


Safety Measures 
 

CIM consults the guidance of the CDC as well as state and local health 

agencies, and observes the protocols of our peer schools and 

presenting organizations when forming and managing COVID-19 safety 

protocols. CIM proudly presents hundreds of free performances each 

year, but our core mission is to serve the students and faculty who 

make their artistic home within CIM’s walls. With that in mind, and 

with help from the Elliott & Gail Schlang Health & Well-Being Initiative, 

please note the following campus-wide policies and procedures:  
 

• Masks are required for audience members at all times, without 

exception. 
 

• Capacity is limited to 50% of the maximum capacity of each hall. 

Please leave distance between your party and others when 

possible. 
 

• No food, drink or flash photography. 
 

• Patrons in violation of CIM’s COVID-19 or other policies will be 

asked to leave. 

 
~ ~ ~ 

 
About the Cleveland Institute of Music 
 

The Cleveland Institute of Music empowers the world’s most talented 

classical music students to fulfill their dreams and potential. Its 

graduates command the most celebrated and revered stages in the 

world as soloists, chamber musicians and ensemble members; 

compose meaningful, award-winning new repertoire; and are highly 

sought-after teaching artists, administrators and thought leaders. A 

testament to the excellence of a CIM education, more than half of the 

members of The Cleveland Orchestra are connected to CIM as 

members of the faculty, alumni or both. All students benefit from 

access to world-renowned visiting artists and conductors, intensive 

study with CIM’s stellar faculty and the rich curriculum offered by 

CIM’s partner Case Western Reserve University. CIM is an integral 

part of Cleveland’s arts community, presenting nearly 600 free 

performances and master classes each year on campus and at locations 

throughout the region, including Severance Hall. Explore cim.edu to 

learn more.  
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Wolfgang Amadeus 
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Johannes Brahms 

(1833–1897) 

Symphony No. 1 in D Major, Op. 25, 

“Classical” 

 Allegro 

 Intermezzo: Larghetto 

 Gavotte: Non troppo allegro 

 Finale: Molto vivace 

 
Symphony No. 40 in G minor, K. 550 

 Molto allegro 

 Andante 
 Menuetto 

 Allegro assai 

 
Intermission 

 
Symphony No. 1 in C minor, Op. 68 

 Un poco sostenuto – Allegro 

 Andante sostenuto 

 Un poco allegretto e grazioso 

 Adagio – Allegro non troppo, ma con brio 

Friday, September 24, 2021 

7pm | Kulas Hall 
 

Symphony Celebration 

A trio of symphonies honoring Jaime Laredo’s 80th birthday 
 

Cleveland Institute of Music Orchestra 

Jaime Laredo, guest conductor 

CIM ORCHESTRA 

Part of the 2021-22 Kulas Visiting Artist Series,  

generously supported by the Kulas Foundation. 
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Performing for over five decades before audiences across the globe, 

Jaime Laredo has excelled in the multiple roles of soloist, conductor, 

recitalist, pedagogue and chamber musician. Since his stunning 
orchestral debut at the age of 11 with the San Francisco Symphony, he 

has won the admiration and respect of audiences, critics and fellow 

musicians with his passionate and polished performances. His 

education and development were greatly influenced by his teachers 

Josef Gingold and Ivan Galamian, as well as by private coaching with 

eminent masters Pablo Casals and George Szell. At the age of 17, 

Laredo won the prestigious Queen Elisabeth of Belgium Competition, 

launching his rise to international prominence. 
 

In past seasons Laredo has conducted and performed with the Chicago 

Symphony, Boston Symphony Orchestra, Los Angeles Philharmonic, 

New York Philharmonic, San Francisco Symphony, Cleveland 

Orchestra and Philadelphia Orchestra, among many others. Abroad, 

Laredo has performed with the London Symphony, BBC Symphony, 

ABOUT THE CONDUCTOR 

HORN 
 

Lizbeth Barrera + 

Rio Grande City, TX 
 

Rachel Feit 

Cottage Grove, WI 
 

Daniel Halstead 

Cincinnati, OH 
 

Lauren Jensen 

Bay Village, OH 
 

Liam McConlogue # 

Greenbelt, MD 
 

Micah Northam * 

Fort Worth, TX 
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Jeremy Bryant  

Tucson, AZ 
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TROMBONE 
 

Zachary Litty 

Apex, NC 
 

Vincent Tapia 

Monroe, LA 
 

Philip Williams + 

Atlanta, GA 

 
TIMPANI 
 

James Leonard + 

Cincinnati, OH 
 

Dominik McDonald * 

Ames, IA 

# principal on Prokofiev 

* principal on Mozart 

+ principal on Brahms 



English Chamber Orchestra, Academy of St. Martin-in-the-Fields, Royal 

Philharmonic and Scottish Chamber Orchestra, which he led on two 

American tours and in their Hong Kong Festival debut. 
 

Founded by Laredo, his wife, cellist Sharon Robinson, and pianist 

Joseph Kalichstein, the Kalichstein-Laredo-Robinson Trio performs 

regularly at Carnegie Hall, 92nd Street Y in New York and Kennedy 

Center, where they are the ensemble in residence. They have toured 

internationally to cities that include Lisbon, Hamburg, London, Paris, 

Vienna, Helsinki, Buenos Aires, Tokyo, Seoul, Sydney and Melbourne. 

The trio was named Musical America’s Ensemble of the Year 2002. 
 

Laredo has recorded close to one hundred discs, received the 

Deutsche Schallplatten Prize and has been awarded seven Grammy 

nominations. 
 

Recognized internationally as a sought-after violin teacher, Laredo has 

fostered the education of violinists including Leila Josefowitz, Hillary 

Hahn, Jennifer Koh, Ivan Chan, Soovin Kim, Pamela Frank and Bella 

Hristova. After teaching at the Curtis Institute of Music and Indiana 

University’s Jacobs School of Music, Laredo began teaching at CIM in 

2012. Additionally, Laredo is the conductor of the New York String 

Orchestra at Carnegie Hall. 
 

In demand worldwide as a conductor and a soloist, Laredo has held 

the position of music director of the Vermont Symphony Orchestra 

since 1999. Laredo began his tenure as principal guest conductor of 

the Westchester Philharmonic in 2014. In 2009, Laredo and his wife, 

Sharon Robinson, were named the artistic directors of the Linton 

Chamber Music Series in Cincinnati, Ohio. 
 

~ ~ ~ 

 

Happy 80th Birthday, Jaime Laredo! 
 

Share your memories, well wishes and congratulations  

with him at cim.edu/laredo-birthday 
 

To make a gift in his honor, visit cim.edu/donatenow 



Symphony No. 1 in D Major, Op. 25, “Classical” 

Sergei Prokofiev 
 

How would Haydn’s compositions sound were he still living today? 

Would he keep the formality and structure of the classical era or 

would he use the expressive tools of modern music to further explore 

his characteristically sharp-witted flair? 
 

In a tiny village just outside of Saint Petersburg, Prokofiev rented a 

house where he would spend the summer of 1917 writing his 

“Classical” Symphony. From there, he proposed a two-part challenge 

to himself: firstly, Prokofiev rented a space with no piano – his most 

important tool in laying the foundation for compositions. He would 

then choose to write a symphony in the style of Haydn. While 

Prokofiev encouraged his pupils to study the works of Haydn and 

Mozart, he never played them on the piano, rendering the instrument 

less essential to the compositional process. He later wrote: “it seemed 

to me that if Haydn had lived into this era, he would have kept his own 

style while absorbing things from what was new in music. That’s the 

kind of symphony I wanted to write: a symphony in the Classical style.” 
 

What came from this dream was a masterpiece in musical fusion, 

combining the elements of traditional classical music with more 

ambitious, tonally adventurous styles that highlight the wit of Haydn in 

ways he could not have imagined. Only 15 minutes in length, the 

musical escapades come and go rather quickly, requiring an attentive 

listener to keep up with the pace – to “get the jokes.” 
 

The energetic opening movement bursts forth immediately, albeit 

within a rather traditional sonata form. The first theme, bright and 

lively, skips wildly from high to low notes with playful ease. This theme 

is heard first in the key of D minor before Prokofiev surprisingly 

modulates to a distant minor key. By the time we hear the theme 

again, it’s back in the comfortable key of D minor, yet lengthened by 

one half-measure, and then shortened by a half-measure in the next 

iteration. After this odd sequence, the music stabilizes in A major – an 

expected relationship in the classical style. The next theme is a 

classically elegant, eight measure line. The second time it is played, 

another spirited short section is added on to it, and again modulates to 

a contrasting tonal area. The last iteration drives the music into a 

ABOUT THE MUSIC 



suspenseful tension, which continues into the development section. 

Here, both themes are played one after another, sometimes 

interrupting each other in wild, highly unusual methods. The rhythms 

become quite displaced as well, further adding to the off-kilter feeling 

that encompasses the movement. Finally, the mood stabilizes once 

again, leading to the recapitulation. After echoes of the first theme are 

heard around the orchestra for a moment, the prevailing second 

theme is established once and for all and the movement comes to a 

close in a rather ironic, perfectly classical ending. 
 

The second movement begins in a much more soothing, relaxed 

manner, with a singing melody played by the first violins. Despite the 

subdued quality to the movement, Prokofiev keeps the tension just 

under the surface by shortening this first theme a half-measure the 

second time it is heard. The second theme appears first in the 

bassoons, but it quickly passes throughout the entire ensemble, with 

one instrument beginning the phrase and another finishing it. As the 

music progresses, Prokofiev thickens the harmonic textures for a 

beautiful orchestral swell, bringing the movement to a close. 
 

The third movement most closely resembles the classical style in the 

form of a jolly French gavotte dance. The movement is quite short-

lived, however, lasting only one and a half minutes before the fourth 

movement launches wildly in, beginning not with an introduction but 

with the first theme of another sonata form. Borrowing in form and 

style from the first movement, the theme is interrupted, modulated 

and echoed throughout the orchestra. The music bursts with the most 

vivacious energy yet as Prokofiev builds up the theme with highly 

chromatic sequences, the music bursting with exuberance until finally 

breaking through to the bright, lustrous land of C major. Here, 

Prokofiev wastes little time before delivering a lopsided second theme, 

the winds leading the way while the orchestra tensely buzzes below 

them. Out of this tension, the flute appears with a third theme – now 

sounding much more classically symmetrical than the previous melody. 

This flute theme seems to ingeniously combine the first two melodies, 

tying up loose ends in a manner not unlike that of Haydn himself. This 

beautiful unification brings the movement to a spirited close, and 

Prokofiev’s brilliant stylistic skill cements the work as a symphonic 

masterpiece, or as Prokofiev put it, a “classic” of classical symphonies. 
 

~ ~ ~ 

 

 



Symphony No. 40 in G minor, K. 550  

Wolfgang Amadeus Mozart 
 

The history surrounding Mozart’s 40th symphony is shrouded in 

contradiction, tension and uncertainty. Mozart composed this 

symphony alongside two others, Nos. 39 and 41, during the summer of 

1788, while working with a tiny orchestra in Salzburg. These would be 

the last symphonic works he composed before his death in 1791. Of 

the three symphonies, No. 40 remains by far the darkest and most 

emotionally agitated. One of the biggest indicators of this can be seen 

in his choice of the key of G minor, which was known in the classical 

era to represent torment, anguish and grief. After its publication, 

critics were immensely divided, with some saying it looked forward to 

the future of music, while others claiming that it was rooted in 

Baroque tradition. Some said it highlighted Mozart’s infamous 

capriciousness like nothing before it, yet others found it devoid of 

emotional integrity. It is without question, however, that Mozart was 

facing an extremely turbulent period in his life. Between the tepid 

reception of his newly premiered Don Giovanni to the turbulent social 

and economic climate, upcoming war and his own subsequent financial 

difficulties, Mozart found himself desperate to complete these works in 

an attempt to see some sort of financial profit, and this desperation 

shows itself prominently. 
 

The work begins with a sighing G minor string melody that is 

interrupted by a rather menacing transition. The music then pauses 

very briefly, as if held in a gasp. This gives way to a more happy-go-

lucky second theme, characterized by tumbling chromatic lines. Once 

the first theme is heard again, it is in a completely different light, being 

passed excitedly around the orchestra. After this section repeats, the 

stormy development section begins and Mozart uses the first phrase of 

the first melody and stretches it further and further away from the 

home key in a brooding sequence that is interrupted by a passionate 

orchestral explosion, and shards of the first theme are played 

obsessively in every part of the orchestra. After much suspense, the 

music finally settles back to G minor and the first theme returns in its 

entirety. However, where the listener would expect a bridge from the 

first theme to the second, the orchestra suddenly veers off course and 

the once happy, serendipitous second theme is transposed into the key 

of G minor, now sounding sorrowful and devastated. 
 

Similar to the first movement, the Andante builds upon two themes, 

but the passionate, dramatic nature is nowhere to be found. With a 



dream-like, heavenly quality, the first theme is calm and complacent, 

emerging with a gently ushering pulse in the strings, while the second 

theme features a sparkling array of descending notes. Evoking the 

feeling of ancient, mysterious woodlands, the themes are repeated and 

fantastical harmonic detours keep the listener enchanted throughout. 
 

The Minuet diverges from this mood completely, with a rather 

authoritarian G minor opening, featuring a striking rhythmic 

syncopation that urges the music into motion. The music increases in 

intensity before breaking through to a sweet, docile G major section 

that highlights the tranquility of the winds before returning to the 

opening minuet theme once again. 
 

In the Finale, Mozart brings the turbulent, stormy nature back into 

focus with what could be seen as his most serious finale of his highly 

prolific oeuvre. Far from celebratory, the music is ignited in a fiery 

passion as the opening theme bounces throughout a wide range of 

notes with contrasting dynamics and lyrical passages. The transition to 

the second theme is characterized by fierce violin lines and the melody 

that gives way is reminiscent of the second theme from movement one

– though a little more hopeful and bright. After their repetition, the 

development begins and Mozart builds on the main theme, using every 

note in this process except the central key G. After a series of 

sequences based on the opening melody, the second theme is heard 

once again, only this time its bright character is now shrouded in G 

minor, drawing a parallel to the events of the first movement. After a 

long repetition, the movement finally comes to an impassioned close. 
 

~ ~ ~ 
 

Symphony No. 1 in C minor, Op. 68 

Johannes Brahms 
 

“Thus blew the shepherd’s horn today!” Brahms wrote in a letter to 

his dear friend and unrequited love Clara Schumann. The letter, dated 

1868, contained the first sketch of the alphorn melody that would be 

used in the finale of Brahms’ first symphony, which premiered in 1876. 

Although Brahms had sent her a rudimentary sketch of the first 

movement in 1862, she had entirely given up hope on its completion 

until then. 
 

This letter must have taken Brahms a great deal of strength to send. 

He had begun the symphony’s composition in the 1850s, but the ghost 

of Beethoven, who died only six years before Brahms was born, bore 



down on the younger composer, who found it too daunting of a task 

to contribute to the symphonic form. Brahms felt Beethoven’s 

presence so constricting that he strayed away from composing 

symphonies and string quartets altogether out of sheer intimidation. 

Even so, after hearing Beethoven’s Ninth Symphony when he was 21 

years old, he decided to try his hand at writing one. He drafted the 

first three movements shortly thereafter, but ended up giving in to his 

self-criticism and adapting the sketches as piano sonatas and concertos 

– a safer resolution in his eyes. Even this was a notable achievement 

for Brahms, who destroyed many of his early works, never to be heard 

by the public. Robert Schumann also expressed concern for the young 

composer, stating that he wasn’t sure if Brahms was ready to unleash 

the full scope of his musical power and offering that instead of shying 

away, he should consciously model his compositions after that of the 

bold and powerful Beethoven. 
 

After 21 years of drafting, scrapping and revising, Brahms wrote to 

Clara in 1868 with news of the fourth and final movement coming into 

fruition. Eight years later, the symphony would be nicknamed by critics 

“Beethoven’s 10th.” 
 

The introduction in movement one (which had not been included in 

the 1862 draft) begins with a brooding force, as pulsating timpani 

overlays foreboding string lines as they ascend chromatically, building 

in strength before falling to a cadence. From there, an expanded sonata 

structure begins, with slow-burning, passionate sections that keep the 

intensity and drama at the forefront. The first theme is feral in its 

energy and the rhythmic motif from the first line of Beethoven’s Fifth 

Symphony (known as the “fate” motif) lurks throughout. The second 

theme, which is carried by the wind section, is by far the calmest 

moment in the symphony. This tranquility does not last long, however, 

and the viola interrupts with a fiery modulation that leads the 

symphony into a stormy development, and the listener is led on a path 

further and further away from the original home key. Plucky, agitated 

string lines are contrasted with dense harmonies and the distortion of 

the “fate” motif. The basses then set the tone for the recapitulation 

with a thundering resonance. The final section begins with the familiar 

first theme, sounding more triumphant than ever, followed by pizzicato 

strings that pave the way to an expansive set of modulating chords 

before a tranquil C major resolution. 
 

Two middle movements contrast with the passionate spectacle of the 

first movement. Here, Brahms showcases his gift for syncopated 



lyricism and eloquent, impassioned string lines. In the Andante, Brahms 

opens with a highly romantic, soaring violin passage that sweeps into a 

song-like oboe solo before a dark transition introduces a buoyant 

second theme – quickly interrupted by more amorous strings. The 

oboe shines through the texture once again and the strings and winds 

join in with the melody. Eventually, the winds fade out and leave the 

strings to descend into denser, more ominous territory. After the first 

section repeats, the horn provides a touching coda, recalling the 

oboe’s song theme. 
 

In the Allegretto, the style of a Beethoven scherzo is coupled with 

Brahms’ feverish lyricism in an uplifting yet heated manner. Gentle 

pulsing triplets and rhythmic syncopation are at the forefront of this 

movement. Delicate scales from the winds gently usher the music 

onward, decorating the brawny, more powerful string lines. 
 

The introduction of the Finale may just be the most Beethovenian of 

all, with a nearly direct quote from the famous Ode to Joy melody. 

The feelings evoked are both illustrious and terrifying in nature, with 

dark harmonies surrounding expansive string chords and melancholy 

chorales. The alphorn melody appears here as well, beginning in 

fragments and eventually working up to full triumphant glory and 

unrestrained, victorious climax. 
 

~ ~ ~ 
 

Program notes written by undergraduate clarinet student Nicole Martin. 

UPCOMING EVENTS 

Wednesday, September 29 

7pm | Mixon Hall 
 

Carolyn Warner and Friends XVIII 

A Central European Tribute 
 

Stephen Rose, violin | Philip Setzer, violin 

Stanley Konopka, viola | Dane Johansen, cello, guest artist 

Si-Yan Darren Li, cello | Carolyn Gadiel Warner, piano 
 

Featuring music by Mahler, Schubert, Haydn and Dvořák 
 

Part of the 2021-22 Kulas Visiting Artist Series, generously supported by the 

Kulas Foundation. 
 

Free seating passes available at cim.edu/events 



Sunday, October 3 

2pm | CIM Terrace 
 

Partners Lawn Concert 

Presented by the Partners for CIM 
 

Join us for an afternoon of music, tea and treats, with performances by 

the Aeronaut Woodwind Quintet and a CIM string quartet.  
 

Tickets: $35/person or $50/couple  

cim.edu/events or 216.795.3209 
 

Tuesday, October 12 

7pm | Mixon Hall 
 

CIM Presents: Sphinx Virtuosi 

Limited seats still available! 
 

One of the nation’s most dynamic professional chamber orchestras, 

Sphinx Virtuosi is composed of 18 of the nation’s top Black and Latinx 

classical soloists. This program, entitled Tracing Visions, sets out to 

challenge and evolve the classical canon by illuminating a new pathway 

for listening, sharing and artistic expression. 
 

Part of the 2021-22 Kulas Visiting Artist Series, generously supported by the 

Kulas Foundation. 
 

Free seating passes available at cim.edu/events or 216.795.3211. 






