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OVERTURE magazine serves as the program guide to Orchestra Iowa, Paramount Theatre and Opus Concert Café performances. It features articles showcasing 
the arts and entertainment in the Creative Corridor. It is our mission to provide engaging content to accompany performances highlighted in each issue. 
Cover photo by Carl Bromberg, Visions Photography.

23.

Winston Choi, piano

33.

51.

Featuring Honens International Award Winner, Winston Choi
on the piano in this hauntingly beautiful program.

Domingo Rubio makes his way back to the Corridor to reprise 
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stage featuring 2011 Ted Fellow, Joshua Roman.
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United Fire Group is proud to support Orchestra Iowa and welcomes them 

Cedar Rapids is our

PHOTO BY MARK TADE

UNITED FIRE GROUP
Insurance for your life, family, home and business.

HOME OFFICE: CEDAR RAPIDS, IOWA
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I am delighted to welcome you to the 2014/2015 season. 

Autumn is an exciting time for the arts in our community as musicians and dancers return from their summer hiatus and breathe new life 
into our performance venues. Over the next two months, you will be richly rewarded by a plethora of cultural treasures: Berlioz’s 
Symphonie Fantastique (on my Classical Music Top 10 list), Dvorak’s Sixth Symphony (an overlooked gem), a repeat performance of one 
that kept us on the edge of our seats last season—Dracula, and two incredible instrumental 
soloists— Winston Choi (piano) and Joshua Roman (cello).

As excited as I am for what will appear on our main stage, I’m equally excited by two programs 
that you probably won’t see. Fall heralds the start of our Music in the Schools program, where 
musicians of the Orchestra Iowa String Quartet, Wind Quintet and Brass Quintet visit 40 first, 
second and third grade classes in the Creative Corridor. In November, thousands of fourth 
graders will attend our Youth Concerts featuring the entire orchestra and the Discovery 
Children’s Chorus at the Paramount Theatre and at Iowa City High. 

These programs spark a life-long appreciation for symphonic music and provide a catalyst 
for arts education, a key component to developing creation and innovation. Thanks to our 
individual and corporate contributors, more than 15,000 children will be served by these 
programs this season—at no cost to them! 

So for those who have contributed or will contribute this season, thank you for your investment. 
You are making an extraordinary difference.

Warm Regards

Robert Massey
Chief Executive Officer
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On behalf of the Board of Directors, I welcome you to Orchestra Iowa’s 
93rd season. We have much to celebrate as we present a season filled 
with seventeen symphony, opera, ballet, chamber music and popular 
productions. Maestro Timothy Hankewich and the talented musicians 
of Orchestra Iowa will once again raise the bar with phenomenal 
performances of symphonic masterpieces. Joining the Orchestra will 
be a roster of world renowned soloists. We will also partner again 
with Ballet Quad Cities, the Cedar Rapids Opera Theatre and Theatre 
Cedar Rapids to present a rich array of diverse offerings. 

This is the Orchestra Iowa you see and hear. Hundreds of talented 
men and women who bring their craft to the stage to present 
transformative experiences that enrich our lives. In addition to them, 
there are hundreds who work behind the scenes—either as part of 
our administrative staff, our board of directors or our volunteer core. 

There’s one other group that deserves my sincere thanks—you! The 
men and women of the Orchestra can play under Maestro Hankewich’s 
direction all day long, but it’s not until you play your role that we 
accomplish our mission. Orchestra Iowa is YOUR orchestra and we are 
privileged to serve this community through incredible performances, 
exciting productions and engaging educational programs.

For those of you who are long-time supporters of the Orchestra, thank 
you for your faithful patronage. For those who are new, welcome. We 
hope you enjoy your experience and that you’ll visit us again soon. 

Don Thompson
Chairman

BOARD OF DIRECTORS
ORCHESTRA IOWA

Chair
Don Thompson

Secretary
Pat Hanick

Treasurer
Denny Redmond

It’s good to be home.

New homes, remodels or renovation

®

ACCREDITED
BUSINESS

David Basler
Michelle Bennett*

Anne Carter
Wendy Dunn
Joyce Finch

David Gehring
Tim Hankewich *

James Hoffman
Bradley Johnson

Dennis Kral
Jeffrey Krivit

David Lawrence
Joanna Machnowski

Robert Massey *
Dennis McMenimen

Timothy Michels
Richard Minette

Jeffrey Nielsen
Craig Olson

Cathie Payvandi
Barbara Peterson

Dan Rogers
Fred Rose

Sara Sauter
Roger Smith

Anne Stapleton
Janeta Tansey
Mirela Taylor
Peter Tilly *

Stephen West
Thomas Wolle

Mark Zimmerman

*Ex-officio
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SETTING THE TEMPO FOR

TOMORROW 
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The AEGON Transamerica Foundation is proud to 

support Orchestra Iowa and harmonious tomorrows.
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VIOLIN
– Open, Concertmaster
    John N. Knapp Chair
Anita Tucker, Associate Concertmaster
Madeline Capistran, Assistant Concertmaster 
Karla Galva, Principal Second Violin
    McConoughey Family Chair
Miera Kim, Associate Principal Second Violin
    Myron and Esther Wilson Chair
Alla Cross, Assistant Principal Second Violin
Bryce Christensen
Diane Dahl-McCoy
Michael Hall
Jerry Henry
Spencer Howard
Linda Judiesch
Jessica Ling 
Samuel Rudy
Peter Tilly

VIOLA
Lisa Ponton, Principal
    Leland and Peggy Smithson Chair
Amanda Grimm, Associate Principal
Jenwei Yu, Assistant Principal
Sara AboZena
Matt Barwegen
Michelle Bennett
Michael Kimber
Rochelle Rawson Naylor
Andrew Steffen

CELLO
Carey Bostian, Principal
    Christian & Patti Tiemeyer Chair
James Ellis, Associate Principal
Amy Phelps, Assistant Principal
Whitney Giller
Tom Maples
Barbara Owen
Diane Platte
Andrew Stern

BASS
Timothy Weddle, Principal
John Hall
Clint Sevcik
Jeanette Welch
Michael Van Ryn

FLUTE
Jane Walker, Principal
     Allen and Kathryn Varney Chair
Hsing-I Ho
Kimberly Helton

OBOE
David Hempel, Principal
    Phyllis Fleming Chair
Barbara Reck
Jillian Camwell

CLARINET
Christine Bellomy, Principal
    David and Ann Lawrence Chair
Emily Beisel
Lisa Wissenberg

BASSOON
Matthew Ransom, Principal
    Jillien Hankewich Chair
Greg Morton

HORN
Charles Harris, Principal
Peter Kortenkamp
Brett Hodge
Dan Malloy
Patricia Brown

TRUMPET
Andrew Classen, Principal
    CRST International Chair
Aren Van Houzen

TROMBONE
Casey Maday, Principal
Caleb Lambert

BASS TROMBONE
Will Baker 

TUBA
Blaine Cunningham, Principal

TIMPANI
Alan Lawrence, Principal

PERCUSSION
Tom Mackey, Principal
    Dr. Douglas and Patricia Sedlacek Chair
Michael Geary

HARP
Gretchen Brumwell, Principal

PIANO
Miko Kominami, Principal
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SPOTLIGHT
MUSICIAN 

When did you start playing the trombone?

I started playing flute in third grade, teaching myself on an aunt’s 
flute from high school, but then the first day of band I climbed on 
the bus with my flute and kids made fun of me. Yep, that ended 
my flute excursion. I switched to trombone because the band 
director said I had a good trombone sound after play testing one.

Who are your musical inspirations?

The list is endless. I listen to lots of vocalists and cellists. Some of 
my favorites are Yo Yo Ma, Pierre Fournier, Fischer Dieskau, Fritz 
Wunderlich, and Renee Flemming. As for brass players I base my 
sound after Joe Alessi, Charlie Vernon, and Michael Mulcahy.

What is your favorite genre or composer?

I have to go with Late Romantic. The trombone is fairly young in 
the orchestra world, and most of the pieces with exciting trombone 
parts did not come to the party until fairly late in the game.

What has been your most memorable Orchestra Iowa 
performance?

Verdi Requiem or Mahler 2. There is such a tremendous energy 
sitting in front of a giant chorus singing their hearts out. Hmmmm.  
Or maybe Bruckner 5, or Mozart Requiem, or, well, yep. Pretty 
darn hard to decide. I just love that I get the opportunity to make 
great music in such a great brass section and in a fantastic hall 
like the Paramount. The Music in the Schools performances 
with Orchestra Iowa were quite entertaining last year, getting 
the kids to chant “Sackbut! Sackbut! Sackbut!” as they headed 
back to class would give any trombone player a special feeling.

Do you have any advice for young musicians?

My advice for young musicians is to attend as many live concerts 
as possible and listen to as many great performers as possible.  
If you have no idea what a world class sound is you will have 
no way of producing a gorgeous sound. Also, if you want to 
succeed, you have to fall in love with music, and actually that 
goes for whatever it is you choose to do. Life is too short to not 
be happy ALL the time. Last but not least, SLOW practice.

If you hadn’t become a professional musician, what do you 
think you would be doing right now?

If I were not a professional musician I would be brewing beer for 
Van Houzen Brewing full time and most likely fishing nonstop.

It is with great pleasure that we introduce you to Casey Maday, principal trombonist of Orchestra Iowa
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Every performance touches your heart.
Research has confirmed a link between listening tomusic and

better heart health. In keeping with ourmission to improve

the health of eastern Iowans, we're very pleased to provide our

support toOrchestra Iowa, delivered with The Mercy Touch®.
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I WISH TO BECOME AN ORCHESTRA IOWA CONTRIBUTOR
(Please select your level of Membership)

______________ Chairman’s Circle / $10,000 and above

______________ Conductor’s Circle / $5,000-$9,999

______________ Artist’s Circle / $2,500-$4,999

______________ Opus Circle / $1,000-$2,499

______________ Member / $300-$999

______________ Supporting Friend / $150-$299

______________ Friend / $75-$149

PAYMENT METHOD
________ Check enclosed (made payable to Orchestra Iowa)
________ Credit Card

Card # ___________________________Exp. Date ________

Signature __________________________________________

Installment options available. Call 319.366.8206 for more 

CONTACT INFORMATION

_________________________________________________
Name

_________________________________________________
Address

_________________________________________________
City            State  Zip

_________________________________________________
Phone

_________________________________________________
Email

Please return your completed form to:
 Orchestra Iowa
 Individual Contributions
 119 Third Avenue SE
 Cedar Rapids, IA 52401

Individual Contributor Benefits

CHAIRMAN’S CIRCLE - $10,000 AND ABOVE 

CONDUCTOR’S CIRCLE - $5,000-$9,999 

ARTIST’S CIRCLE - $2,500-$4,999 

OPUS CIRCLE - $1,000-$2,499 

MEMBER - $300-$999 

SUPPORTING FRIEND - $150-$299

FRIEND - $75-$149 

JOIN THE JOURNEY
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We are grateful to the following donors whose commitment and generosity make the 
music and the education possible through gifts to the Annual Fund, Orchestra Iowa 
School and Orchestra Iowa Endowment.   We would also like to thank the many 
donors of less than $150 whose gifts are vital to the Orchestra’s continued success.

INDIVIDUAL HONOR ROLL                     

CHAIRMAN’S CIRCLE
$10,000 +
Joseph M. Kacena Fund**
William & Bertha Olin
Al* & Sara Sorensen
Dorotha Sundquist 

CONDUCTOR’S CIRCLE
$5,000-$9,999
Anonymous
Carleen M. Grandon
David & Ann Lawrence 
Patricia McPherson
David & Mary Jo Rater
Dr. Douglas & Patricia Sedlacek 
Leland & Peggy Smithson 
William* & Julianne Thomas
Myron & Esther Wilson  

ARTIST’S CIRCLE
$2,500-$4,999
Anonymous
Bruce & Janis Altorfer
John & Stephanie Ballard
Greg & Teresa Barnett
David & Kay Basler
Rad & Joyce Finch 
Tony & Magda Golobic
Leonard & Marlene Hadley
Kay Halloran
Tim & Jill Hankewich 
Edna Herbst Fund**
The Jared & Carol Hills Foundation 
Marilyn Magid
Neal Marple & Jane Rheem
Dick & Kate Minette 
Richard & Rita Olson
James & Sara Sauter
Bill & Teddy Shuttleworth 
Dr. & Mrs. James J. Stickley
Robert & Ann Swaney 
Peter & Susan Tilly 
Stephen & Victoria West

OPUS CIRCLE
$1,000-$2,499
Anonymous
Jon & Debbie Bancks
Linda Barnes
Robert Becker & Diane Handler
Peter F. Bezanson Fund**
John & Mary Ellen Bickel 
Janet D. Blackledge 

John & Cindy Bloomhall
Danette R. Brooks
Peter & JoAnn Bryant
David & Dorea Burkamper
Cam & Kathy Campbell
Steve & Suzanne Caves
Tim & Janice Charles 
Mary Chesebro
Bryce & Phyllis Cunningham
Wendy & Greg Dunn Family Fund**
Dr. & Mrs. David C. Gehring
May G. Gortner Charitable Trust
Marc & Cathy Gullickson 
Kevin & Pat Hanick
Edward J. Hartman
David & Susan Haupt
Carl & Jill Henrici Fund**
Mr. David Hodgin
Gary Hoech
Vern & Clare Hudek Fund**
Phil & Kathy Jasper
Bradley Johnson
Clay & Debbie Jones 
LeRoy & Diane Karr
Robert F. & Janis L. Kazimour 
Barbara Knapp & Jim Nikrant
Peter & Ingrid Kolln 
Dennis & Karen Kral 
Jeffrey & Mary Krivit
Thomas & Nancy Lackner
Louis & Claire Licht
Joan Lipsky
Joanna & Wieslaw Machnowski
Robert Massey & Lisa Ponton
James McCoy & Diane Dahl-McCoy
Jo & Larry McGrath Fund**
Nancy McHugh Fund**
Dennis & Jean McMenimen
Peggy & Jim Meek
Tim & Kim Michels
Rachel & Vincent Mills 
John Murry & LeAnn Larson
Jeffrey & Kris Nielsen
William & Bertha Olin
Steven P. Opp
Kelly & Joel Otto
Dr. & Mrs. Peter Pardubsky
Dr. Naser & Cathie Payvandi
Chuck & Mary Ann Peters
Denny & Jan Redmond
Bernie Rehnstrom
Katharine Risk
Jack F. Roland
Fred & Melissa Rose

Dr. John & Joyce Schuchmann
Margaret & Tom Sears 
Roger & Teddi Smith
Mr. Douglas Sokol
Jack & Anne Stapleton
Oather & Mirela Taylor
Don & Mary Thompson 
Glenn & Audrey Van Roekel
Allen & Kathryn Varney
Dennis & Luann Wangeman
Kurt & Jennifer Waskow
P. Brian & Deane Watters
Corinne Yaw

MEMBER
$300-$999
Anonymous
Johanna & Terry Abernathy
Mr. & Mrs. Robert W. Allsop
Tom & Sarah Anderson
Jean H. Ashby Fund**
Addison & Janet Ault
The Barnes Family
Charles & Mary Barnes
Gary & Tracy Bartlett
James Beranek
Mr. Steven C. Berg
Alan & Liz Bergeron
Dr. & Mrs. Lee Birchansky
Harry & Carol Black
Alan & Terry Boyden
Karen & John Brandt 
Dr. & Mrs. Beamer Breiling
Doug & Michelle Brock
Michael & Victoria Brooks
Dan Bryant & Barbara Hames-Bryant
Arnold & Libby Bucksbaum
Pamela A. & Leon F. Burmeister
Mr. Thomas Cardella
Warren & Joan Chadima
Dennis & Ellie Charipar
Dr. & Mrs. Mohit Chawla
Richard & Jeanne Chelikowsky
Ivan & Mary Bess Chester
Paul & Rosanne Congdon
Syndy M. & James F. Conger
Gary & Mary Crandall
David & Olive Crew
Drew & Cassie Cumings-Peterson
William Davis & Kathryn Franzenburg
Dr. Steve Elliott
Steve & Nancy Erickson
Joyce & Mark Fleming
Dixie L. French
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Beatrice A. Furner
Harlan & Kay Graber
Robert & Kelly Haag
Kathy Hall & Terry Pitts 
Ted & Tish Healey 
Joanne Hendricks & Donald Stamy
Jim & Ann Hoffman 
Bob Holmes & Sharon Carmody-Holmes
Tony & Suzanne Huebsch
Barbara J. Hughes
Ms. Joan Detwiler Jehle
Lynn & Cathy Johnson
Preston & Beth Johnson
Mrs. Marilynn Keller
Mary Kemen & Brian Randall
James & Connie Kennedy
Whealen & Laura Koontz
Daniel & Janet Kortenkamp
Keith & Cheryl Krewer
Joan M. Lacayo
Douglas & Sharon Laird
Mary Larson
David & Inez Lensch
Bruce & Betty Lindholm
Cedric & Marcia Lofdahl
Ronald Lower
Jamie Lundahl
Mr. Kerry Mann
Ronald & Lillian McGraw
Jim & Rose Marie Monagan 
Robert & Tara Moorman
Darrell & Middie Morf
Frank & Jill Morriss
Barnes & Judy O’Donnell
David & Carolyn Oliver
Clark & Jacquie Oster
Ken & Barb Owen
Mr. & Mrs. David Parmley
Debora Pesek
Barbara & Philip Peterson
Debra Piehl
Dr. Fred & Janet Manatt Pilcher
Joe & Martha Rasmussen
Karl & Lois Renter
Art & Harriet Rinderknecht
Sol & Suanne Rocklin
John & Monica Roltgen
Carolyn Pigott Rosberg
Mr. & Mrs. Gary Rozek
John M. & Wilma Ann Wallin Sagers 
Fund**
Harry Samms
Aaron & Jacalyn Schlenker
John C. & Carolyn J. Schmidt
Jonathan & Jenifer Schmidt
Frieda Schmitz
John & Rebecca Schultz
John & Arla Senko
Paul R. & Rebecca F. Shawver Fund**
Marilyn Sippy
Gary Smith & Sue Stannard
Tom & Amy Stanczyk
Annemarie Stark & Don Buss
Erich & Sallie Sun Streib

Susan & Gary Streit
Tudy Streletzky
W. Richard & Joyce Summerwill
Larry & Barbara Taylor
Dan & Carolyn Thies
Janet & Charles Thulin
Forrest & Alexandra Tomes
Joan Tucker
Devin & Elise van Holsteijn
Calvin & Linda Van Niewaal
Barbara Weeks
James & Marilyn Weems
Maxine Welch
Doug & Lori Wenzel
Kate White Graham
Thomas & Susan Wolle
Norman & Mary Ellen Wright
Elaine Young
Ken & Beth Zamzow
R. Mark & Tracy Zimmerman

SUPPORTING FRIEND
$150-$299
Anonymous
Jim & Ruth Affeldt
Dr. & Mrs. Roger Allen
Marian L Barnes, M.D.
Sue Beals
Del & Delores Block
Barbara A. Bloomhall
Alicia Brown-Matthes
Bill & Linda Bywater
Arthur & Miriam Canter
Richard M. & Ellen Caplan
Anne H. Carter
Susan H. Cell
Steve & Kaye Christ
Wendy & Curt Cox
Ken & Lynn DeKock
M.C. Dickmeyer
Jim Eichhorn
Jack & Nancy Evans
JoFran & Jim Falcon
Jean W. Ferring
Dean & Laura Gesme Family Fund
Doris Gitzy
Larry Gregory
Norbert & Suzanne Hemesath
Ray & Maree Heng
Darrell & Joanne Hennessey
Gingie Hunstad
Marybeth Jaggard
Jane Schildroth & Peter Jaynes
David Jensen
Charles & Marcia Jepsen
Dorothy  S. Johnson
James F. Kern 
David Klemm & Catherine Deming
Robert & Margaret Krzywicki
Dave & Chris Kubicek
Mike Langheim
Thea Leslie 
Mrs. Nancy A. Lynch
Pam Mahany

Carolyn & Norm McElwain
Karen A. Monroe
Tom Moran
Ed & Barbara Mumford
Ms. Deborah O’Connell
Mark Ogden & Iris Muchmore
Betty J. Osincup
Jerry & Marilyn Owen 
William & Doris Preucil
Joe & Sherry Pugh
Melissa Lyon Randall
Mr. Bruce & Mrs. Elizabeth Ray
Kurt G. Rogahn
Barbara Ross
Dr. & Mrs. John W. Sackett
Mary & Franklin Scamman
Rich & Donna Scheer
Richard & Jeanne Sentman
J. David & Charlotte Siebert
Ray & Lynda Smith
James & Nancy Spencer
Randy & Kris Sterner
Melvin & Diane Sunshine
Greg & Lisa Thirnbeck
Allan & Mary Thoms
Shirley Thornton
Marc Wallace
John & Alice Wasson
Chuck & Carol Wehage
Paul & Gail Williams
Dale E. Wulf
Ekhard & Wendy Ziegler

** Funds of the Greater Cedar Rapids 
     Community Foundation

*  Posthumous recognition

Gifts were made to Orchestra Iowa’s 
Annual Fund in honor of the following:

MEMORIALS
Les and Blanche Lawrence
Herb Osincup
Flora Hromatko Taylor
William L. Thomas
Peggy Boyle Whitworth

Gifts were made to the Orchestra Iowa
 Endowment in memory of:

John N. Knapp

HONORARIA
Pam Weest-Carrasco
Jeanie DeWolf
Margie Fletcher
Dave Johnson
Dr. and Mrs. Robert Swaney
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Orchestra Iowa 
is music to 
our ears.

The Gazette and KCRG-TV9 are 
proud to support arts & culture  

in our community.
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Thanks to 
laser surgery,

varicose veins
won’t stop this

postal carrier.

Jerry Zumbrunnen’s varicose
veins  used to make him feel self-
conscious. “People would look at
me with a horri ed e pression and
ask, “What’s wrong with your legs?”

But when discomfort with his 
appearance turned to pain, he
researched a number of treatments
and found that laser surgery at RCI
was the way to go. Known as EVLT,
the procedure uses only local
anesthetic and o ers fast
recovery times.

“The pain disappeared right away,
and my leg feels so much lighter
and more e ible. nd now I can
wear shorts without worry.”

319-261-0636
1948 First Avenue, NE
Cedar Rapids, IA 
52402-5377
www.RCIowa.com

From MRIs to 
mammograms,
RCI gives you 
a choice.

RCI Imaging Center o ers e pert
radiology services, and more.

Like easy access, with everything
on one level. Convenient parking
and simple registration. On-time
appointments, so you can get in

and out and get on with your day.

Best of all, many patients even 
pay less at an imaging center

(check with your insurance carrier
to see if you would, too.) Call or
visit RCI Imaging Center today__

the choice is yours to make!

319-364-0121
1948 First Avenue, NE

Cedar Rapids, IA 
52402-5377

www.RCIowa.com
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Winslow House  
CARE CENTER

MARION’S PREMIUM SENIOR CARE PROVIDER

CONTACT LISA ELWICK, ADMINISTRATOR FOR A TOUR.

ACT is a proud sponsor of the 
Orchestra Iowa Youth Concerts. 

We applaud your efforts to bring 
the joy of symphonic music to 
area elementary and middle 
school students and teachers. 

20963

www.act.org

Iowa City, Iowa 
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Member FDIC

usbank.com

At U.S. Bank, our customers and our communities are always center stage. 
We are privileged to support inspiring performances and programs that enrich

the quality of life for everyone. 
You can count on every U.S. Banker to serve you –

and to applaud the creative spirit – from overture to standing ovation. 

All of us applauding for you.

Proud to Support Orchestra Iowa! 
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 If you are familiar with downtown Cedar Rapids, 
you may know that the historic People’s Savings Bank 
reopened this past April as Popoli Ristorante & Sullivan’s Bar, 
a modern twist on the classic Italian restuarant. The beautiful 
Louis Sullivan structure has survived multiple floods, four 
different tenants and multiple restorations. 
 When I met with the General Manager, Brandon 
Godwin, I happened to arrive about fifteen minutes early. 
Brandon wasn’t yet back to the restaurant, and during 
my wait, I had a moment to talk with one of the servers. I 
asked  for her favorite menu option and she suggested the 
Pan Seared Scallops. When I found myself back in Popoli’s 
a few nights later I made the point to try them. The only 
way to describe them is divine. The appetzier was a perfect 
combination of being both slightly sweet and slightly salty.         
Served with aspargus and Ceccile beans, the flavor balance 
was accented with the hint of lemon. 
 When Brandon arrived at the restaurant, I found 
out that he had been out buying locally produced foods 
in preparation for that evening’s dinner. Brandon and I 
talked about how big a role locally source food played in 
the restaurant.  Much of their menu is made with local and 
organic options, which is a main point in their philosophy. 

The focus of their Italian style and hand made pastas is to use 
the freshest ingredients and seafood from around the world.
 Brandon was very enthusiastic in talking about the 
historical influence that permeates throughout the restaurant. 
The restoration details finished in 2012 not only include 
the work of Louis Sullivan, but of the artist Allen Philbrick. 
Sullivan  was a Chicago based architect and is known as the 
“Father of the  Skyscraper”. During the restoration, the original 
1912 vault was restored and turned into a private dining 
room that seats up to 8 people. The space creates the perfect 
atmosphere to get lost in the glamour of the early 20th Century.
 The Sullivan’s Bar in the center, replaced the teller 
stations, pays hommage to Louis Sullivan, in a unique way. The 
menu features cocktails named after the building like “Louis 
Sullivan”, downtown as the “River Crossing Martini” which 
features the classic Italian cordial Campari, and other drinks 
named after staff favorites like “The One Tim Loves”.
 The next time you have tickets to see Orchestra Iowa, 
I would encourage you to take a few friends to Popoli and 
reserve the Vault Room to enjoy divine drinks, tasty food, and 
get a closer look at the valuable asset this historic building 
brings to downtown Cedar Rapids.

 La Cucina Italiana
Article by Dee Bierschenk
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WE ARE PROUD TO HELP YOU MAKE A LASTING 
DIFFERENCE THROUGH PHILANTHROPY.

319.366.2862  
info@gcrcf.org   
www.gcrcf.org
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Robert SCHUMANN

Sergei PROKOFIEV

Hector BERLIOZ

Manfred Overture

Piano Concerto No. 2
    I. Andantino-Allegretto 
    II. Scherzo: Vivace
    III. Intermezzo: Allegro moderato
    IV. Finale: Allegro tempestoso

Symphonie Fantastique
    I. Reveries - Passions
    II. A Ball
    III. Scene in the Fields
    IV. March to the Scaffold
    V. Dreams of a Witches’ Sabbath

– intermission –

Winston Choi, piano

Saturday, October 18, 7:30 p.m.
Sunday, October 19, 2:30 p.m.

 Timothy Hankewich, Music Director

Paramount Theatre
West Auditorium
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Manfred Overture
ROBERT SCHUMANN, 1810-1856

Robert Alexander Schumann was born in Zwickau, Saxony, on 
June 8, 1810, and died in Endenich, a suburb of Bonn, on July 
29, 1856. He wrote music for Byron’s Manfred—an overture and 
fifteen numbers, six of them musically complete, the rest serving as 
musical accompaniment to spoken text—during 1848 and 1849, 
himself conducting the first performance of the overture at a Leipzig 
Gewandhaus concert on March 14, 1852. The score calls for two 
each of flutes, oboes, clarinets, and bassoons, four horns, three 
trumpets, three trombones, timpani and strings. Duration of the 
overture is about 12 minutes.

Like so many romantic composers whose temperament was 
fundamentally undramatic, Schumann longed to write a 
successful opera. (For one thing, an opera would pay him fees 
for performance rights, which was not the case with almost any 
other musical genre; the few composers who became wealthy 
were successful on the operatic stage.) He did complete a full 
scale opera called Genoveva in 1848, but the work, for all its many 
musical beauties, was theatrically stillborn. 

But Genoveva was by no means his only approach to dramatic 
writing. Soon after completing it, he turned to one of the most 
influential of Romantic poets, Lord Byron, to produce a musical 
setting of his poetic drama Manfred. When Schumann was 
inspired, he worked at white heat. He read Byron’s play (in a 
German translation) on July 29, 1848. Joseph von Wasielewski, 
his concertmaster in Düsseldorf recalled that on one occasion 
the composer read aloud from  Manfred, and “his voice suddenly 
failed him, tears started from his eyes and he was so overcome 
that he could read no further.”

The twenty-eight year old Byron wrote Manfred  in 1816-17 
after he had heard an oral recitation of Goethe’s Faust (which 
the German poet still had not yet finished) and found himself 
inspired by the image of  a seeker, a striver, who never achieves 
contentment. In Manfred, though, the principle character is 
subject to an orgy of guilt and remorse for reasons that remain 
unexplained. (It seems to reflect Byron’s feelings about his own 
incestuous summer liaison in 1813 with his half-sister, Augusta 
Leigh, a fact that was not known to Schumann, who would have 
been horrified at the very idea.) But Byron’s romantic language 
struck Schumann in the aftermath of the sudden death, just eight 
months earlier, of his good friend Felix Mendelssohn and this 
emotion certainly affected him as well. 

Within a week Schumann began preparing an adaptation of the 
text for musical purposes, though not as an opera. He kept much 
of the spoken dialogue, alternating it with fifteen brief musical 
numbers—vocal, choral, and orchestral. In mid-August he put the 
work aside temporarily for other duties, but when, in mid-October, 
he returned to Manfred, he worked on it steadily, composing the 
overture in the last weeks of the month and completing the rest of 
the score in November. It was finally performed in June 1852, only 
because of the generous championing of Franz Liszt, who directed 
the performance in Weimar. The hybrid nature of the work has 
prevented it from having many performances, but the overture 
has long been regarded as one of Schumann’s finest orchestral 
achievements and he himself referred to it as one of his “most 
powerful children.”

The fast chords, played off the beat and suggesting a headlong 
rush begin the piece, only to turn suddenly to a slow introduction 
with an intensely chromatic line and unstable harmonies. A few 
bars later, a melody in the violins anticipates what will be the 
main theme of the Allegro. The dark E-flat minor key and the 
intense thematic development both contribute to the success of 
this overture in capturing the personality of Byron’s anti-hero. An 
ending that restates the dark opening music rounds off the work 
musically even as it signals defeat for the principle character.

Piano Concerto No. 2 
SERGEI PROKOFIEV, 1891-1953

Sergei Sergeyevich Prokofiev was born in Sontsovka, in the 
Ekaterinoslav district of Russia, on April 23, 1891 and died in 
Moscow on March 5, 1953. He composed his Second Piano Concerto 
in 1912 13, performing the solo part in the first performance, which 
took place at Pavlovsk on August 23, 1913, under the conductor 
Aslanov. The original score was lost when the composer’s apartment 
“was confiscated by decree of the Soviet government,” but sketches of 
the piano part were saved and Prokofiev used these to reconstruct 
the work, while at Ettal, in Bavaria, in 1923. The revised version 
was first performed in Paris on May 8, 1923, with Prokofiev again 
as soloist and Serge Koussevitzky conducting. In addition to the 
solo part, the score calls for two each of flutes, oboes, clarinets and 
bassoons, four horns, two trumpets, three trombones and tuba, 
timpani, tambourine, side drum, cymbals, bass drum and strings. 
Duration is about 31 minutes.

notes



OVERTURE MAGAZINE | OCT/NOV 2014- 25 -

During the ten years he spent at the St. Petersburg Conservatory, 
the young Prokofiev developed his own piano playing to a 
remarkable degree of brilliance and quickly turned out his first 
two piano concertos. The premiere of the First Concerto had 
given him a taste of what it was like to be somewhat controversial, 
to be discussed by the leading critics in both St. Petersburg and 
Moscow. There was something of a furore, and Prokofiev astutely 
used the excitement when, in his final year at the conservatory he 
aimed for the Rubinstein Prize, the top piano award offered by 
the institution. He chose as his competition piece not a classical 
concerto but his own work, even going to the extent of having 
the score printed for the occasion! (He won the prize, though the 
judges were not unanimous.) 

By this time Prokofiev had already completed and performed his 
Second Concerto, which, according to one critic, left its listeners 
“frozen with fright, hair standing on end.” Actually, many of them 
seem to have been ready for such a reaction even while on their 
way to the performance, which took place in the out-of-the-way 
town of Pavlovsk. The critics came out from St. Petersburg in force, 
sensing the kind of event that sells newspapers. The reviewer in 
the Petersburgskaya Gazeta wrote: 

The debut of this cubist and futurist has aroused universal 
interest. Already in the train to Pavlovsk one heard on all 
sides, “Prokofiev, Prokofiev, Prokofiev.” A new piano star! On 
the platform appears a lad with the face of a student from the 
Peterschule [a fashionable school; it should be remembered 
that the composer was just twenty one]. He takes his seat at 
the piano and appears to be either dusting off the keys, or 
trying out notes with a sharp, dry touch. The audience does 
not know what to make of it. Some indignant murmurs are 
audible. One couple gets up and runs toward the exit. “Such 
music is enough to drive you crazy!” is the general comment. 
The hall empties. The young artist ends his concerto with a 
relentlessly discordant combination of brasses. The audience 
is scandalized. The majority hisses. With a mocking bow, 
Prokofiev resumes his seat and plays an encore. The audience 
flees, with exclamations of: “To the devil with all this futurist 
music! We came here for enjoyment. The cats on our roof 
make better music than this.” 

Of course, we can’t be positive that the audience in Pavlovsk heard 
the piece as we know it today, since the manuscript was lost and 
had to be reconstructed ten years later on the basis of the solo 

piano part, but on the whole it seems likely that any changes 
were relatively minor. Thus, we are rather bemused—not to say 
astonished—at the vehemence of the early reaction. Certainly 
there are moments in the score that might raise eyebrows, but 
there are also wonderful lyric ideas, delicate colors, and accessibly 
elementary harmonies, with varied passages of rich pianistic 
elaboration.

Prokofiev’s beginning is about as atypical as one can imagine: 
instead of dramatic fireworks between opposing forces (piano 
and orchestra), a gentle introductory phrase in the muted strings 
(pizzicato) and clarinets ushers in Chopinesque figuration in the 
pianist’s left hand supporting a long, delicate melody in the right. 
A faster, marchlike section brings in the acerbic, witty, piquant 
side of Prokofiev, culminating in an extended solo that is not a 
cadenza—more or less irrelevant to the musical discourse—but a 
continued working out of its issues, though the soloist completely 
takes over until the climactic return of the orchestra and a 
pianissimo recollection of the opening. 

The scherzo is a relentless moto perpetuo in which the soloist 
has unbroken sixteenths played by both hands in octave unison 
throughout, while the orchestra supplies color and background 
in a sardonic mood. In the Intermezzo, the orchestra suggests 
a dark, heavy march (with many repetitions of a four note bass 
figure hinting at a passacaglia); over this the piano cavorts with 
figures alternately delicate and forceful. 

The finale brings on the traditional opposition between forces, 
with the soloist attempting to overwhelm the orchestra now 
with fleet brilliance, now with full fisted chords. This does not, 
however, preclude a surprisingly tranquil contrasting passage 
begun by clarinets and violas, but carried on at some length by 
the unaccompanied piano, sounding like a Russian folk melody. 
This melody is the subject of much further discussion, growing 
more energetic and lively, eventually--after another extended 
solo passage, here more like a traditional cadenza--reappearing 
embedded in the rhythmic orchestral material that brings the 
concerto to its breathtaking close. 

WINSTON CHOI, piano
Winner of the 2002 Orléans 
Concours International 
and Laureate of the 2003 
Honens International Piano 
Competition, Canadian pianist 
Winston Choi is an inquisitive 
performer whose fresh approach 
to standard repertory, and 
masterful understanding, 
performance and commitment 
to works by living composers, 
make him one of today’s most 
dynamic young concert artists.
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Symphonie Fantastique
HECTOR BERLIOZ, 1803-1869

Louis-Hector Berlioz was born in La Côte St. André, Isère, on 
December 11, 1803, and died in Paris on March 8, 1869. He 
composed Symphonie Fantastique in the spring of 1830 and 
conducted the premiere on December 5 that year in Paris. The score 
calls for two flutes (one doubling piccolo), two oboes (one doubling 
English horn), two clarinets, four bassoons, four horns, two cornets, 
two trumpets, three trombones, two ophicleides (played here by 
tubas), timpani, bass drum, snare drum, cymbals, bells, two harps 
and strings. Duration is about 49 minutes.

Symphonie Fantastique made and marked Berlioz’s reputation 
from the beginning. The work is most famous for its brilliantly 
imaginative orchestration and for Berlioz’s use of a single 
melody, which he called an idée fixe, in all five movements. Yet 
for all its renown as the great Romantic symphony, Symphonie 
Fantastique is really based on classical principals, organized in 
palindromic fashion around a slow movement at the center with 
two movements in characteristic dance meters (waltz and march) 
surrounding it, and large-scale fast movements at the beginning 
and end. Moreover the whole is laid out in a logical harmonic 
plan, though the logic is not lacking in surprises.

Berlioz was not interested in writing music for the average French 
concertgoer of his day, and even the average musician of his day 
preferred “soothing music,” he said in his memoirs, “not too 
dramatic, but lucid, rather colorless, safely predictable, innocent 
of unheard of rhythms or harmonies or new procedures of any 
sort, modest in its demands on the intelligence and concentration 
of performer and listener alike.”
 
Probably no musical event of his life fired his energies more than 
his first exposure to music. The symphonies of Beethoven, which 
offered a vivid demonstration that instrumental music could have 
an expressive force far more profound than the vocal compositions 
he had heard. Without Beethoven, there would be no Symphonie 
Fantastique. 

Yet Fantastique also required another impulse for its creation. 
This came on September 11, 1827, when the young composer 
simultaneously encountered Shakespeare and Harriet Smithson at 
a performance of Hamlet in which Miss Smithson played Ophelia. 
Shakespeare remained a lifelong literary idol. The influence of 
Harriet Smithson was immediate. Berlioz conceived a hopeless 
infatuation for her and spent months trying to earn the lady’s 
attention. Finally, sublimating his passion, he conceived a program 
symphony, which he called Episode from the Life of an Artist, but 
his emotional state made it impossible to compose. His condition 
became the subject of gossip until he heard a false rumor of an 
affair that the actress was having. He began a new version of the 
original plan with a distinctly cynical ending: in the last scene, 
she was to appear as “a prostitute, fit to take part in such an orgy.”

Later Berlioz cooled off. Successive versions of the program 
softened the attack on the heartless woman who drove the 
protagonist to poison himself, becoming eventually a “fit of 
despair about love.” He compounded the highly colored plot from 
such diverse works as Goethe’s Faust, E.T.A. Hoffmann’s tales, 
DeQuincey’s Confessions of an Opium Eater, and Chateaubriand’s 
René.

A planned performance in May of 1830 fell through after a single 
rehearsal. Berlioz undertook revisions and the work finally 
performed on December 5 was not the Symphonie Fantastique we 
know today; much of it was reworked in the following two years 
while he was in Italy, having finally won the Prix de Rome. In the 
Eternal City he reworked a considerable part of the first three 
movements. The revised version was performed with its sequel, 
Lélio, or The Return to Life, on December 9, 1832; the symphony, 
at least, was a great success. Still later Berlioz added the “religioso” 
coda of the first movement. 

During all this time, Berlioz continued to refine his literary 
program. At first he insisted that a copy should be handed out to 
the audience, since he considered the symphony “an instrumental 
drama,” for which the program was “the spoken text of an opera, 
serving to introduce the musical movements, whose character 
and expression it motivates.” Yet, as he changed the “drama” by 
considerably toning down the attack on the faithless woman, he 
also became gradually more ready to let the music speak for itself 
without text at all. By 1855 he had recast it so that the musician 
takes his dose of opium at the outset; thus the entire symphony 
is as an opium dream. He wished this version to be given to the 
audience whenever Symphonie Fantastique is performed with 
Lélio. (Berlioz’s 1855 version is reprinted here in an abridged 
translation made late in the 19th century by William Foster 
Apthorp, the first program annotator of the Boston Symphony 
Orchestra.)

A young musician of morbid sensibility poisons himself 
with opium in a fit of amorous despair. The dose, too weak to 
result in death, plunges him into a heavy sleep accompanied 
by the strangest visions, during which his sensations and 
recollections are translated in his sick brain into musical 
thoughts and images. The beloved woman herself has 
become for him a melody, like a fixed idea [idée fixe] which 
he finds and hears everywhere.
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PART ONE: DAY DREAMS, PASSIONS
He recalls that uneasiness of soul, those moments of 
causeless melancholy and joy, which he experienced before 
seeing her whom he loves; then the volcanic love with 
which she suddenly inspired him, his moments of delirious 
anguish, of jealous fury, his returns to loving tenderness and 
his religious consolations.

PART TWO: A BALL
He sees his beloved at a ball, in the midst of the tumult of a 
brilliant fête. 

PART THREE: SCENE IN THE FIELDS 
One summer evening in the country, he hears two shepherds 
playing Ranz-des-vaches in alternate dialogue; this pastoral 
duet, the scene around him, the light rustling of the trees 
gently swayed by the breeze, some hopes he has recently 
conceived, all combine to restore an unwonted calm to his 
heart; she appears once more, his heart stops beating, he is 
agitated; if she were to betray him!... One of the shepherds 
resumes his artless melody, the other no longer answers 
him. The sun sets...the sound of distant thunder...solitude...
silence....

PART FOUR: MARCH TO THE SCAFFOLD
He dreams that he has killed his beloved, that he is 
condemned to death and led to execution. The procession 
advances to the tones of a march which is now sombre and 
wild, now brilliant and solemn, in which the dull sound 
of the tread of heavy feet follows without transition upon 
the most resounding outbursts. At the end, the fixed idea 
reappears for an instant, like a last love-thought interrupted 
by the fatal stroke.

PART FIVE: DREAM OF A WITCHES’ SABBATH
He sees himself at the witches’ sabbath, in the midst of 
a frightful group of ghosts, magicians and monsters of all 
sorts, who have come together for his obsequies. He hears 
strange noises, groans, ringing laughter, shrieks. The beloved 
melody again reappears; but it has become an ignoble, 
trivial, and grotesque dance-tune; it is she who comes to the 
witches’ sabbath....Howlings of joy at her arrival....she takes 
part in the diabolic orgy....Funeral knells, burlesque parody 
on the Dies irae. Witches’ dance. The witches’ dance and the 
Dies irae together.

Though Berlioz took his cue from Beethoven, he was no 
obsequious imitator. Like all true originals, he could build on a 
forceful model and not be overpowered. Like Beethoven’s Sixth 
Symphony, Fantastique had a program of its own and ran to 
more than the traditional four movements. And like Beethoven, 
Berlioz put his “romantic” program symphony into a “classical” 
framework with a symmetrical design of the movements. He 
derived some of the music from his earlier compositions, yet it 
would take a fine connoisseur who could tell what was newly 
conceived what was reused.

The first movement’s introduction is derived from a romance 
that Berlioz had composed under the influence of a youthful 
infatuation. He found the melody given to the violins at the very 
beginning “exactly right for expressing the overpowering sadness 
of a young heart caught in the toils of a hopeless love.” It makes 
an effective introduction, in C minor, for a movement that will 
ultimately be in the major. The idée fixe  appears as the principal 

theme of the Allegro in the first movement, but it is derived 
from Herminie, a cantata he had written in 1828 in one of his 
unsuccessful efforts to win the Prix de Rome. 

The Ball is quite simply the traditional ternary dance movement—
here a waltz—with the idée fixe appearing as the Trio. Two harps 
lend a wonderful splash of color to the ball, seconded by the bright 
woodwinds.

The Scene in the country is a slow sonata form with the idée fixe 
appearing as the secondary theme. (This music is derived from an 
early Mass composition that Berlioz wrote at the age of twenty; its 
manuscript was lost until the early 1990s, when it was discovered 
in a Belgian church.) The movement is framed by a miniature 
tone poem, a dialogue between an English horn (on stage) and an 
echoing oboe (off stage). When the movement draws to its close, 
the English horn attempts to resume the dialogue, but the only 
response is a tense silence and—original stroke!—menacing soft 
chords in F minor played by four timpani while the English horn 
attempts to sing the end of its song in F major.

The last two movements are musically linked in their scoring for 
large orchestra with a full brass ensemble. Berlioz claimed to have 
composed the March to the Scaffold in a single night—not so bold 
a claim as might appear, since he cannibalized the march from 
unperformed opera, Les Francs juges, adding only the quotation 
of the idée fixe just before the fall of the guillotine.

The Dream of a Witches’ Sabbath concludes the symphony in 
tonally classical manner, returning to the C minor/C major of the 
opening movement. But in its powerful sonority, in the evocative 
use of tolling funeral bells and the Dies irae melody of the 
Requiem Mass (first in earnest and later parodied), Berlioz brings 
layers of extra musical reference that had rarely been employed in 
a symphony before. The mysterious tritones, the grotesque parody 
of the idée fixe, the clanging of the funeral bells bringing in the 
low bassoons and tubas all to be a kind of large introduction for 
the “sabbath round dance,” which appears in a full fledged fugal 
exposition. Both Dies irae and fugue subject return together for 
the recapitulation, following which Berlioz unleashes the full 
energy of his large orchestra in the hair raising coda.

A footnote--sadly unromantic: Berlioz managed to arrange for 
Harriett Smithson to attend the performance of the performance 
of the symphony and its sequel Lélio on December 9, 1832. She 
had been aware of his earlier devotion to her, though the two had 
never formally met.

Still, she had no inkling that she was the beloved woman who 
had inspired the symphony until the actor performing Lélio 
declaimed Berlioz’s words in which he eagerly sought “the Juliet, 
the Ophelia for whom my heart cries out.” No other woman in 
Paris could be intended but the popular Shakespearean ingenue. 
Harriett was apparently charmed to discover the lengths that 
Berlioz had gone to express his feelings for her. She married him 
the following October. Alas for happy endings—the marriage that 
was consummated in such a romantic haze fell crashing apart on 
the hard rocks of reality. Within a few years they discovered that 
they were miserable together; they separated in 1844. Immediately 
after Harriet’s death in 1854, Berlioz married Marie Recio, his 
mistress of many years.)      © Steven Ledbetter (www.stevenledbetter.com)
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The 2014/2015 season marks Timothy Hankewich’s ninth year as the 
Music Director of Orchestra Iowa. Hankewich, who is popular with 
audiences and critics alike, has earned an outstanding reputation as 
a maestro whose classical artistry is as inspiring as his personality is 
engaging. While conducting Dvorak’s Symphony No. 7 in D minor 
at a Cedar Rapids Symphony concert in January 2006, the Cedar 
Rapids Gazette applauded him for “directing without a musical score 
and displaying a command of the selection and the orchestra.” In 
2002, The Kansas City Star named his performance of Strauss’ Four 
Last Songs one of “15 Great Moments in Classical Music and Dance 
in 2002.” The previous season, following Hankewich’s last-minute 
appearance on the podium for a challenging program of Takemitsu, 
Adams, Scriabin, and Debussy, critic Paul Horsley described 
Hankewich as a “commanding figure onstage, with a mellifluously 
physical conducting style that must be impossible for a player not to 
respond to. There is an easygoing fluidity to his phrasing, rubato and 
tempos and the orchestra seems especially animated.”

Mr. Hankewich was with the Kansas City Symphony for seven years, 
as the organization’s resident conductor. During his time in Kansas 
City, Hankewich had the rare talent to captivate a classical audience 
Saturday night, then turn around and thrill his youngest fans at a 
Sunday afternoon family concert. His knack for pleasing diverse 
audiences served him well at the Kansas City Symphony, where 
he led subscription concerts, directed the Pops and Family Series, 
conducted community and chamber performances and hosted the 
Kansas City Symphony Hour broadcast on NPR-affiliate station 
KCUR-FM 89.3.

Winner of the prestigious Aspen Conducting Award, Hankewich 
enjoys an active career as a guest conductor having appeared with 
the Kitchener-Waterloo Symphony, Orchestra London, Santa Rosa 
Symphony, Indianapolis Symphony, Cleveland Chamber Orchestra, 
Tulsa Philharmonic, Indiana University Chamber Orchestra, Oregon 
Symphony, Vermont Symphony, University of Evansville Orchestra, 
Vancouver (WA) Symphony and the China Broadcasting Symphony 
Orchestra. Hankewich also has served as artist in residence at Park 
University from 1999 to 2002, artistic director/conductor of the 
Philharmonia of Greater Kansas City from 1999 to 2002 and interim 
director of orchestra studies at the University of Kansas.

In 2001-2002, Hankewich was declared winner of the Geraldine C. 
and Emory Ford Foundation’s “Immersion in New American Music 
for Professional American Conductors” Award. During that same 
season, he was one of five conductors invited to participate in the 
American Symphony Orchestra League’s 2001 National Conductor 
Preview. Timothy Hankewich is a native of Dawson Creek, British 
Columbia. He graduated from the University of Alberta, where 
he earned his bachelor of music degree with honors in piano 
performance under Professor Alexandra Munn, then studied with 
Dr. Leonard Ratzlaff and earned his master’s degree in choral 
conducting. He received his doctorate in instrumental and opera 
conducting from Indiana University, where his primary teachers 
were Imre Pallo and Thomas Baldner. His studies have included a 
summer at Vienna’s Wiener Meisterkurs, where he worked under 
the tutelage of Bruno Weil.

TIMOTHY HANKEWICH
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This summer, Maestro Hankewich had a chance to take a 
“touristic fact-finding mission” (his words) to Brazil. In other 

words, he was lucky enough to be in Brazil for three weeks during 
the World Cup. Tim, always willing to lend his time, sat down with 
me to go over each glorious, envy-evoking detail. 

A posse of six, including Tim and Jill Hankewich, set off for Belo 
Horizonte, which is about 500 kilometers north of Rio. In case 
you are like me and metrics mean little to you, that’s roughly 300 
miles. Belo Horizonte was described by Tim as a large city with a 
dense population and an impressive skyline, not unlike New York 
City. Topographically, his surroundings were similar to Southern 
Califormia; arid and dry with palm trees and brush, with a 
backdrop of mountains.

The group was graciously hosted at the home of friends of the 
Hankewiches, Celso and Laura Oliveira, who they met while 
abroad in Poland. The home was a mere two miles from one of 
Estadio Mineirao, the stadium where the group attended four 
World Cup matches. Tim’s descriptions of being a spectator were 
spectacular. With over 70,000 fans in stands from all over the 
world, he said the screaming was loud but the singing was “ten 
times louder.” Each country would bellow out their own club songs 
and national songs in a concert of musical debate.

The most exciting match he described was Brazil v Chile ending in 
a shootout with Brazil being the victor. The tensions was incredible, 
he said and although FIFA regulates that only the first verse of the 
national anthem be sung, the spectators wouldn’t be stopped from 
pouring out their emotions through all proud verses.

Aside from soccer-watching, they engaged in bird-watching, 
sight-seeing, eco-touring and a lot of eating. They visited a local 
market which Tim said was “staggering” in its size and offerings. 
He described endless rows of spices, wines, meats and other 
delicacies. He said, “it’s like New Bo times a million.”

What intrigued me most about Tim’s trip was his visit to The Centro 
de Arte Contemporânea Inhotim, which has been described as 
“Brazil’s best-kept secret for lovers of contemporary art.” Imagine 
a national park filled with modern buildings and sculptures. One 
exhibit that Tim described was a large open room lined with forty 
speakers from which projected forty solo voices singing a motet by 
Thomas Tallis.

The lasting impressions that Brazil left on Tim is that it’s a great 
nation of great friendships making it the best vacation of his life.

TRAVELS 
WITH TIM

by Jade Burgess
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DIAMOND CIRCLE $40,000+

PLATINUM CIRCLE $30,000+

GOLD CIRCLE $15,000+

SILVER CIRCLE $7,500+ BRONZE CIRCLE $3,000+
ADM
King’s Material and Hawkeye Ready Mix
Diamond V Mills Corporate Fund*
Knutson Construction
McGrath Automotive Group Corporate 
 Donor Advisory Fund*
Wells Fargo
World Class Industries*

ACT
Alliant Energy Foundation, Inc.
Ann and Gordon Getty Foundation
F&M Bank
OPN Architects
Pearson

SYMPHONY CIRCLE $1,000+
Benefits Solutions Inc.
Bradley & Riley PC
Collins Community Credit Union
Crystal Group Inc.
Giacoletto Foundation

Hills Bank & Trust Company
ImOn Communications
MidAmerican Energy Company
Ryan Companies
Toyota Financial Services

University of Iowa Community
  Credit Union
Van Meter Inc. *
Zimmerman Auto Center

*Funds of the Greater Cedar Rapids Community Foundation



OVERTURE MAGAZINE | OCT/NOV 2014- 31 -

United Fire Group Insures The Future of Cedar Rapids

A long-time fixture in downtown Cedar Rapids, United Fire Group 
(recently rebranded as UFG), is a major player in the continued 
growth of the downtown district. A recent conversation with 
UFG’s CEO, Randy Ramlo, revealed some of the reasons why this 
company has been so successful and is extremely valuable both 
to the arts in this community as well as Cedar Rapids as a whole. 

What is important to United Fire Group as you invest in this 
community?  
“Of our nearly 1000 employees, nearly 400 report to our Cedar 
Rapids office.  A lot of us call CR home so it is important we help 
make CR all it can be.   Also, we are growing so to recruit employees 
from the outside; it helps if CR has more and more options for the 
people who live here.”

Your employee tuition program recently hit the $1 million mark 
of investing in your employees. Why does United Fire Group give 
back so much?  
“We have a strong culture of being big believers in education.  We 
pride ourselves in saying we are one of the most educated companies 
in our industry.  Scotty McIntyre instilled that in me.  A manager 
had asked Scotty if he worried that we would invest a lot in our 
employee’s education, only to have them leave and go work for our 
competitors.  Scotty replied, ‘I worry more about not training them 
and they stay.’”

Your commitment to lifetime customer relationships seems to 
be an elusive goal in today’s environment of decreasing product 
life cycles and explosion of customer choice. How is United Fire 
Group succeeding in creating long-term relationships?  
“We have always emphasized the importance of relationships in this 
business.  If an insurance company is going to try to compete on 
always having the broadest coverage and lowest price, they won’t be 
around very long.  We tell the agents that do business with us that 
we have competitive coverages and pricing, and employees that will 
get to know them and listen to them over the long term.  It has work 
well for us, so we have no plans to change.  Sometimes we have to 
move people around so they don’t always serve the same agents, but 
we try to be stable.”  

What should Cedar Rapids be proud of?  
“Since the flood, we have become progressive again; I think we lost 
that for a while.  We were satisfied with the status quo.  Since the 
flood, we have rebuilt many of our treasures and added many more.  
We also find that this area has extremely hard working people.  Our 
productivity here is second to none around the country.  CR also has 
great schools, who would not want that for their children?  I also 

think for CR’s size, we have a great balance of entertainment options, 
cultural events, arts and sports.  Something for almost everyone.”

What should Cedar Rapids expect next from United Fire Group?  
“Hopefully more of the same.  We try to be very stable.  We hope 
to continue to grow and expand.  We have to do that while being 
profitable.  We have to grow the right way, the easiest way to grow 
in this business is to lower your prices, but by doing that, you can go 
out of business very soon.  We just hope to keep doing what we have 
been doing in the past, growing and expanding our footprint as we 
continue to find new opportunities and niches.  We also want to stay 
independent, we don’t want to become a branch office of another 
insurance company.”   

As the fifth leader of United Fire Group, how does the legacy of the 
past inform your vision for the future?  
“We have maintained some elements of the past in things like 
relationships, culture, education, while always being open to 
new things we have to do to remain competitive like technology, 
acquisitions, flexible work environments, mobile working 
opportunities, and cultural changes to help encourage innovation 
and employee engagement.   I am pretty lucky, I got a lot of good 
advice from three of the 4 guys ahead of me, Scott McIntyre Sr. was 
before my time or I’m sure he would have had some good ideas for 
me too.” 

What do you hope to convey with your recent branding change?  
“We are somewhat the result of 7 or 8 past acquisitions, so our first 
hope is to convey a more consistent brand across all the areas we do 
business.  And specifically to offer our agents and clients truly simple 
solutions to their complex problems, while providing best in industry 
customer service.  Also, UFG rolls of the tongue easier than United 
Fire Group.”

The relationship that UFG maintains with the Cedar Rapids 
community is second to none. As Mr. Ramlo said in the interview, 
relationships  are key to the insurance business, and that clearly 
shows in their gifts back this community. Please help us thank 
this local company as you meet their employees and leaders at 
this performance and throughout Cedar Rapids and the Creative 
Corridor. Their support is directly responsible for the music we 
make and pass on to future generations. 

By Devin van HolsteijnByBy DDevevinin vvanan HHolsteijn



OVERTURE MAGAZINE | OCT/NOV 2014 - 32 -

Imagination finds its outlet in many ways. We look, we listen, we discover new ways to engage 

the world around us. At Rockwell Collins, we believe creativity and innovation in our community 

contribute to the vitality of the places we live and work. 

We are proud to support Orchestra Iowa's 2014/2015 season. 

Imagination  
is a wellspring  
from which great  
things flow.

rockwellcollins.com

© 2014 Rockwell Collins. All rights reserved.
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Courtney Lyon, Artistic Director

Wolfgang Amadeus MOZART Eine Kleine Nachtmusik

Choreography by  Margaret Huling

– intermission –

COUNT DRACULA
LUCY WESTERNA

LORD ARTHUR HOLMWOOD
MINA MURRAY-HARKER

JONATHAN HARKER
DR. VAN HELSING
DR. JACK SEWARD

BRIDES OF DRACULA
RENFIELD

ASYLUM PATIENTS

ENGAGEMENT BALL

Domingo Rubio
Marie Buser
Alec Roth
Tessa Moore
Corey Mangum
Patrick Green
Jacob Lyon
Emily Kate Long, Jill Schwartz, Hadley Smith
Corey Mangum
Meredith Green, Patrick Green, Madeleine Gurney, 
Emily Kate Long, Carolyn McGuire, Sophia Myers,
Jill Schwartz, Alec Roth, Hadley Smith
Marie Buser, Meredith Green, Patrick Green, Madeleine Gurney, 
Emily Kate Long, Jacob Lyon, Corey Mangum, Tessa Moore,
Jill Schwartz, Alec Roth

Saturday, October 25, 2014, 7:30 PM
Paramount Theatre

Orchestra Iowa String Quartet: Amos Fayette - Violin I, Karla Galva - Violin II, Lisa Ponton - Viola, Carey Bostian - Cello

Dancers: Meredith Green, Patrick Green, Emily Kate Long, Jacob Lyon, Corey Mangum, Tessa Moore, Alec Roth, Hadley Smith

Dracula
Inspired by Bram Stoker’s “Dracula”

Choreography by Deanna Carter
Music by Nino Rota, Alfred Schnittke, Maurice Ravel, Francis Poulenc, Benjamin Britten, Bela Bartok and others
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Eine Kleine Nachtmusik
WOLFGANG AMADEUS MOZART, 1756-1791

Johannes Chrysostomus Wolfgang Gottlieb Mozart was born in 
Salzburg, Austria, on January 27, 1756, and died in Vienna on 
December 5, 1791.  Mozart entered Eine kleine Nachtmusik into 
his catalog on August 10, 1787, but we know nothing about its early 
performance history. The work is composed for strings. Duration is 
about 16 minutes.  

Mozart hoped and expected that all of his music would entertain. 
Some of it, though, was composed not for serious attention in the 
concert hall, but rather as an accompaniment to other activities. The 
most famous such work is the elegant serenade with the evocative 
title, “A Little Night Music” (K.525). For Mozart, Nachtmusik (“Night 
Music”) was simply a German equivalent of the Italian serenata, or 
“evening piece.” This one is “little” in that it consists of only four 
movements.

Mozart interrupted the composition of Don Giovanni to write Eine 
Kleine Nachtmusik. This suggests that he had a strong reason to do 
so, though unknown; it remains among the most elegant and perfect 
compositions of a composer who approached perfection closer, 
perhaps, than any other. The great Mozart scholar Alfred Einstein 
once suggested, purely as a hypothesis, that he may have felt an 
inner need to follow his Musical Joke, K. 522—a work filled with 
intentional mistakes and delightfully clumsy compositional ideas—
with the most perfect work of which he was capable, as if to clean 
out his system from having created an artistic vulgarity, even as a 
joke.  

As it stands now, with four movements instead of five, A Little Night 
Music is closer in structure to a symphony than it is to a serenade. 
The opening movement offers a compact sonata form. The slow 
movement is one of the most delicately elegant of all Mozartean 
moments, filled with a sweet, subtle yearning. The Minuet and Trio 
that survive in the score are gracefully contrasted, the minuet with 
a firm rhythmic vigor, the trio flowing and lyrical. And the lively 

finale bubbles with good humor. Whether we think of it as elegant 
background music (the way it must have been first heard) or as a 
miniature symphony, there is no question that Mozart has succeeded 
in his goal of entertaining. © Steven Ledbetter. (www.stevenledbetter.com)

Deanna Carter’s DRACULA
Tensions are high at the asylum in England as a confounded Dr. 
Jack Seward encounters the obscure behavior of one of his patients.  
Renfield has returned from a business engagement in Transylvania 
and appears to have lost his mind. His infectious behavior has him 
guzzling insects and crying out for his “Master.” 

Meanwhile, Jonathan Harker journeys to Transylvania on business 
and arrives at Dracula’s castle. He is unwillingly seduced by the 
Brides of Dracula, but the Vampire, himself, intervenes. Harker 
soon returns to England, but is unaware that wicked company has 
followed.  

In a home near the asylum, childhood friends Mina Harker and 
Lucy Westenra amiably discuss love. They celebrate Mina’s recent 
marriage to Jonathan Harker, as well as Lucy’s engagement to Arthur 
Holmwood, the most admirable of her various suitors. Harker 
returns home safely from Transylvania, and Mina is overjoyed. 

At Lucy and Arthur’s engagement party, guests gather to celebrate 
the joyous union; however, Lucy appears to be moderately distressed.  
Throughout the evening, her appearance wanes, and she becomes 
scattered and deranged. It is of no coincidence that Dracula has 
been present throughout the event, for it is Lucy he desires. By the 
end of the evening, Lucy has become unwell.   

Following the engagement party, Lucy’s behavior becomes 
increasingly disturbing. Dr. Seward calls in Dr. Van Helsing, who 
specializes in manners of the occult and supernatural. He recognizes 
the signs of evil and determines Lucy’s disease is no earthy matter.  
He fears she may be changing before their eyes. While the men 
retire, Lucy is visited by Dracula, and she receives her final bite.

At the crypt, the mourners weep for the loss of Lucy. Mina, strangely 
affected, clings to her husband, demanding his protective attention. 

The men gather with Van Helsing, who presents garlic and holy 
entities to ward off any immediate evil. Van Helsing tells them that a 
vampire has bitten Lucy, and neither dead nor alive, she has eternally 
joined the ranks of the undead, haphazardly wondering the earth.  
Driving a stake through her heart is the only way to set her free.

Meanwhile, at the asylum, Renfield pledges his devotion to his 
Master and escapes.  

The race to save Lucy’s soul begins, and the men drive Lucy to 
her coffin. Dracula sets his sight on the conquest of Mina, who he 
decides must be his bride.

Mina is now in danger of falling victim to Dracula’s malicious 
tendencies. Van Helsing determines they must follow Dracula 
back to Transylvania and rid the town of all remnant evil. Mina 
courageously insists on accompanying the men to the fight. 

The group prepares for the final battle.

notes
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A Long Journey to Restoration
By Jade Burgess. 

Courtney Lyon, Artistic Director since 
2009, recently premiered her critically 
acclaimed Rite of Spring with Orchestra 
Iowa in the spring of 2014.  Her full-length 
ballets The Nutcracker (2009-2013) and 
Cinderella (2011, 2013) have appeared 
for the past two seasons on Iowa Public 
Television.  Other choreography for Ballet 
Quad Cities include the full-length ballet 
The Sleeping Beauty (2012), Blush (2008), 
Blue Moon (2011), and The Promise of 
Living, which premiered at Orchestra 
Iowa’s 2012 Brucemorchestra.  Ms. Lyon’s 
children’s ballet The Ugly Duckling, a 
Message of Acceptance told through Dance 
has been seen by thousands of school 
children since 2009.

As an outreach coordinator for Ballet Quad Cities, she has created curriculum 
for and led classroom visits and month-long artist residencies in Iowa and 
Illinois public elementary schools that include collaborations with dancers, 
musicians, and local visual artists, culminating in performances open to the 
community.  She received a Quad City Arts individual artist grant for original 
choreography for Peter and the Wolf and has partnered with Davenport School’s 
Great Minds for an anti-bullying campaign supported by her children’s ballet 
The Ugly Duckling.   Ms. Lyon has participated in the Kennedy Center’s Artists 
as Educators Seminars Laying a Foundation: Defining Arts integration and 
Anatomy of a Lesson: Planning Instruction.

To support her teaching of classical ballet technique, Ms. Lyon has complete 
two pedagogue courses that involved study of the 1st through 5th years of the 
Vaganova syllabus with John White, an authority of the Vaganova teaching 
method and former dancer and Ballet master of the National Ballet of Cuba, 
as well as intensive training exploring the bio-mechanics of movement with 
physicist Kenneth Laws and Arleen Sugano.  In 2011 and 2012 she was chosen 
as a choreographer for the Glenda Brown Choreography Project held at 
UMKC in Kansas City, MO. As a principal faculty member at BQC School of 
Dance, she has created and implemented a comprehensive syllabus for young 
students.

Ms. Lyon is a requested keynote speaker for civic groups throughout the Quad 
Cities area, has been a guest speaker on several arts related radio programs, 
and has been invited to sit on several grant panels.

Margaret Huling, Ballet Mistress and former dancer with Ballet Quad 
Cities, studied dance at Western Michigan University.  Margaret joined Ballet 
Quad Cities as a dancer in 2004 and feature roles include Tahilah in Elie Lazar’s 
Tahilah, Tatiana in Deanna Carter’s I Vampire, Carmen in Deanna Carter’s 
Carmen, Black Swan Pas de Deux, Arabian Pas de Deux in Courtney Lyon’s 
The Nutcracker and the Good Fairy of the Forest in Courtney Lyon’s Sleeping 
Beauty. Ms. Huling was co-director of Ballet Quad Cities II from 2008-2010 
and in 2011, was appointed Ballet Mistress of Ballet Quad Cities.  Margaret’s 
choreography for Ballet Quad Cities includes Configurations (2008) and Black 
Coffee (2013).  Margaret received the 2013 Llyod Schoeneman Community 
Impact Award for Arts Educator of the Year. Margaret is an active participant 
in Ballet Quad Cities community outreach and educational programs. She 
has been a choreographer and Program Director for Dance With the Stars, a 
month long dance enrichment program with Frances Willard Elementary of 
Rock Island. Margaret continues as program director for Ballet Quad Cities 
Dance Me a Story: Exploring Literature through Ballet project reaching out 
to local libraries, youth programs and senior centers during the 2014-2015 
season.  She will also be presenting a movement based program for students 
of The Academy in Rock Island Illinois called DREAMS Achieved Through 
Dance. She has spent the last five summers as lead artist with the Metro Arts 
Summer Youth Employment Program, a partnership between Quad City Arts 
and Ballet Quad Cities. Margaret has been a ballet and modern instructor for 
Ballet Quad Cities School of dance since 2004 and is performance director for 
the school productions in 2012-2014. 

Marie Buser began her training in Albany, New York at the School of the 
Albany Berkshire Ballet with Madeline Cantarella Culpo Supported by a dance 
and academic scholarship, she attended the Conservatory of Music and Dance 
at University of Missouri-Kansas City, where she studied under Paula Weber, 
Ronald Tice, Michael Simms, Mary Pat Henry, Dee Anna Hiett, Rodney Williams 
and Sabrina Madison-Cannon. She earned her BFA in dance performance, with 
an emphasis in both ballet and modern. While at UMKC, Marie had many 
performance opportunities including Salvatore Aiello’s Afternoon of a Faun, and 
various classical and contemporary works by faculty and guest artists. During this 
time, she also performed with the Kansas City Ballet in their 2011 production of 
Giselle, toured with the Albany Berkshire Ballet in The Nutcracker, dancing roles 
such as “Snow Queen” and “Dew Drop”, and attended the Alonzo King Lines Ballet 
Summer Program. Upon graduating, Marie danced with American Contemporary 
Ballet in Los Angeles. Under artistic director Lincoln Jones, she originated roles in 
several new works, including soloist roles in L’Apotheose de Corelli and Serenade 
in La. Since joining Ballet Quad Cities in 2012, Marie has had the opportunity 
to work with renowned choreographers such as Elie Lazar and Deanna Carter. 
She has performed various roles with the company in Dracula, the Stepmother in 
Cinderella, Spanish and Mirliton in The Nutcracker, and, most recently, originated a 
role in Courtney Lyon’s Rite of Spring. Marie is on the faculty of Ballet Quad Cities 
School of Dance. 

Meredith Green trained in Kansas City under Kristopher Estes-Brown and 
Jennifer Tierney. She attended several summer intensives, most recently at 
Milwaukee Ballet. From this she received a contract for Milwaukee Ballet II for 
the 2013-2014 season. She performed several roles there, including Gamzatti from 
La Bayadere, Giselle Peasant Pas, Chinese Dragon in Milwaukee Ballet Company’s 
Nutcracker and original choreography by Timothy O’Donnell in the company’s 
Winter Series. She also won MBII’s choreographic competition and had her piece, 
Oblivion, performed at the Graduation Performance. This is her first season with 
Ballet Quad Cities.

Patrick Green is a native of Washington D.C., where he began his training at age 
9 under Mary Day at the Washington School of Ballet.  He then trained at Maryland 
Youth Ballet under Michelle Lees and Tensia Fonseca and at BalletNOVA Center 
for Dance with Nancie Woods.  He graduated from Butler University with a B.F.A. 
in Dance Performance in 2013, where he performed works such as The Nutcracker, 
Giselle, Coppelia, and Paul Taylor’s Le Sacre du Printemps (The Rehearsal).  Patrick 
was awarded with a Director’s Award for Outstanding Performance while at Butler 
University.  Patrick has performed with Texture Contemporary Ballet in Perpetual 
Motion, dancing works by Alan Obuzor, Kelsey Bartman, and Gabriel Smith. 
During this past season with Ballet Quad Cities, Patrick danced several principal 
roles including Don José in Carmen and the Arabian Lead in The Nutcracker. 
Patrick is excited to return to Ballet Quad Cities for another season.

Madeleine Gurney began her training in her hometown of Leawood, Kansas.  
She attended the Harid Conservatory in Boca Raton, Florida, on full tuition 
scholarship, studying under Victoria Schneider, Olivier Pardina, and Svetlana 
Osiyeva. After completing her education at Harid, she attended Butler University, 
studying Dance Performance with Marek Cholewa, Tong Wang, and Derek Reid.  
While at Butler, she danced roles in many classical and contemporary ballets, 
including Sleeping Beauty, Coppelia, and La Bayadere. She has studied with Juan 
Pablo Trujillo and Stefani Schrimpf at the Kansas School of Classical Ballet, and 
she has attended summer programs on scholarship at the Kirov Academy and the 
Kansas City Ballet. She has performed with Quixotic Fusion, and most recently 
she was a member of Ohio Dance Theatre. Ms. Gurney is excited to begin her first 
season with Ballet Quad Cities.

Emily Kate Long began her dance education in South Bend, Indiana, with 
Kimmary Williams and Jacob Rice, and graduated in 2007 from Pittsburgh Ballet 
Theatre School’s Schenley Program. She attended Milwaukee Ballet School’s 
Summer Intensive on scholarship before being invited to join Milwaukee Ballet II 
in 2007. Ms Long also spent summers studying in Chicago, Pittsburgh, and Miami, 
and has served as Program Assistant for the Saratoga Springs/Vail Valley Dance 
Intensive.  Emily has been a member of Ballet Quad Cities since 2009. She has 
danced in original works by Courtney Lyon, Margaret Huling, Deanna Carter, 
and Simone Ferro, and participated in the company’s 2010 tour to New York City. 
Additionally, Emily is on the faculty of Ballet Quad Cities School of Dance, where 
she teaches ballet, pointe, repertoire, and character classes. 

BALLET QUAD CITIES
COMPANY DANCERS
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Jacob Lyon started dancing in Redding, CA under the direction of Debra Larson.  
He continued his dance training at the Burklyn Theatre in Vermont under Arthur 
Leeth, Amanda McKerrow and David Howard.  He has also performed as a guest 
artist at UNC Greeley, dancing “Siegfried” in Swan Lake as well as The Nutcracker in 
Ft. Collins, CO under the direction of David Keener.  With Ballet Quad Cities, Mr. 
Lyon has danced many roles including “Prince Charming” in Cinderella; “Bluebird” 
in The Sleeping Beauty and “Cavalier,” “Rat King,” and “Chinese” in The Nutcracker. 
Jacob has been featured in original works by choreographers Cleo Mack, Julie R. 
Shulman, Dominic Walsh, Elie Lazar, Simone Ferro, Deanna Carter and Courtney 
Lyon. In April of 2010, Jacob proudly represented Ballet Quad Cities performing 
in Deanna Carter’s Ash to Glass at Ballet Builders in New York City.  This is his 
thirteenth season with Ballet Quad Cities. 

Corey Mangum studied under Mimi Worrell at the Center for Dance Education. 
He graduated from the South Carolina Governor’s School for the Arts and 
humanities where he studied under Stanislav Issaeev. He has attended intensive 
programs with Ballet Austin, Bolshoi Ballet and Joffrey Ballet and apprentice 
programs at Ballet Austin, Kentucky Ballet Theatre, and Milwaukee Ballet II. He is 
looking forward to his first season with Ballet Quad Cities. 

Tessa Moore, a native of Fort Worth, Texas, began her training with Margo Dean 
(founder of Texas Ballet Theater), Debbi Jo Utter of Dance Concept, and Chung-
Lin and Enrica Tseng of Ballet Center of Fort Worth. Ms. Moore was a member 
of Ballet Frontier of Texas, directed by Chung-Lin Tseng, where she danced the 
roles of Marguerite in Lady of the Camellias, the Sylph in La Sylphide, and Clara in 
The Nutcracker. Ms. Moore’s training was enriched with summer intensives at The 
Juilliard School, Joffrey Ballet School of New York, Orlando Ballet, Texas Ballet 
Theater, and The Joffrey Academy of Dance in Chicago. After graduating from 
high school, Ms. Moore attended the 2 year trainee program at the Joffrey Ballet 
of Chicago. Ms. Moore is thrilled to be returning for her second season with Ballet 
Quad Cities.

Sophia Myers is from Cincinnati, Ohio where she began her training at the 
Cincinnati Ballet Academy. While in the academy she performed children’s roles 
in the company’s Nutcracker, Bolero, Midsummer, and Cinderella. Sophia graduated 
top of her class from the School for Creative and Performing Arts in downtown 
Cincinnati. There she performed in roles such as Sugar Plum and Snow Queen 
in Nutcracker, Aurora in Sleeping Beauty, lead in Paquita, pas de deux from Le 
Corsaire, and in Frederick Franklin’s Tribute. Upon graduation Sophia went to the 
Louisville Ballet as a trainee for two years, under the direction of Bruce Simpson as 
artistic director, Uwe Kern as ballet master, and Mikelle Bruzina as ballet mistress. 
In Louisville she had the pleasure of performing with the company in Nutcracker, 
Romeo and Juliet, Paquita, Swan Lake, La Sylphide, Giselle, and choreography by 
various dancers in the company such as Sanjay Saverimuttu, Brandon Ragland, and 
by the ballet mistress Mikelle Bruzina. She also enjoyed teaching with the Louisville 
Ballet Academy. Sophia is very excited to begin her first season with the Ballet 
Quad Cities.

Alec Roth is from Milwaukee, Wisconsin where he received his training from 
the Milwaukee Ballet School. He has received addtional training at North Carolina 
Dance Theatre and American Dance Center under Kristopher Estes-Brown. Mr. 
Roth has danced with the Colorado Ballet Studio Company and Lexington Ballet. 
This is his second season with Ballet Quad Cities.

Jill Schwartz received her training at the Academy of Ballet Internationale in 
Indianapolis, Indiana and the Orlando Ballet School in Orlando, Florida. While in 
Indiana, she frequently performed with Ballet Internationale, both at home and 
on tour, traveling to Taiwan for their production of The Sleeping Beauty. She was 
accepted into the Orlando Ballet School Trainee Program under Fernando Bujones 
and Peter Stark and was later promoted to an apprentice under the direction of 
Bruce Marks. While there, she expanded her repertoire by performing in many 
major ballets, such as Cinderella, La Fille Mal Gardee, Raymonda, Swan Lake, 
and Twyla Tharp’s Nine Sinatra Songs. She also had the wonderful opportunity to 
perform at NY City Center in the Youth America Grand Prix Gala in Laurie Jones’ 
Drigo. Ms. Schwartz later joined the Festival Ballet Providence, and performed in 
productions such as Giselle and Eldar Aliev’s 1001 Nights. The following year she 
joined the Rochester City Ballet. There she enjoyed dancing in George Balanchine’s 
Serenade and Jamey Leverett’s How to Break a Heart and The Blood Countess. Ms. 
Schwartz has danced with Ballet Quad Cities since 2011 and has been featured 
in works by Courtney Lyon, Deanna Carter, and Elie Lazar including the roles of 
Lucy in Carter’s Dracula, Micaela in Carter’s Carmen, and the Fairy Godmother in 
Lyon’s Cinderella. She also teaches adult ballet and leads body conditioning classes 
for Ballet Quad Cities School of Dance.

Hadley Smith is from Dayton, Ohio where she trained under Barbara Pontecorvo 
at Pontecorvo Ballet Studios and the associated pre-professional company, Gem 
City Ballet. While dancing at Gem City Ballet, she performed many leading roles, 

such as Odette/Odile in Swan Lake and Snow Queen in The Nutcracker. She also 
danced in Balanchine’s Serenade, Valse Fantasie, and Raymonda Variations. Ms. 
Smith’s dance education includes summer intensives with Ballet Chicago, Central 
Pennsylvania Youth Ballet, North Carolina Dance Theatre, The School of American 
Ballet and Milwaukee Ballet. Ms. Smith is thrilled to be joining Ballet Quad Cities 
for their 2014-2015 season. 

Carolyn McGuire, Student Trainee, is from Bettendorf, IA and began studying 
dance, violin, and piano at the age of five. Since becoming a student of Ballet 
Quad Cities School of Dance in 2005, she has had the opportunity to perform 
in numerous productions as a member of Ballet Quad Cities II (the student 
ensemble), under the direction of Margaret Huling and Courtney Lyon.  She 
performed with the professional company, doing corp work in From the Pages of a 
Young Girl’s Life, Delicatessen, Coppelia, The Nutcracker, The Sleeping Beauty, and 
Cinderella. She especially enjoyed performing in Huling’s Black Coffee and Lyon’s 
premiere of Rite of Spring (2014) during her first year as a student trainee. The 
past two summers, she attended the Glenda Brown Choreography Project at the 
University of Missouri-Kansas City, where she worked with Thom Clower, Paula 
Weber, Jennifer Medina, Carly Snelling, and Ceasar Barajas, along with a number 
of up-and-coming choreographers. Carolyn is thrilled to begin her second season 
as a student trainee with Ballet Quad Cities.

BALLET QUAD CITIES
613 17th Street, Rock Island, IL 61201

(309) 786.3779
WWW.BALLETQUADCITIES.COM
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Do you have a musical background?
Music and dance go hand in hand.  Growing up my home was full of music, my siblings studied piano, percussion and violin; I studied piano 
and viola; and we all enjoyed voice and theater.  At dinner, the house rule was “No singing at the table!”  Each of us played in youth orchestra 
during the summer.  It’s clear that a music background influenced my dance. Understanding the structure of a piece of music, how and why 
things sound a certain way, and knowing how the music feels when I play an instrument–these were important to me.  Many talented dancers 
have never studied an instrument, but for me it was paramount.  It is a huge thrill to perform to live music, because dancers feel it as well as 
hear it.  Ballet Quad Cities’ growing collaboration with Orchestra Iowa has been particularly inspiring.

Which roles have been your favorite to dance?
Ah, my favorite roles...this is a tough one. I have had great opportunities, all very different.  At Butler, two come to mind:  the Snow King in 
Tchaikovsky’s classical Nutcracker and Henchman/Cop in Paul Taylor’s Le Sacre du Printemps (The Rehearsal), a modern dance interpretation 
of Stravinsky’s The Rite of Spring.  Even though I hoped to dance professionally, after these performances I knew I actually would!  At Ballet 
Quad Cities, my favorites are Arabian in Nutcracker and Don José in Deanna Carter’s Carmen.  I never get tired of The Nutcracker, year after 
year, and performing Arabian was just pure fun.  Developing Don José’s character challenged my combined acting and dance, but the effort 
added an emotional dimension to my performance that I did not realize was even there.

What advice would you give to a young dancer?
If you are passionate about dance, don’t allow anyone influence it in a negative way.  Change dance schools and friendships if necessary.  Be 
patient with your body.  Late physical development is very frustrating--the body will get there when it’s ready and not a moment before.  Don’t 
compete with anyone except yourself.  Everyone has different strengths and this is okay.  Ballet can be overwhelming and if you are not careful 
it can consume you.  Remain interested in other things and other people, and curious about the world around you.  Finally, hard work and 
dedication make ballet look effortless, but make sure that it is still fun!!  When all else fails, smile--you are an athlete who moves to music 
instead of with a ball.  You are a dancer!

When and how did your 
dance career begin?
Growing up in Washington 
DC, my family frequently 
attended live theater and 
music events.  My parents 
claimed it was the only time 
that the three of us would 
sit still.  We were the only 
kids who ran toward the 
orchestra pit at intermission 
instead of the lobby!  When 
I was 9, my mom took me 
to open auditions for young 
boys in the party scene for 
The Washington Ballet’s 
Nutcracker.  It went well 
because afterward, Mary 
Day, the company founder, 
declared that she wanted 
me to take ballet lessons in 
her school. My surprised 
mom asked if this was what 
I wanted, and I simply 
nodded. My dad, a former 
college football player, just 
smiled broadly with a “good 
for you!”  My parents have 
never stopped supporting me 
since that moment.



OVERTURE MAGAZINE | OCT/NOV 2014 - 38 -

D E D I C AT E D  S E R V I C E S   |   E X P E D I T E D   |   M A L O N E   |   L O G I S T I C S   |   S P E C I A L I Z E D  T R A N S P O R TAT I O N   |   T E M P E R AT U R E  C O N T R O L L E D  T E A M  S E R V I C E

w w w . c r s t . c o m      |      1 - 8 0 0 - 7 3 6 - 2 7 7 8

CEDAR RAPIDS HAS ALWAYS COME FIRST FOR US.
It’s been 58 years since we began operations as “Cedar Rapids Steel Transport.”

Thousands of employees and millions of miles later, we’ve never

lost sight of our home. We know the extraordinary dedication and work ethic

of the people in this community have been the power behind our success. 

That success has allowed CRST to support not only a large local workforce

but to invest millions of dollars in this community. We believe

supporting many deserving non-proft organizations helps to make Cedar Rapids

a better place to live ... and keeps CRST a great place to work.

Visit us at www.crst.com.
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Guaranty Bank is 
proud to sponsor 
Orchestra Iowa in 
preserving the love 
of fine arts in our 
community.
 
By assuring your most 
beloved traditions 
are kept alive locally, 
Guaranty Bank is there 
for your kind of life.

(319) 286-6200 | www.Guaranty-Bank.com

THE ROBBER 
BRIDEGROOM
November 6-9, 2014

KIRKWOOD JAZZ 
ENSEMBLES 
FEATURING GUEST 
ARTIST JAMES MILLER
November 15, 2014

UPCOMING 
PERFORMING 

ARTS AT  
KIRKWOOD 

COMMUNITY 
COLLEGE

Visit www.kirkwood.edu/artshumanities for ticket information.

call today!  800-332-0245

 
*
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*Services not available in all areas.  Upload and download speeds may vary.
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Or listen at www.kcck.org

Download the KCCK app for iOS or Android 
and listen to Iowa’s Jazz Station right now!

M

There’s a great

jazz station
in your pocket.

Orchestra Iowa’s own upscale concert venue continues to attract enthusiastic crowds wanting something a little different on a night out. 
This cool, ambient space hosts everything from contemporary jazz bands to touring a capella groups to world famous concert pianists. 

The first Friday of every month, Opus Concert Cafe and KCCK team up to present the First Friday Jazz Series with live music, live broadcast, 
delicious light fare provided by Zins Restaurant and drink specials from our well-stocked cash bar.  

FIRST FRIDAY JAZZ DOORS 4:30P MUSIC 5-7P
November 7

DAN MOORE & FRIENDS
DECEMBER 5

THE BILL BERGEN QUARTET
JANUARY 2

THE COMMONS COLLECTIVE
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Having a Party?
With a wide range of amenities, the Opus Concert Café is an upscale, acoustically sound 
facility located in downtown Cedar Rapids on the Paramount Theatre campus and is the perfect 
location to host your next holiday party, reception, meeting, rehearsal dinner or performance!
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Orchestra Iowa holds gifts received through bequests and other deferred plans in endowment funds. Growth of these funds are necessary 
to guarantee the Orchestra's future as they generates annual revenue that helps to assure artistic growth and development, expand and 
maintain education and engagement programs, and keep ticket prices affordable. 

Donors making a minimum $5,000 contribution to one of Orchestra Iowa’s endowment funds are permanently enrolled in the Gold 
Baton Circle. Endowment funds and naming opportunities are available for:

  General Endowment Fund   

  Conductor's Podium     

  Guest Artist Fund

Donors may make endowment contributions either through a straightforward gift of cash or stock, or they may choose to make a 
deferred gift. These gifts include future donations from estate assets that may have a strong impact on income and estate taxes. A variety 
of vehicles are available including wills and bequests, gift annuities, life insurance and charitable trusts. Those who include Orchestra 
Iowa in their estate plans are permanently enrolled in the Maestro’s Circle. 

Both Gold Baton and Maestro’s Circle donors are recognized throughout the year at special events and performances. 

For more information, please contact Orchestra Iowa at 319.366.8206. Or if you have already included Orchestra Iowa in your estate plan, 
please let us know. We would like the opportunity to express our thanks to you.  

         ORCHESTRA IOWA

John Bickel
Steve Caves
Tim Charles
Magda Golobic
Cathy Connors Gullickson
Carol Hills
Jim Hoffman
Dick Johnson
Clay Jones
Jan Kazimour
Barbara Knapp

Peter Kolln
Denny Redmond
James Sealy
Pat Sedlacek
Bill Shuttleworth
John Smith
James Stickley
Don Thompson*
Steve West
Mike Wilson
*Ex-officio

PRESIDENT
Richard Minette

VICE PRESIDENT
Rachel Mills

SECRETARY/TREASURER
Leland Smithson

 Orchestra Iowa School Fund

  Musician Chairs 

  Music Fund



MAESTRO’S

The Maestro’s Circle are individuals who have included the 
Orchestra’s Endowment Fund in their planned giving. 

John & Mary Ellen Bickel

Janet Blackledge

John & Karen Brandt

Steve & Suzanne Caves

Tim & Janice Charles

Jane Coyne

Greg & Wendy Dunn

Rad & Joyce Finch

Marjorie Fletcher

Les & Katrina Garner

Terry & Carey Downs Gibson

Bob & Penny Gilchrist

Tony & Magda Golobic

Barbara Green

Marc & Cathy Gullickson

Kathy Hall & Terry Pitts

Timothy & Jillien Hankewich

Mary Lou & Don Hattery

Margaret Haupt

Ted & Tish Healey

Jane Walker & David Hempel

Jerry & Jennifer Henry

Jared & Carol Hills

James & Ann Hoffman

Alice Hoffmeier

Robert Holmes & Sharon Carmody-Holmes

Fred & Dee Ann Johnson

Clay & Debbie Jones

Ed & Stephanie Karr

Robert F. & Janis L. Kazimour

Barbara Knapp & Jim Nikrant

Peter & Ingrid Kolln

Dennis & Karen Kral

George & Ludene Krem

Bob Kucharski

Mick & Jan Landgren

David & Ann Lawrence

Thea & Roger* Leslie

C. John & Dina Marie Linge

Doug & Marlene Loftsgaarden

Tom & Marilyn Mark

Robert Massey 

Larry McGrath

Vincent & Rachel Mills

R. P. “ Dick “ & Kate Minette

Jim & Rose Marie Monagan

Paul & Jennifer Morf

Jeffrey & Kristine Nielsen

Greg & Debbie Neumeyer

Clark & Jacquie Oster

Jerry & Marilyn Owen

Mrs. Lanette C. Passman

Denny & Jan Redmond

Jack & Jackie* Roland

Bob Rush & Judi Whetstine 

Eugene R. Schwarting

Craig & Gretchen Sealls

Margaret & Tom Sears

Doug & Pat Sedlacek

Chris Shimon

Bill & Teddy Shuttleworth

Marilyn & Dayton* Sippy

John & Dyan Smith

Leland & Peggy Smithson

Sara & Al* Sorensen

Dorotha Sundquist

Dr. James & Marianna Stickley

Robert & Ann Swaney

Don & Mary Thompson

Dr. Christian Tiemeyer & Patti Farris
Tiemeyer

Peter & Susan Tilly

Peggy Boyle Whitworth*

Stan Wiederspan

Myron & Esther Wilson

Jason & Leslie Wright

Elaine Young

*indicates posthumous recognition

For more information about making a planned gift please call 319.366.8206.
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Now Offering 
Voice Lessons 

Harmony Chorus
Harmony Chorus is a new program offered this 
year. It consists of kindergarten and first grade 
students from across Eastern Iowa who are excited 
about making music together. Director Jessica 
Muters, who also teachers at Viola Gibson School 
in the Cedar Rapids School District, leads the 
Harmony Chorus. Meeting weekly, the chorus 
offers valuable life and musical skills. Auditions 
were held in early September and the program 
proved to be so successful that the group was 
split into two sections to accommodate all the 
excited singers. Harmony Chorus joins two other 
established choirs Odyssey (grades 2-3) and 
Discovery (grades 4-6). New students will be 
accepted into all three choruses, so if there is a little 
one in your family that loves to sing, we have a 
program for you! 

Student Recital

The Orchestra Iowa School will host it’s first student 
recital in many years in the Opus Concert Café.  
It will feature those exceptional students who 
have prepared pieces and are ready to perform 
for your enjoyment. This recital allows students 
more opportunities to perform without requiring 
them towait for an annual single-studio recital in 
spring. The November recital will feature the first 
performance of the newly formed student chamber 
ensemble comprised of students Gloria Chang, Julia 
Narhi and Brooks Pappendick and are coached 
by faculty member Lisa Ponton, principal violist 
for Orchestra Iowa. This experience is a crucial 
part of a student’s development as a musician, 
and it teaches the vital and often delicate social 
and musical skills required to create a successful 
ensemble. Two other cross-studio recitals will be 
held this year in March and May in Orchestra 
Iowa’s cutting edge recital hall, Opus Concert Café. 
Recitals are free and open to the public. 

Saturday, November 22 10:00 AM

Chad Sonka, a native of 
the Eastern Iowa Corridor, 
has returned from New 
York City after two years 
pursuing a Master’s degree 
at the Manhattan School 
of Music with Mark 
Oswald. Most recently, 
Chad sang Dancaïro in 
the Cedar Rapids Opera 
Theatre production of 
Carmen. Please call us at 
319.366.8206 to begin lessons.

Opus Concert Café
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ACROSS
1. 

5. group of musicians who play together
8. leads the orchestra
9. the stick the maestro uses to conduct
10. 

12. highest and smallest wood instrument

DOWN
1. used with all string instruments
2. when one musician plays alone
3. who watches the musicians
4. 

6. 

7. biggest brass instrument
8. what musicians read
10.

11. instrument with a keyboard

1. used with
2. when one 
3. who watch
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4. 

6. 
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WORD SEARCH

BOW
CELLO
DUET
FLUTE
MUSIC
NOTES
ORCHESTRA
PLAY
TRUMPET
VIOLA

scan this QR 
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puzzle keys
code for the 
puzzle keys



OVERTURE MAGAZINE | OCT/NOV 2014 - 46 -

The premiere local source for string players from the 

amateur to working professional, the Artisan Fine 

String Shoppe by West Music offers a fine selection 

of new and antique violins, violas, cellos, and basses.

THE 2014 SPRING
STRING SHOWCASE!
Coming March 15th – June 16th

Featuring an expanded selection of unique inventory.
Check with your local West Music for specific dates.

VISIT THE NEW SHOWROOM LOCATED IN WEST MUSIC CORALVILLE!

PIANOS  GUITARS  DRUMS  BAN ORCHESTRA  LESSONS  REPA MUSIC THERAPY

Coralville, IA | Marion, IA | Cedar Falls, IA | Decorah, IA | Dubuque, IA | Moline, IL | Ottumwa, IA | Urbandale, IA

HE IS THE MOST 
UNINTERESTING MAN 
IN THE WORLD.

www.honkamp.com  I  319.378.3370  I  1751 Boyson Road  I  Hiawatha, IA

HIS FINGER MOVEMENTS ON 

A CALCULATOR HAVE BEEN 

COMPARED TO THOSE OF A 

CONCERT PIANIST PLAYING 

A CHOPIN NOCTURNE. 

KYLE KUNZ
PARTNER
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Clock Tower Plaza         1801 2nd Street, Ste 130           Coralville, IA 52241           319.351.8374     

ADM thanks America’s 

farmers. Our work would not 

be possible without the hard 

work of farming families. 

Stop by and visit us at one 

of our area facilities in Cedar 

Rapids, Clinton, Des Moines, 

Keystone, Kalona, Burlington 

or Washington.

Learn how ADM farmer 

services can work for you at 

www.adm.com/farmers.
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Also Appearing At: Monticello (11/28), Davenport (11/30),
Ottumwa (12/6), Des Moines (12/7), Burlington (12/10),

Dubuque (12/13), Cedar Falls (12/14)

www.PianoFavorites.com

P a r a m o u n t  T h e a t r e
Sat. Nov. 29 – 2:30 pm 

$29-$42 ( ) Charge by phone at (319) 366-8203, 
online at www.ParamountTheatreCR.com, or in person

at the Paramount Theatre / Orchestra Iowa Ticket Office.
A Benefit for Camp Courageous of Iowa

incl.
fees

Your Payroll. 
Your Future.

www.future  systems.net

Proud to Support
Arts & Culture
in Cedar Rapids

Future Systems, Inc.
6045 Rockwell Dr. NE
Cedar Rapids, IA 52402
1-800-453-5809
info@future-systems.net

Since 1993
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®

GreatAmerica is proud to 
support the performing arts in 
the Cedar Rapids community.
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Maurice RAVEL

Robert SCHUMANN

Antonín DVOŘÁK

Le Tombeau de Couperin
    I. Prélude
    II. Forlane
    III. Menuet
    IV. Rigaudon

Cello Concerto, Op. 129
    I. Nicht zu schnell
    II. Langsam
    III. Sehr lebhaft

Symphony No. 6, Op. 60
    I. Allegro non tanto
    II. Adagio
    III. Scherzo (Furiant): Presto
    IV. Finale: Allergro con spirito

– intermission –

Joshua Roman, cello

Friday, November 7, 7:30 PM
Saturday, November 8, 7:30 PM

 

Timothy Hankewich, Music Director

Englert Theatre
Paramount Theatre
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Le Tombeau de Couperin
MAURICE RAVEL, 1875-1937

Joseph Maurice Ravel was born at Ciboure, Basses Pyrénées, France, 
on March 7, 1875, and died in Paris on December 28, 1937. He 
composed Le Tombeau de Couperin first as a suite in six movements 
for solo piano between 1914 and 1917. In 1919 he orchestrated four 
of these movements. The first performance of the orchestral suite 
took place in Paris on February 28, 1920, Rhené-Baton conducting. 
The score calls for a modest orchestra of  two flutes (second doubling 
piccolo), oboe, two clarinets, two bassoons, two horns, trumpet , 
harp and strings. Duration is about 17 minutes. 

During the sixteenth and seventeenth centuries, French poets 
frequently wrote short poems—or assembled collections of 
such poems—commemorating the death of a notable person. 
Such poems were called tombeaux (“tombstones”). Usually 
the deceased person to be so honored was of the high nobility, 
though occasionally the death of a great poet, like Ronsard, 
might generate an outpouring of literary tributes. During the 
seventeenth century the tombeau tradition was adopted by French 
composers, who wrote their works most frequently for solo lute 
or solo harpsichord, usually in the form of a slow, stately dance 
movement. A group of French composers in the late nineteenth 
and early twentieth centuries, concerned with recapturing some 
of the history of the French musical tradition, began reusing the 
neo classical dance forms in their compositions. Ravel was the first 
to reuse the term tombeau in his tribute to his great predecessor 
François Couperin (1668 1733), whose music shares with Ravel’s 
own a characteristic concern for grace, elegance and decoration. 

The original piano solo version of Le Tombeau de Couperin  
occupied Ravel some three years, on and off, during the 
devastating course of World War I, which was personally 
shattering to him. The piano work was a tombeau not only to the 

Baroque composer Couperin but also to deceased friends—each 
of the six movements was dedicated to a victim of the war. The 
piano version contained the following sections: Prélude, Fugue, 
Forlane, Rigaudon, Menuet, and Toccata. When Ravel decided to 
orchestrate the work in 1919, he omitted the Fugue and Toccata 
entirely and reversed the positions of the Menuet and Rigaudon. 

The music of Ravel’s Tombeau is not really an evocation of 
Couperin’s own style—not even in a very extended way. Ravel 
simply hoped to pay tribute to the entire French musical tradition 
(then evidently under attack, culturally as well as militarily, 
from Germany). In its orchestral guise, the Prélude, with its 
running sixteenth note figurations, makes extended demands 
on the articulation and breath control of the woodwind players, 
especially the oboist. The Forlane is fetchingly graceful, delicate 
and highly polished. (Oddly enough, given Ravel’s evident 
intention of commemorating French music, the forlane is an 
old dance from Italy, not France!) Ravel was evidently especially 
fond of the Menuet, which was the last music to be seen on his 
music rack when he died in 1937. The Rigaudon, with its brassy 
outbursts, brings Tombeau to a cheerful and lively conclusion. 

Cello Concerto, Op. 129
ROBERT SCHUMANN, 1810-1856

Robert Alexander Schumann was born in Zwickau, Saxony, on June 
8, 1810, and died in Endenich, a suburb of Bonn, on July 29, 1856. 
Schumann composed his Cello Concerto between October 10-24, 
1850, but the first performance was posthumous, given by Ludwig 
Ebert at the Leipzig Conservatory on June 9,1860, in honor of the 
composer’s fiftieth birthday. In addition to the solo cello, the score 
calls for flutes, oboes, clarinets, bassoons, horns and trumpets in 
pairs, timpani and strings. Duration is about 25 minutes.

At the beginning of September 1850, Robert Schumann, with his 
wife Clara and their six children, moved to Düsseldorf, where 
Robert was due to take up the directorship of the Düsseldorf 
Music Society. He had been so eager to leave Dresden, where 
the family had spent eight dreary years, that he did not ponder 
Düsseldorf ’s bad reputation as a town that destroyed conductors. 
Schumann wanted an orchestra of his own, and he would get 
one in Düsseldorf. The appointment began very successfully 
with a welcoming serenade followed by a concert, supper, and 
ball, presented by the local musicians. Clara, always utterly 
proper, found social standards lax; she referred to “the breezy, 
unconstrained conduct of the women, who at times surely 
transgress the barriers of femininity and decency....Marital life 
is more in the easygoing French style.” But the welcoming party 
made them hope for the best. That warm feeling did not last long. 
Two years later, Robert was asked to resign. Already, perhaps, 
his mental condition made him fragile, and about a year later he 
attempted suicide by throwing himself into the Rhine, and was 
committed to a mental hospital until his death in 1856.

But at the beginning of the Düsseldorf stay, those unhappy events 
were all in the unanticipated future. Schumann in fact seemed 

notes



OVERTURE MAGAZINE | OCT/NOV 2014- 53 -

emboldened to a new creative outburst by the forces he now 
had at his disposal. The first fruit of this mood was the Cello 
Concerto, composed in only fifteen days that October, and soon 
after he wrote the Rhenish Symphony and revised his D minor 
symphony into what he considered its definitive form (Symphony 
No. 4). To those large works can be added two violin sonatas, the 
Märchenbilder for viola and piano, two cantatas, and a number of 
overtures.

Clara Schumann, always her husband’s first confidant and critic, 
was delighted by the cello concerto. “It pleases me very much and 
seems to me to be written in true violoncello style,” she noted in 
her diary on November 16, 1850. The following October she wrote: 
“I have played Robert’s Violoncello Concerto through again [on 
the piano], this time giving myself a truly musical and happy hour. 
The romantic quality, the vivacity, the freshness and humor, also 
the highly interesting interweaving of violoncello and orchestra 
are indeed wholly ravishing, and what euphony and deep feeling 
one finds in all the melodic passages!” But Robert himself must 
not have been so sure; he held onto the score for two more years.
 
The Cello Concerto has never been as popular as the brilliant 
piano concerto of a decade earlier. Some commentators have tried 
to find evidence of Schumann’s forthcoming mental breakdown 
to explain this fact, but it is easier (and I think, more accurate) 
to consider this work a product of experiment. Throughout the 
work he compresses his ideas and invents new ways to connect 
the parts of a multi-movement composition. The very opening—
the woodwind chords over pizzicato strings and the wonderful 
cello melody that follows—have long-range importance. The idea 
of the chords pervades the slow movement and as if the concerto 
were an opera with the cellist as diva, the cello theme becomes a 
conversation shared between soloist and orchestra. This becomes 
the bridge to the finale. Each movement is linked to the next (a 
trick Schumann might have learned from Mendelssohn, who 
disliked having the music stop at the end of each movement, 
because that invited audience applause, which he found intrusive). 
If Schumann learned something from Mendelssohn, Brahms 
clearly learned from Schumann the trick of shifting meter (to 6/8 
here) in the later part of the finale. The cadenza that appears just 
before the metric shift was surely an inspiration to Elgar, a great 
admirer of Schumann, for his cello concerto, which has the same 
kind of overall mood of being “internalized”—a remarkable feat 
for a piece in a genre as exuberant as the concerto normally is.

JOSHUA ROMAN, cello
“A cellist of extraordinary technical 
and musical gifts” (San Francisco 
Chronicle), Joshua Roman is 
recognized as an accomplished 
composer, curator, and programmer, 
particularly in his work as Artistic 
Director of Seattle Town Hall’s 
TownMusic series, with a vision 
to engage and expand the classical 
music audience. Roman was named 
a 2011 TED Fellow, joining a select 
group of next generation innovators 
of unusual accomplishments who 
show potential to positively affect 
the world. 

i
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Alliant Energy is 

proud to support the 

performing arts.

We may not be on stage. But we’re working behind the 
scenes making sure the energy powering many performances 
is reliable, affordable and environmentally responsible.  
It’s just one more way that Alliant Energy is on for you. 

Star Performer
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Symphony No. 6, Op. 60
ANTONÍN DVOŘÁK, 1841-1904

 

Antonín Dvořák was born in Nelahozeves (Mühlhausen), Bohemia, 
near Prague, on September 8, 1841, and died in Prague on May 
1, 1904. He composed the Sixth between August 27 and October 
15, 1880, dedicating it to the conductor Hans Richter. The first 
performance took place in Prague on March 25, 1881, with Adolf 
Cech conducting. The score calls for two flutes (second doubling 
piccolo), pairs of oboes, clarinets, and bassoons, four horns, two 
trumpets, three trombones and tuba, timpani and strings. Duration 
is about 41 minutes.

In his Fifth symphony, Dvořák learned not only from the 
experience of his previous four symphonies but also from the 
study of Brahms’s recent D-major symphony (the Second). Dvořák 
echoes Brahms in the new intricacy of thematic contrapuntal 
textures and the fact that he does not make the beginning of his 
recapitulations the moment of greatest volume and drama, but 
reserves that for the codas of the first and last movements. From 
Brahms, too, Dvořák learned how to connect his ideas so that 
they seem to flow naturally, organically from one to the other. Yet 
at the same time, the work is without question that of Dvořák, 
who remains the unspoiled child of nature, always direct and 
unselfconscious in his directness. 

As with the Brahms Second, Dvořák uses the sunny opening theme 
as a mine from which he extracts a large part of the material—
often as little as a motive of two or three notes—from which he 
builds a glorious movement. The richness of the exposition turns 
mysterious and tense during much of the development section, 
which carries us to a distant harmonic world, only to tumble 
headlong back home to the recapitulation. This is entirely regular 
(repeating both the first and second themes, as expected), but at 
its end, rather than dying away, Dvořák takes us to a new level of 
sunlight to end the movement with a brilliant burst of energy.

The Adagio suggests in its opening gestures a reference to the 
slow movement of Beethoven’s Ninth Symphony but Dvořák 
consciously avoids Beethoven’s emphasis on two contrasting 
themes (and their contrasting keys) and makes the entire 
movement a remarkable cogitation on a single theme, with 
interludes that are further considerations of the main material. 
It flows easily past the listener, but the more often we hear it the 
more subtle it becomes.

The third movement is formally a Scherzo, but Dvořák notes that 
his material is in the Czech dance form of the Furiant, in which the 
triple meter is filled with constant shifts, which are easy enough 
to imagine if you think a series of beats as follows (moving evenly 
and rapidly), in which every 1 is strongly accented:

 1 - 2 - 1 - 2 - 1 - 2 | 1 - 2 - 3 - 1 -2 - 3

It is a feature of much of Dvořák’s music and  it delivers a great 
rhythmic punch. The Trio is lighter, less rhythmically driven and  
almost devoid of the furiant rhythm, which comes back full-force 
for the return of the opening material.

Possibly in another bow to Brahms, Dvořák begins his finale 
pianissimo, but it soon grows to a glorious symphonic movement 
replete with a dance-like character, yet with the thematic material 
fully developed along the way. The grandiose coda begins with the 
entire orchestra dropping out to leave the violins madly cascading 
to a new presentation of the main theme, now fragmented in a 
Presto tempo. Gradually the full sonority of the orchestra carries 
the work to its sonorous close. 
© Steven Ledbetter (www.stevenledbetter.com)

notes
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TOGETHER WE SEE A WAY

Dedicated partners 
in building a stronger 
community.

CEDAR RAPIDS  |  DES MOINES  |  OPNARCHITECTS.COM

Our customers 
love our 

mobile banking.
(But not during the show.)

MAIN OFFICE
221 3rd. Ave. S.E.
(319) 896-7777

BLAIRS FERRY OFFICE
400 Blairs Ferry Rd. N.E.
(319) 221-1230
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A T T O R N E Y S  A T  L A W

performance, experience, innovation

Workers’ Compensation
Employment Law

Family Law
Civil Trial Practice

Trucking, Railroad & General Transportation
Real Estate, Contract & Transactions

scheldruplaw.com   866.250.1781

CEDAR RAPIDS    DES MOINES   OMAHA   PHOENIX

What are you waiting for?
65 acres  
of beautiful timber  
and rolling lawns 
outside your door.

Your life  
 as it should be.

What are you waiting for?

1224 13th Street NW  Cedar Rapids, IA 52405
319-365-9171

www.methwick.org
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BRUCEMORCHESTRA: OPENING NIGHT RECEPTION

Orchestra Iowa opened its 93rd season with another successful performance under the stars on the lawn of the historic Cedar 
Rapids Brucemore Estate on one of the very last balmy Sunday evenings of summer. Prior to the performance, a Americana themed  
party, complete with hog roast and picnic-style sides, live music and great company, was enjoyed by many Orchestra Iowa members 
and supporters. The weather was gorgeous, the setting beautiful and the evening’s festivities a perfect farewell to summer and 
welcome to the 2014/2015 cultural season in the Corridor.

Where The Living Is Easy
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Lyse Strnad, MD   John Stamler, MD, PhD   Chris Watts, MD   George Wandling Jr, MD
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MARCH 21 - 2:00 & 7:30 P.M.
MARCH 22 - 2:00 P.M.

PARAMOUNT THEATRE

Tickets: $20 - $35
(Additional service fees may apply)

Paramount Theatre Ticket Office / 119 Third Avenue SE / Cedar  Rapids, IA 52401
319.366.8203              www.paramounttheatrecr.com

      L
OVE

Changes Everything
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Capital Markets – Investment Banking      Private Equity      Asset Management

Strong partners build  
stronger communities.

The Schmidt, Vander Leest & Wenzel Group 
Private Wealth Management
200 5th Avenue Southeast, Suite 102
Cedar Rapids, IA 52401
319-365-3397 . 800-365-3397
rwbaird.com 

A community counts on the efforts and contributions of many individuals  
to make it a great place to live and work.

Baird salutes those with the commitment, talent and willingness to work 
together toward great outcomes in all our lives.

© 2014 Robert W. Baird & Co. Incorporated. Member SIPC. MC-42676.
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When you come to Pioneer Graphics for your printing projects, 
you’ll be a big hit every time! Our experienced staff will ensure that 

you shine with the highest quality and fastest turnaround 
for all of your printing needs. 

Call Jim Sigmon today!

jsigmon@thepioneergroup.com 
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ORCHESTRA IOWA
ADMINISTRATION

Chief Executive Officer
Robert Massey

Chief Operating Officer
Ed Karr

Chief Financial Officer
Kelley Cole, CPA

Patron Engagement Officer
Darcy Caraway

School Manager
Karen Liegl

Ticketing Systems Manager
Megan Schmitt

Marketing Manager
Jade Burgess

Institutional Relations Manager
Devin van Holsteijn

Operations Manager
Ben Klaus

Executive Assistant
Cayte Connell

Marketing Specialist
Dee Bierschenk

Stage Manager
Jan Rosauer

Orchestra Personnel Manager / Librarian
Blaine Cunningham

Lisa Dlouhy

Ray Johnston

Claire Leonard

Shirley McElroy

Lisa Renfer

Beatriz Smith

Hannah Spina

Deb Winter

Ticket Office Associates

OVERTURE MAGAZINE
119 Third Avenue SE

Cedar Rapids, IA 52401

overture@orchestraiowa.org    319.366.8206

UPCOMING EVENTS
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Timeless music that inspires something greater. 
Pieces that connect you to your world. Music 
that transports you to “Ahhhhhhhhhhhhhh.” 

Find it all on Iowa’s classical service.

Be inspired.
IPR Classical.

101.7 FM
WWW.IOWAPUBLICRADIO.ORG


