursts of laughter, distant cries which other 
cries seem to answer. The beloved melody 
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appears again, but it has lost its character of 
nobility and reticence; now it is no more 
than the tune of an ignoble dance, trivial 
and grotesque: it is she, come to join the 
sabbath…. A roar of joy at her arrival….  
She takes part in the devilish orgy…. Fu-
neral knell, burlesque parody of the DIES 
IRAE, SABBATH ROUND-DANCE. The 
sabbath round and the Dies irae combined. 
 
As we enter the final scene, with its trim 

thematic transformations, its bizarre sonor-
ities—deep bells, squawking clarinet, the 
beating of violin and viola strings with the 

wooden stick of the bow, glissandos for 
wind instruments, violent alternations of ff 
with pp—its grotesque imagery, its wild and 
coruscating brilliance, we have left the Old 
World for good. 

—Michael Steinberg 
 
 

Michael Steinberg, the San Francisco Sym-
phony’s program annotator from 1979 to 
1999 and a contributing writer until his death 
in 2009, was one of the nation’s pre-eminent 
writers on music. 
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The San Francisco Symphony is among the 
most adventurous and innovative arts insti-
tutions in the United States, celebrated for 
its artistic excellence, creative performance 
concepts, active touring, award-winning 
recordings, and standard-setting education 
programs. In the 2020–21 season, the San 
Francisco Symphony welcomed conductor 
and composer Esa-Pekka Salonen as its 
twelfth Music Director, embarking on a new 
vision for the present and future of the or-
chestral landscape. In their inaugural season 
together, Salonen and the San Francisco 
Symphony introduced a groundbreaking 
artistic leadership model anchored by eight 
Collaborative Partners from a variety of 
cultural disciplines: Nicholas Britell, Julia 
Bullock, Claire Chase, Bryce Dessner, Pekka 
Kuusisto, Nico Muhly, Carol Reiley, and 
esperanza spalding. This group of visionary 
artists, thinkers, and doers, along with  
Salonen and the San Francisco Symphony, 
have set out to explore and develop new 
ideas inspired by the Partners’ unique areas 
of expertise, including innovative digital 
projects, expansive and imaginative per-
formance concepts in a variety of concert 
formats, commissions of new music, and 
projects that foster collaboration across ar-

tistic and administrative areas. Shaped by 
the dynamic partnership and shared vision 
of Salonen, the Collaborative Partners, and 
the Orchestra and Chorus, the San Fran-
cisco Symphony’s 2022–23 season reflects a 
spirit of collaboration, experimentation, and 
renewed dialogue through live music.  

 
Esa-Pekka Salonen (music director) Esa-
Pekka Salonen is known as both a composer 
and conductor. He is currently the Music 
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Director of the San Francisco Symphony, 
where he works alongside eight Collabo-
rative Partners from a variety of disciplines 
ranging from composers to roboticists. He 
is Conductor Laureate for London’s Philhar-
monia Orchestra, where, as Principal Con-
ductor & Artistic Advisor from 2008 until 
2021, he spearheaded digital projects such 
as the award-winning RE-RITE and Uni-
verse of Sound installations and the much-
hailed app for iPad, The Orchestra; the Los 
Angeles Philharmonic, where he was Music 
Director from 1992 until 2009, and was 
instrumental in opening the Frank Gehry-
designed Walt Disney Concert Hall; and the 
Swedish Radio Symphony Orchestra. He is 
currently in the midst of Multiverse Esa-
Pekka Salonen, a two-season residency as 
both composer and conductor, at Elbphil-
harmonie Hamburg. 

As a member of the faculty of Los An-
geles’ Colburn School, he develops, leads, 
and directs the pre-professional Negaunee 
Conducting Program. He is the co-founder—
and until 2018 served as Artistic Director—
of the annual Baltic Sea Festival. In 2015, he 
addressed the Apple Distinguished Edu-
cator conference on the uses of technology 
in music education, and his Violin Concerto 
was featured in an international campaign 
for iPad. 

 
Born in Toulouse, Bertrand Chamayou’s 
(piano) musical talent was noticed by  
pianist Jean-François Heisser, who later be-
came his professor at the Paris Conserva-
tory. He completed his training with Maria 
Curcio in London. 

Chamayou has appeared with the Leipzig 
Gewandhaus Orchestra, London Symphony, 
Royal Scottish National Orchestra, Orches-
tre de Paris, Rotterdam Philharmonic, NHK 
Symphony Orchestra, Seoul Philharmonic, 
Seattle Symphony, Cleveland Orchestra, 
New York Philharmonic, Chicago Sym-
phony, Pittsburgh Symphony, and Atlanta 

Symphony. This week’s performances mark 
his San Francisco Symphony debut. His 
other engagements include the Mostly  
Mozart Festival, Lucerne Festival, Salzburg 
Festival, Edinburgh International Festival, 
Rheingau Musik Festival, and Beethovenfest 
Bonn, and he is a regular performer at Lin-
coln Center, Théâtre des Champs-Elysées, 

Herkulessaal Munich, and London’s Wig-
more Hall. As a chamber musician, his 
frequent collaborators include Renaud  
Capuçon, Gautier Capuçon, Quatuor Ébène, 
Antoine Tamestit, and Sol Gabetta. 

Chamayou’s recording of Saint-Saëns’ 
piano concertos won the Gramophone 
Recording of the Year Award in 2019 and he 
has been awarded France’s Victoires de la 
Musique on four occasions. He has an ex-
clusive recording contract with Warner/ 
Erato and was awarded the 2016 Echo Klas-
sik for his recording of Ravel’s complete 
works for solo piano. Last June, he released 
a new recording of Messiaen’s Vingt Regards 
sur l’enfant-Jésus and performed it at Festival 
Ravel, a new series situated in France’s 
Basque country of which Chamayou is co-
artistic director.
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FIRST VIOLINS 
Alexander Barantschik,  

Concertmaster 
Naoum Blinder Chair 

Vacant, Associate Concertmaster 
San Francisco Symphony  
Foundation Chair 

Wyatt Underhill, Assistant  
Concertmaster 
75th Anniversary Chair  

Jeremy Constant, Assistant  
Concertmaster 

Mariko Smiley  
Paula & John Gambs Second  

Century Chair 
Melissa Kleinbart 

Katharine Hanrahan Chair 
Nadya Tichman 
Yun Chu 
Naomi Kazama Hull 
In Sun Jang 
Yukiko Kurakata 

Catherine A. Mueller Chair 
Suzanne Leon 
Leor Maltinski 
Sarn Oliver 
Florin Parvulescu 
Victor Romasevich 
Catherine Van Hoesen  
 
SECOND VIOLINS 
Dan Carlson, Principal 

Dinner & Swig Families Chair 
Helen Kim*, Associate Principal 

Audrey Avis Aasen-Hull Chair 
Jessie Fellows, Assistant Principal 
Vacant 

The Eucalyptus Foundation  
Second Century Chair 

Raushan Akhmedyarova 
David Chernyavsky 
John Chisholm 
Cathryn Down 
Darlene Gray 

Stan & Lenora Davis Chair 
Amy Hiraga 
Kum Mo Kim 
Kelly Leon-Pearce 
Eliot Lev* 

Isaac Stern Chair 
Chunming Mo 
Polina Sedukh 
Chen Zhao 
 
 
 
 
 
 
 

VIOLAS 
Jonathan Vinocour, Principal 
Yun Jie Liu, Associate Principal 
Katie Kadarauch, Assistant Principal 
Katarzyna Bryla-Weiss 

Joanne E. Harrington & Lorry I. 
Lokey Second Century Chair 

Gina Cooper 
David Gaudry 
David Kim 
Christina King 
Wayne Roden 
Nanci Severance 
Adam Smyla 
Matthew Young 
Leonid Plashinov-Johnson 
 
CELLOS 
Rainer Eudeikis, Principal 

Philip S. Boone Chair 
Peter Wyrick, Associate Principal 

Peter & Jacqueline Hoefer Chair 
Amos Yang, Assistant Principal 

Karel & Lida Urbanek Chair 
Vacant 

Lyman & Carol Casey Second 
Century Chair 

Barbara Andres 
The Stanley S. Langendorf Foun-
dation Second Century Chair  

Barbara Bogatin 
Phylis Blair Cello Chair 

Jill Rachuy Brindel 
Gary & Kathleen Heidenreich 
Second Century Chair 

Sébastien Gingras 
Penelope Clark Second Century 
Chair 

David Goldblatt 
Christine & Pierre Lamond  
Second Century Chair 

Carolyn McIntosh 
Elizabeth C. Peters Cello Chair 

Anne Pinsker 
 
BASSES 
Scott Pingel, Principal 
Daniel G. Smith,  

Associate Principal 
Stephen Tramontozzi,  

Assistant Principal 
Richard & Rhoda Goldman 
Chair 

S. Mark Wright 
Lawrence Metcalf Second  
Century Chair 

Charles Chandler 
Chris Gilbert 
Brian Marcus 
 

FLUTES 
Vacant, Principal 

Caroline H. Hume Chair  
Vacant, Associate Principal 

Catherine & Russell Clark Chair  
Linda Lukas 

Alfred S. & Dede Wilsey Chair 
Catherine Payne, Piccolo 

The Rainbow Piccolo Chair  
 
OBOES 
Eugene Izotov, Principal 

Edo de Waart Chair 
James Button, Associate Principal 
Pamela Smith 

Dr. William D. Clinite Chair 
Russ de Luna, English Horn  

Joseph & Pauline Scafidi Chair 
 
CLARINETS 
Carey Bell, Principal 

William R. & Gretchen B.  
Kimball Chair 

Matthew Griffith, Associate  
Principal & E-flat Clarinet 

Jerome Simas, Bass Clarinet 
 
BASSOONS 
Stephen Paulson, Principal 
Steven Dibner, Associate Principal 
Vacant, Contrabassoon  
 
HORNS 
Robert Ward, Principal 
Mark Almond, Associate Principal 
Bruce Roberts, Assistant Principal 
Jonathan Ring 
Jessica Valeri 
Daniel Hawkins  
 
TRUMPETS 
Mark Inouye, Principal 

William G. Irwin Charity  
Foundation Chair 

Aaron Schuman, Associate  
Principal 
Peter Pastreich Chair 

Guy Piddington 
Ann L. & Charles B. Johnson 
Chair 

Jeff Biancalana 
 
TROMBONES 
Timothy Higgins, Principal 

Robert L. Samter Chair 
Nicholas Platoff, Associate  

Principal 
Paul Welcomer 
Vacant, Bass Trombone 
 

TUBA 
Jeffrey Anderson, Principal 

James Irvine Chair 
 
HARP 
Vacant, Principal 
 
TIMPANI 
Edward Stephan, Principal 

Marcia & John Goldman Chair 
Bryce Leafman, Assistant Principal  
 
PERCUSSION 
Jacob Nissly, Principal 
Bryce Leafman 
James Lee Wyatt III 
 
LIBRARIANS 
Margo Kieser, Principal 

Nancy & Charles Geschke Chair 
John Campbell, Assistant 
Matt Holland-Gray, Assistant 
 
 
Christopher Wood,  

Stage Manager 
Michael “Barney” Barnard,  

Stage Technician 
Jon Johannsen, Recording  

Engineer/Stage Technician 
Tim Wilson, Stage Technician 
 
The San Francisco Symphony 
string section utilizes revolving 
seating on a systematic basis. 
Players listed in alphabetical 
order change seats periodically. 
 
Second Century Chairs are  
supported in part by the Richard 
and Rhoda Goldman Foundation, 
ensuring the ongoing artistic  
excellence of the San Francisco 
Symphony’s string sections. 
 
*On leave 

ORCHESTRA ROSTER

SAN FRANCISCO SYMPHONY 
Esa-Pekka Salonen, Music Director 
Nicholas Britell • Julia Bullock • Claire Chase • Bryce Dessner • Pekka Kuusisto •  

Nico Muhly •  Carol Reiley • esperanza spalding, Collaborative Partners 
Michael Tilson Thomas, Music Director Laureate 
Herbert Blomstedt, Conductor Laureate 
Daniel Bartholomew-Poyser, Resident Conductor of Engagement and Education 
Daniel Stewart, San Francisco Symphony Youth Orchestra Wattis Foundation Music Director 
Ross Jamie Collins • Kyle Dickson • Molly Turner, Salonen Fellows, Colburn School of Music,  

Negaunee Conducting Program 
Vance George, Chorus Director Emeritus 
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Sunday, October 23, 2022, 3pm 
Hertz Hall 

 

Rachell Ellen Wong, violin 
Coleman Itzkoff, cello 

David Belkovski, harpsichord 
 

The Grand Tour 
                   Heinrich Ignaz Franz von BIBER     Violin Sonata No. 5 in E minor, C. 142 (1681) 
                                                        (1644–1704)       
 
           Johann Sebastian BACH (1685–1750)      Violin and Harpsichord Sonata in A major,  
                                                                                     BWV 1015 (1717–1723) 
                                                                                                    [without indication] 
                                                                                                    Allegro 
                                                                                                    Andante un poco 
                                                                                                    Presto 
 
   Francesco Maria VERACINI (1690–1768)      Violin Sonata Accademiche in D minor,  
                                                                                     Op. 2, No. 12 (1744) 
                                                                                                    Passagallo: Largo assai e come stà,  
                                                                                                         ma con grazia  
                                                                                                    Capriccio cromatico con due soggetti  
                                                                                                         e loro Rovesci: Allegro ma non presto 
                                                                                                    Adagio 
                                                                                                    Ciaccona: Allegro ma non presto 
 

INTERMISSION 
 

                   Giuseppe TARTINI (1692–1770)      Violin Sonata in G minor, Bg. 5, Il trillo  
                                                                                    del Diavolo, arr. for solo violin (ca. 1740) 
                                                                                                    III. Andante - Allegro 
 
                     Joseph-Nicolas-Pancrace ROYER     La Marche des Scythes, for solo harpsichord 
                                                        (1703–1755)      (1746) 
 
                Jean-Marie LECLAIR (1697–1764)      Violin Sonata in D major, Op. 9, No. 3,  
                                                                                     Tambourin (ca. 1743) 
                                                                                                    Un poco andante 
                                                                                                    Allegro – Adagio 
                                                                                                    Sarabande. Largo 
                                                                                                    Tambourin. Presto 
 
                  Arcangelo CORELLI (1653-1713)      Violin Sonata in D minor, Op. 5, No. 12,  
                                                                                     La Folia (1700) 
 

This performance is made possible, in part, by Nadine Tang  
and an Anonymous patron sponsor. 
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The Grand Tour 
It was an earlier era’s version of a gap year, a 
time for a young person to cut loose for a 
while and see something of the world. Prac-
ticed mostly by well-heeled European and 
American males, the idea was to soak up 
some culture and hopefully slough off a layer 
or two of provincialism. The route typically 
wound southwards through Germany and 
Austria; whether France was on the itinerary 
depended on the political winds. Americans 
usually spent a goodly time in England. For 
just about everybody, Italy was the ultimate 
destination and the overriding reason for the 
entire tour. Naturally, it wasn’t all museums 
and sightseeing and concerts and theater-
going, although those played a part. A Grand 
Tour was really all about people—people 
with different notions or customs or tradi-
tions or opinions than one’s own, people to 
watch, people to meet, people to become 
friends or lovers, people to admire, people 
to emulate, people to avoid. 

This program traces out a musical Grand 
Tour, mostly centered in Italy in the early 
18th century, but with significant side trips 
to Germany, Austria, and France. More spe-
cifically, this is a violinist’s Grand Tour, em-
phasizing works by the finest violinists of 
the era. 

 
Heinrich Biber 
Violin Sonata No. 5 in E minor, C. 142 
Heinrich Ignaz Franz Biber doesn’t usually 
come immediately to mind when thinking 
about eminent mid-Baroque composers: 
one tends to gravitate towards Arcangelo 
Corelli or perhaps Henry Purcell. But Biber 
easily belongs in their company. An artist of 
the highest quality, he distinguished himself 
both as an über-virtuoso violinist and as a 
composer of extraordinary breadth and fer-
tility. Nowadays, after several centuries of 
neglect, Biber has been receiving his due.  

Biber’s violin sonatas are likely to surprise 
those who associate Baroque music with the 
elegant suavity of Corelli. He explored the vi-

olin’s technical capabilities at an unprece-
dented level and wrote accordingly. The so-
natas tend towards the fantastical and 
showy; they are filled with flamboyant dis-
play and many require scordatura, unusual 
string tunings that make otherwise unplay-
able chords or passagework possible. This 
particular sonata eschews scordatura but im-
poses quite substantial technical demands 
on its performers.  

After a luxuriantly improvisatory Praelu-
dium, the sonata offers two sets of variations. 
The first of those is of the ground bass or os-
tinato stripe, in which a cyclically recurring 
bass line provides the underpinning for any 
amount of melodic fantasy above. It is fol-
lowed by a second set of variations on an or-
nate melody that provides Biber with no end 
of possibilities for intriguing transformations 
and permutations. 

 
Johann Sebastian Bach  
Violin and Harpsichord Sonata in  
A major, BWV 1015 
Bach’s six accompanied violin sonatas BWV 
1014-1019 date from a particularly con-
tented period in his life and career. As of 
1717, he had settled in the bucolic principal-
ity of Anhalt-Cöthen, where a young and 
musically sophisticated Prince Leopold 
maintained a splendid kapelle staffed with 
first-rate performers. The Calvinism of Leo-
pold’s Anhalt-Cöthen dictated the banish-
ment of concerted church music, thus Bach 
devoted his Cöthen service to the prolific 
creation of secular works that would even-
tually confirm his posthumous reputation at 
the summit of musical Olympus. Bach 
might well have remained there indefinitely, 
but financial pressures from his ever-grow-
ing family, not to mention Leopold’s mar-
riage to a young woman who disapproved of 
his musical enthusiasms, led to Bach’s seek-
ing employment elsewhere. In 1723, Bach 
moved to Leipzig, where he spent 27 frus-
trating and under-compensated years that 
ended only with his death in 1750. 

                                                                                                                                 PROGRAM NOTES
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The Violin Sonata in A major, BWV 1015 
is essentially a trio sonata, that two-violin-
plus-continuo mainstay of Baroque cham -
ber music. However, Bach provides a fully 
written-out keyboard part that does double 
duty as both second violin part and requisite 
harmonic support. Bach’s opening slow 
movement, marked only dolce, places the 
two melody instruments (violin and clavier 
right hand) in a canonic, or follow-the-
leader, relationship: whatever one instru-
ment states is likely to be picked up 
promptly by the other. It’s followed by an Al-
legro that bears all the hallmarks of Bach’s 
mature fugal style: a subject stated in the vi-
olin is then answered in the clavier’s right 
hand, then in the clavier’s left hand, creating 
a three-voice texture that treats its subject 
imitatively throughout and visits numerous 
key centers along the way. 

The third-place Andante un poco, in the 
relative minor key, features a “walking” bass 
line of nearly-constant notes that that un-
derpin a luxuriantly falling-then-rising 
melody. To conclude, Bach provides a jolly 
Presto, its dancelike character highlighted 
by foursquare rhythm and clearly-etched 
phrases. 
 
Francesco Maria Veracini  
Violin Sonata Accademiche in D minor,  
Op. 2, No. 12 
Biographies of Baroque era composers can 
be frustratingly murky, in that only 
glimmers of personality can be discerned 
through the typically scant documentary 
evidence. But even the most academically 
opaque studies of Francesco Maria Vera-
cini make one character trait quite abun-
dantly clear. 

Which is that Veracini was a diva. Arro-
gant and conceited, he was a preening brag-
gart whose very sanity was a matter of 
opinion. In a multiply reported incident, he 
either jumped from, or perhaps was tossed 
from, a third-floor window in Dresden after 

an altercation with the composer Pisendel. 
Or maybe it was a gang of jealous orchestra 
players bent on killing him, according to 
Veracini himself. Or maybe he jumped in a 
fit of psychosis. He broke both a foot and his 
hip. Or maybe it was his leg. At any rate, he 
limped for the rest of his life.  

He had a lousy reputation. But most 
sources describe him as an electrifying vio-
linist. And he was a dazzling, if quirky, com-
poser. That’s gloriously in evidence with 
Violin Sonata Accademiche in D minor, Op. 
2, No. 12, all three of its movements built on 
the familiar descending chromatic bass line 
that’s probably best known via Dido’s dying 
lament in Purcell’s Dido and Aeneas. The 
opening Passagallo follows that line through 
both upper and lower lines, marked “Largo 
assai, e come sta, ma con grazia”—a down-
right Mahlerian directive that translates as 
“very broad, and (just) like that, but with 
grace.” Perhaps the implication is that it 
would come off as a bit stern without the 
grazia. In second place comes a jaunty 
Capriccio cromatico, made out of “two sub-
jects and their true reversals (retrogrades).” 
To conclude, a lilting triple-meter Ciaccona 
applies a major-key gloss to that descending 
bass line, adroitly avoiding tedium via 
strategic brief interludes inserted hither and 
yon between repetitions of the bass-line pat-
tern. At the very end comes a return to D 
minor and the bass line in its original form. 
 
Giuseppe Tartini  
Third movement from Violin Sonata 
 in G minor, Bg. 5, Il trillo del Diavolo, 
arr. for solo violin 
Among those composers whose posthu-
mous fame rests primarily on one work, Gi-
useppe Tartini’s treatment at the hands of 
fate seems particularly myopic. He was no 
one-trick pony but a thoroughgoing profes-
sional: accomplished violinist, renowned 
teacher, influential music theoretician, and 
prolific composer of mostly violin music. 

PROGRAM NOTES
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Originally trained for the priesthood, then 
for the law, he settled on a career in music 
and spent most of his career in Padua, 
where he died in 1770. 

That famous one work is, of course, the 
Devil’s Trill sonata. The name originated 
with Tartini himself, as reported by astron-
omer Jérôme Lalande in his Voyage d’un 
François en Italie: 

One night I dreamt that I had made a bar-
gain with the Devil for my soul. Everything 
went at my command—my novel servant 
anticipated every one of my wishes. Then 
the idea struck me to hand him my fiddle 
and to see what he could do with it. But 
how great was my astonishment when I 
heard him play with consummate skill a so-
nata of such exquisite beauty as surpassed 
the boldest flight of my imagination. I felt 
enraptured, transported, enchanted; my 
breath was taken away; and I awoke. Seiz-
ing my violin I tried to retain the sounds 
that I had heard. But it was in vain. The 
piece I then composed, the Devil’s Sonata, 
although the best I ever wrote, how far 
below the one I heard in my dream! 

In its original guise, the sonata is for solo 
violin with “continuo’—i.e., two players, one 
on cello and the other on keyboard, both 
providing a harmonic underpinning to the 
violin line. But it also makes a highly effec-
tive piece when arranged for solo violin, as 
in this performance. 

 
Joseph-Nicolas-Pancrace Royer  
La Marche des Scythes, for solo harpsichord 
Two centuries before Serge Prokofiev peeled 
the paint off auditorium walls with his or-
chestral slugfest Scythian Suite, Pancrace 
Royer conjured up a rowdy “Scythian 
March” that has almost single-handedly sus-
tained his posthumous reputation down the 
years. Royer, a contemporary (and compet-
itor) of Rameau, was an accomplished mu-
sician who taught King Louis XV’s children 
while serving as the director of the famed 
Concerts Spirituels and writing six operas. 

Royer’s harpsichord music, like Rameau’s, 
reflects his distinctly theatrical orientation. 
Harpsichordist Jean Rondeau describes 
both Royer and Rameau as “two magicians, 
two master architects, amongst the most 
wildly imaginative and brilliant of their 
era… Two composers who also tried to cap-
ture echoes of grand theatre with the palette 
offered by their keyboard.” 

 
Jean-Marie Leclair  
Violin Sonata in D major, Op. 9, No. 3,  
Tambourin 
“An overabundance of good taste,” they said, 
describing the poised precision of Jean-
Marie Leclair’s violin playing. “Always per-
fect,” they added. All of which sounds like 
damning with faint praise, but in fact Leclair 
was one of the greatest of all French violin-
ists, an exemplar of hyper-virtuosity in the 
service of lucid and sophisticated music-
making. His career is one of steady rise 
through the ranks, including recognition by 
Louis XV and a lengthy stint in The Hague 
as a high-end maestro di cappella.  

Which makes his having been mur-
dered, by either his gardener, his nephew, 
or his ex-wife, all the more intriguing. He 
just doesn’t seem like the type to meet such 
an unsavory end. 

The Violin Sonata in D major, Op. 9, 
No. 3, subtitled Tambourin after its final 
movement, encapsulates Leclair’s noble art 
at its best, a potent blend of Corellian ele-
gance with the boisterous spectacle of 
French opera. Particularly interesting is its 
concluding Tambourin, a “drum” dance 
marked by stomping rhythms and a steady 
underlying drone. 

 
Arcangelo Corelli  
Violin Sonata in D minor, Op. 5, No. 12,  
La Folia 
Life has never been easy for freelance musi-
cians, but conditions in Rome during Co-
relli’s lifetime were especially precarious. 
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The opera houses and theaters, usually reli-
able venues for steady employment, were 
closed more often than not, victims of ec-
clestiastical prudence in the face of political 
turmoil and natural disasters. Musical activ-
ity was largely private and confined to those 
patrons rich enough to afford it. 

But Corelli never had anything to com-
plain about. From the time he emerged 
from Bologna, where he had been admitted 
to the elite Accademia Filarmonica at age 
17, Corelli was employed by the well-heeled 
and influential. The combination of steady 
income and discriminating listeners al-
lowed Corelli the luxury of honing his 
works via frequent performances, so he 
never committed a piece to publication 
hastily or carelessly. Corelli was an exem-
plar of the “pure” musician—i.e., dedicated 

to the highest standards of playing and 
composition, even if those ideals mandated 
a sharply limited output. 

La Folia wasn’t originally a tune, but 
rather a chord progression that provided 
Renaissance and Baroque musicians with a 
framework for improvisations, much as the 
“chart” of a song serves for jazz musicians 
today. However, over time a particular 
melody attached itself to that progression 
and came to be identified as La Folia. Co-
relli’s Violin Sonata in D minor, Op. 5,  
No. 12 dates from 1700. Unlike its multi-
movement counterparts, the D minor so-
nata consists of a single movement: La Folia 
followed by 23 dazzling variations on that 
familiar melody and its underlying chord 
progression. 

—Scott Foglesong 
 

                                                                                                                                 PROGRAM NOTES

Opposite Top: Coleman Itzkoff 
Opposite Bottom: David Belkovski

Recipient of a prestigious 2020 Avery Fisher 
Career Grant—the only early music spe-
cialist in the respected program’s history—
and Grand Prize winner of the inaugural 
Lillian and Maurice Barbash J.S. Bach 
Competition, violinist Rachell Ellen Wong 
is a rising star on both the historical per-
formance and modern violin stages. Her 
growing reputation as one of the top his-
torical performers of her generation has  
resulted in appearances with renowned en-
sembles such as the Academy of Ancient 
Music, Jupiter Ensemble (led by lutenist 
Thomas Dunford), Bach Collegium Japan, 
Les Arts Florissants, and others. Equally ac-
complished on the modern violin, Wong 
made her first public appearance with Phil-
harmonia Northwest at age 11; since then, 
she has since performed as a soloist with 
orchestras such as Orquesta Sinfónica Na-
cional de Panamá and the Seattle Sym-
phony. Wong made her conducting debut 
with the Seattle Symphony in 2020 when 

she directed Vivaldi’s Four Seasons from the 
violin. Alongside acclaimed keyboardist 
David Belkovski, she is co-founder of her 
ensemble Twelfth Night, based in New 
York City. She also serves as concertmaster 
of Seattle Baroque Orchestra, and is on the 
faculty at the Valley of the Moon Music 
Festival in Sonoma, CA. 

Highlights of Wong’s 2022–23 season in-
clude Mendelssohn’s Violin Concerto with 
the Auburn Symphony (WA), Beethoven’s 
Violin Concerto with the Richmond Sym-
phony (IN), and an appearance at the Edin-
burgh International Music Festival.  

Originally from Seattle, Washington, 
Wong holds degrees from the Juilliard 
School, Indiana University, and the Univer-
sity of Texas at Austin. She performs on a 
violin made in 1953 by Carlo de March, and 
on a Baroque violin from the school of Joa-
chim Tielke, ca. 1700.  

For more information, please visit rachell-
wong.com. 
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Coleman Itzkoff is a cellist and performer 
currently based in New York City. Hailed by 
Alex Ross in the New Yorker for his “flawless 
technique and keen musicality,” he enjoys 
a diverse musical life, playing classical, 
contemporary, and Baroque cello inter-
changeably, in addition to arranging and 
improvising music. Recent highlights in-
clude performances with the Houston 
Symphony, San Diego Symphony, and 
Cincin nati Chamber Orchestra; chamber 
performances at La Jolla Summerfest, Yel-
lowbarn, and Marlboro Music Festival; and 
Baroque performances with Ruckus at Car-
amoor and the Philadelphia Chamber 
Music Society, as well as the release of the 
film and soundtrack for the Amazon Orig-
inal The Mad Women’s Ball, for which he 
was the sole arranger and cellist. 

A true interdisciplinary artist of the 21st 
century, Itzkoff has been featured in several 
projects as not only a musical artist, but as 
an actor and dancer as well, appearing on 
both the stage and on film. He is a long-time 
collaborator with the director and choreog-
rapher Bobbi Jene Smith, having appeared 
live in her work Lost Mountain and in her 
upcoming film Broken Theater, and is a 
founding member of AMOC, the American 
Modern Opera Company, which most re-
cently served as guest music directors of the 
2022 Ojai Music Festival. Itzkoff holds a 
bachelor’s degree in music from Rice Uni-
versity, a master’s degree in music from 
USC, and has earned an Artist Diploma 
from the Juilliard School. For more infor-
mation, please visit colemanitzkoff.com. 

 
Born in Skopje, Macedonia, David Bel-
kovski’s journey as a musician has taken 
him from early ventures into Balkan folk 
music to the vibrant beginnings of a career 
as a conductor and soloist, performing reg-

ularly on harpsichord, fortepiano, and mod-
ern piano. First-prize winner of several in-
ternational and national competitions, 
including the 2019 Sfzp International Fort-
epiano Competition, he has been recog-
nized for his artistry on both historical and 
modern keyboards. 

Belkovski made his Lincoln Center 
debut in 2019 as fortepiano concerto soloist 
with the American Classical Orches -
tra/Tom Craw ford as well as with Juil-
liard415/Monica Huggett. He has also 
performed harpsichord concertos with the 
Canadian orchestra Les Violons du Roy and 
the Los Angeles-based Musica Angelica, 
among others. 

Belkovski is fast building a reputation as 
a director from behind historical keyboards, 
recently making his debut with Philhar-
monia Baroque Orchestra, leading a pro-
duction of Handel’s Radamisto. He has 
directed the Juilliard School’s renowned 
period ensemble, Juilliard415, in a perform-
ance and recording of his own commis-
sioned work, Chaconne. Belkovski has 
prepared orchestras for William Christie 
and served as an assistant conductor for no-
table conductors such as Richard Egarr, 
John Butt, Gary Wedow, and Avi Stein. 

As a recitalist, Belkovski has performed 
solo concerts on harpsichord and fort-
epiano across the United States, Italy, the 
United Kingdom, Portugal, and France. He 
has collaborated with violinist Rachel Bar-
ton Pine, countertenor Reggie Mobley, and 
tenor Nicholas Phan. 

Alongside violinist Rachell Ellen Wong, 
Belkovski founded Twelfth Night, a dy-
namic period-instrument ensemble based 
in New York City. 

As of 2022, Belkovski holds the position 
of Assistant Conductor for Philharmonia 
Baroque Orchestra.

ABOUT THE ARTISTS

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor 
lobby/waiting areas as well as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for 
entry. The latest information on Cal Performances’ COVID-19 safety policies is available at calperformances.org/safety.  
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Executive Office 
Jeremy Geffen, Executive and Artistic Director 
Ofeibia Laud-Darku, Executive Assistant  

to the Director 
 
Administration 
Andy Kraus, Deputy Executive Director 
Christine Owen, Finance Manager 
Marilyn Stanley, Finance Specialist 
Gawain Lavers, Applications Programmer 
Ingrid Williams, IT Support Analyst 
Sean Nittner, Systems Administrator 
 
Artistic Planning 
Katy Tucker, Director of Artistic Planning 
Robin Pomerance, Artistic Administrator 
Tiffani Snow, Manager of Artistic Operations 
Allee Pitaccio, Event Manager 
 
Development 
Brent Radeke, Chief Development Officer 
Austen Wianecki-Wang, Membership  

Manager 
Elizabeth Meyer, Director of Institutional  

Giving 
Jennifer Sime, Director, Individual Giving  

and Special Events 
Jocelyn Aptowitz, Major Gifts Associate 
Jamie McClave, Individual Giving and  

Special Events Officer 
 
Education and Community Programs 
Mina Girgis, Director of Education,  

Campus and Community Programs 
Rica Anderson, Manager, Education  

& Community Programs  
 
Human Resources 
Michael DeBellis, Human Resources Director 
Shan Whitney, Human Resources Generalist 
 
Marketing and Communications 
Jenny Reik, Director of Marketing and  

Communications 
Ron Foster-Smith, Associate Director  

of Marketing 
Krista Thomas, Associate Director  

of Communications  
Mark Van Oss, Communications Editor 
Louisa Spier, Media Relations Manager 

Cheryl Games, Web and Digital Marketing 
Manager 

Elise Chen, Email Marketing Specialist 
Tiffany Valvo, Social Media and Digital 

Content Specialist 
Lynn Zummo, New Technology Coordinator 
 
Operations 
Jeremy Little, Production Manager 
Alan Herro, Production Admin Manager 
Kevin Riggall, Head Carpenter 
Matt Norman, Head Electrician 
Charles Clear, Assistant Electrician 
Tom Craft, Audio Department Head 
Jacob Heule, Audio/Video Department  

Assistant 
Jo Parks, Video Engineer 
Eric Colby, Venue Operations Manager 
Ginarose Perino, Rental Business Manager 
Guillermo Cornejo, Patron Experience Manager 
Aidan Crochetiere, Audience Services  

Coordinator 
Cloe Wood, Audience Services Coordinator  
 
Stage Crew 
David Ambrose, Senior Scene Technician 
Jorg Peter Sichelschmidt, Senior Scene  

Technician 
Mathison Ott, Senior Scene Technician 
Mike Bragg, Senior Scene Technician 
Ricky Artis, Senior Scene Technician 
Robert Haycock, Senior Scene Technician 
Mark Mensch, Senior Scene Technician 
Alexis Mascorro, Senior Scene Technician 
Ethan Schmidt, Senior Scene Technician 
 
Student Musical Activities 
Matthew Sadowski, Director of Bands/ 

Interim Department Manager, SMA 
Rebecca Seeman, Interim Director of  

UC Choral Ensembles  
Ted Moore, Director, UC Jazz Ensembles 
Brittney Nguyen, SMA Coordinator 
 
Ticket Office 
Liz Baqir, Ticket Services Manager 
Liam Blaney, Ticket Office Supervisor  
Gordon Young, Assistant Ticket Office Manager 
Sherice Jones, Assistant Ticket Office Manager 
Tammy Lin, Patron Services Associate

CAL PERFORMANCES STAFF 
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Cal Performances 
ANNUAL SUPPORT 
 

INSTITUTIONAL CONTRIBUTORS 

Cal Performances gratefully acknowledges the following corporate, foundation, and 
government partners for their generous support. 

$100,000 and above 
Ann and Gordon Getty Foundation  
Koret Foundation 
Meyer Sound 
The Bernard Osher Foundation 
 
$50,000 – $99,999 
Anonymous 
Bank of America 
Henri and Tomoye Takahashi  

Charitable Foundation 
Zellerbach Family Foundation 
 
$25,000 – $49,999 
Walter & Elise Haas Fund 
Rockridge Market Hall 
Shenson Foundation 
Taube Philanthropies 
 
 
 
 
 

$10,000 – $24,999 
Alameda County Arts Commission –  

Arts Relief Grant 
California Arts Council 
The Fremont Group Foundation 
Pacific Harmony Foundation 
Quest Foundation 
The Sato Foundation 
Sir Jack Lyons Charitable Trust 
Louise Laraway Teal Foundation 
U.S. Bank Foundation 
Wells Fargo 
 
$5,000 – $9,999 
City of Berkeley 
JPMorgan Chase 
Manicaretti Italian Food Importers 
E. Nakamichi Foundation 
 
Gifts In Kind 
Mt. Beautiful Wines 
Peet’s Coffee & Tea 
  

INDIVIDUAL CONTRIBUTORS 

$100,000 and above 
Anonymous (3) 
Carol and Joe Neil 
Nadine Tang 
 
$50,000-$99,999 
Anonymous (3) 
Diana Cohen and Bill Falik 
Sakurako and William Fisher 
Beth DeAtley 

Michael A. Harrison  
and Susan Graham Harrison 

Lance and Dalia Nagel 
Brenda R. Potter 
Jan Shrem and Maria Manetti Shrem 
 
$25,000-$49,999 
Anonymous (4) 
Art Berliner and Marian Lever 
Jerome and Thao Dodson 

Cal Performances extends its sincere appreciation to the individuals who made gifts 
between July 1, 2021 and June 30, 2022. 
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Bernice Greene 
Lynne LaMarca Heinrich  

and Dwight M. Jaffee Fund 
Daniel Johnson and Herman Winkel 
Fred Levin 
Charles and Helene Linker 
Jeffrey MacKie-Mason and Janet Netz 
Helen and John Meyer 
Maris and Ivan Meyerson 
Amy Roth and Bob Epstein 
William and Linda Schieber 
Diane B. Wilsey 
 
$15,000-$24,999 
Anonymous  
Margot and John Clements 
Dr. Rupali Das-Melnyk  

and Dr. Ostap Melnyk 
Gordon Douglass and Pauline Heuring 
Jeremy Geffen 
Kathleen G. Henschel and John W. Dewes 
Joseph W. Laymon 
Susan Marinoff and Thomas Schrag 
Patrick McCabe 
Donald J. and Toni Ratner Miller 
Nancy Orear and Teresa Basgall 
Judy Redo 
 
$10,000-$14,999 
Anonymous 
Another Planet Entertainment:  

Gregg and Laura Perloff 
Edie Silber  
Nicholas and Janice Brathwaite 
June Cheit 
David and Susan Hodges 
Charles and Naomie Kremer 
Kit and Hayne Leland 
Joel Linzner and Teresa Picchi 
Greg and Liz Lutz 
Richard and Jennifer Lyons 
Daniel and Beverlee McFadden 
Donald and Susanne McQuade 
Ditsa and Alex Pines 

Susan and Paul Teicholz 
Deborah and Bob Van Nest 
S. Shariq Yosufzai and Brian James 
 
$5,000-$9,999 
Anonymous (2) 
Eric Allman and Kirk McKusick 
Lina Au and David Stranz 
Brian Bock and Susan Rosin 
Anne Bodel and Edward Hannemann 
Terrence Chan and Edward Sell 
Carol T. Christ 
Hon. Marie Collins  

and Mr. Leonard Collins 
Michele and Larry Corash 
Nelson Daher and Thomas King 
Mr. and Mrs. Peter W. Davis 
Jan Deming and Jeff Goodby 
Jacqueline Desoer 
Bob Dixon 
Lynn Feintech and Anthony Bernhardt 
Hilary A. Fox 
Marianne and Joseph Geagea 
Sally Glaser and David Bower 
Al Hoffman and David Shepherd 
Julie and Rob Hooper 
Hing On Hsu 
Nadine and James Hubbell 
Cary Koh 
Sylvia R. Lindsey 
Kerri and Mark Lubin 
Dorette P.S. Luke 
Karen and John McGuinn 
Kathryn and Peter Muhs 
P. David Pearson and Barbara Schonborn 
Trond Petersen 
Rossannah Reeves 
Rachel and Matthew Scholl 
Warren Sharp and Louise Laufersweiler 
Larry and Pearl Toy 
Carol Jackson Upshaw 
Caroline Winnett 
 
 

ANNUAL SUPPORT 
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ANNUAL SUPPORT 

$2,500-$4,999 
Anonymous  
Claire and Kendall Allphin 
Mark and Christine Alper 
Sallie and Edward Arens 
Scott Bays 
Edwin and Patricia Berkowitz 
Diana Bersohn 
Lee Bevis 
Britney Anne Caldwell 
Susan and Stephen Chamberlin 
David Clayton and Gayle DeKellis 
Jeannie Colbert 
Mike Destabelle and Jen Steele 
Linh Do and Erno Pungor  
Martha and Peter Downey 
Michael Dreyer and Harry Ugol 
Susan and William Epstein 
Marta Falicov 
Jerry Falk 
Janet Flammang and Lee Friedman 
Marianne and Herb Friedman 
Daniel and Hilary Goldstine 
Richard and Sally Goodman 
Mark Goor 
Claire Greene and Walter Garms 
Elaine and Arnold Grossberg 
Paul and Susan Grossberg 
Marcie Gutierrez and Bret Dickey 
Ian Hinchliffe and Marjorie Shapiro 
Chenming and Margaret Hu 
Rose Adams Kelly 
Linda Lazzeretti 
John Lee 
Didier LeGall 
Nakamoto-Singer Family 
Paul Nordine 
Patrick Schlesinger and Esther Hill 
Susan Schwartz 
Valerie Sopher  
Dr. and Mrs. W. Conrad Sweeting 
Alison Teeman  

and Michael Yovino-Young 
 

$1,500-$2,499 
Anonymous (8) 
Richard M. and Marcia A. Abrams 
Nancy Axelrod 
Eunice Baek and Thomas Garrity 
Richard Berkins 
Alison K. Billman 
Judith L. Bloom 
Ed Blumenstock and Belle Huang 
Mrs. Carol M. Bowen  

and Mr. Christopher R. Bowen 
Jennifer Braun 
Broitman Basri Family 
John and Colleen Busch 
Richard Buxbaum  

and Catherine Hartshorn 
Ann and John Carroll 
June and Michael Cohen 
Robert W. Cole and Susan Muscarella 
Ruth and David Collier 
Anne Bleecker Corcos and Gilles Corcos 
Carl Croft and Steve Fletcher 
John and Charlice Danielsen 
Ann E. Dewart 
David and Helen Dornbusch 
Carol Drucker 
Chris Echavia 
Flint and Mary Evans 
Rev. Richard Fabian 
Thomas and Sharon Francis 
Sarah W. Freedman 
Thomas Given 
Sandra and Robert Goldberg 
Carla Hesse and Thomas Laqueur 
Charlton Holland 
Richard and Frances Holsinger 
Barbara and John Holzrichter 
James Horio and Linda Cahill 
Leslie Hsu and Richard Lenon Jr 
Leslie and George Hume 
Jacek Jarkowski and Bozena Gilewska 
Jeff and Linda Jesmok 
Judy Kahn 
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ANNUAL SUPPORT 

Adib and Karin Kanafani 
Karen Koster 
Michael Korman and Diane Verducci 
Theodore and Christina Kuh 
Carol Nusinow Kurland and Duff Kurland 
Sally Landis and Michael White 
Renee and Michael Lankford 
Jocelyn Larkin 
James T. and Kathleen A. Leak 
Karen and Charles Fiske 
Nancy Levin and Daniel Caraco 
Frank and Ildiko Lewis 
Marcia C. Linn 
Judy and Steve Lipson 
Felicia and Genaro Lopez 
Mr. and Mrs. Laurence R. Lyons 
Carl and Carol Maes 
Helen Marie Marcus 
Therissa McKelvey and Heli Roiha 
Charles and Ann Meier 
Seth Meisler 
Ralph and Melinda Mendelson 
Robert Messick 
Julie Mikuta 
Zina Mirsky 
Dennis and Mary Montali 
David Moore and Judy Lin 
Rachel Morello-Frosch and David Eifler 
Julie Morgan and David Osborn 
Jerry S. Mosher 
Victoria Nakamura  
Jane and Bill Neilson 
Ricarda Nelson 
Theresa Nelson and Barney Smits 
John and Amy Palmer 
Irina Paperno 
Ellice and Jim Papp 
Andris and Dagnija Peterson 
Jim and Ruth Reynolds 
Joel and Barbara Richmon 
Penny Righthand 
Barbara Rosenfeld 
David Rosenthal and Vicky Reich 

Bill and Leslie Rupley 
Sondra Schlesinger 
Bruce and Teddy Schwab 
Pat and Merrill Shanks 
Robert Harshorn Shimshak  

and Marion Brenner 
Dr. Lynn Spitler 
Bonnie Stiles 
Linda J (Tik) Thurston 
Katherine Tillotson 
Ruth and Alan Tobey 
Robert and Emily Warden 
Peter Weiner and Sylvia Quast 
Dr. Eva Xu and Dr. Roy Wang 
Ken Yang and Ted Lakey 
Peter and Gloria Yu 
 
$1,000-1,499 
Claire and Greg Allison  
Jane and Gerald Baldwin 
Barbara Bell 
Wendy Breuer and Charles Crane 
Margaret Brown and Anthony Sustak 
Naniette H. Coleman 
Kathy Fang 
Bee Franks-Walker 
Pamela L. Gordon and John S. Marvin 
Susan and David Grether 
Amy and Roy Grigsby 
Sharif Jacob 
Phyllis Kempner, Ph.D.,  

and David D. Stein, Ph.D. 
Cathy and Jim Koshland 
Ginny and Heinz Lackner 
Carl Lester 
Lily Lin 
Suzanne Lilienthal and David Roe 
Stephanie McKown and John Brennan 
Michael Mensik 
Ronald D. Morrison 
National Coalition of Black Women, Inc. 

San Francisco Chapter 
Conrad Olson 
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ANNUAL SUPPORT 

Diana V. Rogers 
Hideko Sakamoto and Vijay Tella 
Helen Schulak 
Ms. Ruth A. Short  
Eberhard Spiller and Riki Keller-Spiller 
Professor Jeremy Thorner  

and Dr. Carol Mimura 
Ms. Tom 
Laura D. Tyson and Erik S. Tarloff 
Larry Vales 
Kimberly Webb and Richard Rossi 
Doug and Dana Welsh 
Susan Young 
 
$500-$999 
Anonymous (5) 
James H. Abrams and Thomas Chiang 
Kris Antonsen  

and Susanne Stolcke-Antonsen 
Vivian and David Auslander 
Susan Babuka 
Debra and Charles Barnes 
James and Deborah Beck 
Janice Bohman and Eric Keller 
Ria Brandenberg  
George and Yvette Breslauer 
Sherry Bringham 
Darien Cande and William Zacheus 
Angela Chan 
Antoinette Chatton 
Eileen and Victor Chieco 
Charles Cohen and Sharon Lambert 
Bart Connally & Susan Ping Wong 
Linda Cozzarelli 
Michael Darby and Toni Martin 
Lee Edlund 
Andrea Eichhorn 
Carol Eisenberg and Raymond Linkerman 
Dan Eisenstein 
Sarah and Robert Elgin 
Jonathan Elkus 
Robert Ellis 
Dana Engel 
Anne and Peter Esmonde 

Michael and Merle Fajans 
Bernard Feather and Gina Delucchi 
Doris Fine 
Thomas Gibson 
Katherine and Nelson Graburn 
Linda Graham 
Sheldon and Judy Greene 
Margaret Gutowski and Michael Marletta 
Bonnie Hampton 
Stefan Hastrup and Gary Schilling 
Benjamin Hermalin and Ruth Konoff 
Allan Heskin 
Maxine Hickman 
Donald Bruce Hunter 
Daniel F. Kane, Jr. and Silvia A. Sorell 
Robert Kinosian 
Germaine LaBerge 
Beatrice Lam 
Roy Levin and Jan Thomson 
David Lieberman and Carol Brownstein 
Stanley and Judith Lubman 
Donna Heinle and John MacInnis 
Paul Mariano and Suzanne Chapot 
Dr. Roxie Mayfield-Stone 
Martin Melia 
Rob and Liz Meyer 
Kan Ching Ng 
Panos Papadopoulos and Maria Mavroudi 
Garry Parton 
Janet Perlman and Carl Blumstein 
Kim Polese 
Mona L Radice 
Tobey, Julie and Lucy Roland 
Mary C. Russi 
Terry Senne 
Boris Shekhter 
Steven Shladover 
Betsy Smith 
Susan and Maury Stern 
Susanne Stevens 
Valerie Stewart 
Rune Stromsness 
Terri Stuart  
Karen Carlson Sugarman 
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ANNUAL SUPPORT 

Paul and Linda Swatek 
Carol Takaki 
John Taylor 
Gilda Turitz 
Georgia R. Turner 
Randy and Ting Vogel 
Elizabeth Werter and Henry Trevor 
Dick and Beany Wezelman 
Viviana Wolinsky 
Sheryl and Robert Wong 
Brenda Wright 
Angelina Yee 
Ming Zhao 
John Zimmermann and Diana Graham 
 
Honorary Gifts 
Anonymous (2)  

in honor of Sylvia R. Lindsey  
Ria Brandenberg  

in honor of Sylvia R. Lindsey 
Nicholas and Janice Brathwaite  

in honor of Sylvia R. Lindsey 
Shelley Alice Carroll  

in honor of Joan Roebuck 
Naniette H. Coleman  

in honor of Sylvia R. Lindsey 
Dr. Rupali Das-Melnyk and Dr. Ostap 

Melnyk in honor of Sylvia R. Lindsey 
Mr. and Mrs. Peter W. Davis  

in honor of Sylvia R. Lindsey 
Robert Ellis in honor of Sylvia R. Lindsey 
Marianne and Joseph Geagea  

in honor of Sylvia R. Lindsey 
Jeremy Geffen  

in honor of Sylvia R. Lindsey 
Kathleen G. Henschel and John Dewes  

in honor of Sylvia R. Lindsey 
Wilma Horowitz  

in honor of Sylvia R. Lindsey 
Alice and Dennis Krieger  

in honor of Maris Meyerson 
Kit and Hayne Leland  

in honor of Sylvia R. Lindsey 

Richard and Jennifer Lyons  
in honor of Sylvia R. Lindsey 

Helen and John Meyer  
in honor of Sylvia R. Lindsey 

National Coalition of Black Women, Inc. 
San Francisco Chapter in honor of 
Sylvia R. Lindsey 

Lance and Dalia Nagel  
in honor of Sylvia R. Lindsey 

Theresa Nelson and Barney Smits  
in honor of Sylvia R. Lindsey 

Ms. Ruth A. Short  
in honor of Sylvia R. Lindsey 

Jennifer Sime and Eric Robinson  
in honor of Sylvia R. Lindsey 

Terri Stuart in honor of Sylvia R. Lindsey 
Dr. and Mrs. W. Conrad Sweeting  

in honor of Sylvia R. Lindsey 
Toy Giving Fund  

in honor of Jeremy Geffen 
Kimberly Webb and Richard Rossi  

in honor of Sylvia R. Lindsey 
Sara Wilson and Gustavo Houghton  

in honor of Sylvia R. Lindsey 
 
Memorial Gifts 
Linh Do and Erno Pungor  

in memory of Julie Do 
Jeremy Geffen in memory of Diane Geffen 
Paul and Susan Grossberg  

in memory of Arnold Grossberg 
Michael A. Harrison  

and Susan Graham Harrison  
in memory of Rosalind H. Graham 

Victoria Nakamura  
in memory of Jonathan Aldrich Poet 

Rossannah Reeves  
in memory of Alan Leslie Reeves 

Barbara Sholtz in memory  
of Robert Sholtz and Glen Jackson 

Edie Silber in memory of Stephen Bomse
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U N I V E R S I T Y  O F  C A L I F O R N I A ,  B E R K E L E Y

PerformancesCal          
music    dance    theater

As a member, you’ll gain access to exclusive 
benefits and engagement opportunities with  
world-class performers.   

Benefits for Friends and Producer’s Circle 
members can include:

 • Priority subscription seating
 • Early access to purchase single tickets 
 • Waived fees
 • Ticket upgrades
 • Reserved parking
 • Exclusive events
 • And much more!

Your gift takes you further 
behind the scenes!
Become a member by making  
a tax-deductible gift today.

To make a gift and for more information 
about support levels and benefits, visit: 
calperformances.org/membership

Thank you for your support!
ALVIN AILEY  
AMERICAN DANCE THEATER
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