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BÉLA BARTÓK
String Quartet No. 3 (arr. Stanley Konopka)
 

BÉLA BARTÓK
Suite from The Miraculous Mandarin



This recording pairs two of Béla Bartók’s most 

challenging and ingenious works. In the String 

Quartet No. 3 (which Assistant Principal Viola 

Stanley Konopka arranged for string orchestra) 

and Suite from The Miraculous Mandarin, 

Bartók creates a new musical path forward by 

masterly combining influences from folk tunes 

and elements of the avant-garde to create 

works of lasting power. — Franz Welser-Möst



During the summer before I entered seventh grade, I 

would often stay up until three or four in the morning 

listening to WFMT, the classical music station in Chicago, 

where I grew up. With my tape deck and a stack of blank 

cassettes at the ready, I would record works off the 

broadcast. Later, I would find the scores to the music so 

I could study the inner workings of these pieces — so I 

too could become a composer one day. 

One night I heard something unlike anything I had ever 

heard before: the pizzicato movement of Béla Bartók’s 

Fourth String Quartet. The harmonic language was like 

nothing I’d ever encountered, the interaction of the lines 

was so interesting and complex, and the fourth move-

ment was as wild as any of the heavy metal my friends 

were listening to at that time. 

The next morning, I ran straight to our local library — 

I arrived before the doors were unlocked — I had to 

verify that music like this really existed. I found the 1940 

Juilliard String Quartet mono recording of Bartok’s Third 

and Fourth string quartets and quickly began to wear 

out the vinyl. It was like an alien language, but somehow, 

I intuitively knew what everything meant in detail. While 

my middle-school peers listened to Iron Maiden and 

Judas Priest, Bartók was my Metallica. 

AT A GLANCE 

Born 
March 25, 1881, in Nagyszentmiklós, 
Hungary (now Sânnicolau Mare, 
Romania)

Died 
September 26, 1945, in New York City

Composed 
1927 for string quartet; arranged for 
double string orchestra in 2023

World Premiere 
December 30, 1928, in Philadelphia 
with violinists Mischa Mischakoff, 
and David Dubinsky, violist Samuel 
Lifschey, and cellist William Van der 
Berg

Cleveland Orchestra Premiere 
January 11, 2024, led by Music Director 
Franz Welser-Möst

Orchestration 
Double string orchestra

BARTÓK 
String Quartet No. 3 (arr. Stanley Konopka)  
Composed 1927Composed 1927

Stanley Konopka performs 
Bartók’s String Quartet No. 3, 
which he arranged for double 
string orchestra.
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BARTÓK 
String Quartet No. 3 (arr. Stanley Konopka)  
(cont.)(cont.)

One of the reasons that it resonated with me 

profoundly was that these discordant and often 

brutal sounding works accurately reflected what 

I was witnessing in my life. My parents were going 

through marital conflicts, and this aggressive and 

hostile music represented very powerfully the 

discordance I felt at home. Bartók wasn’t depicting 

an ideal or the way things should be, he was 

depicting the way things often are. 

The idea of arranging Bartók’s string quartets for 

orchestra came to me much later, around 2000. At 

the time The Cleveland Orchestra was touring with a 

string orchestra arrangement of Beethoven’s Grosse 

Fuge, which was originally written for string quartet. 

It occurred to me that some pieces of music, like the 

Grosse Fuge, are bigger than their original 

orchestration; they can be expanded tenfold and still 

sound like themselves. I immediately started thinking 

about what other quartets would benefit from this 

treatment. Bartók’s quartets immediately came to 

mind, but they are so difficult to play that the idea 

initially seemed impractical. However, the orchestral 

writing style in the Third String Quartet, as well as its 

structure as one continuous 17-minute piece in four 

seamless movements, made that work the best 

candidate for such an arrangement. 

I proposed the idea to Franz Welser-Möst — he 

had been music director for a few seasons at that 

point — and he was interested in the idea. After 

going through the proper channels to complete such 

a project, we encountered a sudden disappointment: 

Peter Bartók, the composer’s son, had heard about 

our undertaking, and he would have none of it! We 

suspended our efforts. 

While researching Bartók’s original Hungarian folk 

music sources recently, I discovered that Peter 

Bartók had passed away in late 2020. I immediately 

contacted Franz, and we decided to give the 

arrangement idea another go. 

From the beginning of the Third String Quartet, 

you perceive these blatant, definitive interruptions. 

An idea will be proposed, and then it will be 

countered. I originally thought that this back-and-

forth depicted the internal dialogue of a single 

person with multiple different personalities. And my 

first attempt at an arrangement reflected this 

impression. However, the more I studied the piece, 

the more I realized that there were two consistent 

and distinct voices that emerged: one is often calmer 

and more levelheaded; the other is much more 

reactionary and hostile; and together they make up 

two passionate and complex characters. 

With this realization, I turned to Bartók’s Music for 

Strings, Percussion, and Celesta for inspiration. In 

this piece, Bartók divides the string section in two 

and places them antiphonally on stage. I made a bold 

choice to follow this model as a means of capturing 

these two characters. At the same time, I tried to be 

as faithful to the original score as I could. 

Compositionally, it showcases Bartók’s genius and 

his ability to take a tiny, little musical idea and run it 

through every permutation: forwards, backwards, 

inverted, and recapitulated. n

— Stanley Konopka
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AT A GLANCE 

World Premiere 

The ballet premiered in Cologne on 

November 27, 1926. The suite was first 

performed by the Budapest Philharmonic 

Orchestra on October 15, 1928, led by 

Erno Dohnányi.

Cleveland Orchestra Premiere 

March 31, 1966, under the direction of 

Louis Lane 

Orchestration 

3 flutes (2nd and 3rd doubling piccolo), 

3 oboes (3rd doubling English horn), 

3 clarinets (2nd doubling E-flat 

clarinet, 3rd doubling bass clarinet), 

3 bassoons (3rd doubling contrabassoon), 

4 horns, 3 trumpets, 3 trombones, tuba, 

timpani, percussion (bass drum, cymbals, 

snare drum, tenor drum, 

triangle, tam-tam, 

xylophone), harp, celesta, 

piano, organ, and strings

The one-act play The Miraculous 

Mandarin by Menyhert (Melchior) 

Lengyel struck a deep nerve in Béla 

Bartók, who decided to set it to music 

as soon as he had read it in the literary 

magazine Nyugat (The Occident). 

Lengyel was a successful Hungarian 

playwright who later worked in 

Hollywood (writing screenplays for 

Greta Garbo, among others). 

The Miraculous Mandarin abounded in 

gruesome details that instigated 

adverse consequences for the 

performance history of Bartók’s 

pantomime ballet. Its premiere in the 

predominantly Catholic city of Cologne 

sparked a major scandal, leading the 

city’s mayor to ban the work. However, 

this should not prevent us from 

recognizing the intense drama that 

arises from the fatal conflict between 

trivial everyday experience and 

something that transcends it. 

The action of the pantomime is 

summarized in the score as follows: 

In a shabby room in the slums, three 

tramps, bent on robbery, force a girl to 

lure prospective victims from the street. 

A down-at-heel cavalier and a timid 

youth, who succumb to her attractions, 

are found to have thin wallets and are 

thrown out. The third “guest” is the eerie 

Mandarin. His impassivity frightens the 

girl, who tries to thaw him by dancing — 

but when he feverishly embraces her, she 

runs from him in terror. After a wild chase 

he catches her, at which point the three 

tramps leap from their hiding place, rob 

him of everything he has, and try to 

smother him under a pile of cushions. But 

he gets to his feet, his eyes fixed 

passionately on the girl. They run him 

through with a sword; he is shaken, but 

his desire is stronger than his wounds, and 

he hurls himself on her. They hang him up, 

but it is impossible for him to die. Only 

when they cut him down, and the girl 

takes him into her arms, do his wounds 

begin to bleed and he dies.

P
h

o
to

 R
o

ge
r 

M
a

st
ro

ia
n

n
i

BARTÓK 
Suite from Suite from The Miraculous Mandarin The Miraculous Mandarin 
Composed 1918–24, Suite 1927Composed 1918–24, Suite 1927
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BARTÓK 
Suite from Suite from The Miraculous Mandarin The Miraculous Mandarin 
(cont.)(cont.)

The scenario is intentionally unappeal-

ing, typical of the expressionist dramas 

created during the Weimar era, a wild 

interwar period of artistic experimenta-

tion. In his harmonies, in his treatment of 

rhythm and orchestration, Bartók was at 

his most experimental here, coming 

closer than ever, as László Somfai states 

in The New Grove Dictionary, “to the 

aspirations of the Second Viennese 

School,” whose intentions were to 

create a new kind of music vocabulary.

Bartók’s music depicts the successive 

stages of the action with great vividness. 

After a frenetic introduction, which 

portrays the hustle and bustle of a large 

city, the curtain rises. The three tramps 

appear, and order the girl to stand by 

the window and lure men from the 

street. The girl will play her “decoy 

game” three times, with her seductive 

motions rendered by a clarinet solo in 

rubato (free) rhythm. Each time, the 

clarinet solo gets more involved and 

more agitated. 

The first visitor, an old cavalier, enters. 

His awkward gestures are expressed in 

humorous trombone glissandos. He tries 

to woo the girl (mock-romantic English 

horn and cello solos) but the tramps 

seize the old man and throw him out, in 

a short Vivace section dominated by the 

repeated-note figures of the trumpets. 

The second “decoy game” lures a shy 

young man to the door. He is 

represented by a dreamy oboe solo; the 

dance begins with the entrance of the 

harp, with a theme played by bassoon 

and violin. Does the girl forget her role 

for a minute and become attracted to 

the youth? At any rate, the tramps set 

her straight and throw out the young 

man as before.

The third “decoy game” leads to the 

appearance of the Mandarin in a 

menacing theme for trombones and 

tuba, set against woodwind tremolos 

and glissandos for violins and piano. The 

music hesitates before the girl begins her 

dance. Out of short melodic fragments 

played by solo woodwinds, a waltz 

theme gradually emerges. As the 

Mandarin begins his frenzied chase after 

the girl, a wild fugato starts in the 

orchestra, to the thudding accompani-

ment of the low winds and percussion. 

At the climactic point of the chase, the 

Mandarin catches the girl. 

The suite version, prepared by Bartók 

in 1927, ends at this point. The suite is in 

fact nothing but the first two-thirds of 

the original score, with a few concluding 

measures added for concert use. The 

rest of the action, including the three-

fold murder and final catharsis, was cut 

off to provide a rousing concert ending. 

n

— Peter Laki 
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THE CLEVELAND ORCHESTRA  
conducted by FRANZ WELSER-MÖST 
 
BÉLA BARTÓK
String Quartet No. 3 (arr. Stanley Konopka
for double string orchestra)

Track 1...........................................................16:02 

BÉLA BARTÓK 
Suite from The Miraculous Mandarin

Track 2  -  I. Introduction..............................2:45

Track 3  -  II. First Decoy Game�.................... 3:27

Track 4  -  III. Second Decoy Game............. 3:09 

Track 5  -  IV. Third Decoy Game...................2:19

Track 6  -  V. The Girl Dances.........................4:31

Track 7  -  VI. The Chase............................... 2:04

Recorded live in Mandel Concert Hall
at Severance Music Center
in Cleveland, Ohio,
on January 11–13, 2024

Recorded at 24bit 96kHz PCM
Stereo and Dolby Atmos mixes available

 

The RecordingThe Recording
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Now in its second century, The 

Cleveland Orchestra, under the leader-

ship of Music Director Franz Welser- 

Möst since 2002, is one of the most 

sought-after performing ensembles in 

the world. Year after year, the ensem-

ble exemplifies extraordinary artistic 

excellence, creative programming, and 

community engagement. The New York 

Times has called Cleveland “the  

best in America” for its virtuosity, 

elegance of sound, variety of color, and 

chamber-like musical cohesion. 

Founded by Adella Prentiss Hughes, 

the Orchestra performed its inaugural 

concert in December 1918. By the 

middle of the century, decades of 

growth and sustained support had 

turned it into one of the most admired 

globally. 

The past decade has seen an 

increasing number of young people 

attending concerts, bringing fresh 

attention to The Cleveland Orchestra’s 

legendary sound and committed 

programming. More recently, the 

Orchestra launched several bold 

digital projects, including the streaming 

broadcast series In Focus, the podcast 

On a Personal Note, and its own 

recording label, a new chapter in the 

Orchestra’s long and distinguished 

recording and broadcast history. 

Together, they have captured the 

Orchestra’s unique artistry and the 

musical achievements of the 

Welser-Möst and Cleveland Orchestra 

partnership. 

The 2023/24 season marks Franz 

Welser-Möst’s 22nd year as music 

director, a period in which  

The Cleveland Orchestra earned 

unprecedented acclaim around the 

world, including a series of residencies at 

the Musikverein in Vienna, the first of its 

kind by an American orchestra, and a 

number of acclaimed opera 

presentations. 

Since 1918, seven music directors —  

Nikolai Sokoloff, Artur Rodziński, Erich 

Leinsdorf, George Szell, Lorin Maazel, 

Christoph von Dohnányi, and Franz 

Welser-Möst — have guided and shaped 

the ensemble’s growth and sound. 

Through concerts at home and on tour, 

broadcasts, and a catalog of acclaimed 

recordings, The Cleveland Orchestra is 

heard today by a growing group of fans 

around the world. 

For more information, please visit 

clevelandorchestra.com. n

About the OrchestraAbout the Orchestra
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Franz Welser-Möst MUSIC DIRECTOR 
                                                              Kelvin Smith Family Chair

FIRST VIOLINS
Jung-Min Amy Lee 
ASSOCIATE CONCERTMASTER 
	 Gretchen D. and Ward Smith Chair

Jessica Lee 
ASSISTANT CONCERTMASTER 
	 Clara G. and George P.  
	 Bickford Chair

Stephen Tavani 
ASSISTANT CONCERTMASTER 
    Dr. Ronald H. Krasney Chair

Wei-Fang Gu 
	 Drs. Paul M. and Renate H.  
	 Duchesneau Chair

Kim Gomez 
	 Elizabeth and Leslie Kondorossy 
   Chair

Chul-In Park 
	 Harriet T. and David L.Simon Chair

Miho Hashizume 
	 Theodore Rautenberg Chair

Jeanne Preucil Rose 
	 Larry J.B. and Barbara S.  
	 Robinson Chair

Alicia Koelz 
	 Oswald and Phyllis Lerner  
	 Gilroy Chair

Yu Yuan 
	 Patty and John Collinson Chair

Isabel Trautwein 
	 Trevor and Jennie Jones Chair

Katherine Bormann

Analisé Denise Kukelhan 
	 Gladys B. Goetz Chair

Zhan Shu

Younji Kim

Genevieve Smelser 

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

Jason Yu2 
    James and Donna Reid Chair

Eli Matthews1 
	 Patricia M. Kozerefski and 
	 Richard J. Bogomolny Chair

Sonja Braaten Molloy

Carolyn Gadiel Warner

Elayna Duitman

Ioana Missits

Jeffrey Zehngut 

Sae Shiragami

Kathleen Collins

Beth Woodside

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

Yun-Ting Lee 

Jiah Chung Chapdelaine

Liyuan Xie

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

Stanley Konopka2

Mark Jackobs 
	 Jean Wall Bennett Chair

Lisa Boyko 
	 Richard and Nancy Sneed Chair

Richard Waugh

Lembi Veskimets 
	 The Morgan Sisters Chair

Eliesha Nelson 
    Anthony and Diane Wynshaw- 
    Boris Chair

Joanna Patterson Zakany

William Bender

Gareth Zehngut

CELLOS
Mark Kosower* 
	 Louis D. Beaumont Chair

Richard Weiss1 
	 The GAR Foundation Chair

Charles Bernard2 
	 Helen Weil Ross Chair

Bryan Dumm  
	 Muriel and Noah Butkin Chair

Tanya Ell 
	 Thomas J. and Judith Fay  
	 Gruber Chair

Ralph Curry

Brian Thornton 
	 William P. Blair III Chair

David Alan Harrell

Martha Baldwin

Dane Johansen

Paul Kushious

BASSES
Maximilian Dimoff* 
	 Clarence T. Reinberger Chair

Derek Zadinsky2 

Charles Paul1 
     Mary E. and F. Joseph 
    Callahan Chair 

Mark Atherton

Thomas Sperl

Henry Peyrebrune 
	 Charles Barr Memorial Chair

Charles Carleton

Scott Dixon

 
HARP
Trina Struble* 
	 Alice Chalifoux Chair

KEYBOARD  
INSTRUMENTS
Carolyn Gadiel Warner 
	 Marjory and Marc L.  
	 Swartzbaugh Chair

FLUTES
Joshua Smith* 
	 Elizabeth M. and 
	 William C. Treuhaft Chair

Saeran St. Christopher

Jessica Sindell2 
	 Austin B. and Ellen W. Chinn Chair 

Mary Kay Fink 

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

OBOES
Frank Rosenwein* 
	 Edith S. Taplin Chair

Corbin Stair 
	 Sharon and Yoash Wiener Chair

Jeffrey Rathbun2 
	 Everett D. and Eugenia S.  
	 McCurdy Chair

Robert Walters

ENGLISH HORN
Robert Walters 
	 Samuel C. and Bernette K. Jaffe 
   Chair

CLARINETS
Afendi Yusuf* 
	 Robert Marcellus Chair

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

Daniel McKelway2  
	 Robert R. and Vilma L. Kohn Chair

Amy Zoloto

E-FLAT CLARINET
Daniel McKelway 
	 Stanley L. and Eloise M. Morgan 
   Chair

BASS CLARINET
Amy Zoloto 
	 Myrna and James Spira Chair

BASSOONS
John Clouser* 
	 Louise Harkness Ingalls Chair

Gareth Thomas

Barrick Stees2  
	 Sandra L. Haslinger Chair

Jonathan Sherwin

CONTRABASSOON
Jonathan Sherwin

HORNS
Nathaniel Silberschlag* 
	 George Szell Memorial Chair

Michael Mayhew§ 
	 Knight Foundation Chair

Jesse McCormick 
	 Robert B. Benyo Chair

Hans Clebsch

Richard King

Meghan Guegold Hege

TRUMPETS
Michael Sachs* 
	 Robert and Eunice Podis  
	 Weiskopf Chair

Jack Sutte

Lyle Steelman2 
	 James P. and Dolores D. Storer 
  Chair

Michael Miller

CORNETS
Michael Sachs* 
	 Mary Elizabeth and  
	 G. Robert Klein Chair

Michael Miller

TROMBONES
Brian Wendel 
	 Gilbert W. and Louise I.  
	 Humphrey Chair 

Richard Stout 
	 Alexander and Marianna C.  
	 McAfee Chair

Shachar Israel2

BASS TROMBONE
Luke Sieve

 
EUPHONIUM AND  
BASS TRUMPET
Richard Stout

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

 
TIMPANI
Vacant

 
PERCUSSION
Marc Damoulakis*  
	 Margaret Allen Ireland Chair

Thomas Sherwood

Tanner Tanyeri

LIBRARIANS
Michael Ferraguto 
	 Joe and Marlene Toot Chair

Donald Miller 
 Gabrielle Petek 

ENDOWED CHAIRS  
CURRENTLY  
UNOCCUPIED  
Elizabeth Ring and William Gwinn 

Mather Chair 

Blossom-Lee Chair  

Virginia M. Lindseth, PhD, Chair 

Paul and Lucille Jones Chair  

Charles M. and Janet G. Kimball 
Chair 

Sunshine Chair 

Otto G. and Corinne T. Voss Chair  

Mr. and Mrs. Richard K. Smucker 
Chair 

Rudolf Serkin Chair 

 

*	Principal 

§	 Associate Principal 

1	 First Assistant Principal 

2	 Assistant Principal 

CONDUCTORS 
Christoph von Dohnányi 
MUSIC DIRECTOR LAUREATE 

Daniel Reith 
ASSISTANT CONDUCTOR 
	 Sidney and Doris Dworkin Chair 

Lisa Wong 
DIRECTOR OF CHORUSES 
	 Frances P. and Chester C. Bolton 
  Chair

Listing as of April 2024

This roster lists the full-time members of The Cleveland Orchestra.  

The Cleveland OrchestraThe Cleveland Orchestra
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Franz Welser-Möst is among today’s 

most distinguished conductors.  

The 2023/24 season marks his  

22nd year as music director of The 

Cleveland Orchestra. With the future 

of their acclaimed partnership  

extended to 2027, he will be the 

longest-serving musical leader in the 

ensemble’s history. The New York Times 

has declared Cleveland under 

Welser-Möst’s direction to be 

“America’s most brilliant orchestra,” 

praising its virtuosity, elegance of 

sound, variety of color, and 

chamber-like musical cohesion.

With Welser-Möst, The Cleveland 

Orchestra has been praised for its 

inventive programming, ongoing 

support of new music, and innovative 

work in presenting operas. To date, the 

Orchestra and Welser-Möst have been 

showcased around the world in 20 

international tours together. In 2020, 

the ensemble launched its own record-

ing label and new streaming broadcast 

platform to share its artistry globally.

In addition to his commitment  

to Cleveland, Welser-Möst enjoys 

a particularly close and productive 

relationship with the Vienna Philhar-

monic as a guest conductor. He has 

conducted its celebrated New Year’s 

Concert three times, and regularly 

leads the orchestra at home in Vienna, 

as well as on tours.

Welser-Möst is also a regular guest at 

the Salzburg Festival where he has led a 

series of acclaimed opera productions, 

including Rusalka, Der Rosenkavalier, 

Fidelio, Die Liebe der Danae, Reimann’s 

opera Lear, and Richard Strauss’s Salome. 

In 2020, he conducted Strauss’s Elektra 

on the 100th anniversary of its premiere. 

He has since returned to Salzburg to 

conduct additional performances of 

Elektra in 2021 and Giacomo Puccini’s 

Il Trittico in 2022.

In 2019, Welser-Möst was awarded 

the Gold Medal in the Arts by the 

Kennedy Center International 

Committee on the Arts. Other honors 

include The Cleveland Orchestra’s 

Distinguished Service Award, two 

Cleveland Arts Prize citations, the 

Vienna Philharmonic’s “Ring of Honor,” 

recognition from the Western Law 

Center for Disability Rights, honorary 

membership in the Vienna Singverein, 

appointment as an Academician of the 

European Academy of Yuste, and the 

Kilenyi Medal from the Bruckner 

Society of America. n 

Franz Welser-Möst conducts 
The Cleveland Orchestra in Béla 
Bartók’s String Quartet No. 3 
in Mandel Concert Hall 
at Severance Music Center.

Franz Welser-MöstFranz Welser-Möst
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Hailed among the world’s most  

beautiful concert halls when it opened 

as Severance Hall in 1931, Severance 

Music Center has served as home to 

The Cleveland Orchestra for over 90 

years. Its famed acoustics have helped 

shape the Orchestra’s renowned sound 

and refined performance style. The 

building was named to honor John Long 

Severance (president of the Orchestra’s 

board of trustees, 1921–36) and his 

wife, Elisabeth, who donated most of 

the money for its construction. 

Designed by Cleveland’s Walker & 

Weeks, the building’s elegant Georgian 

exterior was constructed to harmonize 

with the classical architecture of the 

surrounding University Circle neighbor-

hood. The interior of the building 

reflects a combination of design styles, 

including Art Deco, Egyptian Revival, 

Classicism, and Modernism. 

An extensive renovation and expan-

sion of the facility was completed in 

January 2000, including careful en-

hancements to the clarity and warmth 

of the 2,000-seat concert hall’s 

acclaimed acoustics, a project de-

signed by David M. Schwartz Architects 

and Jaffe Holden Scarbrough Acoustics. 

More recently, the main performance 

space has been augmented with a 

state-of-the-art robotic video camera 

system to capture and create a new 

generation of streaming programming. 

In 2021, the concert space was named 

in recognition of a generous grant from 

the Jack, Joseph and Morton Mandel 

Foundation, whose gift is funding the 

video equipment outfitting along with 

other initiatives to further The Cleve-

land Orchestra’s ongoing success and 

to expand its reach for audiences 

around the world in the 21st century. n

Mandel Concert Hall at Severance Music Center  
Home of The Cleveland Orchestra 
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ART DIRECTION/DESIGN
Terry Mertz
	 Design and Production Manager

Distributed 
in promotional partnership  
with LSO Live
Becky Lees  
	 Head of LSO Live 

David Millinger  
	 Production and Projects Manager

Katy Rogers-Davies 
	 Marketing and Partnerships Manager

Franz Welser-Möst  
 Music Director 
 
André Gremillet  
 President & CEO 
 
Richard K. Smucker  
 Board Chair

AUDIO PRODUCTION
Elaine Martone 
	 Recording Producer

Gintas Norvila 
	 Recording, Editing, and Mixing 
    Engineer

Jennifer Nulsen  
	 Stereo Mastering Engineer

Alan JS Han 
	 Immersive Mixing Engineer

PROJECT DEVELOPMENT
Christophe Abi-Nassif 
	 Vice President of Content & 
    Growth Initiatives

Ross Binnie 
	 Chief Brand and Marketing Officer

Matt Craggs 
	 Director of Project Marketing

Michael Gandlmayr 
	 Artistic Administrator

Ilya Gildalevich 
	 Vice President of Artistic Planning

Megan Hall 
	 Director of Development Operations 
Kiana Lilly
	 Arts Administration Intern 

Kevin McBrien
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Ian Mercer 
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Leah Monder 
	 Vice President of Orchestra  
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Carmen Rey 
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