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Alpha by Composer Index of Program Notes Written by James Pegolotti  for Concerts 
of the Danbury Concert Association From May 21, 1995 to Oct. 20, 2019 


Separated into Six Segments:  I, II, III, IV, V, and VI 


Alpha List by Composer I 
Bach, J. S.   Art of the Fugue (Selections)    
Bach, J.S.  Bach Cantatas: short essay    
Bach, J.S.  Cantatas      
Bach, J.S.  Chromatic Fantasy and Fugue BWV 903   
Bach, J.S.  Concerto in D Minor; two violins   
Bach, J.S.  English Suite No. 4 in F Major BWV 809   
Bach, J.S.  French Suite, No. 6 in E Major    
Bach, J.S.  Partitaa No. 2 in C Minor    
Bach, J.S.  Ricercare from Musical Offering-sextet   
Bach, J.S/A. Marcello   Concerto in D Minor, BWV 974   
Barber, Samuel   Souvenirs for Piano, Op. 28    
Barber   String Quartet, Opu 11 (1936)    
Bartok   Out of Doors, Sz. 81     
Bartok   Romanian Folk Dances, Sz 56 (1915)   
Bartok   Divertimento for strings (1939)    
Bartok   String Quartet No. 3     
Bartok   Three Burlesques, Op. 8C    
Bax,  Arnold  Elegiac Trio for Flute, Viola & Harp   
 Beethoven, Ludwig Piano Trio No. 1 in E-flat Major Op 1   
Beethoven  Piano Trio in D Major, Op. 70 “Ghost”   
Beethoven  Piano Variations and Fugue “Eroica”   
Beethoven  Septet in E-flat major, Op. 20    
Beethoven  Sextet in E-flat Major: horns/strings   
Beethoven  Sonata for Horn and Piano in F Major        
Beethoven  Sonata in E Flat Major, Op. 31, No. 3   
Beethoven  Sonata No. 5 in F major, Op 24 “Spring”    
Beethoven  Sonata No. 23 in F Minor, Op. 57   
Beethoven  Sonata in C sharp minor, op. 27 “Moonlight”     
Beethoven  Sonata No. 32, Op. 111     
Beethoven  Trio in B-flat Major for Clarinet,  Cello & Piano Op 11     
Beethoven  32 Variations on an Original Theme   
Beethoven  Violin Sonata No. 1 in D Major, op. 12   
 


Alpha List by Composer II 
Berlin, Irving/Tatum, Art  “Blue Skies”      
Blumer, Theodor     Sextet, Theme & Variations, Op. 45   
Bolcom, William Nine New Bagatelles (2006)   
Bonds, Margaret       Troubled Water (based on Negro Spiritual    
Borodin , Alexander “Notturno” from String Quartet No. 2   
Brahms, Johannes Fantasies, Op. 116  (Selections)    
Brahms   Piano Quintet, Op. 34     
Brahms   Piano Trio No. 1 in B Major, Op. 8               
Brahms   Serenade No. 1 in D Major     
Brahms   Trio for Clarinet, Cello & Piano, Op. 114    







Brahms   Trio for Horn, Violin & Piano, Op. 40   
Brahms   Variation s and Fugue on Handel Theme   
Brahms   Violin Sonata No. 1 in G Major, Op. 78   
Britten, Benjamin  Variations on a Theme of Frank Bridge     
Bruch, Max  Pieces for Clarinet, Viola and Piano   
Chopin, Frederic Andante Spianato et Grande Polonaise     
Chopin   Ballade No. 1 in G Minor, Op. 23    
 Chopin   Nocturne No. 5 in F-sharp Major Op 15   
Chopin   Polonaise in A-flat Major, Op. 53, “Heroic”    
Chopin   Sonata No. 3 in B Minor, Op. 58    
Chopin   Twelve Etudes, Op. 10     
Chopin   Variations Brillantes in B-Flat Major    
Copland, Aaron  Concerto for Clarinet and String Orchestra    
Copland  Danzon Cubano (Arr. Leo Smit)    
 


Alpha List by Composer III 
Danzi, Fritz  Quartet in B-flat major for bassoon and strings, op. 40/3    
Debussy, Claude  L’Isle Joyeuse      
Debussy  Sonata for Cello and Piano (1915)   
Debussy   Suite Bergamaque     
De Falla, Manuel Four Spanish Pieces; Dances; Fantasia Baetica      
De Falla   Ritual Fire Dance  
De Falla   The Three Cornered Hat: Dances   
D’Indy, Vincent  Sarabande and Minuet     
Dvorak, Antonin Cypresses for String Quartet    
Dvorak   Nocturne for strings in B Major    
Dvorak   Piano Trio in E-minor, Op. 90 “Dumky”   
Dvorak   Piano Trio in F-minor, Op. 65    
Dvorak   Piano Trio in G Minor, Op. 26    
Dvorak   String Quartet, op 106 in G major   
Dvorak   Waltzes, Op. 54     
Elgar, Edward  Introduction and Allegro    
Faure, Gabriel  Piano Quartet in C Minor (Op. 15)   
Garfield, Bernard   Quartet for bassoon, violin, viola and cello (1950)     
Gottschalk, Louis     “Le Banjo,” “Le Bananier,”  “Pasquinade,” “Dying Poet,” “The Union.”     
Grieg, Edvard  Holberg Suite, Op. 40     
Grunfeld, Alfred Soiree de Vienne     
Harbison, John   Twilight Music for Violin, Horn and Piano   
Haydn, Franz Josef Sonata No. 52, E-flat Major    
Haydn   Sonata in F Minor, Hob: XVII:6    
Haydn   Trio in A Major, Hoboken 15:9    
Honneger, Arthur Pastorale d’ete, H. 31     
Hummel, Johann “Military” Septet in C Major, op. 114    
Ives, Charles  “Alcott” from the Concord Sonata 


 
Alpha List by Composer IV 


Janacek, Leos  String Quartet No. 2, “Intimate Letters”    
Kirchner, Leon  Sonata No.  3     
Kreisler, Fritz  Recitativo and Scherzo, Op. 6  violin solo   
Lefebvre, Chaarles Suite       







Liszt, Franz  Annees de Pelerinage, Deuxieme Annee  “Apres une Lecture de Dante”   
Liszt   Annees de Pelerinage,Premiere Annee     
Liszt   Funerailles, Liebestram,  Transcendental Etude No. 10 in F Minor   
Liszt   Sonetto del Petrarca no. 104 in E major   
Liszt   Transcendental Etudes, Nos. 1-8   
Martinu, Bohuslav Nonet No. 2      
Mendelssohn, Felix Concerto for Violin for String Orchestra in D Minor   
Mendelssohn  Octet for Strings (1825)     
Mendelssohn  String Symphony No 10     
Mendelssohn  Trio No. 2 for Violin, Cello & Piano, Op. 66         
Mercadante, Saverio Flute Concerto in E minor, Op. 57   
Milhaud, Darius  Sonatine a trios, op 221b    
Mompou, Federico Variations on a Theme of Chopin   
Moravec, Paul    Tempest Fantasy for Piano Trio & Clarinet    
Mozart, Wolfgang Concerto for cello in D Major (K 447z)   
Mozart   Divertimento in F Major (K. 138)    
Mozart   Flute Concerto in D Major (K. 314)   
Mozart   Piano Concerto in C Minor, K. 491 (arr. I. Lachner for piano quintet)    
Mozart   Piano Concerto in E-flat Major, K.449 (arr. String Quartet by Mozart  
Mozart   Rondo in A Minor, K 511    
Mozart   Serenata Notturna, K. 239    
Mozart   Sonata for bassoon and cello in B-flat major, KV 292/196c     
Mozart   Symphony No. 41 in C major (K. 551)   
Mozart   Theme and Variations in B-flat: horns/strings    
Mussorgsky, Modeste  Pictures at an Exhibition     
Nietzsche, Frederic Five short pieces for piano   
Onslow, George   Quintet for Winds         
 


Alpha List by Composer V 
Perle, George  Toccata (1969)      
Piazzolla, Astor  Selections from “The Seasons”    
Piazzolla  Two tangos: Coral, Canyengue   
Poulenc , Francis Sextet for Piano & Winds    
Prokofiev Sergei  Overture on Hebrew Themes –Sextet        
Prokofiev  Sonata No. 2 in D minor, Op. 14    
Rachmaninoff, Serbei Piano Sonata in B-flat minor, Op. 36   
Ravel, Maurice  Gaspard de la Nuit     
Ravel   La Valse      
Ravel   Mother Goose Suite     
Respighi, Ottorino Ancient Airs and Dances, Suite No. 1   
Rimsky-Korsakov, Capriccio espagnol (arr. Blackwood)       
Roussel , Albert  Serenade for Flute, String Trio and Harp, Op. 30   
Rossini, Gioacchino Overture, La Scala di Seta    
Saint-Saens, Camille Sarabande & Rigaudon, Op. 93    
Saint-Saens  Sonata No. 1 in D minor, Op. 75    
Scarlatti, Domenico Four Sonatas for Solo Piano     
Schubert, Franz  Fantasia in C Major, D 760 (“Wanderer)   
Schubert  Impromptu No. 2 in A-flat Major   
Schubert  Impromptu No. 3 in B-flat Major   
Schubert  Piano Quintet in A major  D. 667 “Trout”   
Schubert  Piano Trio No. 1 in B-flat Major, Op. 99   







Schubert  Symphony No. 5 in B-flat Major, D. 485   
Schumann, Robert Carnaval, Op. 9      
Schumann  Manfred Ov erture and Suite    
Schumann  Piano Quintet, Op. 44 in E Flat Major   
Scriabin , Alexander Prelude; Nocturne, Op. 9 (left-hand)   
Scriabin   Piano Sonata No. 5, Op. 53    
Scriabin   Poemes, Waltz, Vers la Flamme, Op.72   
Shostakovich, Dmitri Chamber Symphony, Op. 110a    
Shostakovich  Piano Trio No. 2 in E Minor, Op. 67  
Shostakovich  Spanish Dance      
Sibelius , Jean  Impromptu for Strings, Op. 42    
Smetana, Bedrich Four Czech Dances    
Soler, Antonio  Two Sonatas, R. 21 and R. 88    


 
Alpha List by Composer VI 


Strauss, Johann, Jr. By the Beautiful Blue Danube; arr. Schulz-Evler     
Strauss, Richard  Intro (Sextet) to opera Capriccio    
Stravinsky,, Igor  L’Histoire du Soldat for Vioin, Cello & Piano     
Stravinsky  Petroushka: Three Movements    
Stravinsky  The Firebird: Infernal Dance, Berceuse and Finale.  
           Transcription (piano) by Guido Agosti   
Succari, Dia  La Nuit du Destin     
Suk, Josef  Elegy for Piano Trip, Op 23    
Suk, Josef  Piano Quartet in A Minor, Opus 1   
Surinachk, Carlos Tres cantos bereberes     
Tartini, Giuseppe Sonata in G Minor, Op. 1, No. 4 “Devils Trill”    
Tatum, Art            See Berlin, Irving 
Taussig, Carl  See Wagner, Richard 
Tchaikovsky, Pytor “Cantabile” from String Quartet No. 1   
Telemann, Georg Concert o in G Major for Viola & Strings   
Telemann  Don Quixote Suite     
Thuille, Ludwig    Sextet for Piano and Winds, Op. 6   
Touzet, Rene  Four Cuban Danzas     
Vienna—City of Music   Short essay     
Vivaldi, Antonio  Concerto in G minor for flute, oboe, strings and keyboard      
Vivaldi   Concerto for Strings in A Major, F. XI No. 4    
Vivaldi   Flute Concerto No. 2 in G minor, “La Notte”    
Vivaldi   Four Seasons      
Weber, Carl von Andante & Rondo “Ungarese”    
Wild, Earl  Piano Sonata 2000     
Wagner , Richard Liebescene und Verklarung  from Tristan und Isolde 
           Transcription (piano) by Carl Taussig   
Walter, August  Octet for strings and winds, Op.7   
Waxman, Franz   Fantasy on Bizet’s “Carmen”    
Wolf, Hugo  “Italian Serenade”     
Zwilich, Ellen        Trio for Piano and Strings    
 








Program Notes Written by James Pegolotti for Concerts by the Danbury Concert 
Association from April 20, 1996 to October 20, 2019. A Total of 60 Programs. 
 
Alpha Listing by Composer I: From J.S. Bach to Ludwig van Beethoven 
   
J. S. Bach (1685-1750)    The Art of the Fugue: I, IX, XI, Canon alla Ottava 
 The prolific J. S. Bach was the master of the fugue. Toward the end of his life he 
composed a variety of every type of contrapuntal operations he could think of. He called them 
simply “counterpoints” and it is believed he had no plans for their publication; his editors 
thought otherwise. A year after Bach’s death, out came Die Kunst der Fuge.  Today, The Art of 
the Fugue can be found in recordings and arrangements for piano, organ, chamber orchestra, 
string quartet and brass quintet. 


 It takes great fortitude to sit through a complete “Art,” but a goodly sample of Bach’s 
inspirations is always positive for the musical soul. The four counterpoints chosen for today’s 
program are good examples of Bach’s imaginative ways, whether the complications are done in 
slow, stately manner (I and XI) or trippingly on the keys (XI and the Canon). Special attention 
should be given to Counterpoint XI, which one commentator notes as being “one of the most 
chromatic and ‘modern’ pieces Bach wrote.” 
   Gilles Vonsattel, piano   April 21, 2007       
 
 
J. S. Bach (1685-1750)    The Bach Cantatas----Church and Secular. 


In 1517 when Martin Luther posted his 95 theses onto the door of the castle church in 
Wittenberg, the Lutheran Reformation began. Two hundred years later in 1723 when Johann 
Sebastian Bach became cantor at the Saint Thomas Church in Leipzig, Lutheranism had a 
firm hold in Germany. The Lutheran church calendar remained similar to that of the Roman 
Catholic Church, centered as it was on the major feasts of Christmas, Epiphany, Easter, and 
Trinity Sunday. The Sunday services themselves, unlike those of Catholicism, utilized 
singing by soloists and worshippers, as well as instrumental accompaniments. German 
Baroque composers evolved a structure for these elements that came to be known as a 
“cantata, ” normally consisting of arias for one or two voices, some recitatives, an original 
tune for chorus, then a traditional chorale in which the churchgoers could join since they 
knew the song from childhood probably. 


Every Sunday had to have its own cantata composed by the church’s paid cantor who 
utilized Biblical text appropriate to the Sunday (e.g. Easter) or an original text on a religious 
theme. To churn out the numerous cantatas, each composer borrowed liberally from his own 
previously used melodies, as well as from other composers whose tunes they may have 
remembered from attending church services elsewhere.  


Bach spent his last twenty-seven years on earth in Leipzig and is believed to have composed 
some 300 cantatas, about two-thirds of which are known to still exist. It is believed that Georg 
Philipp Telemann, a contemporary of Bach and the director of music for five churches in 
Hamburg, composed some 1700 church cantatas! That we are listening today to works by Bach 
and not Telemann suggests once again the genius of J. S. Bach (as well as the lack of a good 21st 
Century public relations agency for Telemann since he was hardly a hack composer.) 







Lutheranism pervaded the entire political and social community, and often Bach would be sought 
to compose a “secular cantata” to honor members of the University of Leipzig faculty, a newly 
appointed Town Council, or some other non-religious item of importance. Some thirty of Bach’s 
secular cantatas survive. (In the BWV numbering system, all those in the 200s are of the secular 
variety.) These cantatas use text that is closer to an opera libretto; it tells a story. One of the most 
famous of the secular cantatas--the Coffee Cantata, BWV 211--is represented by one selection in 
today’s program. Here Bach took off his wig and poked fun at coffee-crazed Leipzigers.    
  Bach Aria Group   Sept. 23, 2001  (Program of 10 Bach Cantata Arias & Duets) 
 
J. S. Bach (1685-1750)   Chromatic Fantasy and Fugue, BWV 903 
Definition of Fantasy: “An instrumental piece in which the imagination of the composer takes 
precedence over conventional styles and forms.” 
 In that definition is the clue to why some Bach scholars have said that of the hundreds of works 
of J. S. Bach, there is no other like the Chromatic Fantasy and Fugue. Here the Germanic genius 
lets loose from the strictures of writing for the organ and composing cantatas. In 1717, Bach left 
his churchly duties as an organist to the Duke of Saxe-Weimar and with his wife and children 
went the 90 miles to become Kapellmeister for Prince Leopold at Cothen where he would serve 
for 6 years. (Bach never ventured far from the central part of Germany throughout his life.) It 
was in Cothen, under the guidance of music-lover Leopold, that Bach composed most of his 
instrumental music (harpsichord), chamber and orchestral works (e. g. Brandenburg concertos).  
 
One of the works he wrote in Cothen (thought to have been in 1720) is the work on today’s 
program. One must realize that much of the keyboard music that Bach wrote had one specific 
aim: to improve the keyboard abilities of his students, his wife and his children. Some believe the 
Chromatic Fantasy was written for his wife Maria Barbara.  (If it was, she certainly knew her 
way around a keyboard.)  Since several of his children became major composers in their own 
right, Bach was not only a good teacher, but the transmitter of an appropriate musical genetic 
code! 
 
Bach must have been an incredible improviser at the keyboard, something that one feels 
immediately at the beginning of the work, with the speedy waves of notes in a type of prelude, 
which over and over presents broken chords (arpeggios). Then comes a dramatic pause and a 
shift in intensity: a melodic line, not unlike the recitative in Italian operas, where a coloratura 
sings alone, punctuated by harpsichord chordings. This takes center stage while leading to a quiet 
ending to the fantasy portion. The fugue, one of the longest ever written by Bach, then begins 
simply with two pairs of four chromatic notes played ascendingly. These are joined in the 8th 
measure by a rhythmic counter-subject. What happens for the next minutes is a journey for those 
chromatic four-somes that could only have happened in the hands of the fugal master, Johann 
Sebastian Bach 
  Llewellyn Sanchez-Werner, piano   November 13, 2016      
	
J. S. Bach (1685-1750)     Concerto in D minor for Two Violins  


Considering the esteem in which Johann Sebastian Bach is now held, it seems 
impossible it would be nearly one hundred years after his death before the world 
began to recognize what he had accomplished. Very few of his works were published 







in his lifetime. He had been the perfect musical servant with a life of servitude to God 
and to royalty. “I worked hard,” Bach stated in appraising his life.  
During a particularly peaceful time around 1720, Bach was a Kapellmeister at Cöthen 
in central Germany. The prince, his employer, provided him with an orchestra of 
eighteen players and the obligation to compose new orchestral works for his concerts. 
By that time, concertos by Antonio Vivaldi had been published and circulated widely 
in Europe, and Bach even arranged some of them for other instruments. Influenced by 
Vivaldi’s concerto form—three-movements, “slow-fast-slow,” and simple themes that 
return several times during a movement--Bach then put his own stamp on this 
concerto form. 
That stamp is obvious in this Concerto for Two Violins, with its marvelous 
counterpoint. A fugue is utilized effectively both in the forward-thrusting first 
movement, with the two violins acting as independent voices, and then in the calmly 
beautiful second movement. Here the melodic phrases are passed generously and 
gently from one soloist to the other. For the final movement, Bach provides a sense of 
musical “fits and starts,” wonderful contrast to the linearity of the other movements.   
   Chamber Orchestra Kremlin  November 10, 2002            
  


J. S. Bach (1685-1750)     English Suite #4 in F Major, BWV 809 
Johann Sebastian Bach's love of the keyboard is evidenced in his six English Suites, six French 
Suites, and six Partitas, created for the harpsichord. Albert Schweitzer, the famed physician, 
organist and Bach scholar, believed that the suite form came about through “the pipers of the 
seventeenth century, who used to string together various national dances. The German clavichord 
players adopted the form from them and developed it.” Bach's suites had two purposes: 1) to 
provide the joy of music to the player and 2) to be a pedagogical tool. The choice of alternating 
dance rhythms—essentially “fast” followed by something “slower”--provided a special pleasure. 
Each of the English Suites, in the Baroque tradition, begins with a prelude, followed by four 
dances: the allemande, courant, sarabande, and gigue. Most of these dances were obsolete by 
Bach's time, with the “gigue” becoming the  “jig,” not unknown to the Irish and British. 
The Prelude to English Suite #4 has a definite fugal beginning and then the scampering of notes 
in both hands. The allemande is typical of the stately 4/4 time German dance and is followed by 
the livelier courante. The centerpiece of the suite is the slow, dignified Sarabande, a dance form 
of Spanish origin. Bach adds another then-popular dance rhythm, the Minuet, before finishing 
with a Gigue that is full of musical energy.   
  Roman Rabinovich, piano     Aprtil 24, 2004 
 
 
J. S. Bach (1685-1750)    French Suite No. 6 in E Major     
Bach’s French and English suites were written to enhance the keyboard abilities of his wife, with 
the French suites being of a more graceful nature than the English ones. The suite on tonight’s 
program is typical of all the French suites—eight portions that represent different French dances, 
which Bach knew from having collected French keyboard music in his early years. Ernest 
Hutcheson, in his book The Literature of the Piano, makes the following point: “Being founded 
on dance tunes, the suites and partitas abound in lighter, gayer moods than the majority of the 
more strictly contrapuntal writings of Bach.” Hutcheson then provides an interesting connection 







between composers of two eras when he states that Chopin “liked to practice Bach rather than his 
chosen program immediately before playing in public.” 
   Orli Shaham,  piano   April 24, 2004 
  
 
J. S. Bach (1685-1750)     Partita No. 2 in C Minor 
The six “partitas” that Bach published in 1731 had the overall title Clavierübung  (or “Fun at the 
Keyboard”) and were really “dance suites.” One must realize that much of the keyboard music 
that Bach wrote had one specific aim: to improve the keyboard abilities of both his wife and his 
children. (Since several of his children became major composers in their own right, Bach was a 
good teacher as well as transmitter of an appropriate musical genetic code!)  
  
The “dance suite” of Bach’s time emerged from the era of troubadors who brought from land to 
land a great variety of music types. Dance rhythms moved from country to country and 
composers of the baroque period built their suites from these favorite dance rhythms. Bach 
introduces the Partita No. 2 with a Sinfonia (an overture with a fugal conclusion,) then he 
follows with the traditional dances. First, an Allemande, of German origin, somewhat stately in 
2/4 time. (The name persists in square dance calling, e.g. “Allemande left with your left hand.”) 
The Courante following, French in origin, is brisk (think of a “current” flowing at fast pace.) A 
Sarabande, slow and elegant with the emphasis on the second of three beats, came from the 
Spanish lands. The Rondeau following, though not a dance, prefigures the rondo (main section 
returning at end) form. Finally, a Capriccio, which is in fact a form of gigue (or English “jig”) 
ends the Suite in merry form. 


 Anne-Marie McDermott, piano   November 21, 1999     
 
J. S. Bach (1685-1750)    Ricercare from The Musical Offering  
The  pianist Charles Rosen (1927-2012) was not only an excellent artist, but one of the best 
writers about classical music in his generation. Though the Bach “Ricercare” in this concert is 
for three winds and strings, its origins are nicely described by Rosen: 
 
It was on May 7, 1747, that Bach visited Frederick the Great at Potsdam. The Prussian king 
preferred the pianoforte -- then called ''forte and piano'' -- to the less nuanced harpsichord or 
the organ; so much so that he had 15 of the instruments built for him. During this visit the 
king led Bach from room to room to try them out. (Bach had encountered pianos before the 
royal visit; he had complained that their action was too heavy, their treble too weak.) 
Frederick played for Bach a theme of his own and then asked Bach to improvise a fugue on it. 
After Bach obliged with a three-voice fugue, the king demanded a more spectacular six-voice 
fugue. Bach improvised a six-voice fugue on a theme of his own, but on his return to Leipzig 
wrote out a six-voice fugue on the royal theme. He had it printed with a number of other 
works all based on the same theme, and sent it to Frederick as ''a musical offering.'' 
  New York Chamber Soloists   May 18,  2013  


 
J. S. Bach (1685-1750)/A. Marcello (1684-1750)  Concerto in D minor, BWV 974 
Bach’s earliest year of composing focused on works for the organ since supported his family as 
an organist. In 1716 he came across a publication of an oboe concerto by the Venetian composer, 
Alessandro Marcello. Bach at the time was influenced  by the jauntiness of concertos by Italian 







composers such as Antonio Vivaldi and Archangelo Corelli. To better understand the workings 
of these Italians, he transcribed their works for other instruments, including the Marcello 
concerto for harpsichord/piano. Indeed the result provides a prime example of a baroque 
concerto with a moderately fast first movement, a contemplative second, and a joyous, bouncy 
third.   Xiayin Wang, piano     Nov. 8, 2009 
 
 
 
 Samuel Barber (1910-1981)      Souvenirs for Piano, Four Hands, Op. 28 
Daisy and Roy Barber, of the pleasant Philadelphia suburb of West Chester, brought a 
determined child into the world:  “I wasn’t meant to be an athlete. I was meant to be a composer, 
and I will be, I am sure.” So wrote young Samuel Barber, not yet in his teens, to his mother 
hoping she would dissuade his physician father from molding his only son to his image and 
likeness. The budding composer found a special place of musical joy in visits to his mother’s 
sister, Louise Homer, a contralto of international reputation. Her husband, Sidney, a composer 
and music professor would become Barber’s surrogate musical father. The joy compounded 
when at fourteen, Barber entered the newly opened Curtis Institute in Philadelphia majoring in 
three areas:  piano, composition, and voice. Musical talent had concentrated in young Barber. He 
himself sang the premiere of his song, Dover Beach (1931), composed with quartet 
accompaniment. In the 1930s, as his talents blossomed, no type of composition --- symphony, 
concerto, opera, vocal -- was left unexplored. With Toscanini championing Barber’s soulful 
Adagio for Strings, the composer gained permanence in the “Hall of Fame of Great Tunes.” By 
1950, Barber had traveled to all the great capitals of Europe with his lifelong friend and 
companion, Gian Carlo Menotti, the successful opera composer, who had been Barber’s 
classmate at Curtis. Elegance had its charm for them both and they spent many an hour in grand 
hotels enjoying the music of the salon orchestras. In 1951, Barber composed Souvenirs, a suite 
containing a waltz, schottische, pas de deux, two-step, hesitation tango, and galop. “Think of that 
coming out of your serious minded Westchester Presbyterian nephew,” Barber wrote to Sidney 
Homer. For the listener, this totally enjoyable sextette of pieces needs to be seen through the eyes 
and words of the composer: “Imagine a divertissement in a setting of the Palm Court of the Hotel 
Plaza in New York, the year about 1914, epoch of the first tangos; ‘Souvenirs’ ---remembered 
with affection, not in irony or with tongue in cheek, but in amused tenderness.” 
	 	 Spoleto	Festival	USA	Chamber	Music				April	1,	2001		
 
Samuel Barber (1910-1981)                 String Quartet, Opus 11                          
1. Molto allegro e appasionato  2. Molto adagio  3. Molto allegro  
 
The composer Arnold Schoenberg wrote:  "An artist is to me like an apple tree: When his time 
comes, whether he wants it or not, he bursts into bloom and starts to produce apples...." Samuel 
Barber clearly felt that way in May 1936 when he wrote to a friend: "I have vague quartettish 
rumblings in my innards and need a bit of celestial Ex Lax to restore my equilibrium; there is 
nothing to do but get at it..." While in Italy on a composition grant, Barber heard his first 
symphony performed then began his quartet. He completed the first two movements before 
returning to the United States. The quartet was first performed at the Library of Congress on 
April 20, 1937, but Barber later completely discarded the third movement. Not until 1943 did he 
complete the quartet. 







 
In the first movement, Barber sets the mood for the entire quartet, a dark feeling with underlying 
passion. The harmonics are spare. With the second movement, Barber's most famous melody 
arises. He recognized its special quality from the start when he wrote a friend: "I have just 
finished the slow movement of my quartet today---it is a knockout!" (Arturo Toscanini urged 
Barber to orchestrate the movement and the Maestro himself premiered the Adagio for Strings 
with the NBC Symphony). The unique quality of this melody is that it stretches forward into 
time, unbroken in its upward climb, increasing in tension until there is a fortissimo outcry, then 
silence. The steadfast melody then quietly returns. The short third movement commences with a 
melodic outburst that contrasts with a simple lyrical melody before the passion returns and the 
quartet concludes.   Laurentian Quartet    Lilian Kallir, Guest Pianist  April 12, 1997 
 
Bela Bartok (1881-1945)      Out of Doors, Sz. 81 
 1. With drums and pipes  2. Barcarolle   3. Musettes  4. The Night’s Music  5. The Chase 
Bela Bartok, the foremost Hungarian composer of the 20th century, ultimately passed up the 
world of Hungarian folk songs that first attracted him. By the 1920s he composed in a modern 
mode, which at first hearing “is usually not pleasant to listen to, for it is disjointed, discordant, 
and seemingly amorphous.” But, oh, how much more interesting on second hearing. The five-
part suite of pieces, “Out of Doors,” composed in 1926, is a perfect introduction to Bartok’s 
piano music, ranging from the seemingly barbaric (the beginning of “With drums and pipes” as 
well as “The Chase”) to the eerily evocative (“The Night’s Music”). Melodies do exist, but in a 
more fragmented form than one is used to. For example after the crashing mounds of notes that 
begin the first part of “With drums and pipes,” a rather attractive melody occurs in the bass, then 
slithers through until it reemerges again. The suite’s longest segment, “The Night’s Music,” 
proves Bartok’s mastery of the piano. Whether the notes represent  birds, crickets, or the 
snapping of alligator jaws (how’s that for imagination?), what a wondrous piece of music this is. 
	 	 Gilles	Vonsattel,	piano					April	21,	2007				
 
 
 Bela Bartok (1881-1945) Romanian Folk Dances 
Though Bela Bartok was born in the Hungary of pre-WWI, realignments of borders after “The 
Great War” made him a Romanian. But all the Balkan countries were ripe with cultures whose 
music had unique folk qualities whether Hungary, Romania, Transylvania or Serbia. A young 
Bartok became infatuated with the folk music from this region. At 21 years of age and already a 
well-known pianist and some-time composer, he began a ten-year gathering of folk songs 
through journeys of the area. At times he was accompanied by his friend Zoltan Kodaly, soon to 
be another famed composer, as they recorded songs from native singers on a cylinder recorder. 
The region of Transylvania (notable as the setting for the novel Dracula) was particularly rich in 
the thousands of melodies that Bartok noted in his travels. 
The Romanian Folk Dances were written first for piano in 1915, then orchestrated in 1922. The 
six pieces are short, with the first four of a more restrained nature, and the final two bursting 
forth.  Though the melodies have a certain innate simplicity, Bartok gave each his own harmonic 
touch. As historian János Kárpáti put it, Bartók “made fast dances even faster and the slow ones 
even slower.” The opening  “Stick dance” is highly punctuated. (Bartok heard it first played by 
two gypsy violinists). The following “Sash dance” is short and brisk, then a slow-down for “Pe 
loc” (a type of stamping dance). The “Horn dance” (from the region of Bucsum) remains slow, 







but then the “Romanian polka” livens up the scene, preparing for the final “Fast dance,” actually 
composed of two melodies and an allegro vivace tempo. In such a brief work, what a glorious 
sense of a unique part of Europe. 
                         The String Orchestra of New York City    May 2, 2015 
 
Bela Bartok (1881-1945)  Divertimento for String Orchestra 
Few composers became so steeped in the folksong music of his country as did Bela Bartok. From 
1904 through 1913, he criss-crossed his native Hungary noting down and recording over 6000 
melodies. He consumed this music and his works built on the folk melodies, but adding modern 
tonalities.  The Divertimento was composed in Switzerland in 1939 in 15 days, while Bartok was 
sequestered in an alpine chalet provided by the Swiss conductor, Paul Sacher, who had 
commissioned the work and even had a piano shipped in from Bern. It was also a time that 
Bartok anxiously awaited the fortunes of his homeland while Hitler’s troops swallowed more and 
more of Europe. Nonetheless, with this work, Bartok looked back at the classical world of 
Mozart, who had written 17 divertimentos, music of pleasant diversion. The structure of the 
Divertimento has a sense of the classical “concerto grosso” in which small groups of instruments 
play off against each other. Strident chords often provide the dramatic contrast to the simpler 
folksong-like themes that emerge as early as the first pulsating measures of the work.  If any part 
of the Divertimento reflects the political concerns of the times it would be the middle movement 
with its muted beginning and fierce fortissimo central outcry. The rondo finale provides a 
spirited and musically uncomplicated conclusion, a modern salute back to Mozart. 
	 	 	 A	Far	Cry			May	7,		2011	
 
Bela Bartok (1881-1945)  String Quartet No. 3   
 “What a listener should not do is to expect Bartók to turn into Mozart or Schubert at any 
moment. Just relax and let the music come to you. After several hearings you will begin to develop 
connections in the music and realize that it is largely tonal music.” This quotation—so apropos to today’s 
program---this writer happened upon while reading about the six string quartets of Bela Bartok, which are 
considered great treasures of 20th century music. Bartok, a Hungarian and deeply affected by his years of 
study of his country’s folk music, wrote the six quartets over a period of thirty years. As a result, they 
evidence the evolution of a master modern tonalist.  Of the six quartets, No. 3 is the shortest, only about 
15 minutes long. It is in one movement, but there are four segments, with distinct transitions. The first 
and third portions are slow, somewhat acrid, while the second---the most lyrical with a distinct gypsy 
flavor---is fast and energetic, as is the short coda. 
 Bartok brings out a great variety of instrumental colors, using pizzicatos (plucking), glissandos 
(sliding along the scale), col legnos (striking the strings with the wood of the bow), and sul ponticellos 
(playing near the instrument’s bridge, resulting in a glassy sound). In speaking of his string quartets, 
Bartok wrote:  “The melodic world of my string quartets does not essentially differ from that of folk-song, 
only the framework is stricter. It must have been observed that I place great emphasis on the work of 
technical arrangement, that I do not like to repeat a musical idea without change, and I do not bring back 
one single part in exactly the same way. This method arises out of my tendency to vary and transform the 
theme. . . . The extremes of variation, which is so characteristic of our folk music, is at the same time the 
expression of my own nature.”   
	 	 	 Alianza	String	Quartet				November	16,	2008	
 
Bela Bartok (1881-1945)  Three Burlesques, Op. 8C 
Bela Bartok, the man who would bring Hungarian folk music into modern prominence, 
graduated from the Budapest Academy in 1903. He had a connection to Franz Liszt through one 







of his professors who had been taught by the famed Hungarian. Bartok remained to teach at the 
Academy, and, along with his friend, composer Zoltan Kodaly, began collecting Hungarian folk 
music, gathering thousands of folk songs of Magyar, Slovak, and Rumanian origins. These 
would influence Bartok's creative output in many ways.   
 
 He first gained fame as a pianist and many of his early compositions were piano pieces, most 
quite short, which he would perform in his recitals. Among these are the sparkling “Three 
Burlesques,” which have a quality between the romanticism of Franz Liszt  and the mature 
Bartok, where atonality and dissonance had their place. In ABA form,  these masterly musical 
cameos are each less than three minutes. The first two have descriptive titles: “Quarrel” and “A 
Bit Tipsy.” The third has no title, but a designation “Molto vivo, cappricioso.” In “Quarrel,” the 
rapid-fire notes suggest an intense argument, mediated in the middle by the calm of a waltz tune, 
but the final crashing chords are not a sign of agreement. The “Bit Tipsy” gentleman weaves 
about in shifting rhythms, but with a folksong element in the melody; he may in fact succumb to 
gravity at the end. Bartok was deeply influenced in his youth by Richard Strauss, whom he had 
met, so could it be that the “cappricioso” Burlesque is in fact a Till Eulenspiegel-like youth 
scurrying about the village?   Roman Rabinovich, piano     Aprtil 24, 2004 
 
Arnold Bax (1883-1953)  Elegiac Trio for Flute, Viola, and Harp 
Though born a proper Englishman without concern for where the next pound was coming from, 
Arnold Bax not only had musical talents, but a great love of literature. The early poetry of 
William Butler Yeats, drew Bax into a love of Irish literature. While developing a major output 
of compositions of every type except opera, Bax fell in love with Ireland, choosing a tiny village 
in Donegal as a retreat. He also wrote poetry under the pseudonym of ‘Dermot O’Byrne,’ and 
came to know and respect many of the Irish Literary revival figures including Padraig Pearse, a 
major proponent of Irish nationalism and of Irish language studies. Pearse was a major figure in 
the 1916 Easter Uprising against the British, resulting in his execution, along with a dozen 
others. Bax was heartsick at the deaths. Soon after he wrote the Elegiac Trio, which included the 
harp, the instrument that is at the heart of Gaelic music. Bax, who would later emphasize a big 
sound in seven symphonies, here lets simplicity speak for his sadness. 
	 	 America’s	Dream	Chamber	Artists				May	17,	2008	 	
 
Ludwig van Beethoven (1770-1827)     Piano Trio No. 1 in E flat major, Opus 1 
At age 25, Beethoven proudly published Opus 1, a group of three piano trios, dedicated to Prince 
Carl Lichnowsky, his Viennese patron, who provided a handsome subsidy for the works. It was 
the same Prince who had been both a pupil and friend of Mozart. The death of Mozart and the 
arrival of Beethoven in Vienna allowed the musically inclined prince to channel energies and 
interest from one musical genius to another. 
 
The piano trio had been well developed by Haydn and Mozart before Beethoven took up the 
challenge. His own abilities as a first-rate pianist tended to give the piano its continuing 
dominant role, but his egalitarian sensibilities moved him toward giving cello and violin greater 
prominence. There is none of the dramatic Beethoven in this piano trio. It glides along with an 
abundance of melodies and an innate energy that percolates throughout, with an absolute gem of 
a joyful finale.   The McDermott Trio      Saturday, May 21, 2005      
 







Ludvig van Beethoven (1770-1827) Piano Trio in D Major, Op. 70, No. 1, “Ghost” 
The “Ghost” trio came to life in 1808 as a special work of gratitude to the Countess von Erdody, in 
whose Vienna home Beethoven and his manservant had taken residence. (Beethoven had a 
reputation for being a difficult tenant, ever complaining and ever moving.) Consistent with his 
irascibility, Beethoven had broken completely with Prince Karl Lichnowsky, his principal Viennese 
patron of a dozen years. So the Countess, of a distinguished Hungarian family, had the goal to 
assure that bachelor Beethoven would have sufficient income to remain permanently in Vienna. 
Through the Countess’s contacts, she helped him gain sufficient annual stipends from local nobility. 
Since she was a very fine pianist, Beethoven’s wrote the two trios of Op. 70 as a gift, the kind only 
a genius could provide. (The Countess is also one of four or five candidates thought to be the 
“Immortal Beloved” ["Unsterbliche Geliebte"], the object of an unsent Beethoven love letter 
discovered after his death.) 
 
This trio is indeed a delicious musical sandwich: two outer movements of melodic, rhythmic 
persuasion, and an inner movement, “Largo,” of unusual introspection. Beethoven’s student Carl 
Czerny said that the largo movement reminded him of the ghost of Hamlet’s father, thus providing a 
name for the trio. (German was the first language into which Shakespeare’s plays were translated, 
and Beethoven had even considered writing an opera based on MacBeth.) 
 
The “ghost” movement is indeed Beethoven at his most unusual and according to one critic, “one of 
the first atmospheric ‘mood pieces’ in music history.” Indeed the mood begins immediately with 
eerie string sounds and a subtle motif from the piano that wends its way through abrupt stops, 
outbursts, and the kind of tremolo that pianists would use accompanying silent movies, sounds that 
would imply mystery and fear of what’s to come. 
 
In the two outer movements, melodic inventions central to Beethoven’s keen imagination 
abound. The trio’s very first measures change from a thematic rush of notes to an immediate 
quiet, reflective second theme led by the cello. Then the piano introduces a third barcarolle-like 
theme. The movement is one of pulsating energy. In the final movement---Presto---the piano’s 
role is more paramount, shifting from dramatic chords to scampering up and down the keyboard. 
In the final measures, the “ghost” stirs up a bit of fun, with an exhilarating chromatic run by the 
piano, finalizing with two emphatic chords.   
   Weiss-Kaplan-Newman Trio    October 20, 2013      
 
Ludvig van Beethoven (1770-1827)  Fifteen Variations and Fugue in E flat major on  
        an Original Theme, Op. 35, “Eroica” 
There must be a reason that the “theme and variation” form is so popular with composers. What 
fun it must be to take a melody to new levels of cleverness, of joyfulness and/or of drama, 
challenging the listener’s ear as the theme appears in other form or disappears among 
embellishments. Beethoven relished a melody he had created for the 1801 ballet Creatures of 
Prometheus. At the turn of the 19th century, Beethoven had a torrential flow of inspiration; the 
ballet theme haunted him so much that he used it also for the variations-finale of his epochal 
Symphony No. 3, “Eroica.” During the same time, building on his famed abilities in 
extemporization, he used this now-named “Eroica” theme as the basis for Op. 35: the Fifteen 
Variations and Fugue. (Co-published with Op. 35 was Op. 34, a set of six variations on a much-
less interesting original theme.)  







Heroic as the theme may sound dramatically and forcefully on today’s grand pianos, 
Beethoven’s Viennese pianos in 1800 were much more fragile. Still, Beethoven, the great piano 
improviser, took advantage of the fluidity of the pianos of his day. One commentator notes that 
“As one moves through the Op. 35 Variations, one encounters a staggering variety of gambits 
employed to give true meaning to the term ‘variation’ in dizzying fashion, rapid triplets skip by, 
alternating with sharp staccato chords and a beautifully sculpted Largo section (variation 15).”  
At the beginning, the complete theme is presented slowly and majestically for some four minutes 
before thirteen variations appear, each less than a minute in length. Then come the two lengthy 
final variations and the brilliant fugue. In toto, it is a work that makes one appreciate even more 
the genius of Beethoven.   Michael Brown, piano   November 16, 2013 
 
Ludwig van Beethoven (1770-1827)  Septet in E-flat major, Op. 20 
As the 18th century slipped away, Beethoven, the Vienna-based composer, was at a time of 
transition. With Mozart gone and Haydn aging, he moved from his classical roots toward the 
grandeur of his own unique musical world.  By 1799, his creations had been principally small 
chamber works, piano sonatas and his first piano concerto. Interestingly, out of the fertile mind 
of 29 year-old Beethoven, both his First Symphony and the Septet were worked on concurrently. 
The Septet had an unusual assemblage of instruments for its time: clarinet, French horn, bassoon, 
violin, viola, cello, and bass. Both lengthy works were presented to the public in the same 
concert in Vienna on April 2, 1800, an event organized for Beethoven‘s own financial benefit, as 
well as show off his composing and pianistic abilities. 
 
 The attendees for a modest ticket price would definitely have gotten their money’s worth 
hearing a Mozart symphony, some excerpts from Haydn’s oratorio, “The Creation,” and the first 
public performances of Beethoven’s Septet and First Symphony. The composer also performed 
as soloist in one of his piano concertos, then followed with piano improvisations. The fact is that 
after that concert, it was the Septet that caught on quickly with the Viennese because of its 
sprightly, melodic way and did much to establish Beethoven as the brightest of new young 
composers. (He certainly did not do himself a disfavor by dedicating it to the Empress Maria 
Teresa of Austro-Hungary, then arguably the most powerful woman in Europe.) With great 
public demand, the publisher insisted that Beethoven arrange the septet for smaller groups of 
instruments to satisfy the Viennese obsession for salon performances. Among the arrangements 
was even one he did for piano, clarinet and cello. 
 
The Septet, with its multiple movements, looks back to Mozart serenades and their emphasis on 
strings. But the mix of instruments gives a more symphonic feel than what a listener would 
experience in the classical serenades. The violin is the major player throughout, nonetheless. A 
composer can only write parts to the level of the performers and lucky is the composer who 
knows who will be playing at the premiere. It is believed that Beethoven gave a prominent role 
to the violin knowing it would be played in the premiere by Ignaz Schuppanzigh, one of 
Vienna’s foremost violinists.  
 
In the six movements of the septet, Beethoven’s imaginative ways with instruments, melodies 
and rhythms show forth on a level of total joy to the listener. The first movement has a slow, 
almost drone-like, beginning before dashing into an energetic “allegro con brio.” The second 
movement has the sense of a romanza, with a special role for the clarinet. With the third 







movement, Beethoven honors the classical format with a minuet, a pleasing melody the 
composer used also in one of his “two easy sonatas,” Op. 49. What follows the minuet is one of  
Beethoven’s favorite forms: theme and variation. First the strings do the variations, then the 
winds, and finally all join in. The fifth movement scherzo provides the instruments with a 
charming playfulness, with the horn suggesting something of “the hunt.”    The final movement, 
like the first, begins with a slow introduction, something unexpectedly rather doleful, but 
Beethoven’s quick transfer to the high spirits of the “presto” erases those sad notes. This 
movement alone had to be a major reason why the Viennese fell in love with the Septet. 
 Frisson, String & Wind Nonet   Sunday, November 11, 2018 
 
Ludvig van Beethoven   (1770-1827) Sextet in E-flat Major for Two Horns & Strings,  Op. 81b  
 
For some reason, soon after Beethoven had moved to Vienna from his native Bonn, he wrote this 
work (1794-95), but it would not be published for fifteen years. For someone not aware of this, 
the high opus number suggests this should be a work of Beethoven maturity. Instead it comes 
from a young Beethoven, one who still saw Mozart as his guide. The spirit of the music is that of 
a Mozart divertimento. A more mature Beethoven would provide French horns with some of 
their most thrilling sounds, such as in the first movement of his Symphony No. 7 when the horns 
let loose with his great first theme after that long, dramatic introduction.   
In this sextet, as one commentator has put it, you “really have a chamber concerto for two horns 
and four accompanying strings”; drama is not the essence here, but a seamless meshing of the 
horn sound with the strings. No matter what you call this work, the music is immensely 
enjoyable for its directness, pleasant melodies and intricate horn writing. The conversational 
mode of the horns in the first movement (yes, even a bit of “anything you can do, I can do 
better”), the lyrical joy of the second movement, then the “hunting horn” sense in the third, 
provides something rarely heard in classical music: two horns displaying the beauty of the form 
in sheer playfulness.      New York Chamber Soloists    May 18,  2013     
 
Ludwig van Beethoven (1770-1827) Sonata for Horn and Piano in F Major, Op. 17 
       Arranged for viola by Michael Tree 
Perhaps it may seem strange to adapt a work for horn and piano into one for viola and piano, yet 
we have to believe Beethoven would have given his blessing. Why? Because the score of 
Beethoven’s Op. 17 is marked Sonate pour le Forte-Piano avec un Cor ou Violoncello; the 
composer himself had seen it also as a work for a stringed instrument in place of the horn. When 
the work was premiered in 1800 in Vienna by the well-known horn player Giovanni Punto, 
Beethoven himself was at the piano.  
The 30-year old composer had yet to achieve as great a fame as Punto. In fact, when they 
repeated the work later in Hungary, a critic at the concert wrote: “Who is this Beethoven? His 
name is not known to us. Of course, Punto is very well known." But the Viennese had already 
become quite aware of Beethoven as an excellent pianist. Besides several dozen sonatas already 
published, by 1800, Beethoven had already composed the first three of his five piano concertos. 
Two weeks before the successful premiere of the horn sonata, Beethoven organized a concert in 
Vienna for his own monetary benefit. On that night he performed one of the piano concertos and 
the orchestra premiered his Symphony No. 1. Fame would soon overwhelm him. 
As for the sonata, one critic has noted that its “overall impression is one of 
straightforward music-making without the introspection or inner conflict we often 







hear in Beethoven’s later work.” Indeed, the sonata is full of energy in the initial 
movement, almost a martial emphasis. The brief inner movement provides a bit of 
relief before the rondo, which ends the work in quite a joyful rush. 
   The Schumann Trio    March	18,	2012								
 
 
 
 
Ludwig van Beethoven  (1770-1827)   Sonata in E Flat Major, Op 31, No. 3   
I. Allegro                                                    II. Scherzo: Allegretto vivace.  
III. Menuetto: Moderato e grazioso.      IV. Presto con fuoco. 
 
Beethoven’s thirty-two piano sonatas, the cornerstone of piano literature, are one of his greatest 
legacies. (I suppose one could say that his thirty-two sonatas are indeed “variations” on a theme!) 
Beginning with his first three piano sonatas, dedicated to Joseph Haydn in 1795, Beethoven 
throughout his compositional life composed sonatas that confirmed his growth as the “monarch 
of the piano.” The Sonata in E-flat Major (composed in 1802) is considered by some as the first 
of the sonatas to pre-figure the great ones to come later, such as the Waldstein and Appassionata.  
 
Few sonatas by anyone provide such immediate pleasure upon hearing it than this four-
movement work. The first movement begins with a “quizzical” three-note theme that permeates 
the “easy-going” allegro movement. The second movement, “scherzo,” could not be a happier 
experience with its frenetic movement forward, a staccato-like melody assuaged by slower, 
reflective moments. (It is this movement that has provided the nickname “The Hunt” for the 
sonata.) The third movement is a beautiful song, one of Beethoven’s loveliest. The fourth 
movement explodes onto the scene and with the left-hand’s consistent driving force, the 
movement has a sense of joy that makes the listener want to stand and shout “Bravo, 
Beethoven!”          Anne-Marie McDermott, piano     November 21, 1999     
 
Ludwig van Beethoven (1770-1827)   Sonata No. 5 in F major, op. 24, “Spring” 
When Beethoven composed the “Spring” sonata, he was about thirty years old and 
had found his own musical voice. In the same time period he had completed his first 
symphony as well as the “Moonlight Sonata.” Hearing these, his Viennese listeners 
recognized that Beethoven had brought something new to music. Not unexpectedly, 
some criticized him for being too adventuresome in harmonies and rhythms. With 
such criticism, Beethoven may well have decided to provide in the “Spring” sonata 
a work of extreme listenability, something to quiet his critics and reach the broadest 
audience. In this his fifth violin sonata, Beethoven makes the piano a prominent 
partner to the violin. In the first movement (allegro), the violin and piano seem to 
be enjoying an  “anything-you-can-do-I-can-do-better” game as they toss melodies 
back and forth. The tranquility of the second movement (adagio), contrasts 
beautifully with the following scherzo movement. Here the instruments play a brief 
game of tag, with the violin echoing the piano in a split-second delay. The rondo 
finale provides a Mozartean melody, which the violin and piano share in lively 
Beethoven equality.   
 Ayako Yoshida, violin,  Andrew Armstrong, piano     May 19, 2001  







 
 
Ludwig	van	Beethoven	(1770-1827)	 Sonata	No.	23	in	F	Minor,	Opus	57 


      “Appassionata 
The thirty-two piano sonatas of Beethoven are the cornerstone of the piano repertoire and 


show the evolution of a musical genius. The “Appassionata” was written in 1804, the middle 
period of his sonata writing, and deafness was already upon him. Did the passion in the 
“Appassionata” reflect his struggle with this knowledge? Well, we really don’t know because the 
name was appended by his publisher.  


The stormy first movement is filled with a darkness unknown in the piano literature of its 
time. It is said that Beethoven chose the key of F minor because F was the lowest key on his 
piano and he wanted to “plumb the dark depths to the fullest.” The “passion” in the outside two 
movements is neatly contrasted by the serene second movement—a theme and variations on a 
hymn-like melody.  


Ferdinand Ries, a piano student of Beethoven, tells of taking a walk with the composer in 
the summer of 1804 during which Beethoven was “humming and howling” seemingly without 
any specific notes. Ries asked him what was the problem: “A theme for the last movement of the 
Sonata [F minor] has occurred to me,” Beethoven responded. Continuing on with Beethoven to 
his home where he was to have a piano lesson, Ries later wrote: “When we entered the room he 
ran to the pianoforte without taking off his hat. I took a seat in the corner and he soon forgot all 
about me. Now he stormed for at least an hour with the beautiful finale of the Sonata. Finally he 
got up, was surprised still to see me and said: ‘I cannot give you a lesson today; I must do some 
more work.’” The completion of the “Appassionata,” we must assume. 


   Christopher Taylor, piano   September 30, 2007       
 
Ludvig Van Beethoven (1770-1827)        Sonata in C sharp minor, op. 27 (“Moonlight”) 
None of the 32 piano sonatas of Beethoven are as well known as Op. 27, No. 2, the “Moonlight 
Sonata.” (And what aspiring amateur pianist hasn’t attempted that first movement!) It is one of 
two sonatas written in 1801 and given the subtitle “quasi una fantasia” (“somewhat fanciful”).  
The term “Moonlight” was suggested by a German poet who when he heard the sonata’s first 
movement, reflected on his sailing on a moonlight night on Lake Lucerne.  It became affixed 
after Beethoven’s death. 
 
Beethoven, who was always challenging new ways in music, begins this, his 14th piano sonata, 
with a slow movement, not in sonata form. In fact, there is an interesting linearity to the three 
movements as they proceed from slow to faster to fastest.  The Adagio Sostenuto (“slow and 
sustained”) first movement does indeed keep your attention, almost to the point of 
mesmerization. There is the constant rolling three-note ostinato, contrasted with deep bass notes, 
and the simple theme starting with the dotted rhythm, which is typical of a funeral march. 
Whether you call the movement melancholy, mournful, or reflective, it has a singular attraction. 
The short, playful second movement emerges, as Franz Liszt wrote, “as a flower between two 
huge abysses.”  In the Presto Agitato final movement one can sense the side of Beethoven that is 
railing against the fate that was causing him to lose his hearing.   This movement is in the sonata 
form, and provides a lyrical melody that counteracts the tempestuous aspects that begin and end 
the sonata.  You can always rely on Beethoven for a conclusion to a piano sonata that rings 
powerful and memorable.    Cecile Licad, piano    Sunday, October 20, 2019 







 
Ludwig van Beethoven   (1770-1827)      Sonata in C Minor, No. 32, Op. 111     
For the competent pianist, there is no greater Beethoven gift than his 32 piano sonatas. The very 
name of some of those sonatas---Pathetique; Moonlight; Hammerklavier; Tempest; 
Appassionata---suggest the driving force of the man who tore himself away from the classical era 
of Haydn and Mozart and led music into the romantic era.  
  
During Beethoven’s time, the piano became the powerful instrument we know today. 
Beethoven’s emotions—pent-up in a life of little joy, no lasting love, plus ultimate deafness---
express themselves directly in music with massive sounds and variable sonorities and---don’t let 
us forget---melodies of the first order.  
 
Critics see Op. 111 as Beethoven’s brilliant “goodbye” to his years of composing piano sonatas. 
He would live five more years after its publication in 1822, but not compose another sonata. All 
indications are that he had explored and exhausted the sonata’s potential for him. (He would, 
however, not abandon the piano, for a year later he published the Diabelli Variations, Op. 120, a 
near hour-long masterpiece.) 
 
“Contrast” is the word this writer would like to emphasize in Beethoven’s final piano sonata. 
Since there are only two movements, not the traditional three, the contrasts are readily noted: 
     First Movement          Second Movement 
       Minor key   Major key 
       Sonata form/fugal      Theme and Variation 
       Allegro    Adagio 
       Turmoil   Serenity 
        Down to earth            Up to heaven 
 
It is hardly surprising that Beethovern chose C minor as the key of the sonata’s first thrust 
because that key had been his favorite to introduce musical drama (e.g. the “fate” opening of 
Symphony #5, the mysterious opening to Piano Concerto #3).  And the listener to the first 
movement should know what to expect from the Beethoven’s own instruction: “Allegro con brio 
ed appassionato.” (“Brisk with vigor and passion.”) Talk about contrast!  In the very first 
measure of the sonata, the pianist strikes the piano with forceful octaves, but quickly moves to 
quiescence anticipating the main theme of the movement, which is dark and brooding. And so 
the movement moves alternately between percussive octaves, brilliant counterpoint, rapid fire 
notes, and pensive interludes. In spite of the drama and passion of the first movement, it ends 
peacefully. 
 
For the more serene second movement, twice the length of the first, the key is C major: “Arietta: 
Adagio molto semplice e cantabile.” (“A little aria: Slow, very simple and songlike.”) The theme 
and variation form was a Beethoven favorite  (he wrote some two dozen works of that form) and 
the theme he chose here is of simple, hymn-like beauty. After a highly pensive presentation of 
the theme come three variations, each faster than the previous one. Then a quiet, lengthy 
variation introduces unusual trilling, finally leading back to the simple theme and a peaceful 
conclusion that raises the listener’s sense upward as if Beethoven sought to remove all earthly 
constraints. It is an ending that Andras Schiff, the famed pianist and teacher, believes was 







Beethoven’s way, after a life of great difficulties, to express his gratitude for being alive and 
giving his gift of great music to all mankind.   
  Llewellyn Sanchez-Werner, piano       October 21, 2018 
 
 Ludwig van Beethoven (1770-1827) Trio in B-flat major for Clarinet, Cello, and Piano, Op. 11 
When 27-year old Beethoven composed this trio for the clarinetist Joseph Bähr, the mix of clarinet, cello 
and piano was most unusual. (Beethoven later published a version for violin, not clarinet.). At that time, a 
popular tune “Pria ch’io l’impegno” (“Before I work, I better eat something…”), from the comic opera 
L’Amor Marinaro by Viennese Joseph Weigl, was sung everywhere; Bähr wanted it to be incorporated in 
the trio. Beethoven acquiesced and the melody became the source of nine variations in the trio’s final 
movement, while also providing the trio with the nickname “Gassenhauer” (“A German street song”). 
Beethoven already had made himself well-known as a virtuoso pianist and there is no mistaking what 
instrument is in charge in the trio. In contrast to a contemplative Bax in the Elegiac Trio, here is a German 
flaunting his pianistic talents in a jolly manner, with only a slight awareness at the time of the silent world 
he would ultimately enter.  
After a perky first movement, and a dreamy, lyrical second, comes the reason why this trio is so popular: 
a final movement in which, as one commentator notes, “Beethoven  dismembers Weigl’s ditty and 
reconstructs it nine different ways.” Though in the second variation, Beethoven gives the cello and 
clarinet an unaccompanied stroll, just keep your attention on the piano throughout and recognize 
Beethoven’s cleverness. With rocking rhythms, trills, and flourishes up and down the piano, it’s a tour-de-
force.            America’s Dream Chamber Artists    May 17, 2008     
 
Ludwig van Beethoven (1770-1827)    32 Variations on an Original Theme in C Minor   
Beethoven loved the “variation” form and wrote some twenty different compositions of that type. 
His first ventures in the form took known melodies (such as Mozart’s “Se vuol balare” from 
Marriage of Figaro) upon which to work his wondrous ways. In 1806, he composed these thirty-
two variations on his own theme, a tune some seventeen notes long. Now thirty-two variations 
with a playing time of about ten minutes, suggests rather abbreviated pianistic thoughts. Each 
variation, except the final one, is only eight measures long. One suspects that Beethoven truly 
was trying to find out how clever he could be in multiple variations. Often the theme is masked 
in a plethora of notes, and only hinted at, but he returns it in the right hand several times to 
remind the listener what set the variation wheel in motion.  
  Anne-Marie McDermott, piano   November 21, 1999     
 
Ludwig van Beethoven   (1770-1827)          Violin Sonata, Op. 12, No. 1 in D major 
Did you know that Beethoven was a very good string player as well as being an exceptional 
pianist? His father, a singer in the employ of the Elector of Bonn, Germany, where the family 
lived, was his first teacher both for piano and violin, so young Ludwig knew both instruments 
from an early age.  In his late teens, Beethoven gained money by playing the viola in the 
Elector’s court orchestra.  
 
In Vienna, it was the musical age of Wolfgang Amadeus Mozart and Franz Josef Haydn.  
Maximillian Franz, the Elector of Bonn, and brother of the Hapsburg Emperor Joseph II, had 
great love for music and recognized Beethoven’s talent, so in 1787 he sent him to live in Vienna 
and study with Mozart, but it was a time cut short by the illness of Beethoven’s mother and his 
return to Bonn. When he was able to return to Vienna years later, Mozart was dead. However, 
two composers then reigned supreme in the Hapsburg capital —Haydn and Antonio Salieri, the 
court composer to the Hapsburg emperor--- and Beethoven studied with both.  (The play 







Amadeus, followed by the movie, actually had the effect of diminishing the true importance of 
Salieri as both a composer and teacher in his time by making him seem so inferior to Mozart.)   
 
Beethoven’s intimate knowledge of both piano and violin would lead to his composing ten violin 
sonatas over some 14 years, with the first three violin sonatas, Opus 12, published in 1799. As 
traditional for the classical era of music, they are noted as “for the pianoforte and a violin.” But 
Beethoven did not view the violin as subservient to the piano.  Starting with his very first sonata, 
he began to provide equal partnership for piano and violin. In fact, the very first measures of the 
sonata you will hear today are a bold ascending theme played in unison, as if to say “I believe in 
equality.”  The first movement provides energetic “gives-and-takes.”    The “share-and-share-
alike” concept is strongest in the “theme and variations” second movement.   In this movement, 
the theme is introduced by both the piano and violin, then the first variation finds the piano in 
charge, while the violin is predominant in the second variation.  The third variation is in minor 
key, leading to the final variation back in the major and jointly bringing the movement to a 
serene close. In the final movement, a rondo, the piano leads off with one of the composer’s most 
“jolly” themes, then taken over by the violin and given masterful changes as piano and violin 
provide an abundance of good cheer to a punctuated conclusion.  By the way, the three sonatas 
of Opus 12 were dedicated to Antonio Salieri.  
Andrew Armstrong, piano, Tessa Lark, violin, Raman Ramakrishman, cello.    Sept. 15, 2019 
 
 
 
 
 
 
 








Program Notes Written for Concerts by James Pegolotti for the Danbury Concert 
Association from April 20, 1996 to October 20, 2019. A total of 60 programs. 
============================================================== 
 
Alpha Listing by Composer  II : Irving Berlin/Art Tatum to Aaron Copland 
 
Irving Berlin (1888-1989) /Art Tatum (1909-1956)      “Blue Skies” 
For many piano jazz aficionados, no one tops Art Tatum. A native of Toledo, Ohio, Tatum had 
perfect pitch and was picking out tunes on the piano at three years of age. His mother learned 
that once he heard the piano plunking out a song from a piano roll, he could sit down and repeat 
the song. At 16 and legally blind, he moved to the Columbus School for the Blind, studied music 
and learned Braille. Tatum appeared on Ohio radio stations providing him with the exposure that 
led to his first recordings in 1933. His talent was prodigious, his recordings numerous and his 
arrangements of popular songs were many and difficult. Hearing Tatum on the radio in 1935, 
pianist Hank Jones remembered thinking: “Here's something new; they have devised this trick to 
make people believe that one man is playing the piano, when I know at least three people are 
playing.”  
It’s refreshing to have one of Tatum’s transcriptions on a “classical” program. And the choice of 
Irving Berlin’s “Blue Skies” makes it very special because this Berlin song is complex in its 
ambiguity of keys, beginning in a minor key then seemingly floating into the major. “Blue 
Skies” was written in 1928 honoring the birth of Berlin’s first child, Mary Ellin, a happy event. 
Remember that Berlin wrote both the words and music of his songs.   “Blue days, all of them 
gone, Nothin' but blue skies from now on.”    
                          Llewellyn Sanchez-Werner, piano  November 13, 2016      
 
Theodor Blumer (1881-1964) Sextet, Theme and Variations, Op. 45 
Theodor Blumer’s music must speak for him because so little can be found about this German 
composer.  Not even Grove’s reliable music encyclopedia mentions him, but a few key facts are 
available from various sources. He grew-up in Dresden where he studied composition and in 
1911 his opera “Der Funfuhrthee” (“The Five o’clock Tea,” a rather puzzling subject for a 
German brew lover) was produced there. Remaining in Dresden, he composed various chamber 
works during the succeeding years. The Sextet, op. 45, was composed in 1921. In 1931, he 
became the conductor of the Dresden Radio Orchestra, but during WWII he conducted a radio 
orchestra in Leipzig. After WWII, being in East Germany under Russian control, he was put on a 
list of “banned composers and conductors” ostensibly due to his having been a member of the 
Nazi party. He lived the rest of his life in East Berlin with his wife, an opera singer. Three CDs 
of his chamber works have been produced. That’s about it. 
 
Blumer’s Sextet seems to have been born of the same romanticism as that of his countryman 
Richard Strauss, whose special favorite, the French horn, finds pronounced use in this work also. 
Blumer’s theme is lushly announced and of the seven variations the longest two are the Pastorale 
and Romanz, again suggesting the inner romanticism of Blumer. Still several of the variations 
indicate a good sense of humor and the Finale is as jolly a romp as could be hoped for. 
 Borealis Wind Quintet and Leon Bates, piano       October 24, 2010 
 
William Bolcom (1938- )   Nine New Bagatelles (2006) 







Bagatelle (noun): An unimportant or insignificant thing. A short, light piece of verse or music. 
Don’t let the definition fool you. It takes talent, imagination and cleverness to compose such 
trifles well and Bolcom thrives on these three gifts. Many of us know Bolcom for his recordings 
of ragtime or recordings with his wife Joan Morris of songs of the Victorian era or even specific 
songwriters such as Cole Porter. Meanwhile Bolcom has a long catalogue of compostions, 
including eight symphonies, four operas (including one based on Arthur Miller’s drama A View 
from the Bridge), cabaret songs, and his magnum opus: Songs of Innocence and of Experience, a 
three-hour orchestral/choral work of 55 songs, setting William Blake’s poems to music; that one 
took him 25 years to complete. Nine New Bagatelles took far less time in 2006. (He had 
composed Nine Bagatelles---the “Old” ones---years before.) Joel Fan, in the CD notes for his 
premiere recording of the these new bagatelles, wrote that these are reminiscent of Schumann 
“with their individual inscriptions and sharply-etched characters, always drawn with a knowing 
wink---playful, brutal, plaintive (like birds), ghostly, sweetly innocent, rhythmic, waltzing (but 
forgetting), omniscient, and finally, a funeral march.” Talk about variety of subjects and musical 
styles!       Joel Fan, piano     September 18, 2011    
 
Margaret Bonds (1913-1972)  Troubled Water  (1967) 
Few concertgoers could name even one female African-American composer of classical music. 
To the student of such composers, the names of Margaret Bonds and her teacher Florence Price 
would come quickly to mind. Margaret Bonds, Chicago-born, was first piano-trained by her 
mother then later by Price for both piano and composition. During college (Northwestern 
University) she won a prize for composition, and then became the first black female to solo with 
the Chicago Symphony. After moving to Harlem, she became a close friend of the “Harlem 
Renaissance” poet Langston Hughes, later putting many of his poems to music, with particular 
success for the poem “The Negro Speaks of Music.” As many a black composer has done, Bonds 
turned often to spirituals for thematic material in both choral and piano compositions. “Wade in 
the Water” was the basis for her Troubled Water.   
“Wade in the water; Wade in the water, children; Wade in the water; God’s going to trouble the 
water.” 
This so-called “coded spiritual” sent a message to escaping slaves to head for a river, wade in the 
waters and thus throw off the scent for search dogs heading their way. Here Bonds beautifully 
supports the melody in a variety of contrapuntal ways, including a clear jazz beat at one time. 
The conclusion pits the “Wade in the water” melodic fragment against that of “God’s going to 
trouble the water” in a powerful conclusion.          Joel Fan, piano    September 18, 2011    
 
Alexander Borodin (1833 - 1887)                'Notturno' from String Quartet No. 2 in D Major 
Alexander Borodin is unlike any other great composer for he was “three-in-one”: a composer, a 
medical doctor and an important organic chemist. In 1953, the beauty of Borodin’s music first 
came to be known to much of the public through the successful Broadway musical, Kismet, all of 
whose songs used Borodin melodies. Those of us studying college chemistry at the time were 
also surprised to learn that Borodin was a chemist, balancing his composing talent with a 
professorship at the St. Petersburg Academy. Trying to balance scientific and musical talents, 
Borodin joined with four other largely self-trained Russian composers (Nicolai Rimsky-
Korsakov, Modest Mussorgsky, Mili Balakirev and Cesar Cui) to establish a Russian style, a 
nationalistic thrust in music.  But with his multiple talents clawing for his time, it is not 
surprising that the number of works composed by Borodin would be relatively low in number, 







but among them are masterpieces, such as his Symphony No. 2, the tone poem In the Steppes of 
Central Asia, the opera Prince Igor and his two string quartets.  
Much of Borodin’s chemical training occurred in Heidelberg, Germany, which in the mid-1800s 
was a center of chemistry in Europe. His friends there included his roommate Dmitri Mendeleev, 
the man who formulated what is the center of chemistry studies: the Periodic Table of the 
Elements. And it was in Heidelberg that he met the young pianist Catherine Protopopova, who 
was recovering from tuberculosis. It was their love of music that brought them together and 
ultimately to marriage. They would settle in St. Petersburg where he taught and researched at the 
Academy.   
Catherine came to learn that she had married a whirlwind. Rimsky-Korsakov wrote about 
visiting Borodin: “When I went to see him, I would often find him at work in the laboratory next 
door to his flat. When he had finished what he was doing, he would come back with me to his 
flat, and we would play together or talk. Right in the middle he would jump up and rush back 
into the laboratory to make sure nothing had burnt or boiled over, all the while making the 
corridor echo with incredible sequences of successive ninths or sevenths; when he came back we 
used to pick up the music or conversation from where we had left off”   
The love shared by the Borodins can be felt in the music of his second string quartet, which he 
dedicated to Catherine; it was twenty years after their marriage.  The emotional center of the 
quartet is surely the third movement, Notturno, with its opening theme of warmth as in a loving 
conversation. First it is the cello with the theme (Alexander?) then it is given to the violin 
(Catherine?)  A segment in minor keys leads to a canon-like section and a wistful ending of 
shared love, carried along on the wings of a great melody.    Daedalus Quartet    May 12, 2019 
 
 Johannes Brahms (1833-1897) Fantasies, Op. 116, Intermezzos (4, 5, 6), Capriccio (7) 


These Fantasies were composed in 1892, the year after Brahms had made his will and 
resigned himself to simply putting his life together, revising, re-publishing, and cleaning up his 
affairs. But he gained a burst of energy and returned to the smaller worlds of composition—
piano and chamber works.  
For those who believe that music bears the stamp of a composer’s feelings at the time of 
inspiration, consider these events the year prior to Brahms writing these Fantasies: the deaths of 
his sister Elise and Elisabeth von Herzogenberg, one of the many women with whom he shared a 
strong bond. Besides these funereal episodes, he had broken off with the woman who meant 
most in his life, Clara Schumann. So listen with these episodes in mind. Certainly the three 
intermezzos have a placid and reflective beauty. The capriccio, however, exhibits a stormy 
release.      Gilles Vonsattel, piano    April 21, 2007       
 
Johannes Brahms (1833-1897)  Piano Quintet, Op. 34 
There hangs above this writer's piano at home a framed print of Johannes Brahms in his later years, seated 
at the piano, arms outstretched on the keyboard, his white beard catching the ashes from the cigar he 
smokes. He stares forward, the epitome of "geműtlichkeit." How easy to forget that this aging bachelor 
had once been a handsome youth. He had loved many a beauty, but ultimately had his greatest love for 
Clara Schumann, a bravura pianist, a mother of seven and wife to Robert Schumann, the first man to sings 
the praises of composer Brahms. Musical biographers believe the reason Brahms never married was his 
inability to achieve a permanent musical position that would guarantee enough money to raise a family. 
He hungered to be especially connected to his hometown of Hamburg and desired appointments such as 
becoming the conductor of the Hamburg orchestra, The complexities of the personality of bachelor 
Brahms---rough-hewn in social gatherings, and easy to anger others---developed over the years as he 







never achieved a place to “settle down.” Then there was his desire for perfection in all his works. There is 
a story of a friend who met middle-aged Brahms in a Viennese café and asked how the day had gone: “I 
was working on my symphony,’ Brahms replied. “In the morning I added an eighth note. In the afternoon 
I took it out.” (It would take him twenty years of work to finish his Symphony No. 1.) 
 
Today’s work by Brahms is an epitome of his relentless perfectionism. The Piano Quintet, completed in 
the autumn of 1864, resulted from two earlier attempts with differing instrumental groupings. In 1862, he 
wrote a String Quartet with two cellos, sending it to his two favorite critics:  Clara (now 6 years after the 
death of Robert) and Joseph Joachim, the violinist for whom Brahms would write his violin concerto. 
Both had positive, but restrained, opinions. A year later, Brahms recast the string quartet into a Sonata for 
Two Pianos (remember that Brahms was a master pianist), only to have Clara suggest it didn’t work as a 
sonata, and sought one more remodeling. Her dogged insistence resulted in Brahms’ Piano Quintet, Opus 
34, considered a masterpiece of romanticism.   
 
In 1858, Brahms wrote to Clara Schumann:   “All of you, particularly think me different from what I am. I 
am never, or very seldom, in the least bit pleased with myself. I never feel quite happy, but fluctuate 
between complacency and depression.”  Perhaps this helps to understand the mix of musical emotions 
that appear immediately in the Allegro first movement of the Piano Quintet. Piano and strings in the first 
four measures provide a quiet, pensive theme only to be countered dramatically in the next four measures 
by a musical idea propelled by fortissimo chords from the strings and a blustering piano’s rapid broken 
chords. For some 15 minutes, Brahms explores a wealth of ideas, often with his signature three beats 
against two. Musical lines move from instrument to instrument often quite seamlessly, but passionate 
outbursts are to be expected. Though there is some flirting with major keys, predominantly a minor 
darkness pervades.   
 
The Andante second movement provides a calm counterpoint to what has come before. There is a 
horizontalness to the gentle musical ideas of the piano and strings, almost lullaby-like in its swaying 
quality. There is a bit of “sturm und drang” in the movement’s center, but a return to a quiet, 
contemplative Brahms at the conclusion. This writer cannot help but believe that in this movement the 
composer was honoring the beauty of his friendship with Clara Schumann. 
 
Similarly, the dramatic Scherzo may well have been a tribute to his champion and idol, Robert Schumann. 
With martial precision, Brahms pours forth an actual hummable melody of more than a few measures. 
Some commentators have even used the word “maniacal” for the furiosity of some of the final measures.  
 
With the fortissimo ending to the Scherzo still ringing in the ears, the finale begins with a quiet meshing 
of notes and rhythm that caused Arnold Schoenberg to refer to Brahms as a “modernist.” But quickly 
follows the body of the movement, strongly suggesting a Gypsy rondo. Brahms never allows the listener’s 
attention to wander, alternating repose and tension until the pulsating coda, notes cascading down from 
the heavens to a sudden, smashing stop. 
 Fine Arts Quartet with pianist Alan Goldstein     May 21, 2017 
  
Johannes Brahms (1833-1897)        Piano Trio No. 1 in B Major, Opus 8 
For 20 year-old Johannes Brahms, who was already a fine pianist, but unpublished as a 
composer, it may well have been Euterpe, the muse of music, who led him to Robert and Clara 
Schumann.  But the more earthbound reason is this: he had come to know the greatest of 
violinists of his era, Joseph Joachim, who played some of the sonatas of the young man and was 
so impressed that he gave him a letter of introduction to Joachim’s friend, Robert Schumann. 
Brahms held back for a visit because he had once sent some of his piano compositions to 
Schumann, but they were returned unopened, leaving a bitter taste in the shy, young man. 







Finally, after others urged him to visit the Schumanns, he knocked upon their door in Düsseldorf 
on September 30, 1853---and his future became guaranteed. For Robert  and wife Clara listened 
to Brahms play his piano works and saw great potential. So taken were they with the handsome 
man, much younger than they, that the hosted him for weeks during which a deep friendship 
arose. During that time Schumann provided the lead to a publisher for Brahms as well as 
publishing articles that extolled the young man’s talents. 
Once Brahms returned to his home in Hanover, during the first months of 1854 he began 
composing what would become his Opus 8. In January, the Schumanns visited Brahms in 
Hanover with great shared enjoyment. Only a month later, Robert Schumann, who for years had 
suffered from recurring nervous disorders, developed near unbearable mental exasperations. 
Hearing voices and demoniacal shrieks, he snuck out of his home and threw himself into the 
Rhine River. Though recovered and recognized by boatmen and returned to his home, in only a 
few weeks he was placed in an asylum for the two years remaining in his life.  Brahms then 
became the great support for Clara (and the seven Schumann children.) Though he made clear to 
Clara of his love for her, it would only be a lifelong friendship. 
Brahms’ first published work that is not a song or a piano work is his B major piano trio, 
arguably his first masterwork. One finds in the sequence of the four movements a sense of 
moving from a world of happiness to a world of sadness.  Is that due to its time of construction 
that went from initial great joy in friendship to a deep unhappiness for both Robert and Clara?  
Thirty years later, Brahms was asked by his publisher Simrock to consider revising any of his 
earliest compositions with which he might now be dissatisfied. Brahms indeed did a major 
revision on this piano trio. What resulted involved additional themes in several of the 
movements, and some excising in others. The scherzo is the least affected of the four 
movements, existing as it was in the world of the youthful Schumann. In writing to Clara 
Schumann, he told her of his rewriting the trio: “[I] can now call it Opus 108 instead of Opus 8. 
It will not be as wild as it was….” Well, the opus number was never changed.  Both versions still 
exist and today’s performance utilizes the revised version. 
 
 
The first two movements of this work contain some of the most noble and vital music Brahms 
ever wrote. The first measures alone ---piano first, then strings---have a warmth and distinction 
that are memorable. And throughout the trio, the cello seems to have a very special role. Then in 
the second movement scherzo Brahms proves he can certainly match Mendelssohn in scherzo 
writing, but always with that touch of sadness.  In the third movement, solemn piano and strings 
provide a meditative aspect that leads into a final movement that some have called “a musical 
battle between hope and despair.” Starting in a minor key, there are several elegant bursts of 
optimistic major key melodies, only to have the sadness of B-minor provide the passionate 
conclusion.  
Andrew Armstrong, piano, Tessa Lark, violin, Raman Ramakrishman, cello    Sept. 15, 2019 
 
Johannes Brahms (1833-1897) Serenade in D Major (original version) 


 Johannes Brahms felt deeply the need to express a country’s roots in music. His 
Hungarian Dances, based on folk tunes he had collected, are prime examples. Brahms also 
championed a young Czech composer Antonin Dvorak, whose  Slavonic Dances remain at the 
peak of nationalism in music.  


Brahms’s Serenade (the first of two) is hardly nationalistic music, but it is full of the 
youthful passion of the 24-year-old composer who completed it in 1857. He originally meant the 







Serenade for nine instruments, but then expanded it to full orchestra, the first of his significant 
orchestral works. He completed the work at the time of a defining event in his life—the death of 
his dear friend and champion Robert Schumann. In addition to his admiration for Schumann, 
Brahms had a deep emotional involvement with Clara Schumann, now the composer’s widow. 
She was not uninterested in Brahms, but they did decide to never marry, but simply remain 
friends for life.  


Though the use of the word “Serenade” as a title might suggest an evening of music for 
his beloved Clara, the word relates to a musical structure, a divertimento, as used by Mozart and 
others in bringing together a variety of short pieces for a social occasion. Critics identify in the 
Serenade homage to Mozart and Beethoven and a youthful demeanor of humor, as well as a 
“cerebral sensuousness.”  Philip Hale, the respected Boston critic, noted that the music of 
Brahms was likened “to a gypsy woman dancing in a tight-fitting corset. [There was] latent heat 
beneath the formal exterior.’” What is heard today is a 1987 reconstruction of Brahms’s chamber 
version by the English conductor and composer, Alan Boustead. The original composition for 
nine instruments has been lost.      The New York Chamber Ensemble   April 6, 2002           


 
Johannes Brahms (1833-1897)  Trio in A minor for Clarinet, Cello and Piano, Op. 114 
 The word “autumnal” for the mood of this clarinet trio seems particularly appropriate. In 1890, 
the aging Brahms had drawn up his will and seemed determined to retire from composing, which he did 
for a whole year. Then he heard the playing of the clarinetist Richard Muhlfied. Brahms had never written 
chamber music for the clarinet and now composed not only this trio but also a clarinet quintet in 1891, 
followed by two clarinet sonatas. The mellow coloring of the instrument exactly fit Brahms’ then 
reflective mood. Add to the clarinet’s warmth the beauty of the cello’s deep tones and you have a work in 
which, according to one of Brahms’ friends, “it is as though the instruments were in love with each 
other.” 
 The four movement work begins with the cello making overtures to the clarinet. Both 
the first and second movements are filled with the reflections of a good life, while the third 
movement provides a beautiful Liebeslieder-like waltz. Brahms’ piano, with its cascading notes, 
helps fill the final movement with life and even a touch of bravado.  Trio Solisti   April 5, 2008    
 
Johannes Brahms (1833-1897)  Trio in E-flat major for Piano, Violin and Horn, Op. 40 
Brahms was particularly close to his mother, so with her death in 1865, he found two ways to 
release his sadness in the year that followed: work to complete his Requiem and begin on a horn 
trio. No one before him had combined a piano, violin, and horn in a trio before Opus 40. It 
resulted in the most important horn composition in chamber music in the 19th century. As one of 
the few major composers to have learned to play the horn, he found it apropos for many musical 
statements.  And it proved to be a unique work honoring the memory of his mother. 
 
One word describes the Horn Trio: contrast. The contrast of the tonal quality of the three 
instruments keeps the listener alert. Moods contrast in the four movements, the first and third 
movements being quiet, contemplative, while the second and fourth are mirthful. The horn, ever 
a symbol for the beauties of nature, gives nobility. Rhythmic and melodic contrasts abound 
throughout. The first movement is unusual for its slow pace and for not being in sonata form, 
instead the form is A-B-A-B-A. The "A" theme, immediately announced by piano and taken up 
by the horn, is melancholy personified. The "B" theme, in its rhythm and sense of urgency, plays 
up the sadness of the first theme. The second movement's principal theme has a staccato forward 
thrust, punctuated by horn calls. The horn's principal activity here is the lyrical melody given it 







for the slower middle portion of the movement. The third movement, Adagio, is the heart of the 
Horn Trio. One can easily sense in its funereal feeling a relationship to the death of Brahms' 
mother. Daniel Mason, in his book The Chamber Music of Brahms, calls this movement "one of 
the most profoundly felt and one of the most subtly composed of all the slow movements of 
Brahms." The three themes of the movement are introduced quickly, the first given to the piano, 
the second to the violin and the third to the solo horn. (It is reported that when Brahms was asked 
by an effusive socialite, “How do you write such divine adagios?” he answered, “My publisher 
orders them that way.”) Mason likens the ebullient finale to a "little river that winds through the 
meadows of a gently sloping valley. It bubbles into ever-new rhythms, it pounds with the 
reiterated notes of the horn...Indeed it hardly forms a single eddy from its careless buoyant 
beginning to its triumphant close.     Trio Valtorna   November 18,  2012      
 
 Johannes Brahms (1833-1897) Variations and Fugue on a Theme by Handel, op. 24 
Variations on musical themes had intrigued young Johannes Brahms throughout his early years 
of composition, years in which he had the support and friendship of the Schumanns--Robert, the 
composer, and Clara, the exceptional pianist, wife and composer. During the last years of 
Robert's illness, Brahms was a great help to Clara, a woman for whom the bachelor had great 
love and respect. In 1854, with Robert now in an asylum after an attempted suicide, Brahms 
began his Variations on a Theme of Robert Schumann. He would bring each new variation to 
Clara who wrote in her diary that these were comforts to her. Robert died in 1856 and in 
1861Brahms brought to Clara as a birthday present his monumental  composition of 25 
variations and a fugue around an air of Handel. Brahms premiered the work to great acclaim, a 
result that clearly justified the Schumanns' faith in Brahms. However, it would take the German 
Requiem (1869) and Symphony No. 1 (1876) to place him firmly on the pedestal of great 
composers. 
Brahms, long a student of the baroque era in music, chose for his variations a simple air from a 
keyboard suite by Handel. The eight-bar, two-part,  melody is in B flat Major, a key that Brahms 
maintains throughout the variations except for a couple excursions into the tonic minor. This 
whole work is so rich in imagination and cleverness. While some of the variations are clearly 
separate from the one that follows, some are paired. For example, the joyful, staccato-filled  
Variation 1 comes to a firm conclusion, but Variations 2 and 3, quietly lyrical, blend one into the 
other. At their conclusion, Variation 4, the first of the Brahmsian bravura variations, explodes as 
octaves fly about in each hand. Here are a few variations to particularly listen for: Variation 7 has 
the sense of a pulsating fanfare;  Variation 13, in a minor key, is the middle variation and is the 
most solemn of them all, which one critic has called a “Hungarian funeral march; Variation 19 is 
a “siciliana,” a melody in slow 6/8 time  long used by composers of the Baroque era; Variation 
22 has the sense of a “music box” tune, immediately followed by the final three variations that 
build to a joyful conclusion. But there is more: a lengthy fugue that builds and builds---a 
Romantic composer doffing his hat to Baroque masters Bach and Handel.   
  Roman Rabinovich, piano    October 19, 2014 
 
 
 
 
Johannes Brahms (1833-1897) Violin Sonata No. 1 in G major, Op. 78 
 







Johannes Brahms  genius as a composer goes without saying. Though it would take him twenty 
years of work to finish his Symphony No. 1 (he said himself he heard the footsteps of Beethoven 
behind him), he could at times bring forth masterpieces almost in assembly line speed. Consider 
this sequence of compositions: Symphony No. 2 (1877), Violin Concerto (1878), Violin Sonata 
No. 1 (1879). 
 
One of his great admirers and friends was the Hungarian violinist, Joseph Joachim, as famous a 
violinist in Europe as anyone in the 1870s. For Joachim, Brahms composed his sole violin 
concerto and with his advice followed with the violin sonata. (There is some evidence that 
Brahms had written several previous sonatas only to toss them as ultimately unworthy of his 
name.)  Brahms was a great pianist, but had little ability with the violin, so it is clear that 
Joachim was a sturdy support for both the concerto and sonata. They both loved Clara Schumann 
and they were as close friends as she had. Ten years after the sonata was published, Clara wrote 
to Brahms to tell him that Joachim had stopped over and they played together the violin sonata. 
“I reveled in it,” she wrote, “and I wish that the last movement could accompany me in my 
journey from here to the next world.” 
 
There are chamber works of the mature Brahms that one must “work on” to enjoy. Not so his 
first violin sonata, for it is as lyrical a work as Brahms ever wrote. Rather than the typical four 
movements, he kept it in three. (He reportedly wrote his publisher jokingly that he would accept 
25% less that his usual fee as a result.) The title “Rain Sonata” has been applied to the sonata 
based on Brahms’ use in the final movement of melodic material from his song “Regenlied””                  
Pour, rain, pour down, 
     Awaken the old songs, 
     That we used to sing in the doorway 
     When the raindrops pattered outside.  
     I would like to listen to it again, 
     That sweet, moist rushing, 
     My soul gently bedewed 
     With holy, childlike awe. 
It is not surprising that with such a nostalgic world of looking-back, perhaps in melancholy, 
Brahms’ music takes on the emotions of the poem.  A three-note motto figure permeates the 
sonata as sort-of raindrop equivalent and appears in the very first notes of the violin at the 
sonata’s beginning.  The first movement shows off the piano and violin in equal partnership, 
both reflecting a tender, reflective mood. In the “Adagio” movement the music moves from a 
languid beginning through somber march to a flush of passion, then nostalgic reflection. And in 
the final movement, the rain of youth and its memories become described in the music. 
   Trio Valtorna   November 18,  2012        
  
 
 
 
 
 
Benjamin Britten  (1913-1976)  Op. 10  Variations on a Theme of Frank Bridge (1937) 
  I: Adagio    II: March     III: Romance     IV: Aria Italiana     V: Bouree Classique 







VI: Wiener Waltz    VII: Moto Perpetuo    VIII: Funeral March    IX: Chant    X: Fugue and Finale 
 
As Aaron Copland was central to American classical music of the 20th century, so was Benjamin 
Britten to British classical music. From his first opus, a Sinfonietta at age of 18, he wrote music 
for 45 years, with a special talent for vocal music (such as the well-known Ceremony of Carols), 
important operas such as Peter Grimes,  Billy Budd and Midsummers Night Dream and the 
masterpiece of anti-war sentiment:  War Requiem.  The total result of his years is nicely 
summarized in the appellation:  “Great Britain’s great Britten.” 
 
But it was not vocal music that first brought Britten world-wide attention, but today’s 
Variations on a Theme of Frank Bridge, a work that would musically link the composer forever  
to his first important teacher and mentor, Frank Bridge. In the 1920s, Frank Bridge was a well-
known progressive British composer whose orchestral suite The Sea “bowled over” a ten-year 
old Britten at one of the first concerts he ever attended. A few years later, and already setting 
notes to staves, a teenage Britten was introduced to Bridge who agreed to be his mentor and 
help develop the youth’s compositional talent.  Though he would study with other teachers, 
Britten’s appreciation to his longtime mentor is found in the Variations’ dedication:  
“To F.B.--A tribute with affection and admiration.” 
 
Here’s how the Variations came to be. From 1935 to 1937, Britten had composed scores for 
dozens of movies. Boyd Neel, who had established the excellent Boyd Neel Orchestra, was the 
conductor for some of the film scores written by Britten and was deeply impressed by Britten’s 
music. So when, with short notice, Neel’s orchestra was invited to perform at the Salzburg 
Festival in 1937, he contacted Britten because Salzburg demanded a new work by a British 
composer be on their program. Britten readily agreed to provide it and in a three-month 
whirlwind, he produced the Bridge Variations.  
 
The theme that Britten chose came from Bridges’ Three Idylls, a string quartet of 1906, and is 
not of the type that is immediately hummable.  At the beginning , It is presented quietly, 
somewhat mysteriously, after a minute of attention-grabbing fanfare. Then ten variations roll 
forth. The intention of Britten was for each variation to represent a quality of Bridge’s 
personality. For example, the dark and passionate “Adagio” represents Bridge’s “integrity” while 
the following “March” his “energy.” Britten’s cleverness in the variations appears in imitation of 
other composers, such as a Rossini-like charm in  “Aria Italiana.”  And what of the slightly off-
kilter Straussian “Wiener Waltz” or the somber, somewhat Wagnerian “Funeral March”?  A 
multi-part fugue brings the work to an end, but not before a strong evocation again of the Bridge 
theme.  Britten seems to know how not to overstay a welcome in each of the variations, but 
didn’t you wish he would have made that “Aria Italiana” a few minutes longer? 
  A Far Cry with guest artist David Shifrin , clarinet     May 20, 2018 
  
 
 
 
Max Bruch (1838-1920)   Pieces for Clarinet, Viola and Piano, Op. 83 







For a German child prodigy who had begun composing at the age of nine, Max Bruch also had a 
deep love of language. So it is that of the 100 opuses written in his lifetime, two-thirds of them 
are songs, choral works or operas. Though popular in his day, these works have slid into musical 
obscurity and Bruch is mainly remembered for his G Minor violin concerto, one of the great ones 
of the romantic era. (He did write two others.) Second in popularity is Kol Nidrei for cello and 
orchestra, based on “Hebrew Themes.” With this work came the assumption that Bruch had 
Jewish roots, but there is no evidence of this. And he loved folk music, a fact that appears in his 
third most popular work, the Scottish Fantasia for violin, harp and orchestra. Though he lived 
well into the 20th century, he refused to abandon the romantic world of Mendelssohn and 
Schumann for the world of modernism.  
His few chamber works are from youthful endeavors and none focused on the clarinet as did his 
Opus 83 that he wrote when he was 72 years of age. Waking up to the fact that his son was an 
excellent clarinetist, he composed “Eight Pieces” for the instrument, piano and viola. For reasons 
known only to the composer, he requested that all eight never be performed on the same 
program. The two on today’s program illustrate the moodiness Bruch could achieve in eight 
different ways. “Romanische Melodie” (No. 5) has the flavor of folk themes, wistful and 
reflective. “Allegro vivace” (No. 7) elevates the spirit to such joys as skipping down the road in 
youthful abandon or chasing an escaping puppy and, in the last measures, grasping it in sheer 
delight. (This writer admits it is he suggesting these mental pictures, not the composer.) 
   Schumann Trio    March 18,  2012        
 
Frederic Chopin (1810-1849        Andante Spianato et Grande Polonaise, Op. 22 
Chopin’s Andante Spianato et Grand Polonaise is, like his Sonata No. 2, a combination of pieces 
written several years apart. The Grand Polonaise was written in Vienna between 1830 and 1831 
for piano and orchestra. The young Chopin was then trying to establish himself as a virtuoso, so 
he concentrated on being sure that what the audience heard proved his technical prowess. The 
Andante Spianato was composed in 1834 to be paired with the Polonaise (but now without 
orchestra). From the Andante’s leisurely way and melodic beauty, Chopin provided a rhythmic 
and harmonic contrast to the brilliance of the Polonaise that follows.  
  Kevin Kenner, piano     March 28, 2009    
 
Fryderyk Chopin (1810-1849)    Ballade No. 1 in G Minor, Op. 23 
This, the first of the four Chopin Ballades, presents what Schumann referred to as  “the most 
spirited, most daring work” of Chopin’s early compositions. Chopin also told Schumann, that he 
had been “incited to the creation of the Ballades” by the poetry of Adam Mickiewicz. 
Mickiewicz, like Chopin, was an émigré in Paris from Poland. It doesn’t take too much 
imagination to find a nostalgic sense of longing in this Ballade. After all, a ballad often is a 
musical tale of the past. For this Ballade, the pensive, slow beginning leads to one of Chopin’s 
most beautiful melodies, a central lyrical theme quietly presented only to return later in heroic 
fashion. After agitated portions and thematic review, the Ballade appears to end reflectively, only 
to start-up again and conclude in robust chords 
    Santiago Rodriguez, piano    October 15, 2000    . 
 
Frederic Chopin (1810-1849)    Nocturne No. 5 in F-sharp Major, Op. 15, No. 2 
 John Field (1782-1837), an Irish composer who thrived in Russia and died in Moscow, strongly 
influenced Chopin. Fields concertized throughout Europe and published seventeen piano pieces 







entitled "Nocturnes" ("Evening songs.") Their dreamy quality appealed to Chopin and he would 
compose twenty-one nocturnes throughout his musical life. Franz Liszt said that Chopin's 
nocturnes have more "pain" than Field's and "give more delight but less calm." The Fifth 
Nocturne displays a simplicity of theme with harmonic decorations of trills, broken chords, and 
rapid runs of notes. A central passionate outburst occurs before a return to the quiet 
contemplation of the beginning. One can almost see the smoke from George Sand's cigar rising 
effortlessly into the night air.     Andrew Armstrong, Piano       April, 7, 1998 
 
Fryderyk Chopin (1810-1849)  Polonaise in A-flat Major, Opus 53, “Heroic”    
For those of us of the “Greatest Generation” (at least in the view of Tom Brokaw), we will always 
associate the main theme of this “heroic” polonaise with the melody of the song “Till the End of Time.” 
(Ours was also the generation when writers of popular songs took melodies from the likes of Chopin and 
Tchaikovsky and turned them into hit songs that probably made them more money than the poor dead 
composers ever made in a lifetime!) The polonaise, a Polish processional dance, has an easily 
recognizable rhythmic pattern in 3/4 time, with a doubling of the second of six beats: Tum Ta-Ta Tum 
Tum Tum Tum. The polonaise as a dance rhythm has been around for centuries (note its presence in the 
French Suite). There is no doubt why the A-flat Major polonaise is one of the best known of all Chopin’s 
compositions. Not only is that first theme a real beauty, but those rapid octaves in the bass  (which a critic 
has called “one of the greatest stunts in piano literature”) bring the listener’s blood to near boiling. But 
just when the music seems to be ready to explode, the reflective Chopin comes peeking through. 


Orli Shaham, piano   April 24, 2004     
 
Frederic Chopin  (1810-1849)    Sonata No. 3 in B Minor, Op. 58 
I. Allegro Maestoso    II. Scherzo: Molto vivace   III. Largo    IV. Finale: Presto non tanto 
 
Frederic Chopin in 1844 was in a downhill slide. His affair with George Sand was unraveling 
and his father died. Composing became very difficult, but he managed to assemble his third 
sonata, his last major work. Five years before he had published his second sonata, with the famed 
“Funeral March” movement. Critics then and now still fault Chopin on his ability to write a 
cohesive work with the name “sonata.” Robert Schumann had said of the second sonata that 
Chopin had simply tied together “four of his maddest children.” Like them or not, the works of 
the mature Chopin provide the listener with music of incredible beauty and lightness, but also (as 
in the beginning of the last movement of the B Minor sonata) power and drama.  
 
With the 150th anniversary of Chopin’s death, this writer asked several musically knowledgeable 
persons the question: “What makes the music of Chopin so quickly recognizable.” The answers 
seemed quite pertinent: (1) Chopin’s melody line is always supremely clear and limpid, and (2) a 
hint of melancholy seems omnipresent. Another clue – his use of chromatic and/or arpeggio runs 
that add a filigree to the composition (as in the second movement of Sonata No. 3) What do you 
think gives Chopin’s music such identifiable qualities?  
 
The first movement of Sonata No. 3 provides a variety of musical ideas, with one of those 
uniquely Chopin melodies central to it.  The short second movement   seems the most disjointed 
as the rapid piano fireworks surround a quiet center. The third movement might give one a 
sense of a solemnity with its somewhat slow march rhythm, yet the melodies, though perhaps 
nostalgic, are not sad. Without question, the final movement is the jewel of the Sonata. The 







music, from its first dramatic notes, is uplifting and the structure, an ABABA form, provides a 
satisfying conclusion to this work. Anne-Marie McDermott, piano   November 21, 1999    
 
Frederic Chopin (1810-1849)  12 Etudes, op. 10 
The piano had come into its own as a powerful instrument of music at the beginning of the 19th 
century, and etudes (French for “study”) were composed as a means for piano students to perfect 
particular skills.  Especially popular were those by Carl Czerny (who was Liszt’s teacher) and 
Muzio Clementi, but these often were repetitive measures hardly of interest as concert pieces. It 
would be Chopin who would change this. Inspired by Liszt’s 1826 “Étude en douze exercices,” 
Chopin published his “Etudes de concert,” (Op. 10) in 1833, all twelve proving that 
strengthening of technique could also have highly pleasant musical value for the listener. Chopin 
dedicated them to Liszt, who recognized them for what they were when he wrote: “These 
compositions, which have been given such a modest name, are none the less perfect in their 
genre, which Chopin created and gave his mark to, as he stamped all his works with his poetic 
genius.”   It should be noted that Liszt was indeed so impressed by Op. 10 that he revised his 
1826 etudes to eventually become his famed “Transcendental Etudes.”  He understood clearly 
what Chopin had achieved in meshing musicality with technique. Another who recognized 
Chopin’s accomplishment with these etudes was James Gibbon Huneker, an influential early 
1900 New York critic and Chopin biographer. He asked the perfect question;  “Were ever Beauty 
and Duty so mated in double harness?” 
Chopin was the consummate Romantic. There are emotions of sadness, happiness, and love of 
country in these twelve etudes.  Though his mature years were spent in France, he never forgot 
his native land of Poland.  
Below is a brief comment for each etude and, for a few, the specific technique emphasized is 
noted.  
No. 1   Rippling arpeggios, with a chorale sounding bass. Some call it “Waterfall.” 
No. 2   Chromatics for strengthening the right hand fingers 2, 3 and 4. 
No. 3    “Tristesse,” with one of Chopin’s most beautiful melodies,  
No. 4   Presto, meant to quickly sweep away No. 3’s sadness 
No. 5   “Black key” etude.  The right hand strikes black keys only. 
No. 6    Somewhat elegiac, a six-note underpinning to a long melody line. 
No. 7   A toccata effect, emphasizing the “touch” on the keys. 
No. 8   The right hand sparkles and it all “unfurls like a ribbon in the breeze” 
No. 9    Full of emotional content, perhaps anxiety for his native country. 
NO. 10  Chopin spoke of this as full of “sweetness and light.” 
NO. 11  Harp-like effects pervade here. 
No. 12  The “Revolutionary Etude,” supposedly inspired by the fall of Poland to Tsarist Russia 
in 1831.  Cecile Licad, piano           Sunday, October 20, 2019 
 
Fryderyk Chopin (1810-1849)      Variations Brillantes in B-Flat Major, Op. 12 
The complete title to this seldom heard work is "Introduction and Variations in B Flat Major on  
'Je vends des scapulaires' from Heróld's Ludovic." Chopin was only 21 when he arrived in Paris 
and was gathered to the bosom of Paris society (not to mention that of George Sand's.) It was 
1831 and a time when Louis Heróld (now unknown except for the overture to his opera Zampa 
and the ballet La Fille mal Gardee) was a popular composer for ballet and light opera. Chopin 
took a theme from Herold's last opera and in 1833 wrote this composition. The great American 
critic James Huneker referred to these Variations as "Gallic sugar water." Indeed, one can almost 







see the Parisienne salon crowd about Chopin as he began the emphatic and embellished 
introduction, then the simple 6/8 time melody. He followed with four variations: the first rather 
kinetic and frenetic; the second less so; the third, a quieter, emphatic one with a real 
Chopinesque feeling. The final variation, a glittering conclusion, seems to utilize every note on 
the keyboard! The hearts of the Parisienne debutantes could only have been left fluttering! 
Andrew Armstrong, piano    April 4, 1998 
 
Aaron Copland (1901-1999)   Clarinet Concerto (1948) 
How fascinating to know that Aaron Copland, the composer that best represents American 
classical music of the 20th century, lived through the whole century himself.  At the time of 
Copland’s death, Anthony Tommasini, chief music critic for the New York Times, wrote:  
“Before Copland came along, we didn't have an "American" style of classical music -- a kind of 
music that you heard and knew, immediately, that an American had written it. Copland created 
that style out of his own imagination. It's an amalgam of the jumpy, angular rhythms of jazz; a 
"wide-open" style of harmony; a bright, uncluttered instrumental palette; and a remarkable gift 
for melody .”  From his early modernist/dissonant work, Copland’s music evolved to represent  
America’s beauty of place and spirit (e.g. ballets such as Appalachian Spring or Rodeo), and film 
scores of great lyricism and emotion (as those for Our Town and The Heiress). Then there were 
the works such as the Piano Concerto and the Clarinet Concerto that his early protégé Leonard 
Bernstein spoke of as having the energy of New York city and of jazz.  
 
The Clarinet Concerto was born because of Benny Goodman. The fame of the “King of Swing” 
was secured in the 1930s, especially with the famed 1938 Carnegie Hall “swing” concert. Still 
Goodman had eclectic musical interests and found great interest in extending his abilities. That 
same year he had recorded Mozart’s Clarinet Quintet with the Budapest Quartet and realized his 
clarinet “jazz” sound needed to be “classicized,” so he began further studies with clarinet 
teachers.  Because of a paucity of clarinet works in the classical repertoire, Goodman began 
commissioning works from famous composers. Goodman’s friendship with Hungarian violinist 
Joseph Szegeti led to Bela Bartok (Szegeti’s friend) writing Rhapsody (now titled Contrasts) for 
clarinet, violin and piano. Goodman was back on the stage of Carnegie Hall in 1939, this time 
performing the Bartok work.  In 1941, Darius Milhaud agreed to write a concerto for Goodman. 
Once written, Goodman never played it. Mitchell Lurie, famed clarinetist and knowledgeable of 
the situation, stated:  "It was not too hard for Benny, but you know the Milhaud. It's a non-stop 
piece of music with no place to take a breath, and Benny just didn't like it." Goodman followed 
with commissions to Paul Hindemith and Alex North, both of whose works did not sit well with 
critics when performed.  
 
 Goodman finally looked to Copland. Perhaps he had been impressed by the premiere of 
Copland’s Third Symphony in 1947, for he contacted him shortly after and an agreement was 
reached for a clarinet concerto. “I made no demands on what Copland should write,” Goodman 
later wrote. “He had completely free rein, except that I should have a two-year exclusivity on 
playing the work. I paid two thousand dollars and that's real money.” Copland began writing the 
concerto during a time in 1947 he was in Brazil and thentook over a year to complete it when 
back in New York. Goodman sought a few changes and delayed the premiere until November 
1950, when he played it on a radio broadcast of the NBC Symphony, conducted by Fritz Reiner 
 







The Clarinet Concerto is in the unusual form of only two movements, accented by harp and 
piano. The concerto expresses the Copland of “bittersweet lyricism” in the first movement (to be 
played “Slowly and expressively,”)  and the Copland of jazz elements  in the “Rather fast” 
second movement (including some Latin-jazz as well).  A virtuosic clarinet cadenza links the 
two and initiates the energy for the concertos conclusion.  What goes on between the concerto’s 
very first notes, plucked by the harpist, and the final notes, a joyful clarinet glissando, is 
masterful Copland.   A Far Cry with guest artist David Shifrin, clarinet    Sunday, May 20, 2018 
 
Aaron Copland (1900-1990)   Danzón Cubano     
Peripatetic Aaron Copland became intrigued with Latin rhythms after his first visit to Mexico in 
1932. After a fruitless trip to Hollywood in 1937, where he attempted to get contracts for film 
scores, he headed to the Caribbean. In Cuba, everywhere he went he heard the music of the 
danzón, a stately dance. He tucked the rhythm away in his head until 1942, when he wrote 
Danzón Cubano, a six-minute piece for two pianos. A few years later Leo Smit made the 
arrangement heard today for solo piano, then Copland orchestrated it in 1946. Here’s what 
Copland himself has to say about the composition: “The special charm of the [Cuban] danzón is 
a certain naïve sophistication. Its mood alternates between passages of rhythmic precision and a 
kind of nonsentimental sweetness….I did not attempt to reproduce an authentic Cuban sound, 
but felt free to add my own touches of displaced accents and unexpected silent beats.” 


Orli Shaham, piano  April 24, 2004      
 








Program Notes Written by James Pegolotti for Concerts by the Danbury Concert 
Association from April 20, 1996 to October 20, 2019. A total of 60 programs. 
 
Alpha List by Composer III: Franz Danzi to Charles Ives 
 
Franz Danzi (1763-1826)  Quartet in B-flat major for bassoon and strings, Op. 40/3  
 The years of Franz Danzi’s life saw the transition from the late Classical period to the early 
Romantic. It was a time when the Germanic world of royalty still maintained orchestras in their 
courts and “Kapellmeisters” were in charge of the court music and very often were composers 
themselves. We could say that at this time of musical development composers fell into what were 
the “A team,’ such as Haydn, Mozart, Beethoven, Boccherini, Salieri, and the “B team,” 
composers such as Danzi and hundreds of others that practiced their trades through the goodness 
of royalty or the Church. The son of a noted Italian cellist, Danzi himself became an excellent 
cellist and served as first cellist in the famed Mannheim orchestra of Elector Karl Theodor. It 
was the Elector who commissioned Mozart’s opera Idomeneo, and Mozart, himself, 
congratulated Danzi for his playing at the opera’s premiere. Danzi would later serve as 
Kapellmeister in courts in Munich, then Stuttgart, providing the opportunity to compose works 
that included woodwinds. 
This bassoon quartet has all the pleasures of the energy and melody of its musical period. The 
four movements provide interesting conversations between the bassoon and the strings. In the 
first movement, the bassoon quickly lets the strings know it plans to be the centerpiece, while in 
the lullaby-like second movement the bassoon takes more of a secondary role. The ABA form of 
the minuet third movement has the bassoon counterpointing at beginning and ending, but takes 
over in the central portion. For the joyful jaunt of the fourth, the extreme playfulness of the 
bassoon seems to energize each of the strings for a charming conclusion. 
  Walden Chamber Players   March 24, 2019 
 
Claude Debussy (1862-1918)  L’Isle Joyeuse 
“Love” is the subject of Jean-Antoine Watteau’s painting, “L’Embarquement de Cythere” 
(1717), the inspiration for Debussy’s L’Isle Joyeuse.   In the painting, elegant French men and 
women in colorful dress are posed on a small hill overlooking water. They are in the process of 
arriving (or are they leaving?) this island of Cythere, the birthplace of Venus, whose statue on 
the pinnacle of the hill is enshrouded in flowers. In the French Rococo tradition, cherubs fly 
about, trying to decide which of the couples need help. A listener never having seen the painting 
might hear in L’Isle Joyeuse leftover portions of La Mer, the composer’s depiction of the moods 
of the sea. The shimmering treble notes and rolling chords give a watery effect, but there are also 
horn calls, perhaps summoning the cherubs to their duties. Whatever Debussy’s musical 
impression provides to the listener, there’s love in the air. 


Santiago Rodriguez, piano   October 15, 2000 
 


Claude Debussy   (1862-1918)   Cello Sonata (1915) 
From a poor French family and with a meager education, an 8-year-old Claude Debussy was 
given piano lessons by Mme. Antoinette Mauté, the mother-in-law of the poet Paul Verlaine, 
whose poems years later Debussy would set to music.  Mauté, who claimed to have been taught 
by Chopin, recognized the unusual in the young man’s piano playing and managed to gain him 
entrance into the elite Paris Conservatoire at age 10. For a dozen years he studied piano and 







composition, becoming an excellent pianist. Concurrently, he developed a great interest in 
French literature and painting such that his first compositions were songs with the poetry of 
Frenchmen as their base.  As for orchestral works, his teachers soon found he did not like to 
follow the musical rules of composition passed down from the time of Bach. The symphonic 
form did not interest him. Instead he sought to create new approaches, with rhythmic and key 
change flexibility that ultimately brought the term “impressionism” as a description of his works.  
He loved for the piano to create what his mind imagined, such as in “Claire de Lune,” inspired 
by a Verlaine poem. He produced similarly emotive works for orchestra, notably the “Prelude to 
the Afternoon of a Faun” (to a poem by Stephen Mellarmé) and the symphonic poem “La Mer”  
(from Debussy’s own mental sea pictures.) And then the landmark opera  Pelléas et Mélisande 
based on the play by Maurice Maeterlinck. And so much more.   
 
By the start of World War I, Debussy was recognized as the great modern French composer, but 
he would be dealt a severe blow when struck with colon cancer in 1915. His final three years 
were difficult. He chose to compose chamber works in the time left him: duos or trios, works 
normally created in the early years of a composer’s education.  Planning on six sonatas, he 
completed only three:  Flute, Viola and Harp Sonata, Violin Sonata and Cello Sonata. 
 
Great variety is found in his Cello Sonata, though only about 11 minutes in length.  In the 
Prologue, after a brief piano fanfare, the cello provides a theme not unlike a sense of lament that 
could be from a baroque opera.  It is in the Serenade and Finale, performed with no break 
between them, that modernist Debussy emerges full-blown. In the Serenade, some see a jazzy 
beginning with the cello in a pizzicato mood. Or is it a guitar being plucked as a lover would 
serenade his beloved?  A few measures of quiet lead into the animated finale. Cello and piano 
here share equal importance, often mirroring each other in themes that almost feel like folk 
music.  The sonata ends in quick, dramatic strokes by piano and cello.    
 
Claude Debussy   (1862-1918)   Cello Sonata (1915) 
From a poor French family and with a meager education, an 8-year-old Claude Debussy was 
given piano lessons by Mme. Antoinette Mauté, the mother-in-law of the poet Paul Verlaine, 
whose poems years later Debussy would set to music.  Mauté, who claimed to have been taught 
by Chopin, recognized the unusual in the young man’s piano playing and managed to gain him 
entrance into the elite Paris Conservatoire at age 10. For a dozen years he studied piano and 
composition, becoming an excellent pianist. Concurrently, he developed a great interest in 
French literature and painting such that his first compositions were songs with the poetry of 
Frenchmen as their base.  As for orchestral works, his teachers soon found he did not like to 
follow the musical rules of composition passed down from the time of Bach. The symphonic 
form did not interest him. Instead he sought to create new approaches, with rhythmic and key 
change flexibility that ultimately brought the term “impressionism” as a description of his works.  
He loved for the piano to create what his mind imagined, such as in “Claire de Lune,” inspired 
by a Verlaine poem. He produced similarly emotive works for orchestra, notably the “Prelude to 
the Afternoon of a Faun” (to a poem by Stephen Mellarmé) and the symphonic poem “La Mer”  
(from Debussy’s own mental sea pictures.) And then the landmark opera  Pelléas et Mélisande 
based on the play by Maurice Maeterlinck. And so much more.   
 







By the start of World War I, Debussy was recognized as the great modern French composer, but 
he would be dealt a severe blow when struck with colon cancer in 1915. His final three years 
were difficult. He chose to compose chamber works in the time left him: duos or trios, works 
normally created in the early years of a composer’s education.  Planning on six sonatas, he 
completed only three:  Flute, Viola and Harp Sonata, Violin Sonata and Cello Sonata. 
 
Great variety is found in his Cello Sonata, though only about 11 minutes in length.  In the 
Prologue, after a brief piano fanfare, the cello provides a theme not unlike a sense of lament that 
could be from a baroque opera.  It is in the Serenade and Finale, performed with no break 
between them, that modernist Debussy emerges full-blown. In the Serenade, some see a jazzy 
beginning with the cello in a pizzicato mood. Or is it a guitar being plucked as a lover would 
serenade his beloved?  A few measures of quiet lead into the animated finale. Cello and piano 
here share equal importance, often mirroring each other in themes that almost feel like folk 
music.  The sonata ends in quick, dramatic strokes by piano and cello.    
Andrew Armstrong, piano, Tessa Lark, violin, Raman Ramakrishman, cello  Sept. 15, 2019 
  
Claude Debussy (1862-1918) Suite Bergamasque     
Bergamo, Italy, a hilly city some 30 miles east of Milan, is a major center in the development of 
the “commedia dell’arte” of the 16th century. For this, actors represented stock characters by the 
use of masks and colorful outfits, for example the clown “Arlecchino (Harlequin)” and the 
adventurer “Scaramuccia (Scaramouche).” These engaging characters later were transformed 
into “Punch and Judy” in England, with “Punch” derived from “Pulcinella,” the persistent chaser 
of women. The characters often were simply referred to as “masks,” thus the “Bergamo masks” 
or “Bergamasques.” Debussy’s Suite Bergamasque provides four musical impressions of this 
comedic theatrical world. The most famous section, “Clair de lune,” was inspired by the poem of 
the same name written by Paul Verlaine (1844-1896). The “commedia dell’arte” emerges in the 
first lines of the poem: “Your soul is a chosen landscape 
              Where charming masked and costumed figures stroll.” 
In the original French, the second line is: “Que vont charmant masques et bergamasques.”  


Orli Shaham, piano   April 24, 2004      
 


Manuel de Falla (1876-1946)  
 Four Spanish Pieces: Aragonesa, Cubana, Montañesa, Andaluza 
 Fantasia Bætica 
Manuel de Falla, though now considered the 20th century’s premiere Spanish composer, in the 
1940s, seemed to be the composer of one piece and one piece only: “The Ritual Fire Dance.” 
The piano transcription of that dance from the ballet El Amor Brujo was a specialty of  two of the 
most famous pianists of their time: José Iturbi (seen often in MGM musicals) and Artur 
Rubenstein. On radio, you heard it often; in concerts, it was an expected encore. But today’s 
program presents the key works by Falla written specifically for piano: the Four Spanish Pieces 
(1906) and Fantasia Bætica (1919).  
 
Born into a musical family on the seacoast town of Cadiz in Andalusia, he studied in Madrid 
with Felipe Pedrell, the teacher and musicologist who urged his students to develop a stronger 
Spanish nationalism in their music. Why, he would say one supposes, should other country 
composers be more famous for “Spanish music,” such as Frenchman Georges Bizet (Carmen) 
and Russian Rimsky-Korsakov (Capriccio Espagnol)? Pedrell had also taught Isaac Albeniz 







(1860-1909) and Enrique Granados (1867-1916), both of whom had followed their teacher’s 
lead, mainly through piano compositions, into a world of “real” Spanish music. Falla also 
continued this direction and completed the Four Spanish Pieces in his Paris years of study and 
dedicated it to Albeniz. He had come under some Debussy influence and there may be a French 
flavor in the four pieces, but Spanish they are without a doubt. In them Falla inculcated 
Andalusian influences, such as gypsy and flamenco, the latter with its Arabic influence. These 
four brief works are not of the rambunctious, castenet-clicking type, but more reflective, almost 
bucolic in their sensitivities. 
 
Not so the Fantasia Bætica, his last piano composition. Bætica is the ancient Roman name for 
the Andalusian segment of the Iberian peninsula and Falla insisted on the use of the diphthong 
(æ) to emphasize that. The work was commissioned and dedicated to Artur Rubenstein, who did 
not find it to his liking and performed it rarely. (He complained it had too many glissandos!) The 
Fantasia literally seems to turn the piano into a guitar and features aspects of the Andalusian 
“cante jondo” (the “deep song”) effectively the earthiness of flamenco singers. The piano 
“plucks” and “strums” as a guitar, and mood changes occur quickly from calm to the near 
violent.    Alex Alguacil, piano      September 26, 2010    
 
 
Manuel de Falla (1876-1946)  Ritual Fire Dance  
The “Ritual Fire Dance” is an exercise in musical frenzy. Arguably Manuel de Falla’s most 
famous composition, this dance from the 1915 ballet “El Amor Brujo” (“Love, the Magician”) 
provides a gypsy girl, with the opportunity to exorcise herself from the ghost of her former 
husband, while whirling around a blazing fire. It was the great pianist Artur Rubenstein (1887-
1982) who took Falla’s own arrangement of the dance for piano, augmented it with judicious 
bravura notes in the conclusion and turned it into a sensation. At the first concert he performed 
the work, “the audience went wild,” Rubenstein said, “and I had to repeat it three times.”  
From his studies in France and impressionist composers, Falla developed a style that took 
Spanish music to a higher level of color and harmony. Though Falla first arranged the “Fire” 
dance for chamber orchestra, it was the piano version that became one of the best known 
classical works of the 20th century through its programming by the pianists Rubenstein and 
Spanish-born Jose Iturbi (1895-1980). The latter actually became a movie star in some six MGM 
musicals, in several of which he performed the Falla work in grandiose style. 
The beginning, a buzzing tremolando, quickly takes on a haunting repetitive theme. Then a quiet 
segment of pure rhythm suddenly bursts into fortissimo pulsating chords of Oriental exoticism. 
Ever advancing in urgency, the dance concludes with massive octaves and a final downward 
collapse that suggests the gypsy’s purpose of destroying the ghost of her dead husband has been 
achieved. In fact, it hasn’t, but you’d have to sit through the rest of the ballet to find that out.  
     Trio Solisti    April 3, 2011 
 
 
Manuel de Falla (1876-1946) Three-Cornered Hat (original version) 


If the Capriccio Espagnol is Spain viewed musically through Russian eyes of 
Tchaikovsky, the Three-Cornered Hat is the real thing—Spain distilled through the mind of a 
great Spanish composer, Manuel de Falla. As a young man he first embroiled himself in Spanish 
traditions by composing zarzuelas, Spain’s musical operetta form that blends music with spoken 
words. Later he spent time in Paris, acquainted with composers such as Ravel and Debussy, and 







developed a style incorporating Spanish melodies into a rich orchestral palette. He returned to 
Spain during World War I and by 1917 had become well known for two works, Noches en los 
jardines de España (Nights in the Gardens of Spain) and the ballet El amor brujo (Love the 
Sorcerer).   


In 1917 he composed music for a pantomime presentation of El Corregidor y la Molinera 
(The Corregidor and the Miller’s Wife). This stage work was an adaptation of El sombrero de 
tres picos (The Three-Cornered Hat), a novelette by Pedro de Alarcon. The story is simple: the 
corregidor, the town magistrate whose three-cornered hat is the symbol of his authority, has eyes 
on the miller’s wife. The resulting action provides the traditional comedy plot of peasants 
outwitting authority. De Falla’s music for The Corregidor and the Miller’s Wife was performed 
by a chamber group of seventeen instrumentalists and came to the attention of Sergey Dyagilev. 
The great ballet impresario was then touring Spain with his Russian Ballet. He asked de Falla to 
expand the pantomime music into a ballet; the resulting Three-Cornered Hat premiered in 
London in 1919 and would become de Falla’s most famous orchestral work. De Falla used 
Spanish folk music incidentally in the ballet music, but the main dances, such as that of the 
miller and the miller’s wife, are artistic creations of the composer.   


The New York Chamber Ensemble   April 6, 2002 
 
Vincent d’Indy (1851-1931)   Sarabande and Minuet 


Vincent d’Indy was taught by Cesar Franck, a great teacher and composer. D’Indy 
followed in these footsteps becoming a fine composer and great teacher. (He co-founded the 
influential Schola Cantorum.) Today, about the only major work of d’Indy’s that remains in the 
repertoire is “Symphony on a French Mountain Air,” a fresh, often jaunty, composition for piano 
and orchestra. Some of that sprightliness is found in the Minuet, while the Sarabande, true to the 
nature of this baroque dance form, is more staid and elegant. 


Borealis Wind Quintet with Leon Bates, piano     November 9, 2003    
 


Antonin Dvořák (1841-1904) Cypresses for String Quartet 
     “Death Reigns in Many a Human Breast” 
     “When Thy Sweet Glances on Me Fall” 
     “Nature Lies Peaceful in Slumber and Dreaming” 
     “Thou Only Dear One, But For Thee”   
     “You Ask Why My Songs” 
 
Ah, first love!!! For Antonin Dvořák, Josefina Cermakova, one of his piano students, was 
definitely “it.” How else to explain why this 23-year old (O.K. First love was a little late) would 
write 18 songs over just two weeks extolling the joys and pains of youthful love? The basis for 
the songs was a cycle of Romantic poems entitled “Cypresses” by the Czech poet Gustav 
Pfleger-Moravsky; themes of unrequited love, death, and nature pervaded. Just the fact that the 
cycle was named for the cypress tree, long a symbol of both sadness (Greek myth) as well as 
resurrection (Christian thought), provides an insight. Dvorak at that time of writing the songs 
was blossoming as a composer, having already written several symphonies and even an opera. 
Though he had longed for Josefina, she did not reciprocate his feelings, so Dvorak married her 
sister and their marriage was blessed with six children. Yet Josefina, now his sister-in-law, 
remained close to his heart. At the time he was composing his great cello concerto, she was 







terminally ill and Dvorak incorporated the melody of a favorite song of hers into both the second 
movement and finale.   
Dvorak transcribed 12 of his cypress songs into string quartet form 22 years after composing the 
songs. By this time he was a mature composer. The five “Cypresses” chosen for today’s concert 
illustrate the variety and beauty of Dvorak’s original intentions.  The “Death” that reigns in the 
first Cypress is both questioning in urgency, but ultimately comforting.  The “Glances” that fall 
in the second Cypress are in a major key and happily received by the youthful recipient. In the 
third, the sparkling joy and vivacity suggests that “Mother Nature” isn’t having nightmares while 
dreaming. For “Thou only…” Dvorak invests the warmer aspects of strings in a lengthy arioso 
melody. The fifth Cypress is actually the final one of the twelve-part cycle, so we may surmise 
that the mood projected is the one that Dvorak deeply felt: one of questioning life, but ultimately 
relenting into serenity. 
 The Lark Quintet with Gary Graffman, piano   November 12, 2011    
 
Antoni Dvorak (1841-1904)   Nocturne for String Orchestra, Op. 40 
What do you do if you are a composer who finds himself with an extra movement from a string 
quintet? If you are Dvorak, you score it for string orchestra and publish it separately. Dvorak's 
String quintet in G major originally was a five-movement work with 
two slow movements, one too many in the composer's final judgment. So he removed the 
Intermezzo movement and transformed it. The resulting Nocturne has a lyrical sweep of short 
melodic bits, always with a sense of upward movement. Toward the end,  a constant bass 
pulsation carries the Nocturne to a calm and peaceful conclusion. 
    I Musici di Montreal   October 15, 1995 
 
 


 
Antonin Dvorak (1841-1904)  Piano Trio in E Minor, Op 90 “Dumky” 
Dvorak’s inspired “Dumky” trio was premiered in Prague in 1891 with the composer at the 
piano. So successful was the premiere that he initiated a concert tour throughout his Czech 
homeland using his new trio as the centerpiece of the programs. “Dumky” is the plural of the 
word “dumka,” from the Slavic verb meaning “to meditate or ponder.” Dvorak, in a footnote to 
the trio, spoke of the word relating to a subject’s highly emotional character. Since this piano trio 
was written after the completion of his Requiem, its elegiac quality may be a leftover of that 
major effort. 
Instead of the traditional four-movements, Dvorak chose to compose six episodes. Each of these 
begins with a slow, pensive portion that leads to music of unbridled Bohemian joy, though often 
falling back into a feeling of darkness. As noted by one critic, “The odd combination of dark 
music side-by-side with bright is curiously satisfying, the elegiac and festive sides of Dvorak’s 
soul flashing out by turns in this intense music.”  
Each of the six dumkys illustrates Dvorak’s “soul flashing.” Consider just the first dumka where 
the strings, in lamenting spirit, struggle against the piano. This quickly gives way to a segment 
not unlike the furiant of a Slavonic dance. A return to the sadness of the beginning cannot last as 
the rich gypsy-like theme returns for a fast conclusion. The expressive Dvorak of those amazing 
Slavonic Dances refuses to be denied.      Trio Solisti    April 3, 2011    
 
Antonin Dvorak   (1841-1904) Piano Trio No. 3 in F Minor, Op. 65 







 Dvorak’s lengthy (some 40-minutes) work provides, in the main, an elegiac tribute to his 
mother. She had died in 1882, shortly before he began to compose this trio. Sadness was no 
stranger to Antonin for his first three children had lived short lives, none longer than three years. 
(Six would follow, each to maturity.) Yet, even in sadness, Dvorak was never happier than when 
he worked on compositions. Piano trios were his special form of chamber compositions (four 
published, two thrown into the fire!) and into this one he sank heart and soul, such that the 
Dvorak expert Hans Hubert Schonzeler wrote of the trio: “There is hardly another work in 
Dvorak’s output so sorrowful, somber and poignant.” Many see a Brahmsian tone throughout for 
Dvorak owed much to the German composer who had supported him from the day Brahms first 
heard the Slavonic Dances.  
 
The lengthy first movement provides a multitude of moods where “the dynamic range [is] huge, 
the gestures sweeping, and yet, by turns, soft and shining as well.” At times, major keys are used, 
but only briefly, to lift the heavier mood. The short second movement, a scherzo, is in the style 
of a Bohemian folk dance. Indeed, Dvorak decided that such a return to his Slavic heartland was 
needed to contrast effectively with the previous movement and the one to come. 
 
A sorrowful melody in the cello opens the third movement, the “heart” of the piano trio. 
Dvorak’s affection for his mother pervades the music in this movement. Several times the violin 
provides a soaring melody of great beauty, a musical rose lifted toward the infinite. And 
Dvorak’s strong religious sense will not let the mood ever become despairing. The final 
movement begins without great fanfare, yet the sense is immediate of a dance rhythm, the Czech 
“furiant.” A lovely waltz theme recurs and heroic musical gestures come and go. Quiet reflection 
precedes a final burst of energy, which provides a life-affirming conclusion 
 Brown—Urioste—Canellakis Trio          April 2, 2017   
 
Antonin Dvořák (1841-1904)    Trio in G Minor, Op. 26 
For twenty years after leaving home, Dvořák studied composition, violin, piano, and organ. He 
played in the orchestra of the National Opera in Prague for eleven years, a time described by him 
as one of “hard study, occasional composing, much revision, a great deal of thinking, and very 
little eating.” He married in 1873, and the following year his “Airs from Moravia” brought him 
not only a government pension, but the lifelong friendship and support of Johannes Brahms, who 
recognized the potential of this still regional composer. 
 
If the Trio in G Minor, composed in January 1876, has an emotional underpinning, it would 
relate to the death of Dvořák’s infant daughter just three months before. The bold chords that 
open both the first and last movements may have a fate aspect, but it is the works innate 
simplicity of melody and variety of tonal color that one ultimately recalls. The second 
movement, Largo, is especially reflective and provides what one writer calls the “magical 
coloring from Dvořák’s instrumental palette.” The third and fourth movements provide themes 
and rhythms more in keeping with the composer’s love of folk melodies, even though his famed 
“Slavonic Dances” were still two years away 


The Weilerstein Trio   April 5, 2003   
 
Edward Elgar (1857-1934)    Introduction and Allegro 







Edward Elgar, the last and greatest of the English Victorian composers, had particular love for 
the violin, his first learned instrument. Largely self-taught as a composer, his normal way of 
composing included combining themes that he had jotted down in sketchbooks, often years 
before, just waiting for the right work to use them. The Introduction and Allegro, published in 
1905 and specially written for the newly formed London Symphony, assembles five different 
themes in ways that makes it a masterpiece of variety. The Introduction portion begins with a 
noble fanfare theme, and within a few minutes, a solo viola presents a simple, beautiful theme 
that is the heart of the work: Elgar had heard a choir sing the melody in a visit to Wales, a theme 
he will use five times in the fifteen minute work. The Allegro portion is introduced by a 
pulsating theme that will connect to what Elgar himself called “a devil of a fugue.”  Following, 
all the themes are further recapitulated in dramatic form leading to a triumphant coda of the 
Welsh theme and a conclusion with an unexpected pizzicato chord! 
 
Let us not overlook that that this masterpiece for strings has a bit of the Nutmeg State attached to 
it. At the 1905 commencement of Yale University, Sir Edward Elgar was presented with an 
honorary degree by the university. His host and sponsor was Professor Samuel Sanford, a 
musician who had been a champion of Elgar’s music in the United States. When he returned to 
London, a most grateful Elgar dedicated his soon-to-be published Introduction and Allegro to 
Sanford.  Oh, by the way, at that Yale commencement the graduates marched to Elgar’s Pomp 
and Circumstance March, No. 1, for the first time at any such ceremony in this country.  
                 The String Orchestra of New York City    May 2, 2015 
 
 
Gabriel Fauré (1845-1925)  Piano Quartet in C Minor (Op. 15)  
Gabriel Fauré is remembered principally for his Requiem. Though not a composer of immense 
output, Fauré produced works of singular beauty: French songs treasured by concert artists, 
music to accompany many dramas (e.g. Pelléas et Mélisande), and chamber music such as his 
two piano quartets. Like César Franck and Camille Saint-Saëns (the latter his teacher) he was an 
organist of great abilities. He supported his composing by being organist in some of the greatest 
of Paris churches. His composing years were followed by years of teaching with his students 
including Maurice Ravel and Nadia Boulanger.  
 
When Fauré began his active composing in the 1870s, the “middle class” was seeking salon 
music for performance. In 1877, Fauré entered this world with a highly successful violin sonata. 
Fauré then chose the larger challenge of a piano quartet. Economic difficulties, an aborted 
engagement (to the daughter of his long-time admirer and supporter, the great French soprano 
Pauline Viardot), and a finale he finally decided to  discard---all created delays so that the quartet 
took seven years to complete. 
 
The quartet’s outer two movements frame an inner two that are among the gems of quartet 
literature. The first movement begins with unison strings that boldly proclaim the melody over 
syncopated chords in the piano. A second theme is heard in short graceful measures. The writer  
J. B. Priestley sees the two themes as “great birds swooping and rising.” 
The second movement is the essence of gallic wit and charm. It could be  what An American in 
Paris would have sounded like if composed by a Frenchman. The strings are pizzicato; the 
rhythm alternates from 6/8 to 2/4. A lyrical trio contrasts the ambulatory first theme. The sadness 







of the adagio theme of the third movement has suggested to some an elegy for Fauré’s lost love, 
Marianne Viardot. The melody gains in strength by the addition of instruments to the cello. 
Walter Cobbett, chamber music expert, has stated that “Were this not very long movement to be 
lost to us, an immeasurable void would be created in the music of the nineteenth century.”  The 
fourth movement with three musical subjects reflects the energy of the first movement and 
provides a full-circle in its ardent conclusion. 
    The Ames Piano Quartet   April 20, 1996 
 
Bernard Garfield (1924-  )    Quartet for bassoon, violin, viola and cello (1950) 
If you were a bassoon, wouldn’t you want someone who really knew you well to compose a 
work for you, such as a man whose whole long life was as a bassoonist? Indeed, a bassoon would 
be highly pleased by Bernard Garfield’s “Quartet for bassoon, violin, viola and cello” for the 
composer was the man who for 43 years was principal bassoonist for the Philadelphia Orchestra. 
Born in Brooklyn, “Bernie,” to his friends, performed with New York orchestras and founded the 
New York Wind Quintet, leading it until called to Philadelphia, where he also taught for years at 
Curtis Institute. His recording of the Mozart Bassoon Concerto with Eugene Ormandy and the 
Philadelphia Orchestra remains a benchmark for all bassoonists.  
The quartet is less than 14 minutes long and has both a sprightly side and a reflective side, with 
the third movement as long as both the first two. In the first movement, after a brisk opening, the 
instruments pursue a sort-of melodic “sauntering down the street” effect. The second movement 
might be said to be made up of contrasting quiet “agreement” and emphatic “disagreement” 
between bassoon and strings. The third movement lives up to its “allegro scherzando” notation 
with the bassoonist showing how the instrument can “repeat notes rapid-fire, sing lyrically and 
sit comfortably on prominent low notes.” 
   Walden Chamber Players   March 24, 2019 
 
 
 
George Gershwin (1898-1937)  Rhapsody in Blue  (1924) 
In December, 1923, a busy George Gershwin was completing the score for a new Broadway 
musical while starting work on an “American Rhapsody.” This was his name for a 
piano/orchestra work commissioned by Paul Whiteman and his Palais Royal orchestra. 
Whiteman, the so-called “King of Jazz,” had viewed Gershwin far more than just a popular song 
melodist of the day (“Swanee,” “Somebody Loves Me”) and wanted a significant composition 
from him for a concert titled “An Experiment in American Music.”  On January 4, 1924, brother 
Ira read to George an item in the New York Tribune stating that the Whiteman concert had been 
advanced in date to February 12. A frantic George completed the rhapsody in three weeks and 
Ira, on hearing the result, suggested it be called Rhapsody in Blue. Too busy to do the 
orchestration, Gershwin gave Ferde Grofé, Whiteman’s orchestrator, a two-piano arrangement to 
work from and on a snowy Lincoln’s birthday in Aeolian Hall on 43rd Street, Gershwin and 
Whiteman’s orchestra introduced the work that would make Gershwin internationally famous. 
There is a “Gershwin Arrangement” of the Rhapsody in Blue for solo piano. But did Gershwin 
actually create this arrangement? Several Gershwin biographers state that it was the composer 
Vernon Duke (“April in Paris,” “Autumn in New York”) who did the arrangement at Gershwin’s 
request and for which he was paid 100 dollars. It was very much like the generous Gershwin to 
help Duke in this way for the young man had arrived from Russia only two years before with his 







given name of Vladimir Dukelsky; Gershwin took him under his wing and also suggested 
Vladimir’s name change. For this concert Joel Fan has indicated that the “Gershwin 
Arrangement” for solo piano is the basis of  his performance.  


Joel Fan, piano     September 18, 2011 
 
Louis Moreau Gottschalk (1829-1869)    Le Banjo, op. 15; Le Bananier, op. 5; Pasquinade, 
op. 59;  
     The Dying Poet, Meditation; Union, op. 48 
Who would believe that in mid-19th century Europe and during the time of Liszt, Chopin and 
Berlioz, an American pianist by the name of Louis Moreau Gottschalk would be the talk of 
musical Europe and particularly Paris?  The City of Light had been his home since he was 11, 
brought there in 1840 from New Orleans by his well-to-do parents who knew they had a child 
prodigy on their hands.  To them--especially his Creole mother----Paris seemed ideal for their 
son’s development.  There he was provided excellent piano and composition teachers while 
gaining social exposure through performing at evening soirees, perceived as a charming young 
man, fluent in French.  And none other than Frederic Chopin would come to extol his abilities, 
for in Gottschalk’s first public concert in Paris in 1846, the 16 year-old  soloed in Chopin’s Piano 
Concerto No. 1 with Chopin himself in the audience.  The composer rushed to him afterwards to 
proclaim Gottschalk would soon be “king of pianists.”  Others showered praise, including  
Hector Berlioz::  “Mr. Gottschalk is one of the very small number of those who possess all the different 
elements of the sovereign power of the pianist….his playing strikes from the first, dazzles, astonishes."  
 
 But there were many fine pianists in Europe, so why would he become so famous?  The answer 
is found in what he would introduce to the world in Paris for the first time: music uniquely 
American.   
Gottschalk was born in 1829 in New Orleans to a Jewish businessman and a Creole mother and 
grew-up absorbing the sounds and rhythms permeating what was then the most musical city in 
the United States.  Nowhere else was there such a meshing of cultures:  French, Creole, African 
and Spanish.  Of particular musical importance was Congo Square (“Place de negres”) near the 
French Quarter. There enslaved Africans were allowed to gather on Sunday afternoons and dance 
to the musical sounds of African-style instruments, such as the bamboula drums (made from rum 
barrels), gourds and banjos.  What Gottschalk heard as a youth, including Creole songs, became 
the basis for the rhythms and melodies of many of his piano compositions.  Among the first 
written in Paris were four he labeled as “Louisiana Creole.”  Two of these--- “Bamboula, Danse 
de negres” and “Le Bananier, Chanson negres”---had sensational receptions when premiered for 
Parisian audiences in 1850; no one had ever heard such exotic music.  Even Queen Isabella of 
Spain, to whom he had dedicated “Bamboula,” requested his presence at court to perform the 
work for her—and he went.  
 
Returning to the United States in 1853, he began a lifetime of touring, all of it detailed in a 
journal. His reception from New York to Boston was surprisingly cool, with high brow critics 
decrying his emphasizing his own works, which they referred to as “salon music.” It was “white 
man’s music” from Europe they wanted to hear. But when he performed in New Orleans, he was 
given a hero’s welcome. In addition, the sheet music of his compositions was selling well. 
Especially successful was “Le Banjo,” written the year of his return. Meanwhile, the Chickering 
piano company of Boston gave Gottschalk two grand pianos and a tuner to accompany him 







everywhere in exchange for his being a booster of their product. His travels throughout the 
Western world would be accompanied by what he referred to as his two “giant mastodons.” 
 
Those pianos would first leave the US when Gottschalk chose to visit and concertize in Cuba for 
a year. Here he found great fervor for his music, including the production of a “monster concert” 
with an orchestra of 650 musicians playing his “A Night in the Tropics” symphony. Gottschalk 
had a strong sense of the Caribbean and the variety of French and Spanish island cultures, for his 
mother’s family was originally from Haiti. He would choose to spend five years touring 
Caribbean islands, soaking up the variety of music and composing. Eventually his touring 
income decreased, forcing him to return to the United States where a manager offered him a 
concert tour. 
 
I t was now 1862 and the Civil War was in full gear. Though formally a Southerner, he quickly 
identified with the Northern cause and on the tour, which crossed from Maine to Chicago, he 
featured his new composition, “L’ Union,” a powerful blending of well-known patriotic tunes. 
Crowds were large and at one point he performed 33 concerts in 26 days. (For a local touch, the 
closest he came to Danbury was a concert in Norwalk.) In the spring of 1864 he toured into 
Washington only to find that President Lincoln and the First Lady were in attendance at one 
concert. In his journal, Gottschalk irreverently commented, "Lincoln is remarkably ugly." 
 
He toured by train everywhere, up to 40,000 miles in one year. "I live on the railroad,” he wrote 
in his journal, “[and] my home is somewhere between the baggage car [the residence of his two 
pianos] and the last car of the train”” On one occasion in June 1863, he was jammed aboard a 
train in Pennsylvania with 2000 frantic people rushing away from Harrisburg as the troops of 
General Lee were advancing. It was two weeks before Gettysburg. 
 
Just a few days before the Civil War ended in April 1865, Gottschalk decided to test the West 
and headed to California. His five months in San Francisco and environs proved less than 
satisfactory, but his reception at a “farewell concert” had such warmth that he decided to stay. 
But, alas, he found himself accused of inappropriate activity with a young lady from an Oakland 
girl’s school. (His international reputation for certain proclivities toward women was, in fact, 
well known.) Threatened to be tarred and feathered, within a few days he embarked on a ship to 
South America, where for four years he would concertize from Peru to Argentina to Brazil, well 
received everywhere. He continued to compose including “Pasquinade,” which would become 
published and appreciated only after his death. The end would come in Rio de Janeiro in 
December, 1869 at the age of 40, most likely from the results of a burst appendix. Nine months 
later he would be laid to rest in Greenwood Cemetery in Brooklyn. It was when his sisters came 
to claim his belongings in Rio that his journal writings were discovered and later published in 
1881 as Notes of a Pianist.  
 
There is no dispute that Gottschalk was the first American composer to introduce music to the 
world from the melting pot of American cultures. Arguments abound whether his music was a 
direct predecessor of ragtime, but there is no doubt we would be a much poorer musical country 
without what he did leave us. 
============ 







Le Banjo (1853) Gottschalk seeks in this work to mimic the styles of banjo playing he heard as a 
youth: up-picking and strumming. In the final section, strains of Stephen Foster’s “De 
Camptown Races” add another American touch. (Foster lived concurrently to Gottschalk; 1826-
1864) 
 
Le Bananier (The Banana Tree) (1851) This Parisian favorite was based on a Creole tune “En 
avan’ Grenadie” that has an infectious rhythm, not unlike a Creole gavotte. 
 
Pasquinade (1869) One of Gottschalks last compositions, a “Caprice”, finds the elements of 
ragtime rampant from a strong bass line to syncopated melody. Here was the essence of the 
“Cakewalk,” a favorite strutting dance of African-Americans in Congo Square. 
 
The Dying Poet (1864) For the 19th century audience, tunes of a somewhat mournful touch were 
deeply popular. Gottschalk hit the jackpot with this one as the sheet music flew off the shelves 
during the Civil War. Later the music would find another use: piano accompaniments for silent 
film episodes of great sadness.  
 
L’Union (1862) Inspired by the patriotic fervor of the Civil War, Gottschalk amalgamated the 
tunes of “Yankee Doodle,” “ Hail Columbia,” and “The Star Spangled Banner” into an imposing 
virtuoso work.  Incidentally “The Star Spangled Banner” was not yet the national anthem. That 
came from Congress in 1931. 
 
 
Edvard Grieg (1843-1907)                                        Holberg Suite, Opus 40 
One wonders if there is some artistic virus that thrives in the people of Bergen, Norway, for three 
Scandanavian giants of the arts were born there. The first was Ludvig Holberg (1684-1754) who 
would become one of Scandanavia’s great literary figures. Some years later came a mighty duo -
- Ole Bull (1810-1880), a violin virtuoso who toured in the United States to great success and 
then----Edvard Grieg. Musical fate would link the “baroque” Holberg to the “romantic” Grieg. 
Holberg had left his native Bergen as a young man to roam Europe in the early 18th century to 
ultimately reside in Copenhagen. He adopted Danish as his language and helped establish Danish 
literature especially through his comedies which gained him the reputation as the “Moliere of the 
North.”  To honor Holberg in 1884, the 200th anniversary of his birth, the Bergen organizing 
committee turned to their newest “favorite son” to compose a musical tribute. (Grieg was already 
internationally known for his piano concerto and music for Ibsen’s Peer Gynt.) They wanted him 
to write a cantata to be sung in December at the time of the unveiling of a statue of Holberg in 
the Main Square of Bergen. Grieg accepted half-heartedly and, in October, wrote to friends that 
not only was he bored in composing the choral work, but afraid of the event itself. Having had 
poor health most of his life, Grieg feared having to conduct outdoors in cold December, and 
predicted, though somewhat humorously, what might happen: 


I can see it now: snow, hail, storm, and thunder, a large male chorus with open mouths into 
which the rain pours, and me conducting with a rain coat, winter coat, galoshes, and 
umbrella! Then, of course, a cold or God knows what other kind of illness! Ah well, that is 
one way to die for one’s country! 


Well, he didn’t die that way, though the uninspired cantata was forever laid to rest. But Grieg 
had a surprise. Four months later in March, 1885, he conducted the premiere in Bergen of a suite 







of pieces entitled Aus Holbergs Zeit (“From Holberg’s Time.”) Grieg had written the suite for 
piano the previous summer as his personal tribute to Holberg (before being asked to write the 
cantata.) With the orchestration, he produced one of his greatest works, full of strength and 
gentility, playfulness and meditation.   
 
Grieg chose the musical language of the 18th Century, the era of Holberg, a type of French suite 
consisting of a Prelude, Sarabande, Gavotte/Musette, Air, and Rigaudon. The exhilarating 
pulsing sounds of the Prelude quickly sets an upbeat mood. The following Sarabande provides a 
long lyrical line that masks the innate three-quarter time of this dance form. With the Gavotte, 
the formality of court ballrooms emerges, but the internal Musette brings a folk-song quality in 
contrast. The Air that follows, one of Grieg’s most beautiful creations, is marked “Andante 
Religioso.” Here, as in the Sarabande,Grieg puts more emphasis on the deeper strings. In the 
concluding Rigaudon, the Norwegian peasant fiddler emerges, a tribute to the folk violinists of 
Grieg’s beloved country. It is as if Grieg musically honored his fellow Bergenite, Ole Bull, a 
man who championed the young Grieg. 
  The International Sejong Soloists      October 3, 1999      
 
Alfred Grünfeld (1852-1924)       Soiree de Vienne  
One hundred years ago, “The Waltz King” died. The last name you would think of for piano 
music is Johann Strauss, Jr., for he wrote none. But thanks to his friend, Alfred Grünfeld, a 
master pianist in Vienna, Strauss is with us today. The great piano teachers such as Franz Liszt 
and Theodor Kullak loosed upon Europe a gaggle of great pianists in the latter part of the 19th 
century.  With the center of music being Vienna and with Johann Strauss Jr. rocking the rolling 
Danube with great melodies, these pianists wanted to play his melodies for the salon and the 
concert hall. Paraphrases of Strauss’s music abound (many written by the pianists themselves) 
and one of the finest was the Soiree de Vienne by Grünfeld. Its principal themes are from 
Strauss’s opera Die Fledermaus. The flourish with which the Soiree begins might even have 
been left over from Chopin, but the opulence of the entire composition could only be a reflection 
of the Vienna that turned the century a hundred years ago. 


Anne-Marie McDermott, piano       November 21, 1999     
 


John Harbison (1938-)  “Twilight Music” for Horn, Violin, and Piano (1985)     
One of America’s most prolific and respected composers, John Harbison perhaps is best known 
for his Metropolitan Opera-commissioned work: The Great Gatsby (1999). A review of his 
works shows a particular interest in choral works, though he has also written six symphonies, 
many concertos and chamber works. When asked about his artistic credo" Harbison replied: "To 
make each piece different from the others, to find clear, fresh large designs, to reinvent 
traditions." Harbison certainly knew of Brahms Horn Trio when he decided to tackle the 
challenge of that same combination of instruments in “Twilight Music” (1984).  
As he stated himself: “The horn and the violin have little in common. Any merging must be 
trompe l’oreille [“fool the ear”]. In this piece, the two meet casually at the beginning and part 
rather formally at the end. In between, they follow the piano in a Presto, which dissolves into the 
twilight half tones that name the piece.” In the “Antiphon” third movement of great simplicity, 
Harbison notes that “it is the kind of music I am often drawn to, where the surface seems 
simplest and most familiar.” 
The four movements are played without pauses. If one considers the work as a conversation by 
the instruments with one another, the piano often attempts to be a “tie that binds” the lack of 







commonality of the violin and French horn. If there is a bravura section for the French horn it 
certainly is in the second movement, where horn and piano vie enthusiastically for the heart and 
soul of the listener. Whereas in the pacific “Antiphon,” the violin and horn still attempt melodic 
cohabitation at times. But in the final movement, every instrument returns on its own, with 
singular statements, as the work dissolves into the twilight. 
   Trio Valtorna   November 18,  2012        
 
Joseph Haydn  (1732-1809)  Sonata in E Flat Major, Hoboken  XVI:52              
Joseph “Papa” Haydn died 207 years ago, leaving behind 104 symphonies, 23 operas, three 
oratorios (including his masterpiece “The Creation”), a myriad of quartets and trios and some 60 
piano sonatas. In this his final piano sonata (1794) he exhibits such a variety of intensity, rhythm 
and melody that listeners easily sense the man’s genius. For Haydn’s earliest sonatas, the 
instruments of performance were the harpsichord, later followed by the lightly constructed 
fortepiano. These were instruments whose musical thrust was modest. Only when he left Austria 
to live in London in the 1790s did he come to hear the new English pianos, sturdier ones with 
greater resonant sounds and the capacity for rapidly repeated notes. 
 
 His final sonata bristles with big chords and brisk passage work no doubt inspired by the sounds 
produced from these English instruments. In the “Allegro” first movement, Haydn contrasts the 
lower reaches of the piano with the upper reaches in a playful, yet dramatic method. The middle 
movement, “Adagio,” strides along slowly with melodic beauty. And who else but Haydn could 
write the initial passages of the “Presto” final movement? First, a few seconds of a quiet, busy 
tune, then a pause, then the tune again, higher in tone, and again a pause, then a surprise: 
bombastic bass octaves that drive a flood of treble notes that seem to demand more fingers than a 
pianist has. Haydn the Humorist rides again!       Xiayin Wang, piano   April 10, 2016 
 
 
 
 
 
Franz Josef Haydn (1732-1809) Sonata in F Minor, "Un piccolo divertimento:   
         Variations" Hob: XVII:6 
So many composers who choose to delve in the world of variations choose one of their favorite 
melodies by another composer to work their wonders upon, as in the case of Brahms in the 
following work. Haydn chose not one, but two themes---and both by him. So much of Haydn's 
music is joyful that to find in this composition a darker side is somewhat unexpected. But there 
may be a real human reason: the death of a very close friend. After all, composers are allowed to 
show their emotions. When Irving Berlin's first wife died only months after their marriage, he 
wrote the song “When I Lost You.” In similar circumstances, shortly before composing this work 
in 1783,  Haydn's special friend Marianne von Genzinger died. Students of Haydn's life believe 
that she was a late-life flame, someone that lit up a man whose actual marriage was quite 
unhappy. (He actually dedicated the work to another female, Barbara Ployer, a favorite piano 
student for whom he wrote many works.) 
The first of the two Haydn themes is in F Minor, the second in F Major,  and though one might 
expect a significant difference in the two, there's enough similarity to suggest some connection 
between them. 







The opening measures present the minor theme, somber and somewhat plodding, followed by the 
major theme, brighter, yet not startling in contrast. In the variations—two each per theme---those 
of the minor theme remain introspective and chromatic, while those of the major theme are more 
animated. (In fact the first of the major theme variations is so full of trills as to be labeled 
“trilling.”) After the four variations, the original theme returns exactly as in the first measures,  
leading to a stormy climax, which calms down until only single notes, like rain drops, persist to 
the ear.      Roman Rabinovich, piano     October 19, 2014 
 
Franz  Joseph Haydn (1732-1809) Trio in A Major, Hoboken 15:9 
Haydn as friend and sometime teacher of 25-year-old Mozart, began with their meeting in 1781, 
and may have been a basis for this work. Mozart’s special ability as a composer for the piano 
impressed Haydn deeply, leading to the older composer writing more for keyboard instruments, 
such as piano trios as well as piano concertos. In 1785, the year he wrote this two-movement trio, 
Haydn visited Mozart in Vienna. There he was taken to a salon where, in a stunning surprise, 
Mozart presented a program of six quartets that he had composed and dedicated to Haydn with 
deep gratitude for his friendship. It was at this musical moment that Haydn confessed to 
Mozart’s father, “I tell you before God and as an honest man---your son is the greatest composer 
I know, either personally or by name.” Surely, Mozart could have said the same about his friend 
and teacher. 
 
The original published name for “Trio in A Major” is: “Sonata for the Harpsichord or Piano-
Forte with an Accompaniment for a Violin and Violoncello,” suggesting a featured role for the 
keyboard. After the quiescent Adagio, the theme of the Vivace movement is something of a 
musical rainbow, ascending quickly, peaking, then descending. 


The Weilerstein Trio   April 5, 2003   
 


Arthur Honegger (1892-1955) Pastorale d’ete 
This writer gained his earliest symphonic listening experiences during college years in the early 
1950s by attending concerts of the San Francisco Symphony (yes, for 50c in the second row 
from the stage in the Opera House.) The conductor was French born Pierre Monteux (he who had 
conducted the world premiere of Stravinsky’s “Rite of Spring”) and he would often program a 
modern French composer’s work. So it was that I was introduced to Arthur Honegger, of Swiss 
parentage but Paris born and musically trained there. The work I heard was “Pacific 231,” a 
musical depiction of a three-hundred ton locomotive straining at its initial movements and finally 
“hurling itself through the night at a speed of 100 miles per hour.” Though Honegger would 
write some three hundred works of all classical types, for most of us, he is an unknown quantity. 
His oratorio “King David” and orchestral works do make occasional appearances on programs. 
Honegger, unlike his compatriots Darius Milhaud and Francis Poulenc, resisted the use of “le hot 
jazz” and Gallic witticisms in his music. “Pastorale d’ete,” a 1920 composition, has a beauty of 
form and sound that is captivating, what might be called romantic impressionism. A summer day 
begins languidly, first with horns then strings, lightly punctuated with bird calls. Then, after the 
sun’s energy perks up life a bit, nature retreats to placidness as woodwinds and horns comment 
on the glorious summer day---which musically turns out to be only seven minutes long. Short 
though the day is, Honegger has proven his worth as a composer to the listener.   


A Far Cry      May 7,  2011    
       







Johann Nepomuk Hummel (1778-1837) Septet in C major, Op. 114, “The Military”  
for piano, trumpet, clarinet, flute, violin, cello, and double bass. 
The septet form for a chamber work is rarely used by composers, perhaps because of the 
difficulty of finding a musical balance for seven diverse instruments. But this didn’t faze 
Hummel. In 1816, he published a septet, for piano, horn, oboe, flute and strings. Carl Czerny, 
now a pianist and soon-to-be teacher of Franz Liszt, reported that when Vienna first heard this 
septet it took the city by storm. (Schonberg, in the aforementioned book, notes that Hummel 
“was a highly regarded composer in his day---overrated then, underrated now.”) Well, Hummel 
must have remembered the success of that septet and in 1830 published his second, “The 
Military,” unusual in its employment of a trumpet as one of the seven instruments. Perhaps it was 
a token memorial to his father, who, prior to his employment in Vienna, was the director of 
music for the Imperial School of Military Music.  
  
Hummel uses the trumpet sparingly, but when he does it is effective without being 
overpowering. Though Hummel might be expected to have the piano be the star throughout, it is 
in fact rather modest in its presence, but never anything but a pleasure to hear. The finale alone is 
worth the price of admission. But, even with a trumpet in the score, don’t expect a rousing 
ending. (P.S. No, this Hummel had no connection to the Hummel figurines; they are a 20th 
century development.)       Jupiter Symphony Chamber Payers     April 9, 2005      
 
 
 
Charles Ives (1874-1954)    “The Alcotts” from the Concord Sonata 
 “He has, in a sense, been condemned, as T. S. Eliot said of Ben Jonson, by the most perverse of 
conspiracies---to be much talked about and little heard.”  Alfred F. Rosa in the article “Charles 
Ives’ Music” (1971) 
 
At the beginning of the 1900s, American classical composers were mainly New Englanders. One 
important group, known as the "Boston Six," included Edward MacDowell, Amy Beach and 
Horatio Parker. These composers studied in Germany or had German-trained music teachers 
here; no wonder their music had a romantic European bent. But Charles Ives, Parker’s student at 
Yale, took a new direction, one that made his music “modern” and “American,” even stretching 
toward dissonance and atonality by pairing one melody against another in his works. Many of 
those melodies were American hymns or songs of the Civil War learned in his youthful Danbury 
days from his father, who was a band leader in the Civil War.  


After Yale, Ives had to mesh working in his New York insurance business with composing his 
many songs and symphonic works. Everything he did he attacked with great intensity, and in 
October 1918, Ives suffered a heart attack. It actually ended his life of composition and began a 
life of revising and assembling works previously written. The next fifteen years, with his wife 
Harmony, he was in artistic isolation in his West Redding home. One major project was the 
“Concord Sonata” based on music composed from 1904 to 1915.  


A great admirer of the transcendentalist author Ralph Waldo Emerson, Ives sought to honor him 
and other authors of that tradition---Nathaniel Hawthorne, Luisa May Alcott and Henry David 
Thoreau--- all living in Concord, Massachusetts from 1840-1860. The sonata’s first New York 







performance was in 1938 at Town Hall, where a review by the well-respected critic Lawrence 
Gilman stated: This sonata is exceptionally great music--it is, indeed, the greatest music 
composed by an American, and the most deeply and essentially American in impulse and 
implication. …It has passions, tenderness, humor, simplicity, and homeliness [and] a sense of 
those mysteries that are both human and divine“ Truth be told, the Concord Sonata’s difficulties, 
both to performer and listener, has never made it a favorite in the concert hall. 


The shortest and most lyrical of the movements honors the family life of philosopher Bronson 
Alcott and daughter Luisa May. Ives, in his Essays Before a Sonata, explains what he wished to 
achieve in this movement: “[The] memory of that home under the elms—the Scotch songs and 
the family hymns that were sung at the end of each day…a strength of hope that never gives way 
to despair – a conviction in the power of the common soul which, when all is said and done, may 
be as typical as any theme of Concord and its transcendentalists.” 
 
To a first listener, if you think the very first notes are similar to those “knocking of fate” notes 
from Beethoven’s Fifth Symphony, you’re right. And before long Beethoven’s “knock” will be 
plenty loud. Here is Ives at his cleverest because these notes also were the beginning notes to two 
hymns of the day: “Missionary Chant” and “Martyn.” On their piano, the Alcotts played an 
arrangement of the symphony and many hymns, so in a typical Ives ploy, he coalesced hymns 
and Beethoven in just a few notes! Snatches of other tunes may be detected, including, midway, 
a well-disguised “Loch Lomond,” one of the “Scotch” songs. Those Beethoven notes reappear 
majestically in the penultimate measures, but then quietly, reflectively fade away. Welcome back 
to Danbury, Mr. Ives.    Llewellyn Sanchez-Werner, piano       November 13, 2016      
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
 
 







 
 
 


 
 
 
 
 
  
 
 
 
 
 








Program Notes Written by James Pegolotti for Concerts by the Danbury Concert 
Association from April 20, 1996 to October 20, 2019.  A total of 60 programs. 
 
Alpha List by Composer IV: Leos Janacek to George Onslow 
 
 
Leoš Janáček (1854 - 1928)     String Quartet No. 2,  'Intimate Letters'      
In 1930, George and Ira Gershwin’s highly successful Broadway musical “Girl Crazy” featured 
the song:  “Boy, What Love Has Done For me.”  Well, what you will hear in Leos Janáček,s 
String Quartet No. 2, “Intimate Letters,” is the result of what love had done to Janáček in his last 
11 years. Here’s how it happened. 
 
By 1917, Moravian-born Janáčeck was a respected Czech composer and teacher with special 
abilities in choral music. Principally centered in Brno, capital of Moravia, he had carried on the 
nationalist tradition of the Czech composers Bedrich Smetana (1824-1884) and Antonin Dvorak 
(1841-1904). It was the sensational 1904 premier of his opera Jenufa in Prague that moved him 
to the top ranks. The opera showed influence of Moravian folk music as well as attempts in vocal 
melodies to capture the rhythm and inflections of Czech speech. (At that time, Moravia and 
Bohemia were the principal Czech language lands of the Hapsburg Empires eastern European 
lands.) His nationalist urges from his Moravian background had a direct connection to the 
Bohemian world of his friend Dvorak. Where Dvorak weaved some folk melodies into a 
romantic style, Janacek chose more modern ways, somewhat more fragmented, yet uniting post-
romantic chords to highly dissonant thrusts. Many such examples will be heard in the quartet. 
 
But In 1917, his 14-year marriage to his wife, Zdenka, was rocky due to her discovery of a major 
dalliance by her husband. After Janáčeck stopped that particular affair, he chose a solo vacation 
trip to the Moravian spa town of Luhacovice, where he met a charming young couple. He 
socialized with them and in innocent walks around the spa with the wife, Kamila Stosslova, 
some 37 years his junior, he became infatuated. It would be an obsession plainly found in the 
near 700 hundred letters he sent her over the last 11 years of his life (and now published).  Not 
only would she be the basis of “Intimate Letters,” but in his autumnal years, the model for the 
heroines of his famed operas Kat’a Kabanova (1921) and The Makropoulos Affair (1925).   She 
remained married; the Janacek’s separated permanently.  
 
As he was just beginning to compose his second string quartet in 1926, which he originally 
thought to name “Love Letters,” he wrote to Kamila: 
“I’ve begun to write something nice. Our life will be in it...I think that it will sound delightful. 
There have been so many of those dear adventures of ours, haven’t there? They’ll be little fires 
in my soul and they’ll set it ablaze with the most beautiful melodies.” 
Kamila was to be present in the quartet through a motto, an “idée fixe,” taken from the very first 
theme and found in various ways in all movements. He would write the four-movement quartet 
with the intent to use the older instrument, the viola d’amore (not too obvious a choice), but the 
tone ultimately didn’t sound right and the viola was substituted. Since the Kamila “motto” is 
often in the viola’s hand, the instrument is prominent throughout. In addition, the listener will 
find in each movement rapid shifts in mood and texture. For example, in the second movement 







there are a total of 12 sequential tempo changes, the final six of which are: “Presto—Adagio—
Grave—Allegro—Vivo—Adagio.” 
  
As Janáčeck proceeded composing the quartet movement to movement, he wrote to Kamila to 
tell her the feelings he had thrust into the music. Here for the listener are some clues. 
First Movement:  “The first movement…the impression when I saw you for the first time.” 
Second Movement: “I’m now working on the second movement. I think that it will flare up in the 
Luhacovice heat.” (The spa site of their first meeting.) 
Third Movement; “Today I have written down my sweetest longings….Today I have succeeded 
in writing a piece in which the earth begins to tremble.” (Critics agree this is the emotional 
center of the quartet.) 
Fourth Movement: “I’m now putting the finishing touches on these “love letters.” So that 
everybody will understand them: here they kissed, there they longed for one another…here they 
said they belonged to each other.” 
 
He completed “Intimate Letters,” his final work, in over a month, from February to March, 1928, 
with his final gift to Kamila being the autograph manuscript. The public premiere was in Brno, 
six weeks after Janáček’s death.  And the result of “What love had done to him” is now heard all 
over the world in this string quartet.       Daedalus Quartet     May 12, 2019      
 
Leon Kirchner (1919-2009)   Sonata No. 3, “The Forbidden” (2006) 
How does one become three? Leon Kirchner had a way of doing that. The story starts at Harvard 
where the composer taught, reflecting in his teaching and composing the influence of his early 
studies with Arnold Schoenberg. Among Kirchner’s students was Joel Fan who years later asked 
his former teacher to compose a sonata for him and a consortium of pianists. The result was the 
short, one-movement work entitled “The Forbidden,” which Fan premiered in 2006. The title 
reflects on a character in Thomas Mann’s Doctor Faustus who sells his soul to the devil to 
achieve great prominence as a composer. Being aware that many composers chose new musical 
forms for previous works, Kirchner turned “The Forbidden” into a string quartet (2006) and then 
supplied an orchestral version of “The Forbidden” for James Levine and the Boston Symphony 
in 2008. So one became three. One critic proposed that “the work derives a sweeping power from 
its distinctive fusion of atonal and tonal languages, its struggle between lyrical repose and 
unbridled animation.” Indeed the quiet central portion contrasts effectively with later bursts of 
energy.     Joel Fan, piano      September 18, 2011    
 
Fritz Kreisler (1875-1962)   Recitativo and Scherzo, op. 6 
During World War One, the United States took a rather severe stance concerning anything 
German:  German measles became “Liberty Rash” and sauerkraut re-named “Liberty Cabbage.” 
Operas by Wagner disappeared from opera houses and German artists became less than 
welcome, something that the Vienna-born Fritz Kreisler, came to learn. However, once the anti-
German feeling had passed, Kreisler took his place as the pre-eminent virtuoso of the violin on 
the American concert stage before the Heifitz era. Kreisler became an American citizen in 1943.  
One critic spoke of Kreisler’s artistry as “so nearly flawless that it is like a pane of clear glass 
through which one looks upon beauty.” At the end of his concerts, Kreisler invariably played 
encores, which he indicated were arrangements by him of eighteenth-century pieces he had 
discovered. Not being able to find any copies of these pieces, a suspicious New York music critic 







asked Kreisler point blank if, in fact, he had not composed the pieces himself. Kreisler admitted 
that he had, thinking the public would accept them better if they thought others had composed 
the works. This minor hoax irritated many, but today these Kreisler “miniatures” (among them “ 
Caprice Viennois,” “Schön Rosmarin,” and “Liebesfreud”) remain among the most often played 
encores by violinists. One composition he did immediately admit to having composed is the 
short Recitativo and Scherzo, a Caprice for Solo Violin. The Recitativo portion opens 
dramatically in the darker tones of the violin, with much double stopping, establishing a solemn 
mood. The Scherzo portion brings a contrasting playfulness utilizing the brighter violin tones. 
 Ayako Yoshida, violin,  Andrew Armstrong, piano      May 19, 2001   
 
Charles Lefebvre (1843-1917)  Suite 


To paraphrase a common saying: “The French they are a musical race.” That this is true 
should be clear from today’s program by French composers whose music spans that of  some 
three centuries. From Rameau’s 18th century elegant “Gavotte” to Poulenc’s “Sextet,” with its 
Paris brashness of the 1920s and 1930s, variety is the spice of French music life. Of all the 
composers on this program, Charles Lefebvre is by far the least recognizable name. But he was 
well known in his day as a winner of the annual Prix de Rome, the highest musical award for a 
French composer. (Other winners of the prize included Berlioz, Gounod, Bizet, and Debussy.) 
Grove’s Dictionary (3rd Edition) refers to him as “a composer of sincere and delicate 
accomplishment in many forms.”  This three-movement suite for five winds is one of the few of 
his works that remains in the repertoire. Lefebvre chose to begin his suite in a most unusual way-
--with a canon. In this musical form, a tune once started is joined by the same tune after a fixed 
interval, in a type of counterpoint. (A “round” is a type of canon.) 


Borealis Wind Quintet with Leon Bates, piano    November 9, 2003     
 
Franz Liszt (1811-1886)   Annees de Pelerinage,   Premiere Annee: Suisse 
       Orage 
       Vallee d’Obermann 
Youthful Franz Liszt, the personification of romanticism both in action and music, loved to 
travel. At 25 he wandered throughout Switzerland and initiated the first of three collections of 
pieces based on European peregrinations calling them “Annees de Pelerinage.”  Of the nine 
sections of the “Premiere Annee: Suisse,” two are on this program. No doubt he encountered 
some significant Alpine storms and his exuberance to describe both nature and historical 
episodes in music led to the turbulent  “Orage.” The longest of the Swiss pieces is “Vallee 
d’Obermann.”  This is less about a valley than about the emotions of Obermann, the title 
character in a popular French novel of the time.  Where “Orage” depicts the energy and beauty of 
nature at its rawest, “Vallee d’Obermann” looks into the world of solitude and melancholy of the 
Byronic type hero. Few pieces by Liszt better exemplify the inner workings of this man whose 
brain thrived on philosophy and religion while constructing tone poems that challenged both the 
stamina of the pianist as well as the piano itself. 


Kevin Kenner, piano    March 28, 2009    
 
 
Franz Liszt (1811-1886)     Années de Pèlerinage, Deuxieme année  
      ”Aprés Une Lecture du Dante” 
“Nel mezzo del cammin di nostra vita “In the middle of the road of our lives 







Mi retrovai per una selva oscura,   I found myself in a dark forest 
Che la diritta via era smarrita”   With the path no longer clear” 
So begins Inferno, the first part of Dante Alighieri’s The Divine Comedy. In view of the multiple 
journeys that Liszt took throughout Europe and his preoccupation with the sacred and profane in 
life, it is not surprising that he took these words to heart. The title “Aprés Une Lecture du Dante” 
the final work of his second “Years of Pilgrimage,” is actually taken from a poem by Liszt’s 
friend Victor Hugo. As Liszt’s pianistic vision of Hell, the work is hellish, both for performer 
and listener, given the intensity of its drama. (Perhaps Hell is overflowing with notes!) Still some 
strains of  transcendence appear a few times, and at the end another “h” word comes to mind: 
Hope.      Gilles Vonsattel, piano    April 21, 2007   
 
Franz Liszt (1811-1886)    Funerailles, Liebstraum, Transcendental Etude No. 10 
Romanticism and Franz Liszt are one and the same. His piano compositions are sometimes epic 
(such as "Funerailles"), often supremely melodic (such as "Liebestraum"), and often so difficult 
as to test the very mettle of any pianist willing to try them (the "Transcendental Etudes.") 
 Funerailles 
"Funerailles" was the seventh of a collection of ten pieces composed in 1849 entitled "Harmonies 
poetiques et religieuses". It is a threnody in memory of Hungarians killed in a revolutionary 
uprising against the Hapsburgs in October of that year. The composition is an effective 
expression of grief with bells tolling and funeral marches pounding. In a climactic moment, 
massive octaves in the bass echo the great Military polonaise of Chopin, a possible reference to 
the Polish pianist who had also died that year.  
Liebestraum 
Liszt wrote three separate songs entitled "Liebestraum," in 1850, then adapted them to the piano. 
One has become Liszt's most famous melody. With the rippling undercurrents, it is indeed a 
"Dream of Love." 
Transcendental Etude No. 10 in F Minor 
Twelve etudes composed by Liszt in 1826 became in 1837 his "Grandes Etudes," so difficult  to 
play that the famed pianist, the late  Claudio Arrau, stated that they "would not be able to be 
played in concert today by anyone." In 1851 Liszt revised the works into the twelve 
"Transcendental Etudes." Etudes are studies with a purpose. Liszt's purpose was to combine 
poetic concepts with technical mastery. Some of the etudes he named descriptively 
("Landscape," "Will o' the Wisps.") However, others would be described solely by a musical 
phrase. This is the case with the Tenth Etude: "Allegro agitato molto." Indeed it is an agitated 
composition  presented with almost interminable rapid figuration by one hand as another 
emphasizes a somber theme. Perhaps the great Italian pianist/composer Ferrucio Busoni was 
right in suggesting that this etude should also have been named "Appassionata!"   
    Andrew Armstrong, piano    April 4, 1998 
 
Franz Liszt (1811-1886)                Sonetto del Petrarca no. 104 in E Major 
In a “Top Ten” list of the greatest composer-lovers, few would challenge the right of Franz Liszt 
to occupy the top spot. Among his most famous affairs was a decade of passion and co-
habitation with the married Countess Marie d’Agoult. The liaison produced three children, 
including Cosima Liszt, who would become Richard Wagner’s wife. 
For Liszt, who embodied romanticism in word, deed, and music, it is not unexpected that he 
would find interest in the sonnets of Petrarch, the 14th century Italian humanist whose words 







dealt with all aspects of love. Liszt transformed three of the 360 sonnets into songs, then 
transcribed these for piano alone as his second set of “Années de pèlerinage” (“Years of 
Pilgrimage in Italy”). Sonnet 104 is a letter to a lover that begins, “Pace non trovo, e non ho da 
far guerra”(“I don’t find peace and don’t have the desire to fight”). Thirteen more lines of self-
pity leads to the final assessment of his depression: it’s all because of the woman he adores! 
Liszt’s “Sonetto” begins in modest agitation, moves to a central climax, but ends pensively, 
perhaps Liszt’s musical musings whether some of the blame for the difficulties might be his. 


Jeffrey Biegel, piano        May 3, 2003      
 


Franz Liszt (1811-1886)   Transcendental Etudes, Nos. 1-8 
If there is any doubt in the minds of piano lovers about “Liszt, the Romantic,” they need 
only listen to the “Transcendental Etudes.” Some might say of these etudes what Emperor 
Joseph II remarked in criticism of an opera to its composer---“Too many notes, my dear 
Mozart.” But for sheer bravura in the world of the pianoforte, these etudes are at a 
pinnacle. And it all came about because a 15-year old Liszt in 1826 had the chutzpah to 
publish “Etude en douze exercices,” which he revised nine years later as “Grandes 
Etudes.” This version Robert Schumann labeled as “studies in Sturm und Drang for, at 
the most, ten or twelve players in the world.” In 1851, Liszt revised them again into the 
“Transcendental Etudes” that are performed today and dedicated them to his teacher Karl 
Czerny. Some he named descriptively; others he simply listed by a musical phrase. 
Today’s program presents the first eight: 
1) Preludio (Prelude), C major;  2) Molto vivace, A minor; 3) Paysage (Landscape), F 
major; 4) Mazeppa, D minor; 5) Feux Follets (Will-o’-the wisps); 6) Vision, G minor; 
7) Eroica (Heroic), E flat major; 8) Wilde Jagd (Wild Hunt), C minor 
 
 Nothing evidences the variety of tonal experiences provided by Liszt than the central two 
etudes of today’s program: “Mazeppa” and “Feux Follets.” Liszt dramatic “Mazeppa” is 
the melodic personification of the Cossack chieftain immortalized in poems both by Lord 
Byron and Victor Hugo. Caught in amorous skullduggery when he was a page, the young 
Mazeppa is tied naked to the back of a wild horse by an irate husband. 


They bound me on, that menial throng,  
Upon his back with many a thong;  
They loosed him with a sudden lash -  
Away! - away! - and on we dash!  (Lord Byron) 


After three days of galloping terror, the horse falls dead and Mazeppa drags himself away 
to safety and ultimately to become a Cossack leader. The musical theme that pervades all 
of “Mazeppa” is one of Liszt’s most memorable, transformed in variations and finally 
emerging in a brilliant change to a major key. (Liszt later turned this etude into another of 
his famed symphonic poems.)  
The drama of Mazeppa is neatly counterpointed by the Mendelssohnian lightness of 
“Will-o-the wisps.” The pianist Abram Chasins (1903-1987) spoke of this etude as 
“angelic to hear and devilish to play.” (Incidentally, will-o-the wisps are those ghostly 
lights that spontaneously appear above marshes and in legends lead people into 
dangerous situations.)       Christopher Taylor, piano   September 30, 2007    
 
 
    







 Bohuslav Martinů (1890-1959)       Nonet No. 2, H 374 
Bohuslav Martinů is among the 20th century’s most prolific composers with some 400 works 
(e.g. 39 concertos, 16 operas, 15 trios, and 6 symphonies). Perhaps he was infected with music 
by the daily tolling of bells in the church tower where his family lived, his father being the bell 
ringer and watchman in the Bohemian town of Policka. With the monetary support of the 
townsfolk, young Martinů went to Prague for initial musical studies, where he became a fine 
violinist and a youthful composer. But he knew of the musical foment in Paris, so at the age of 
33 he moved there during the “Roaring 20s” to study with Albert Roussel and be influenced by 
jazz and Stravinsky, whom he admired a great deal.  
 
Escaping the Nazi hordes, Martinů came to the United States in 1941, living in trying conditions 
on Long Island, where he composed and learned English by seeing the same movies over and 
over. Serge Koussevitzky of the Boston Symphony then brought him to the Berkshire Music 
Center (Tanglewood) as a teacher in summer time. During his 1941-1946 stay in the United 
States, Martinů wrote five symphonies. Interestingly, his Symphony No. 3 was composed in 
Ridgefield, Connecticut in 1944, where he had come with his wife to get away from the big city 
life of New York. The Boston Symphony premiered the work.  Martinů returned to Prague in 
1946, but came back often to the United States, teaching at Princeton University, then Curtis 
Institute. He ultimately became a citizen, but never again took up full-time residence here. He 
died in Switzerland in 1959 after a year’s battle with cancer.  
 
Martinů’s music is marked by lucidity, rhythmic excitement, and effective combination of the 
tone color of instruments, elements that are especially clear in his chamber music. Martinů gave 
this explanation of the powers that shaped his music. "In my music I have been influenced by 
many things but most of all by the national Music of Czechoslovakia, by the music of Debussy 
and by the English madrigals.”   
 
He composed chamber works for almost all possible combinations of instruments. A month 
before Martinů died, the Nonet No. 2 was premiered in 1959 at the Salzburg Festival by the 
Czech Nonet, to whom the work was dedicated. 


                                  Czech Nonet      October 31, 2004 
 


Felix Mendelssohn (1809-1847)       Octet for Strings 
In a recent interview, the pianist Alfred Brendel stated that Mendelssohn as a 
composer was a greater “teenage genius” than Mozart. Certainly it is true that 
nothing young Mozart wrote at sixteen was as masterly as Mendelssohn’s Octet 
for Strings. Young Felix was the descendant of several generations of the family 
considered in their time to be “the Rothschilds of culture.” So important was the 
Mendelssohn family to German arts and letters that in 1820, the 72-year-old 
Goethe welcomed the eleven-year-old Felix to visit him for several weeks. The 
youthful Felix played some of his own compositions for Germany’s literary giant, 
but also some by Bach, a favorite of Goethe. Years later Mendelssohn would be a 
key player in bringing Bach out of the shadows and into his rightful place in 
music history. 
 







Music cascaded from the brain of the teenager. In his thirteenth year alone, he 
composed six symphonies, five concertos, and a three-act opera entitled The 
Uncle from Boston. He and his beloved sister Fanny even put on performances of 
Shakespeare for the family during the Sunday afternoon cultural events sponsored 
by the Mendelssohn family in their Berlin home. From such experiences, 17-year-
old Felix was inspired to compose some of the most famous music ever written—
the Overture to Midsummer’s Night’s Dream.  
 
But it was when he was sixteen that Mendelssohn composed the Octet. It was a 
groundbreaking work, for though octets for wind instruments were common at the 
time, there were none for strings alone. By the time of the Octet, Mendelssohn had 
written a dozen of what are now called his “String Symphonies.” With this 
experience, it is not surprising that his first masterpiece would be a composition 
for strings.  
 
The first movement is all exuberance, with the vigorous theme, in its upward 
thrust, seemingly releasing skyward the magical romantic notions from the 
classically trained youth. The second movement, slower and more lyrical, with a 
tinge of melancholy, leads to the gem of the composition, the scherzo. It is a prize 
example of the light, transparent, and joyful movements that would become a 
Mendelssohn trademark. Fanny Mendelssohn wrote of this Octet’s scherzo: “It is 
a complete success. The whole piece is played staccato and pianissimo, with 
shivering tremolandos and light, brilliant flashes.” The final movement begins 
fugally, then chatters energetically to bring to a conclusion the composition that 
Ernest Sanders states is “perhaps the singularly most astonishing creation by so 
young a composer in the history of Western music.” 


Chamber Orchestra Kremlin   November 10, 2002           
 
 
Saverio Mercadante (1795-1870) Concerto for Flute and Strings in E Minor, Op. 57                   
Time for a quiz. In the opera-crazy world of Italy in the 1840s, who was the most-respected 
figure?  
           A) Rossini;  B) Bellini;  C) Donizetti;  D) Verdi;  E) None of these.   
Well, if you chose the last answer (“E”), you were right. The operatic winner for that era (but no 
longer champion) is Saverio Mercadante, composer of sixty operas. Born on the Adriatic near 
Bari, Mercadante studied in Naples, his principal site of operation throughout life. His initial 
years emphasized orchestral works; his mature years dealt almost exclusively with operas. He 
composed both for Italian opera houses as well as those of Spain and Vienna. How, you might 
ask, can someone who wrote sixty operas and reached such a respected pinnacle in opera-loving 
Italy disappear into the stage dust behind La Scala? The answer? His operas, some immensely 
successful in their time, really provided the transition from Rossini and Bellini to the genius of 
Verdi. From a distance, one can be cynical of the forgotten Mercadante as the following critic 
was in 1889: 


 In Italy he was long regarded as the most learned of contemporary Italian composers, an 
estimation which shows quite sufficiently the low condition of musical learning in Italy at 
the time. 







However, musicologists do give him credit for bringing the importance of a vital libretto to opera 
as well as emphasizing the brass in the opera orchestra, something Verdi very much adopted.   
 
Mercadante had written six flute concertos by the age of twenty-four. Of those, the E Minor 
concerto is now one of the few compositions by which he is remembered. The concerto is 
lengthy (the first movement in length is equal to the entire Vivaldi concerto on today’s program) 
and varied in musical structure. There is real musical “meat” here. The beginning movement, 
Allegro Maestoso, provides a lengthy introduction of the two principal themes that the flute and 
orchestra then treat in sonata form. The themes are notable for their contrast, the first utilizes a 
forceful ascending phrase, the second is Mozartean in its “singability.”  The second movement, 
Largo, gives the flute another beautiful melody, another opportunity to be lyrical. With the third 
movement, Rondo Russo, Mercadante provides an emphatic rhythm in a mode he claims to be 
Russian-like. No matter what the folk emphasis here (Isn’t it more like a classical “polka”?), the 
movement is stirring with the flute both dancing with partners (the strings) or simply encircling 
the on-going melodies. The International Sejong Soloists    October 3, 1999      


 
Darius Milhaud (1892-1974  Sonatine a trois, Op. 221b 
By the 1930s, Darius Milhaud had established a firm reputation as a composer, one of “Les Six,” 
French composers (Poulenc was one of the others) who were against both the romanticism of 
Richard Wagner and the impressionism of Debussy. In 1940, having already composed 200 of 
the 470 works that would be his musical legacy, Milhaud and his family, of Jewish ancestry, 
escaped the oncoming Nazis and came to the United States. He had been invited by the 
prestigious women’s school, Mills College, in Oakland, California, to become a professor of 
music. (It is likely that his decision to come to the San Francisco area related to the fact that his 
friend Pierre Monteux, the Frenchman of international repute as a conductor, at that time 
conducted the San Francisco Symphony.) On the train trip from Chicago to San Francisco to take 
up his teaching position, he composed today’s Sonatine a trois.  
This brief Sonatine (of some eight minutes) begins with two movements strong in contrapuntal 
emphasis. Over the years, Milhaud had been influenced by “le jazz hot,” something that seems to 
be part of the upbeat pizzicato “anime” final segment. After all, he was now in the jazz center of 
the world.                        Walden Chamber Players       March 24, 2019 
 
 
Federico Mompou (1893-1987)  Variations on a Theme by Chopin (1938-1957) 
Federico Mompou lived a long life of 94 years. A native of Barcelona, Spain, he composed 
mainly for piano, and like his hero Chopin, spent formative years in Paris. One of the reasons 
that Mompou is not so well known here in the USA is that he was a miniaturist composer; he 
loved the quick, rhythmic quirk, or short emotional dallying, not the production of the big, 
splashy works such as concertos and symphonies. His named piano works number nineteen, each 
consisting of from three to a dozen short segments. For example, he wrote twelve Preludes, none 
longer than four minutes. His Spanish origins found musical exhibition in his thirteen Cancons e 
Dansas, none longer than five minutes. 
In 1938, emboldened by his love of Chopin and the piano, he began to write a piece for cello and 
piano: variations based on the Chopin Prelude in A Major, Op. 28, No. 7, certainly one of the 
most famous of Chopin preludes. He got only as far as the third variation at that time. Twenty 
years later, after the success of his ballet La Casa de los Pajaros (orchestration of some of his 







piano works) at the Royal Ballet in London, he was asked to write another ballet. For that he 
completed his Variations on a Theme by Chopin, but the ballet never happened, so he simply 
published the Variations. 
In this work, some of Mompou’s variations honor Chopin’s favorite musical forms, such as the 
mazurka and the waltz. In several, Mompou weaves in another Chopin melody. In Variation 8 he 
paraphrases the elegiac Prelude No. 4 in E minor, while in Variation 10, the beautiful slow 
section of Chopin’s Fantasie Impromptu emerges. (For the writer’s generation, it’s the melody of 
“I’m Always Chasing Rainbows.”) Mompou, having lived through the era of Debussy naturally 
introduces impressionistic qualities in many of the variations, and even seems to give Gershwin a 
nod; “I Got Rhythm” seems to sneak into the Variation 12 Galope. Well, “Who could ask for 
anything more?         Michael Brown, piano     November 16, 2013   
 
Paul Moravec (b. 1957)  Tempest Fantasy for Piano Trio and Clarinet 
Paul Moravec, a member of the music department at Adelphi University, composed Tempest 
Fantasy for the Trio Solisti and clarinetist David Krakauer and he won the 2004 Pulitzer Prize in 
music for it. How this work came to be is illustrative of compositional evolution. Because of a 
longtime friendship with violinist Maria Bachmann, Moravec dedicated a short piano piece to 
her in 1996. She asked him to convert it for violin and piano, which he did; he named it “Ariel 
Fantasy,” referring to that spritely character in Moravec’s favorite Shakespeare play, The 
Tempest. So taken was Bachmann with the result that she suggested Moravec write a longer 
work on the Tempest theme for the Trio Solisti. As had Brahms, Moravec greatly respected a 
clarinetist, in this case David Krakauer, so he composed a five-movement work for piano trio 
and clarinet----and the rest is Pulitzer Prize history.  
 The three movements of the fantasy to be heard show Moravec’s capacity to give every 
instrument a chance to show off with both beautiful and unusual sounds. Melodic fragments are 
the order of the day, often in endearing rhythms. The briskness of the first movement, “Ariel,” 
suggests a modern version of a Mendelssohn scherzo. The intensely lyrical “Sweet Airs” reflects 
the beauty of Caliban’s words: “Be not afraid; the isle is full of noises,  
 Sounds, and sweet airs, that give delight and hurt not.” 
The final movement, “Fantasia,” provides a frenetic, but joyful congregation of all the composers 
“flights of purely musical fancy” about The Tempest. 
 Moravec, in a radio interview in 2006, remarked that he was one of today’s 
composers seeking to bring “memorability back into music,” meaning, among other 
things, tunefulness and tonality.        Trio Solisti    April 5, 2008       
  
Wolfgang Amadeus Mozart (1756-1791)  Concerto in D Major, K. 447 
Gaspar Cassado (1897-1966), the Spanish cellist and composer, decided to add to the cello 
repertory by arranging Mozart's third horn concerto for cello soloist, a particularly unusual 
decision since horn and cello have such different tonal play-offs versus an orchestra. Why didn't 
Mozart write a cello concerto? He wrote concertos for violin, piano, bassoon, oboe, flute and 
horn, why not the cello? Probably because no one commissioned him to do so or he didn't have 
any virtuosic cello players in Austria at that time. The concerto begins with an orchestral 
introduction of a variety of themes later taken up by the solo instrument. The second movement, 
a "romanze," use a principal theme of quiet beauty. In the final movement the cello has the 
challenge to play against the orchestra in a jaunty manner more appropriate to the horn. 
   I Musici di Montreal    October 15, 1995 







Wolfgang Amadeus Mozart (1756-1791) Divertimento in F Major, K. 138 
Italians fell in love with Mozart, the Salzburg wunderkind, during his lengthy first trip through 
Italy--15 months starting in December 1769. Accompanied by his proud, but overbearing, father, 
he concertized to great acclaim throughout northern Italy and as far south as Rome. In 1772 the 
pair left Salzburg for another trip to Italy, heading for Milan, where the premiere of Mozart’s 
opera Lucia Silla was to be held. It is believed that the young genius took with him three 
divertimenti (three-movement works for strings alone, K. 136-138) just in case he needed to 
quickly generate some symphonies. If asked for something new, all he had to do was to add 
woodwinds and brass to the divertimenti scores and, voila, symphonies. (Just to confuse the 
situation even more, these three divertimenti are sometimes referred to as the “Salzburg 
symphonies.”) Though it is unlikely the divertimenti were performed during the Italian visit, they 
are now a staple of string orchestras, particularly today’s in F Major. The singing melodies that 
are the trademark of Mozart pervade all three of the movements. 
  The French Chamber Orchestra   October 28, 2007 
 
Wolfgang Amadeus Mozart (1756-1791)    Flute Concerto in D Major (K. 314).   
 Mozart’s trip to Mannheim in late 1777 had as a purpose his possible employment by the 
enlightened supporter of the arts, the Elector Karl Theodor. At the very least, Mozart hoped that 
he might tutor some, if not all, of the four illegitimate children of the Elector. But as throughout 
Mozart’s life, he would not receive from royalty any lengthy employment. He did, however, 
through friendship with the principal flautist of the famous Mannheim orchestra, receive a 
commission from a Dutch surgeon, an amateur flautist. As Mozart wrote to his father on Dec. 10, 
1777, for 200 gulden he had to compose “three short, simple concertos and a couple of quartets 
for the flute.” Two months later Mozart had finished two concertos and three quartets, only to be 
paid 96 gulden for his work. In a confessional letter to his father (for Mozart consistently 
received written beratings from his father for his poor finances), Mozart admitted to receiving 
less than half of the original promised payment. Mozart wrote: “[Father] you know that I become 
quite powerless whenever I am obliged to write for an instrument which I cannot bear.”  The 
diminished payment may have been appropriate since the Flute Concerto in D Major (the second 
of the concertos written) was in fact a transcription of Mozart’s already written and successful 
oboe concerto. Regarding the music of this concerto, the ever present sense of melody (writers 
constantly refer to Mozart’s sense of a “vocal line” in all his music) pervades the first two 
movements, while the rondo finale allows the flute’s perkiness to take center stage.  
    I Solisti di New York     May 21, 1995 
 
 
Wolfgang Amadeus Mozart (1756-1791) Piano Concerto No. 24 in C Minor, K 491 
       (arranged by Ignaz Lachner) 
It would seem that some composers are born with a gene that makes them want to take someone else’s 
composition of smaller dimensions and make it much grander. Cases in point:  1)  Maurice Ravel who 
took Moussorgsky’s piano work “Pictures at an Exhibition” and gave it a magnificent orchestration; 
2) Modernist Arnold Schoenberg who decided that a piece he dearly loved---Brahms’ Piano Quartet No. 
1---needed to be orchestrated because too many pianists played the work too loudly, he said, and “you 
hear nothing from the strings. I wanted once to hear everything, and this I achieved.”  
Then there are composers born with a gene that urges them to take a work and shrink it. So it seems to be 
with Ignaz Lachner (1807-1895), a German who, though a composer in his own right, sought to make 







some of Mozart’s piano concertos more accessible to musicians by transcribing them for piano and string 
quartet and bass. Today provides a sample of Lachner’s talent for “shrinking”   
 
For two-thirds of his short life, Mozart produced 26 piano concertos that brought the form to a new level 
of perfection. The vast majority of the concertos provided an energetically restrained and melodious first 
movement, a second movement of serenity and beauty, then a conclusion overflowing with verve and 
joyous energy, helped by being in major keys. The Viennese found Mozart’s concertos most entertaining, 
so, as the Mozart biographer Alfred Einstein suggested, it would be hard to imagine the expression on the 
faces of the Viennese audience when on  April 7, 1786, Mozart played for them a work in a minor key, 
his 24th piano concerto. Instead of the expected ebullient Mozart, they heard a work of passion and 
gravity, one that deeply impressed Beethoven more than any of Mozart’s others.    
 
What immediately sets this concerto apart from others of its time is the lengthy orchestral introduction, 
some two minutes long. (Beethoven would similarly begin his Piano Concerto No. 3 with such a waiting 
time.) One would expect with such an introduction that the opening notes of the soloist would be 
something mighty and unforgettable. Mighty, no, but unforgettable, yes: the simplest and quietest of 
themes, one that would pervade the movement, with strokes of dynamic force, only ending the movement 
in almost a whisper. The Larghetto movement provides one of Mozart’s calmest and longing melodies, a 
contrast to the two movements it separates. The final movement, structured as a theme-and-variations, 
returns to the sense of sadness, albeit with incredible cleverness in the variations. But Mozart doesn’t let 
up on the emotional sense of the minor key, ending the concerto with several emphatic chords.  
 
 One writer has spoken of the “brooding darkness” of the entire work. And some see despair in the music. 
Yet Mozart in early 1786 was premiering his “Marriage of Figaro,” while working on concertos #22, #23 
and #24. Clearly he was at the top of his musical powers.  Perhaps in #24 he was echoing some of his 
own despair, yet in “Figaro” he provided a comic masterpiece. Geniuses, it would seem, are quite capable 
of juggling all emotions at the same time.  
 Fine Arts Quartet with pianist Alon Goldstein           Sunday, May 21, 2017 
 
W. A. Mozart (1759-1791)  Piano Concerto in E flat Major, K. 449 
           (Arranged by Mozart for string quartet and piano) 
 In February, 1784, Mozart began a little notebook with information about every work he 
would complete from that time forward---date, type of composition, and the first several 
measures of the work. The journal’s first entry was the E flat concerto, which today will be 
performed in the composer’s own version for piano and string quartet. In a letter to Leopold, his 
father, on February 20, 1784, Mozart wrote that he had completed the E flat major concerto and 
had “composed it for Fräulein Ployer, who paid me handsomely.”  But why did he make this 
arrangement for string quartet? Barbara Ployer was Mozart’s student and an extremely gifted 
pianist, whose family was quite well off and would often have concerts of Mozart’s music in 
their home. So it was natural that Mozart would trim down the concerto to drawing room size.   
 By 1784, Mozart had already composed fourteen piano concertos, but it is with K. 449 
that scholars assign the beginning of his mature series of concertos, which would total fourteen 
more. Arthur Hutchings, who wrote A Companion to Mozart’s Piano Concertos speaks of the 
“vast difference between the first concerto of 1784 (K. 449) and any previous work in the form.” 
 The first movement has an operatic flair to it, one can almost see Mozartian characters in 
fierce dialogue. For the quiet second movement comes a Mozart of supreme tenderness. In the 
third movement, the hippity-hoppity theme is first announced by the strings, then taken by the 
piano. After four thematic “re-dressings” comes the supremely joyful conclusion. 


Alianza String Quartet   November 16, 2008    







Rondo in A Minor, K. 511             Wolfgang Amadeus Mozart (1756-1791) 
The classical rondo form is truly “what goes round comes round.” One theme or subject is stated, 
contrasted with a second, and a return is made to the original theme several times. The Rondo in 
A Minor, written on March 11, 1787, has long intrigued pianists for its “elegant and mysterious” 
sense and its pervasive use of chromatic sequences. The theme after its first presentation returns 
four times, separated with the contrasting subjects in appropriate major keys. With each return, 
slight changes are made in the theme, sometimes with a trill, sometimes with emphasis on the 
base notes. The contrasting subjects are treated at greater length than the principal theme. In this 
work, some eleven minutes in length, Mozart uses the full-range of the pianos tonal spectrum, 
but always with a light touch. Embellishments abound,  especially the “turn” which occurs on the 
second note of the principal theme. With this composition, Mozart brought the rondo form to a 
masterful pinnacle of beauty. 
   Pamela Mia Paul, piano    May 25, 1996 
 
W. A. Mozart (1956-1791)   Serenata Notturna, K. 239  (ca. 1775) 
     Marcia Maestoso;   Menuetto (Trio)----Rondeau;    Allegretto 


For 19 year-old Wolfgang Amadeus Mozart, the year 1775 began in Munich with his father 
Leopold and sister Nannerl and away from their home base in Salzburg. Though they were 
enjoying the pre-Lenten carnival (both father and son loved dancing and the good food), they 
were there for another reason: young Mozart had been asked to provide a new opera as a carnival 
highlight, which would be the three-act opera giocosa, La Finta Giardiniera. The musical 
abilities of the young man were well known for he had already written some 200 compositions of 
varied types from church music to sonatas to chamber music to dramatic works (including other 
3-act operas). Christian Schubart, famed poet and trained musician, heard the opera and wrote to 
a friend: “Flames of genius flashed here and there [but] if Mozart is not a forced hothouse plant, 
he will certainly become one of the greatest composers of music who ever lived.” It is likely that 
Schubart was well aware of how Leopold had pushed his talented son in trips throughout Europe 
from early youth, exhibiting him almost as a musical freak.   


Once back in Salzburg, the demands on young Mozart continued: church music for the 
Archbishop of Salzburg and special music for the visit of Hapsburg royalty. His own talents 
sometimes made demands because Mozart, the pianist, had also become a fine violinist, again 
pushed hard by his father. As a result during 1775 he composed his five violin concertos. Also, 
the nobility made demands. They employed musicians to entertain indoors or outdoors at parties 
to give dinner guests a pleasant atmosphere. Mozart was called upon often to write divertimentos 
or serenades, works comprising 3 to 10 movements, full of pleasant melodies and a variety of 
dance rhythms. Strings and winds made up the ensembles, from a trio to small orchestra. He 
would write some two dozen divertimenti and serenades in his Salzburg years. 


The Serenata Notturna (yes, a bit duplicitous for “serenade” is an “evening song” and “notturna” 
means “at night”) was completed in January, 1776, for an unknown nobleman and likely for a 
pre-Lenten party. The work features a string quartet playing against a larger group of strings and 
drums. Certainly with the distinctive sound of the timpani, it was not meant for dozing.  (Did 
Mozart ever give another timpanist such a starring role?) The Serenata  begins with a march 
(elegant rather than spirited), a central minuet, and then a final rondo. Mozart would write a 







more famous serenade years later in Eine Kleine Nachtmusik, but this Serenata outdoes it in 
robustness. And you just can’t forget those drums! 
 A Far Cry with guest artist David Shifrin, clarinet    Sunday, May 20, 2018 
 
W. A. Mozart (1756-1791)  Sonata for bassoon and cello in B-flat major, KV 292/196c 
For any bassoonist, Mozart’s name holds a high place because of the bassoon concerto written by 
the boy wonder in 1774 when he was only 18 years old. Mozart must have loved the bassoon’s 
sound for he chose it for the first of his woodwind concertos (later came those for flute, oboe and 
clarinet).  Later in 1774, Mozart was in Munich overseeing the premiere of his opera “La Finta 
Giardinera” and was feted often. His fame brought many of money to meet him and many had 
commissions to proffer. Among them was a rich amateur musician, also 18 years of age --Baron 
Thaddäus Wolfgang von Dürnitz—who had both pianistic and bassoonistic abilities. The two 
must have hit it off well for Mozart accepted Dürnitz’s commission for a piano sonata. Sonata K. 
292, written in Munich and now known by the name “Dürnitz.”  .  
So did Mozart also write the Sonata for Bassoon and Cello for Dürnitz?  There is an aura of 
mystery about this for no autograph manuscript exists, and what was published came in 1805, 
years after Mozart’s death.  The bass part, accompanying the bassoon, is unspecified as to the 
instrument leading some to believe it originally was for a second bassoon, not a cello. Because of 
no autograph, detractors who doubt it was written by Mozart also aired their doubts. However, 
there is in the work a quality, energy and wit that parallels so much of what Mozart put into his 
bassoon concerto that Mozart “naysayers” have been brushed aside.  
The intrinsic warmth inherent in both the sounds of a cello and bassoon make for a special 
listening experience. There is briskness in the first movement, lyricism in the second and a “let it 
all out” for the bassoon in the third, in which movement the accompanying cello also lets the 
bassoon know that “anything you can do, I can match.” 
   Walden Chamber Players   March 24, 2019 
 
Wolfang Amadeus Mozart (1756-1791) Symphony No. 41, “Jupiter” (K. 551) 
 Three years before he died, the great Mozart composed his final three symphonies in a 
total of six weeks. He wrote them at a time when his wife’s illness and the ever-circling creditors 
suggest that Mozart must have been in despair. Perhaps some sadness can be found in the 
Symphony No. 40 in G minor, but certainly none shows up in the joyful No. 41 in C major, his 
final symphony. The name “Jupiter” was probably given by a music publisher.  Few would 
challenge the appropriateness of linking this work to the highest ranking Roman god for it is a 
heavenly work.  
 The first movement begins with a stirring martial quality that immediately suggests the 
nobility of the entire work. The second movement’s pacific quality is such that Woody Allen, an 
unexpected Mozart lover, gives this movement a place of honor in his short list of “reasons for 
living.” The lilting minuet of the third movement is perfect to set the stage for a final movement 
that leaves the spirit as energized as any music can. Starting with a simple four note motif, 
Mozart adds new themes until in the symphony’s final few minutes, all five themes are meshed 
into a fugal form that staggers the imagination. Then with the sound of trumpets and drums, 
Mozart’s symphonic output comes to an end, as noble a conclusion as will be found in any 
symphony, before or after.    Camerata New York    October 12, 2008       
 
 







Wolfgang Amadeus Mozart (1756-1791) Theme and Variations from Divertimento  
     in B-flat Major for Two Horns and Four Strings, K. 287    
When Wolfgang, Salzburg’s little genius, had grown-up, many of the upper crust sought his 
talent to write divertimenti (serenades) for special occasions, such as birthdays and name-days. 
The Lodron family of Salzburg, Count and Countess, were well known by Mozart for the 
Countess and her two daughters had studied piano with him. In fact he wrote his Concerto for 
Three Pianos for those ladies. (He didn’t make it too difficult, because he knew the level of their 
ability, but after all they were paying customers.) When the Count commissioned two 
divertimenti for his wife on successive years for her name day, Mozart produced K 247 and K 
287. The latter is Mozart at his most lyrical. For the Theme and Variation second movement he 
chose the German folk tune “Heissa, hurtig, ich bin Jans and bin ohne Sorge” (My name, 
Hurrah!, is Hans and I don’t have a care in the world!) Mozart provides six variations on the 
tune. Most of the variations concentrate on the strings for melodic emphasis, but the horns come 
to the footlights in the third variations and make their mark very heroically also in the final 
measures.                        New York Chamber Soloists    May 18,  2013     
 
Modest Mussorgsky (1839-1881) Pictures at an Exhibition 
      (Arranged for piano trio by Jon Klibinoff) 
 Mussorgsky’s life led from a middle class boyhood as a good pianist to his becoming an 
officer in a crack Russian army outfit. Leaving the military, he became a minor civil servant, and 
started a downwards spiral into poverty, alcoholism, and an early death. But throughout these 
difficult times he developed his innate abilities as a composer. He pushed forward, particularly in 
operatic works, there aided by his friendship with, among others, Nicolai Rimsky-Korsakov and 
Alexander Borodin.  
 Though his opera Boris Godunov would gain him some fame in his lifetime, Pictures at 
an Exhibition languished in its original piano version long after his death.  For this work, 
Mussorgsky chose to describe, in atmospheric music, ten of the paintings of his close friend 
Victor Hartmann from a memorial exhibition of the artist. To help link the depictions, he, the 
composer, “promenades” from work to work, from a depiction of a grotesque fellow (“Gnomes”) 
to “The Old Castle” with a troubadour singing. Children playing in a Parisian park (“Tuileries”) 
is followed by the plodding of an oxcart (Bydlo). Chicks still inside their shell  have a ballet, and 
two Polish Jews—one rich, the other his “yes” man---argue (“Samuel Goldenburg and 
Schmuyle”), followed by a chaotic “Market Place” in Limoges, France. Life descends into the 
“Catacombs”, only to emerge with the witch Baba Yaga in “Hut on Fowl’s Leg.” Finally, the 
“Great Gate of Kiev” provides noble Russian music, with bells ringing from the gate’s towers. 
  In 1922 the Russian conductor Serge Koussevitsky , then in France,  interested Maurice 
Ravel in orchestrating the work. The result added a brilliant work to the orchestral repertoire. 
While some,  including Leopold Stokowski and pianist/conductor Vladimir Ashkenazy , have 
also  tried their hands at orchestrating Pictures, how do you improve perfection? Others have 
attempted more modest approaches. For example, Pictures has been transcribed for organ, also 
guitar quintet, as well as for a brass quintet.  
 Tonight’s version ion for piano trio is probably the most recent. The beauty of this 
transcription is the embellishment of the melodic lines in each of the “pictures,” with the high 
and low notes of the violin and cello adding breadth to the sound. The piano still remains the 
center point, but how much more realistic now are some of the pictures, such as the children at 
play in the Tuileries, with the violin mimicking the children’s voices. Or the chirping and 







pecking of the pirouetting “Unhatched Chicks.” Even the “Catacombs” (with the promenade 
theme emerging as a hymn-like melody) has a clear, individual sense of both fate and earthly 
depths. Yes, sometimes less is more.   Trio Solisti    April 5, 2008     
 
Friedrich Nietzsche (1844-1900)  
 “Einleitung” “(Introduction)”     “Da Geht ein Bach” “(There goes a brook)”  
 “Heldenklage “ “(A hero’s sorrow)”   “Das ‘Fragment an sich’””(A fragment itself)”  
 “Das verbrochene Ringlein”  “(The broken ring)” 
O.K., admit it. Like me, you didn’t know that the famous German philosopher Friedrich 
Nietzsche was a composer in his youth. Nietzsche, a man who in his later years riled against his 
former hero Richard Wagner, as well as Christianity and Romanticism, maintained a love of 
music (with Bizet’s Carmen being a favorite of his). Even at the age of fourteen he showed a 
determined sense of where music fit into life when he wrote: “God gave us music so that we, first 
and foremost, will be guided upward by it…. It can be capricious; it can cheer us up and delight us…It 
can even break the resistance of the toughest character... Music also provides pleasant entertainment and 
saves everyone who is interested in it from boredom. All humans who despise it should be considered 
mindless, animal-like creatures.” He had become in his youth an excellent pianist and most of his 
compositional output occurred by the time he was 25, including songs for family occasions. 
 
Only in the 1970s did his dozens of short pieces become published from manuscripts. The five 
works today show a young man beholden to the likes of Robert Schumann, whereas “The Broken 
Ring” seems to have some Franz Liszt’s influence also. But for a young man self-taught in 
music, Nietzsche provides clear expression of deep feelings. Strangely enough, it would be one 
of his books, Also Sprach Zarathustra, which would inspire other composers to produce music of 
more lasting performances. The fourth movement of Mahler’s Third Symphony is a paean to the 
Nietzsche work, as well as Frederich Delius’s “A Mass of Life.” And what of those thrilling 
initial measures of Richard Strauss’s tone poem Also Sprach Zarathustra that made the first 
minutes of Stanley Kubrick’s masterpiece, 2001: A Space Odyssey so memorable? 


Alex Alguacil, piano   September 26, 2010    
 
George Onslow (1784-1853)  Quintet, Op. 81 
In the 19th and early 20th century Europe was saturated with composers who had their “15-years 
of fame.” Some of these composers who wrote wind quintets and sextets for wind and piano then 
slipped into musical limbo, such as George Onslow. Early in the 19th century, Antoine Reicha 
(1770-1836) brought the wind quintet into prominence, by writing 24 of these works. 
 
Onslow’s full name---André George Louis Onslow---is a big clue to his parentage: an English 
father and French mother. Wealth was from the English side, but a family scandal in England, 
sent the Onslows permanently to France. The talented young man began as an amateur musician, 
and then studied piano and string instruments. He turned to writing string quartets and quintets, a 
total of some 70, at a time when French composers were not writing chamber music, being too 
busy with operas and ballet. That he was well-known in his day is confirmed by the 1844 etching 
“Gallery of the Modern Lyric Composer” by A. Maurin. In it you see Onslow standing in the 
same row as Berlioz, Donizetti and Mendelssohn. Not bad company.  
Clearly, Onslow was respected in his day.  
 







His very last composition was the quintet on today’s program. Why, for someone so linked to the 
string instruments, would he choose the wind quintet? The answer is simple: his teacher for 
composition was none other than the aforementioned Antoine Reicha, “King of the Wind 
Quintet.”  The quintet’s first movement, allegro, is full of kittenish ways for all five instruments, 
but without a long melody line. The andante movement is more songlike, albeit somewhat sad. 
The finale provides scamperings especially for flute and clarinet, the two intertwining in 
somewhat passionate instances, but with a finale that has all five instruments ending in oneness--
-and quite fortissimo.   Borealis Wind Quintet and Leon Bates, Pianist   October 24, 2010 
 
 
 
 
  
 
  
 
 
 
 
 








Program Notes Written by James Pegolotti for Concerts by the Danbury Concert 
Association from April 20, 1996 to October 20, 2019.  A total of 60 programs. 
 
Alpha List by Composer V:  George Perle to Antonio Soler 
 
George Perle (1915-2009)   Toccata (1969) 
George Perle may not be well known to the average classical music listener, but he was an 
influential composer and professor of music in many universities; his books on “twelve-tone” 
music and on the music of  Alban Berg are considered classics. As the New York Times said in 
Perle’s obituary: “He seemed not to mind that his writings on music theory, Berg and 12-
tone music had overshadowed his own composition for much of his life.” A composer in a 
variety of forms, he received a 1986 Pulitzer Prize for his Fourth Wind Quintet. His well-
received Piano Concerto No. 1 (1990), commissioned by the San Francisco Symphony, was 
recorded featuring pianist Michael Boriskin, who for years was a Danbury resident. Perle 
was so pleased by Boriskin’s performance that he wrote a second piano concerto and 
dedicated it to Boriskin. 
 
In Italian, the verb “toccare” means “to touch, to feel, to handle,” as in this writer’s recalling his 
mother telling him: “Non ti tocca quella torta” (“Don’t touch that cake!”)  But in piano music, 
the name “toccata” suggests aspects of pulsing, percussive music. Of course, there is nothing 
more important in piano playing than “touch,” so in one sense all works are toccatas. But as a 
musical form, it is one of the earliest, particularly in organ music.  
Perle wrote this about the 1969 work: “The Toccata, like almost everything I’ve written but 
rather more decisively than many of the pieces that precede it, I think, reflects my preoccupation 
through all these years with something one might provisionally call ‘post-diatonic tonality.’ If I 
tried to say anything more about this concept in this brief note, it would be misunderstood. 
Besides, I hesitate to tell listeners in advance what they ought to hear in a new work of mine, 
beyond what is already implied in the title itself.”  


 Michael Brown, piano    November 16, 2013    
 
Astor Piazzolla (1921-1992) Spring and Fall from “The Four Seasons of Buenos Aires” 
In the 1950s and 1960s, Antonio Vivaldi’s almost forgotten 200-year-old “Four Seasons” 
appeared in   several LP recordings, initiating a national love affair with the work. In the 1990s, 
after the death of Astor Piazzolla, his music---tango rhythms meshed with jazz and classical form 
and called “nuevo tango”---similarly began a dizzying rise to popularity in this country. 
Naturally when people found out that Piazzolla had also composed a “Four Seasons of Buenos 
Aires,” special attention focused on this Italian-Argentinian’s work, a musical joust with the 
Venetian Vivaldi.  
Piazolla, Argentine born, spent his formative years New York, where his father, a barber, had 
taken the family. There he presented young Astor with a bandoneon, an Argentinian accordion-
type squeezebox. While sparring in Little Italy with playmates Rocky Graziano and Jake 
LaMotta, he learned to play this tango-related instrument concurrently soaking up New York 
jazz and getting some classical music training. Later in Paris and striking out into new methods 
of composing, he showed Nadia Boulanger, the great teacher of modern composers, his new 
works. Wasting no words, she told him to stick with the tango as the basis for his compositions. 
That he did in everything from a symphony to fugues inspired by his strong love of the music of 







Bach. In 1965, now back in Argentina, he wrote “Buenos Aires Summer,” but it took him five 
years to finish the other three seasons. The Piazzolla “Seasons” have been arranged for a myriad 
of instruments, including saxophone quartets, guitar quartets, symphony orchestras and piano 
trios. Today’s Trio Solisti arrangement is by J. Bragato and M. Bachmann. 
Each of Piazolla’s seasons follows a common structure: first comes the theme, followed by a 
quiet interlude, then a return to the original melody. (Vivaldi’s work had each season in three 
movements.) “Spring” is the sprightliest with its exhilarating ascending and descending 
curvature of notes, certainly indicating the vitality of the season. “Fall” is more self-reflective, 
particularly in the central cello solo, wistful of the passing summer and speculative of the 
oncoming winter. Expressive indeed.   Trio Solisti    April 3, 2011    
 
Astor Piazzolla (1921-1992)  Two Tangos: Coral, Canyengue   
There is no doubt that Astor Piazzolla’s “Nuevo tango” works have become popular. For 
example, three of the last five DCA concerts have featured works by this Argentine-born 
composer who spent many of his young years in the United States. But the tango was in his 
blood. The tango, resulting from a distillation of Spanish rhythms, was initiated in the shadier 
side of Buenos Aires, in bars and brothels, similar to sites where ragtime gestated in the USA. It 
became acceptable among polite society as wealthy Argentinians  
(I wonder where they learned it?) took the tango to Paris. There it became a 1913 sensation. The 
tango’s more sensual side was toned down in New York by the pre-WWI trend-setting dancers 
Vernon and Irene Castle, who featured it in their national tours. Then came Rudolph Valentino 
and a sexy tango that rattled many a female psyche in the movie The Four Horsemen of the 
Apocalypse, released in 1921, which was also the year of Astor’s birth. After a repression during 
the Peron era, the tango emerged healthy and pulsating in the 1980s, urged along by the special 
works of Piazzolla, who meshed classical music, jazz and the tango rhythms into attractive 
works. 
The tangos “Coral” and “Canyengue” were written for string orchestra with the “ONE, 2, 3, 4” 
beat of the tango largely underplayed. “Coral” opens sadly with a 5-note motif that permeates the 
short work. The tango rhythm is only evident briefly in the center of the four minute work. The 
very word “Canyengue” denotes a rhythmic style of tango from the 1900s—playful and danced 
in a close embrace. Full of on-and-off beat rhythms, “Canyengue” ends in a burst of passionate 
music.                  A Far Cry     May 7,  2011 
  
Francis Poulenc (1899-1963)  Sextet for Piano and Winds (1932) 
What is it about Poulenc’s music that makes it so recognizable? The answer may be in Poulenc’s 
own words: music has to be  “leavened with that lightness of spirit without which life would be 
unendurable.” He seems to have channeled the Jazz Age energy of the era into classical terms. 
Though Poulenc would call his sextet “a homage to the wind instruments which I have loved 
from the moment I began composing,” it took some time to perfect it. Written in 1932 and first 
performed the following year, Poulenc had some trepidations about its structure and it remained 
unpublished; then in 1939 Poulenc revised it and the final product had its first performance in 
Paris in December 1940. Paris was occupied at the time by the Germans, so the Parisians could 
read into his music both the jollity of the Follies Bergere as well as the sadness of occupation.  
The work begins with a flourish, followed by a reflective mood. These contrasting modes are 
found throughout the three movements, but especially notable in the second movement, which 
begins with one of Poulenc’s most beautiful melodies. Though a jaunty theme soon insists itself, 







the languid theme returns as in a dream. The sextet even finishes in a quiet mode, even after a 
typical Poulenc bounciness 


New York Chamber Soloists    May 18,  2013     
 
Sergei Prokofiev (1891-1953) Overture on Hebrew Themes for Clarinet,  
        Strings and Piano, Op. 34 
In 1918, Sergei Prokofiev, with the reluctant blessing of the Communist Party, left Russia to 
spend several years in the United States. In 1919, while in New York he was contacted by a 
group of emigre Jewish musicians whom he had known at the music conservatory in St. 
Petersburg. They had organized a small ensemble--- strings, clarinet and piano--- with the hope 
that their concert revenue could help to build a music conservatory in Palestine. They requested a 
work for them using Jewish folk songs. Since Prokofiev knew nothing about such songs, they 
provided him with a book of them. Prokofiev was a melodist first and foremost and though 
initially uninterested in the concept, once he studied the melodies and found himself taken by 
their sometimes gypsy-like flavor, he said yes. Within two weeks he presented his friends with 
the “Overture on Hebrew Themes.” The premiere in 1920 had Prokofiev at the piano. Framed in 
sonata form, the work contrasts two themes: first a klezmer-type melody is announced by the 
clarinet and then the second more reflective melody is introduced by the cello. So popular did the 
Overture become that Prokofiev rescored it for small orchestra. 


New York Chamber Soloists    May 18,  2013     
 
Sergey Prokofiev (1891-1953)  Sonata No. 2 in D minor, Op. 14 
“He had white-blond hair, a small head with a large mouth and very thick lips…and very long, 
awkwardly dangling arms, terminating in a bruiser’s powerful hands.” This was a description of 
21-year old Sergei Prokofiev in the year 1912 when he wrote his second piano sonata. Four years 
before he had graduated from the St. Petersburg Conservatory and had won the “battle of the 
pianos”---five of the best piano students each playing a “classic” piano concerto of their 
choosing? Prokofiev’s choice? His own piano concerto! Nothing immodest about this young 
man. And from then on, he set his own never-boring course of composing. 
Prokofiev’s second piano sonata, according to the pianist and Prokofiev expert Barbara Nissman, 
is the Russian’s first mature sonata, a “defining work.” Prokofiev himself identified years later 
the five principal elements which always dominate his music; each is found in this sonata: 1) the 
classical element (traditional sonata form), 2) innovation (unusual transitions from quiet to 
bravado), 3) toccata or “motor” element (second movement), 4) lyric element (e. g., second 
theme in first movement is Chopinesque), 5) element of humor (as in the last movement, where 
persistent jabs of C sharp in the quiet middle of the movement, Nissman says, are like a buzzer 
that Prokofiev keeps pushing.)  In 1918, Prokofiev performed concerts of his own piano works in 
Carnegie Hall and a major New York critic harrumphed that “the pianoforte solos…invite their 
own damnation, because there is nothing in them to hold attention.” Most people today find 
Prokofiev’s music not only attention-grabbing, but highly melodic and bursting with energy----
and he never overstays his welcome.    Alex Alguacil, Piano   September 26, 2010 
 
Sergei Rachmaninov (1873-1943)       Piano Sonata No. 2, Op. 36 in B-flat minor              
Rachmaninov composed only two piano sonatas, with the second the most often played. From its 
first dramatic chords, it is of the grand manner. The distinctive style of the Russian composer---
contrasting massiveness with simple lyrical moments---is well displayed. Written in 1913, 







concurrent with his choral work, “The Bells,” the sonata also provides discernable segments of 
tintinnabulations.  
 
In later life, Rachmaninov had a desire to reduce the length of some of his earlier works as well 
as improve their transparency.  He told a friend in the early 1930s that “I look at my early work 
and see how there is a lot that is superfluous.” (In this sonata, he removed some 150 measures 
and thinned out others.) Yet, some have suggested that since his means of livelihood in the 1930s 
were in performances of his own works, perhaps he wanted to shape some of the works more 
appropriately for his aging hands.   Vladimir Horowitz, a fellow Russian, became this sonata’s 
champion in the 1940s, and now it is performed often and usually in the 1931 version.   
 
The sonata does not have the long, romantic themes Rachmaninoff used in his piano concertos. 
Here he makes the listener work harder. With the downward flourish that begins the work (and 
so much of the work uses “falling note phrases”) there is a three-note chromatic phrase that 
repeats in many ways throughout the sonata. In the second movement, a more folk-song element 
is felt, with emphasis on circling around three close notes. The third movement begins also with 
a flourish, mimicking the start of the sonata, and downward cascading scales cannot help but 
give the feeling of bells pealing. In the final minutes of the sonata the musical passion provided 
could not have come from anyone else but the great Russian romantic. 
                                        Xiayin Wang, piano   April 10, 2016 
 
Maurice Ravel (1975-1937)   Gaspard de la Nuit 


In 1836, the French poet Aloysius Bertrand wrote “Les fantasies de Gaspard de la Nuit” 
(“The fantasies of Gaspard of the night”). When Ravel was searching for an inspiration to 
compose what he wanted to be one of the most difficult piano works ever written, he turned to 
three of these fantasies: “Ondine” (the water nymph), “Le gibet” (the gibbet, a type of gallows), 
and “Scarbo (a demonic dwarf).  


Each of these segments evokes different piano colors. In “Ondine,” Ravel, like Debussy, 
is consumed by the piano’s ability to evoke images of water and the creatures therein. In “Le 
gibet,” the constant sepulchral tolling of a church bell counterpoints the musical painting of a 
lifeless body, hanging from the gibbet and glowing red in the sunset. In “Scarbo,” a will-of-the-
wisp dwarf moves effortlessly about, awaking sleepers by his frightening laughs. One 
commentator stated that any pianist who attempts “Scarbo” faces “a kitchen sink of repeated 
notes, tremolandos, leaps and crossed hand pyrotechnics executed at breakneck speed.” 


Borealis Wind Quintet with Leon Bates, piano     November 9, 2003     
 
Maurice Ravel (1875-1937)      La Valse                                
 La Valse brought Maurice Ravel’s lifelong interest in the waltz to its highest point. Though the 
work was completed in 1920, as early as 1906 Ravel wrote to a friend: “What I’m undertaking at 
the moment is not subtle: a grand waltz, a sort of homage to the memory of the great Strauss—
not Richard, the other one, Johann.” His intent was clear for the original title of the piece was 
“Wien” (Vienna).  But the work had a long gestation period, being delayed by “The Great War,” 
during which Ravel served as an ambulance driver and saw the horrors of the battlefield at first 
hand. What had started as a positive, romantic work honoring Viennese three-quarter time 
instead turned into the ironic La Valse. Ravel composed the work for orchestra, originally for a 
ballet that never came to pass. Later he transcribed it for piano.  







 
From the ghostly beginning sounds of La Valse, a waltz emerges. (Some commentators have 
suggested a musical development as if Edgar Allen Poe was the composer.)  A slow 
transformation brings the full waltz melody into creation with a pulsating rhythm. A series of 
waltzes follow, with alternating loud and soft sequences. Ravel expected the listener to be 
transported back to ages past for he himself wrote that “through breaks in the swirling crowds, 
waltzing couples may be glimpsed.” With mounting force, the waltz reaches an “apotheosis,” 
and the melody is torn apart in a cataclysmic conclusion. Can we not assume it was Ravel’s way 
of noting that the beauty, the elegance, the nobility of “old Vienna” now had vanished into 
shadowy memories?                                  Xiayin Wang, piano   April 10, 2016 
 
Maurice Ravel (1875-1937)   Ma Mere L’Oye (Mother Goose) Suite 
 “Ravel…used to tell me marvelous stories…Invariably he would begin ‘Once upon a 
time…’” So wrote Mimi Gobedski in 1937 as she reflected on the piano suite the composer had 
written for her and her brother Jean 30 years earlier. Ravel, a family friend and forever bachelor, 
loved the children and hoped that his “Mother Goose Suite” would encourage them to practice 
and ultimately perform it. Alas, they never got to that level. Years later Ravel orchestrated the 
suite.  
 No, the stories are not from the Mother Goose we know, but from the 17th century French 
fairy tale writer Charles Perrault, including Sleeping Beauty, Beauty and the Beast, and Tom 
Thumb. Ravel was a master of orchestration, and appears to have loved giving woodwind players 
special opportunities. In “Beauty and the Beast” the conversation of Beauty (a clarinet) with that 
terrible Beast (a contrabassoon) seems reasonable enough. Then through the magic of a harp 
glissando the Beast is transformed into a handsome prince. In “Laideronette” a princess, 
transformed into a small ogress, goes to the land of the “Pagodas,” porcelain creatures no larger 
than her. The oriental atmosphere is quickly established with sounds of tinkling crystal. In the 
finale, Sleeping Beauty is rescued by the prince in the fairy garden, and the work ends with a 
long crescendo of Ravelian beauty. Are there wedding bells heard in the distance? 


Camerata New York     October 12, 2008   
 


Ottorino Respighi (1879-1936)  Ancient Airs and Dances, Suite No. 1 
 Nationalism in music hit its stride in the late 19th Century, led by Russian composers who 
brought Russian history into music, particularly in operas by Mussorgsky, Borodin and Rimsky-
Korsakov. That Ottorino Respighi in his early studies would spend several years studying in 
Moscow with Rimsky-Korsakov suggests a reason why Respighi would become Italy’s most 
nationalistic composer. For his tone poems, he found inspiration in Rome’s pine trees and 
fountains, church windows, and even paintings by Botticelli. These works brought him great 
fame, but he also cherished Italy’s musical past and looked to music composed centuries before 
for the lute, arranging his choices into three beautiful suites of Ancient Airs and Dances.   
 In Suite No 1, each of the four movements quickly paints pictures of dancers. In the first 
movement the dancers are elegant; in the second, they are involved in a lively galliard, a 16th 
century dance. (One of the melodies chosen by Respighi for this movement was composed by 
Vincenzo Galilei, the father of Galileo, the “father of modern science.”) In the third movement 
with oboe and harp, a solo dancer provides reflective time. Finally the whole company, with 
brass flourishes, brings the curtain down. 
   Camerata New York     October 12, 2008   
 







Nikolay Rimsky-Korsakov (1844-1908) Capriccio Espagnol (adapted) 
If this writer should ever be called upon to teach a course in music appreciation, the first 


music he would play for students would be Capriccio Espagnol, in the glory of its masterful full 
orchestration. How could anyone not be immediately caught up in the energy and enthusiasm of 
the music? Rimsky-Korsakov begins with an “Alborada,” literally a “song at dawn,” but it’s a 
mighty tempestuous dawn. The variations that follow give some reflective time before the 
“Alborada” returns. The final two sections, a gypsy song and fandango, meld together as the 
Spanish dance rhythm propels the music to a crashing conclusion.  


But there is so much more to the composition.  On closer inspection, one finds it the 
perfect guide to the effective use of almost every instrument of the orchestra. Rimsky-Korsakov, 
in his Autobiography, made emphasized this: “Melodic designs and figuration patterns, exactly 
suiting each instrument, brief virtuoso cadenzas for instrument solo, the rhythm of the percussion 
instruments, etc., constitute here the very essence of the composition and not its garb or 
orchestration.” Perhaps that is why the composer/pianist Easley Blackwood, who has taught for 
over forty years at the University of Chicago, chose to arrange this “Caprice on Spanish Themes” 
for a chamber ensemble. It is this version that is heard at this concert, clarifying even further the 
individual instrument’s importance. 
  The New York Chamber Ensemble    April 6, 2002 
 
 Albert Roussel (1869-1937)  Serenade for Flute, String Trio, and Harp, Op. 30 
Albert Roussel, like Nicolai Rimsky-Korsakov, had his first career as a naval officer. For both of 
them, the sense of the exotic places they traveled entered into their music in later years. Not until 
he was 25 did Roussel begin the study of musical composition in Paris, a late starter for whom 
the composing of symphonies and ballets would take up most of his attention. This Serenade, 
composed in 1925, is considered among his most imaginative and original compositions, 
illustrating what one critic wrote about Roussel’s music: “There is hardly an important work of 
his in which tenseness and ease, restlessness and serenity, do not alternate, cooperating to make a 
whole, which, however indefinable it may be, is characteristically Roussel.” Certainly this three-
movement work fits this description. The beat ebbs and flows in the first movement’s joviality, 
but always with a sense of acceleration, until the final unexpected chord. In the Andante, first a 
flute floats above strings, a harp takes over to lead to a cello melody, then a bucolic coalescing 
ends the movement. In the Presto finale, it appears that a little of “Le Jazz Hot,” which 
permeated 1925 Paris, has seeped in, with even the flute at times seeming to be a bit “blue.” But 
the strings persist insistently, driving on to a final emphatic chord. 


America’s Dream Chamber Artists      May 17, 2008     
 
Gioacchino Rossini (1792-1868)    Overture. La Scala di Seta.    
By 1812,  twenty-year old Gioacchino Rossini, composer of eight operas, was already being 
hailed as the best Italian opera composer of his day. One of those eight operas was the one-act 
farce La Scala di Seta (The Silken Ladder), an opera rarely performed today, but whose overture 
remains a joyful musical lark. The overture begins with the musical equivalent of a dust devil,  
strings swirling downward to introduce the principal theme in the woodwinds. The strings return 
with an energetic Rossini allegro. Soon the strings and woodwinds (with horn) join in a rousing 
ensemble with effective and comedic instrumental touches, not the least of which is a woodwind 
chattering of bird calls. The silk ladder, this tends to suggest, was the roosting place for more 
than a forgettable plot.    I Soloisti New York     May 21, 1995 
 







Camille Saint-Saëns (1835-1921)  Sarabande and Rigaudon, Op. 93 
Saint-Saëns, an exceptional organist and pianist, brought French romantic lyricism to a 
high point in the late 19th century. He had sufficient talent to do as did Mozart, his hero 
-- provide excellent works in every musical form: symphonies (especially the great 
“Organ” symphony), concertos (both piano and violin), operas (Samson et Delila), piano, 
organ and chamber music. He also loved to look back at the music of ages past. So 
when a new version of the 17th century Moliere comedy La Malade imaginaire was 
planned for 1892, Saint-Saëns agreed to write several dance segments for it in the style 
of the period. Both the sarabande and rigaudon were 17th century dances, the former 
being statelier, while the latter had the folk sense of peasant jollity. So successful were 
the two works that the composer published them separately for string orchestra.  
                            French Chamber Orchestra     October 28, 2007      
 
Camille Saint-Saëns (1835-1921)  Sonata No. 1 in D minor, op. 75  
Saint-Saëns was a child prodigy who, at age four and a half, appeared as pianist in a Beethoven 
violin sonata. By twenty-one, he held the post of organist at a major Parisian church and began 
years as a successful composer. In later life, he brought French music an international reputation 
touring as pianist and organist at the start of the twentieth century. He played in the United States 
twice, with an honored presence at the Pan-Pacific Exposition in San Francisco in 1916. 
Throughout his compositional life, he provided elegant examples of music in all its forms. 
 He himself wrote: “The artist who does not feel completely satisfied by elegant lines, by 
harmonious colors, and by a beautiful succession of chords does not understand the art of 
music.” His Sonata No. 1 surely exemplifies the essence of his words. But how to define 
“elegance”? Just listen to the piano and its often-rippling undercurrent to the long violin melodic 
line. This is elegance.  
Written in four movements, Sonata No. 1 appears to be in two parts because Saint-Saëns links 
the first two movements, pauses, then joins the allegretto with the finale. Perhaps the word 
“caressing” bests describes the instruments in their quieter moments, a word not unrelated to the 
Saint-Saëns’ world of romanticism. Midway in the final movement, the music erupts with energy 
and impetus. “The brilliance of the finale compensates for the pale coloring of the other 
movements,” wrote one critic. The contrast is almost startling, but consistent with a man whose 
training as an organist knew the value of a radiant ending.  


Ayako Yoshida, violin,  Andrew Armstrong, piano    May 19, 2001   
 
Domenico Scarlatti   (1685-1757)     Four sonatas 
In an interesting coincidence, Domenico Scarlatti was born the same year as Johann Sebastian Bach. Bach 
would remain throughout his life in Germany, with its heavier atmosphere of both weather and religion, 
whereas throughout Scarlatti’s life he relished in the sunshine of Italy and the Iberian Peninsula. In 
today’s world, Bach is proclaimed one of the “greats” in music with masterpieces in instrumental and 
choral works, while Scarlatti is remembered now for just one achievement: 550 sonatas. O.K., each sonata 
is only a few minutes long, yet with bursts of clever, joyful music, a distillation of the friendlier skies of 
southern Europe.  
 
Domenico was born in Naples at the time when the Kingdom of Naples consisted of the entire bottom half 
of Italy. His father, Alessandro Scarlatti, then the most famous of Italian composers, had become the 
darling of the Naples court and resident composer of operas. Domenico showed exceptional musical 
abilities especially as a harpsichordist, but he had to follow his father, a difficult and demanding 







individual. While in Naples, Domenico composed several operas that were produced, but ever in the 
shadow of his father. The son would follow his father to new court and/or church appointments from 
Venice to Rome. (While in Venice Domenico struck up a friendship with another composer born in 1685: 
George Frederic Handel.) Only at the age of 32 did Domenico gain legal separation from his father’s 
musical demands and strike out on his own.  
 
In 1719, he gained the appointment as composer and teacher to the Portuguese court. Among his most 
talented students was Maria Barbara, the daughter of the king. It is likely that the numerous sonatas he 
would write came about to energize and satisfy this lady’s musical demands. When she married into the 
Spanish court, Domenico followed her and stayed the remainder of his life in Spain. (One finds in so 
many cases of composers that one or more of their students challenged them to greater heights of 
composition.)  
 
After hearing today’s four Scarlatti sonatas, you will likely agree with one critic who stated that Scarlatti 
“must rank as one of the most original creative minds in the history of music.”   
 Fine Arts Quartet with pianist Alon Goldstein     Sunday, May 21, 2017 
 
Fantasia in C Major, D. 760 (“Wanderer”)      Franz Schubert (1797-1828) 
The Fantasia in C Major was written in 1822  just after the “Unfinished Symphony”. (The name 
“Wanderer” was given to the composition after Schubert’s death based on his use of  the melody 
of his song “The Wanderer”  in the adagio portion of the Fantasia.)  It was a composition ahead 
of its time, utilizing a “motto” theme to link the separate movements, a concept which would 
influence both Franz Liszt and Richard Wagner. The Fantasia theme, introduced in hammer-like 
method at the beginning---tum, ta-ta tum---summons immediate attention. From the initial 
martial quality, through the “Wanderer” theme adagio, to the scherzo with its two trio-like 
waltzes, to the fugal ending, the listener hears some of Schubert’s most imaginative and brilliant 
variations. The work “wanders” through key changes to the fugal conclusion, “a free and highly 
virtuosic peroration on the Wanderer tune.”   
         Pamela Pia Paul, piano                      May 25, 1996 
 
Franz Schubert (1797-1828)  Two Impromptus, Op. 90 
      No. 2 in E flat major 
      No. 4 in A flat major 
The name “impromptu,” to the 19th century composer, was just a name for a short piano piece. 
Among Franz Schubert’s greatest piano works are his eight Impromptus and the Moments 
Musical, all being short pieces. Schubert completed the Impromptus in 1827, not long after the 
death of Beethoven and only a year before his own death. Short pieces; short life. In the 
impromptus Schubert coalesced the essences of joy and sadness that buffeted his Vienna life. 
This bespectacled former teacher-turned-composer, then Bohemian, had the genius to bring all of 
life’s experiences into his music. Partly, this was due to his compositional ability to shift from 
major to minor keys multiple times with such fluidity that the listener ends up being moved 
about emotionally without realizing it. 
 
Impromptus No. 2 and No. 4 have structural similarities: quiet passages are tucked in between 
lengthy episodes of frenetic sprints by the right hand up and down the treble notes. No. 2 begins 
by Schubert utilizing almost every note above middle C in scales, which are sometimes 
chromatic. Then in dramatic fashion, he introduces a punctuating central melody, followed again 
by the incessant ups-and-downs of the right hand. Impromptu No. 4, almost twice the length of 







No. 2, supplies two of Schubert’s most beautiful melodies, surrounded by episodes of rolling 
arpeggios and chordal passages. All this flows seamlessly toward the conclusion: two of the 
grandest triumphant chords in piano literature. 


Borealis Wind Quintet and Leon Bates, Pianist     October 24,  2010 
 


Franz Schubert (1797-1828)   Impromptu no. 3 in B-flat Major, D. 935 
One music commentator proposed this comparison: impromptus are to sonatas as short stories 
are to novels. Arguably, Schubert’s eight impromptus (D. 899 and D. 935) are the most famous 
of this short musical form, and he composed them with not much time to spare; all were written 
in the last year of his short life. Schubert’s capacity for beautiful melodies led him to be a major 
connective force from classicism to romanticism, but music publishers didn’t have the prescience 
to know this. In fact, the four impromptus of  
D. 935 were not published until forty years after Schubert died. None of the great composers 
ever were so underappreciated in their life as was Franz Schubert.  
Robert Schumann, who loved Schubert’s works, welcomed the late publication of the four 
impromptus, yet didn’t find the B-Flat Major impromptu to his liking: “I would have hardly 
taken it to be one of Schubert’s efforts, “Schumann wrote, “except, perhaps a youthful one; it is 
a set of by-and-large undistinguished variations on an equally undistinguished theme.”  
 “Undistinguished theme” or not, this impromptu is among the most beloved and performed of 
Schubert’s piano works. The theme was originally used in an entr’acte for the 1823 Viennese 
production of the play Rosamunde; with a run of two nights, Rosamunde was a resounding 
failure. In fact, immediately after the closing, Schubert’s music was packaged and set aside in a 
warehouse, not to be discovered until fifty years later. 
Impromptu No. 3 is an appealing work of joyful contrasts in its five variations. Two emphasize 
the left hand, one is in minor key and the final variation explodes with racing chromatics and 
scales in both hands, only to calm down and conclude toward silence in a simple chordal 
progression.  
When the British pianist Imogen Cooper, noted for her Schubert interpretations, was asked about 
her love of  the composer’s music, she replied: “What attracts me to his music? I think a part of that 
is the sheer humanity of it. What he can express between the dark and the light is just so extraordinarily 
profound. The way that he swings you from one to another with really no warning.” 


 Michael Brown, piano      November 16, 2013    
 


Franz Schubert (1797-1828)  Piano Quintet in A Major, “The Trout” 
 In the classical and romantic eras, music for a string quartet—two violins, a viola, and a 
cello---was hardly difficult to find. Mozart wrote twenty-three string quartets, Beethoven sixteen, 
Mendelssohn six, Brahms three. However, the piano quintet literature of those times is low in 
numbers. Schubert’s “Trout” quintet is one of the few to be heard often. In the summer of 
1819, Schubert spent days on a walking tour of upper Austria with his longtime friend, the singer 
Johann Vogl. In Vogl’s hometown of Steyr, much music making took place and a cellist friend 
of Vogl’s asked Schubert to compose a piano quintet along the lines of the then very popular one 
by Johann Nepomuk Hummel. Hummel’s was unusual in using a double bass in place of the 
traditional second violin. Schubert adopted this instrumentation and took the cellist’s advice: he 
added a fifth movement to the usual four---variations on his “trout” song “Die Forelle.” As one 
writer put it, the quintet is “clearly holiday music for talented vacationers.” 
 The result is one of the most loved of all chamber music compositions, one with a 
particularly majestic and orchestral sound due to the “heaviness” given by double bass and cello. 







Schubert wrote the piano part with strong treble activity to balance that heaviness. Each of the 
five movements represents Schubert at his most melodious. The ebb and flow of all the melodies, 
and the ease of shifting in and out of different keys for variety, make this—his first mature 
chamber work---a total delight. No need to listen closely for composer intent, as in the Bartok. 
Schubert’s melodic heart is on his musical sleeve. 
 Of course, the jewel in the quintet crown is the fourth movement—variations on the 
Schubert song about a trout who in clear water manages to avoid the fisherman’s hook, but in 
muddy water gives himself up to the frying pan. The strings first play the tune, but without the 
aqueous rippling piano effects that Schubert uses in the song’s piano accompaniment. After the 
five variations, the theme is presented again, and this time the water’s ripple---but by now it is 
“Auf wiedersehen, forelle.” 


Alianza String Quartet   November 16, 2008    
 


 
Franz Schubert (1797-1828)  Symphony No. 5 in B major, D 485 
Sometimes referred to as the symphony “without trumpets or drums,” Schubert’s Fifth 
Symphony is the product of an 18-year old whose unabashed love of Mozart and Haydn 
explodes in the symphony’s form and style. By this age he had composed many songs and five 
symphonies, but always lived in near-poverty. Having been a student, chorister and neophyte 
composer at Vienna’s Imperial Chapel, whose director was Antonio Salieri (of “Did he or didn’t 
he poison Mozart?” fame), when Schubert’s voice broke at 15-years of age, he was dispatched 
from the choir. He became a teacher in his father’s school. Now he had time to expand his life as 
composer as well. In his 18th year, this man, “to whom melody came more easily than speech,” 
composed his 4th and 5th symphonies, some 100 songs. Among them is the famed ‘Der Erlkönig” 
(The Erl King), the magnificent depiction of the struggle of life with death. 
Schubert heard few of his orchestral compositions during his short life, but he did hear the 5th 
Symphony as performed by a group of his amateur musician friends. Some fifty years after his 
death, when many of his symphonies were rediscovered in Vienna by George Grove (of the 
Grove Dictionary of Music) and Sir Arthur Sullivan, this work was heard for the second time, but 
in England!   
Nothing makes this symphony more unusual than “four delicious bars of introduction.” Instead 
of a pompous, or otherwise lengthy introduction, Schubert sets the first theme flowing in 
seconds, preparing the listener for what the famed scholar/critic Donald Tovey called “this very 
perfect little work.” The longest movement, the second, is full of Schubertian tenderness, while 
the sprightly third movement shows an obeisance to the same movement in Mozart’s 40th 
symphony. With the finale, the circle is complete; we are back to the beginning’s essence of 
buoyant joy.      A Far Cry   May 7,  2011 
 
 
Robert Schumann (1810-1856)    Carnaval, Op. 9 
What other composer could provide twenty short pieces so different, yet each so appealing all in 
one suite? Schumann, as “romantic” a person as ever existed, had the gift for the short melodic 
gem. In his early twenties, taken up with love for music, women, and all things literary, he 
initiated Neue Zeitschift für Musik,  a music journal that would have immense influence. At the 
same time, he completed Carnaval, a “masquerade” of people and ideas.  
 







Each of the twenty pieces in the suite provides a musical picture of persons (real or fictional) or 
of a sentiment. The first and last pieces, “Preambule” and “Marche,” are heroically elegant and 
act as bookends to the others. The fictional creatures honored are the essential “commedia dell’ 
arte” French pantomime characters “Pierrot,” “Arlequin,” and “Pantalon et Colombine.” The first 
real person in the suite is Schumann himself as both “Eusebius” and “Florestan,” two 
pseudonyms he used in his journal writing, emphasizing distinctive sides of his personality.  He 
names other males outright,  “Chopin” and “Paganini,” but masks his two females: an early 
sweetheart, Ernestine von Fricken, (“Estrella”),  and his future wife, Clara Wieck, (“Chiarina”). 
That Schumann places his two alter egos, Florestan and Eusebius, musically distant from the two 
women, but instead have them flanking Chopin --- well, this might provide a 19th century 
National Enquirer with front-page speculation. Immediately after the Chopin trio comes 
“Reconnaissance,” this writer’s favorite, a melody and accompaniment that seems to be the very 
essence of a hurdy-gurdy, a carousel, the joy inherent in all of Carnaval. 


Santiago Rodriguez, piano    October 15, 2000     
 
Robert Schumann (1810-1856)  Manfred Overture and Suite 
 In Europe, during much of the 19th century, the world of romanticism paraded emotions 
over intellect. Lord Byron in literature and Robert Schumann in music epitomized the romantic 
spirit. Manfred, the tormented hero of the Byron poem, found a place in Schumann’s own harried 
musical soul. A friend of Schumann’s recalled hearing the composer read from Byron’s 
Manfred: “His voice suddenly failed him, tears started from his eyes, and he was so overcome 
that he could read no further.” 
  This was the emotion with which Schumann in 1849 composed incidental music for a 
theatrical production of Manfred. Many critics concur that the Manfred Overture is Schumann at 
his symphonic best. The dramatic three chords that open the overture lead directly into music of 
great passion-- dark, turbulent music that has a sense of urgency, but which ultimately fades 
away into quietude at the end, the oblivion that the hero Manfred ultimately sought. 
  In the famed 1943 Carnegie Hall New York Philharmonic concert where Leonard 
Bernstein, a neophyte conductor, substituted for the ailing Bruno Walter at “the last minute,” the 
first number on the program was the Manfred Overture. He later admitted that as he walked 
onstage, he feared the tricky rhythm of those first three chords because if he and the orchestra 
didn’t get them right, he was doomed. He got them right----and the rest is history. 


Camerata New York    October 12, 2008    
 
Robert Schumann (1810-1856)  Piano Quintet in E-flat major, Op. 44 
After years of writing only for the piano, the often introspective Schumann turned to writing a 
symphony in 1840. The same year he married Clara Wieck, after lengthy emotional battles with 
her father to gain her hand. In 1842, he took a year to concentrate on composing chamber works 
only, among which was the piano quintet, which brought more fame to him than anything he had 
done before. Mendelssohn extolled it as a masterpiece and Berlioz, hearing it in Leipzig, 
returned to Paris raving about the work. Clara, then among the most gifted of pianists, 
participated at the premiere. (Her fame was so great in Europe that at times Schumann was 
referred to as “Clara Schumann’s husband.”) The quintet achieves great balance between piano 
and strings from its brash opening melody to the final movement’s onward thrust. In one sense, 
the two inner movements display the topsy-turvy psychological world of Schumann, whose last 
years were spent in an asylum. The second movement has the sense of a funeral march to it, 







while the third movement scherzo could not be more exhilarating with its sense of “raggin’ the 
scales.” The final movement is infectious in its drive, leading to a concluding fugue using the 
principal melody of the first movement—an exceptional manner to bring the quintet full cycle. 
No wonder that choreographer Mark Morris used this final movement to fashion a ballet for four 
premier male dancers. Excuse the updating, but this music really “swings.” 


America’s Dream Chamber Artists    May 17, 2008     
 
Scriabin, Alexander (1872-1915) Prelude, Op. 9, No. 1; Nocturne, Op. 9, No. 2 
As a shy youngster with smallish hands (it is said he could hardly grasp a ninth), Scriabin’s 
studies at the Moscow Conservatory resulted in his emergence as an excellent pianist. That his 
hands were opposite in size to that of his classmate Rachmaninov (whose hands could span a 
thirteenth) suggests a reason why Scriabin over-practiced at one point and sustained temporary 
injury to his right hand. Composer that he also was, at the time of his injury he wrote two works 
for left hand only, his Op. 9. These melodic pieces have a certain Chopinesque feeling because 
young Scriabin was deeply influenced at the time by the Polish composer. Scriabin certainly put 
a challenge on any future pianist; particularly in the more dramatic Nocturne, could you believe 
all those notes are from southpawing only? 


 The Lark Quintet with Gary Graffman, piano   November 12, 2011    
 
Scriabin, Alexander (1872-1915)   Two Poemes, Op. 32, Waltz, Op. 38,  
        Vers la Flamme  Op. 72 
Alexander Scriabin, along with Sergei Rachmaninoff, provided more works for piano than other 
Russian composers. At one point they were students together at the Moscow Conservatory where 
Scriabin as a composer in his teens, developed a great love for the music of Chopin even to the 
point, it is said, that he slept with a book of Chopin’s compositions under his pillow. As famous 
as Scriabin would become in Russia and Europe, it was late in the 20th century before he came 
into prominence in this country, helped by Vladimir Horowitz, who included Scriabin’s works in 
his concerts. Scriabin lived two different compositional lives: the first under the Chopin shadow 
and the second in a life of mystical influence, having succumbed to influences from Nietsche to 
Hinduism. These two lives appear in today’s programs; the Poemes and Waltz from the first life 
where the Chopin influence is clear and “Vers la Flamme” (one of his last piano works) from his 
mystical world. According to Horowitz, who knew Scriabin “Vers la Flamme” depicts earth’s 
succumbing to ever increasing heat in the atmosphere. How topical is that? 
   Xiayin Wang, piano       November 8, 2009  
 
Alexander Scriabin (1872-1915)  Piano Sonata No. 5, Op. 53  (1907) 
Though in later years, he would be known as “Scriabin the Mystic,” he first studied piano 
together with Rachmaninov in his birthplace of Moscow. He gained European fame as a pianist 
performing his Chopin-influenced early compositions—etudes, preludes, nocturnes. His ten 
piano sonatas, written throughout his composing life, evidence his change from tonal 
Romanticism to atonal Modernism. Sonata No. 5 (from 1907) is one of the transitional 
compositions and emerged concurrently to his major orchestral work, “The Poem of Ecstasy.” 
(Scriabin in life had been obsessed with issues of eternity, divinity and destiny.) An epigraph of 
mystical meaning prefaces the manuscript of this fifth sonata: “I summon you to life, hidden 
longings…Embryos of life, I bring you boldness.” Indeed, the sonata demands bold pianism. 
(Sviatoslov Richter, a Scriabin champion, described it as one of the two most difficult pieces in 







the entire piano repertory.) The relatively short sonata begins its fascinating life with a startling 
massive bass tremolo and then rockets up to the highest registers. Throughout, there are changes 
from moments of quiet reflection to those of energetic joy. It is a work that Chopin might have 
written if he had lived to be 100. Now how’s that for something mystical. 


Joel Fan, piano     September 18, 2011    
 
Dmitri Shostakovich (1906-1975)              Chamber Symphony, Opus 110a 
          1. Largo   2. Allegro molto     3. Allegretto     4. Largo           
 
Dmitri Shostakovich, educated to the piano at home by his mother, suffered through the early 
years of the Russian Revolution, studied under Glazanouv at the Leningrad Conservatory, and 
often found poverty staring him in the face. His symphonies and operas ran a roller-coaster of 
approval and disapproval from Stalin and his newspaper mouthpiece, Pravda. That Shostakovich 
loved Mother Russia, there can be no doubt, but he suffered for his genius. In 1960, he wrote his 
String Quartet No. 8; his heart and soul filled this musical autobiography. 
 
Shostakovich knew the violist Rudolph Barshai as a member of the famed Borodin String 
Quartet in Moscow. According to Erik Smith: “The Borodin Quartet played this work (String 
Quartet #8) to the composer at his Moscow home, hoping for his criticisms. But Shostakovich, 
overwhelmed by this beautiful realization of his most personal feelings, buried his head in his 
hands and wept. When they had finished playing, the four musicians quietly packed up their 
instruments and stole out of the room.” Barshai, when he founded the now-famed Moscow 
Chamber Orchestra, faced the problem of a meager modern repertoire for chamber orchestras. 
Deciding to help his own cause, he gained the blessing of Shostakovich to arrange the String 
Quartet No. 8 into a chamber symphony. The Quartet is Opus 110; The Chamber Symphony is 
Opus 110a. 
 
As life is an unbroken tapestry from birth to death, so is Shostakovich's autobiographical 
composition seamless; no separation occurs between the movements. The personal building 
blocks are many. The first movement and portions throughout are constructed on Shostakovich's 
musical four note signature: D, E flat, C, B natural.  In Russian and German "E Flat" is "Es" 
(pronounced "S") and "B Natural" is "H" in German musical notation. The four notes thus are 
DSCH, four key letters of his name when spelled in the traditional manner with a “c”: 
Schostakovich. From the somber beginnings of the four-note theme in the first movement, 
Shostakovich moves directly and brashly into the second movement with a pulsating theme of a 
Jewish folk-song from his piano trio. (In his memoirs Testimony,  Shostakovich details his 
kinship with the seemingly eternal difficulties of the Jewish people.) A satirical waltz pervades 
the third movement in harsh, gypsy-like fashion. The graphic fourth movement, the longest of 
the quartet, begins with what has been described as the drone of airplanes and the sharp crackling 
of gunfire. (Shostakovich composed the quartet in 1960 in Dresden, a city singularly destroyed in 
World War II from the air.) Between the  staccato repetitions of gunfire, Shostakovich introduces 
themes from past compositions, none more meaningfully than the cello's soulful tune from Lady 
MacBeth of Mtsensk. This opera first gained wide Russian acceptance when written in 1934, but 
then in 1936 the Stalinist press launched an attack upon him for his "Chaos instead of Music" 
especially reacting to Lady MacBeth. The choice of this theme clearly epitomizes the "slings and 
arrows of outrageous [political] fortune" he suffered. After the final burst of warfare, the quartet 







in its final movement returns to the theme of Shostakovich's musical signature and ends on a sigh 
of resignation.        The International Sejong Soloists     Oc tober 3, 1999    
 
Dmitri Shostakovich (1906-1975) Piano Trio No. 2 in E Minor, Op. 67  


Dmitri Shostakovich suffered through the early years of the Russian Revolution, studied at the 
Leningrad Conservatory, and often found poverty staring him in the face. His symphonies and 
operas ran a roller-coaster of approval and disapproval from Stalin and his newspaper 
mouthpiece, Pravda. In other words, his life was no fun. 


Written in 1944, this piano trio was the Russian composer’s second and last piano trio. (The first 
had been a one-movement student work 21 years before.) The dreadful Russian losses suffered 
during the war with Germany had lain heavily on the composer’s psyche. That Shostakovich 
loved Mother Russia, there can be no doubt. So it isn’t unexpected to find in this piano trio an 
inherent sadness, an elegy for the millions lost in the war. But on top of this, he had a personal 
tragedy: one of his closest friends, Ivan Sollertinsky, a brilliant musicologist, had died at age 41; 
it was Sollertinsky who had brought to Shostakovich his knowledge of Jewish music and 
traditions, something that would intrigue the composer. And it was a time also that the composer 
began to learn of the Holocaust. Put these all together in the mind of this musical genius and one 
can better understand the emotions and the seemingly “stylistic inconsistencies” within the trio. 
For the Russian soul is a mix of peasant and warrior.  
 
The very first sounds of the Shostakovich trio could not be more ghostly---a cello sounding in its 
eeriest highest register. A dolorous fugue follows quickly only to be soon replaced by an 
accelerating sense of impending tragedy.  
In the scherzo movement, Shostakovich is at his brisk, frenetic best. Jovial in a folk music sense 
at times, it’s constant forward plunge seemingly verges toward a musical cliff. 
The essence of the third movement is an elegy built on piano chords that, like tombstones, are 
covered over by the dirge-like melodies of the violin and cello.  
And in the final movement, a “dance of death” is constructed through Yiddish tunes, commented 
upon by a fiddler, who is not on the roof, but in the depths of graves. Shostakovich, hearing of 
Jews being forced to dance before their deaths in concentration camps, chose this macabre 
approach to music. Before the movement’s end, he brings back previous themes, especially the 
dramatic chords of the previous movement. The journey comes to an end in a whispered 
whimper.           Weiss-Kaplan-Newman Trio     October 20, 2013 
 
Dmitri Shostakovich (1906-1975)   “Spanish Dance” 
Dmitri Shostakovich, educated to the piano at home by his mother, suffered through the early 
years of the Russian Revolution, studied under Glazanouv at the Leningrad Conservatory, and 
often found poverty staring him in the face. When he was sixteen, his father died of pneumonia 
and young Dmitri found work playing piano to accompany silent films. His relationship with 
films would lead to a role as composer of film scores, first for silent films, then for sound films. 
But this was a sideline for his work writing symphonies and operas, which often ran a roller-
coaster of approval and disapproval from Stalin and his newspaper mouthpiece, Pravda. But with 
Stalin’s death in 1955, the “thaw” relaxed pressure on the composer and he gained increased 
approval in Russia, helped by the film score he composed for the extremely popular movie, The 
Gadfly, released in 1955.  







The movie was based on a novel of that name about revolution and revolutionaries in Italy 
during the 1800s, a time known as the Risorgimento, when the various Italian kingdoms started 
the ultimate unification. The novel had great success in Russia, a real “best seller,” so the movie 
had a pre-set audience. Shostakovich’s music for the film was transformed by another composer, 
Levon Atovmian, into a popular 12-movement suite for full orchestra. The “People’s Holiday” 
segment from the Gadfly Suite was especially festive, and when later arranged for string 
orchestra, the name changed to “Spanish Dance.” Although this writer finds it no more Spanish 
than Italian in its rhythms, you can’t deny its buoyancy. 


The String Orchestra of New York City     May 2, 2015 
  
Jean Sibelius (1865-1957) Impromptu for Strings  Romance, Op. 42 
The fame of Jean Sibelius rests upon his orchestral works, especially his seven symphonies and a 
variety of incidental works on Finnish themes. Trained as a violinist, as a budding composer he 
tried his hands at a variety of musical forms. In 1893, he composed six impromptus for piano 
(Opus 5) and a year later he arranged two of the impromptus for string orchestra. From the very 
first notes, the Sibelius “touch” is evident in a theme that suggests the beautiful gloom of a 
Finnish winter, the loneliness, the isolation. But wait! A brisk waltz releases a folk-song of 
happiness. Yet, the sense of loneliness is not to be denied as the music fades away in sadness. 
(Yes, there is a sense of his famed Valse Triste in this work’s structure.) 
The Sibelius Romance was written directly for string orchestra and completed a year before his 
violin concerto. The term “romance” implies a lyrical flow of simplicity. Here Sibelius’s mastery 
of writing is clearly evident in the melodic flow from beginning to end. Never one to overstay his 
welcome, Sibelius nonetheless leaves behind a unique sense of uncluttered beauty. 


The String Orchestra of New York City     May 2, 2015 
  
Bedrich Smetana (1824-1884)  Four Czech Dances 
     “Using Czech folk songs and dances as 'materials,' 
    Smetana constructed a new form of 'high' art music”    
            Erin Bennett in Czech Nationalism in Music (2009). 
  
Few, if any, nationalist composers ever honored their homeland more than Bedrich Smetana. His 
compositions, including a half-dozen operas, focused on the traditions and rhythms of his native 
Bohemia, now the Czech Republic.  Smetana's love of the history of his land is found in the 
librettos of the half-dozen operas he wrote (The Bartered Bride is particularly popular), and his 
six-part tone poem Ma Vlast (“My Fatherland”) is an orchestral masterwork that musically 
describes the countryside, history and legends of his beloved Bohemia. 
Like Bartok, he was an excellent pianist. He composed piano works full of the spirit of his 
country especially evident in his Czech Dances.  Composed in 1877, Book 1 of the Dances 
consist of four polkas. The ten dances of Book 2, written two years later, had inspiration from the 
Slavonic Dances of another Czech composer, Antonin Dvorak. But Smetana wanted his dances 
to be more specifically Czech, utilizing authentic tunes where possible, and varied dance 
rhythms of the people. The four dances chosen for today's program clearly illustrate the 
Bohemian character: 
Slepicka (Little Hen)--A frisky, pulsating polka, with typical Czech changes of rhythm; the 
lengthy staccato segments suggest the pecking of the “little hen.”; 
Medved (Bear Dance)--Initial heavy treads of the bear lead to a gentle Slavic melody with a 







bagpipe-like drone underpinning, “a pastoral moment of calm in the midst of a rather bombastic, 
robust dance”; 
Hulan (A Lancer)--A woman dances, reflecting on her departed soldier lover, a lancer; essentially 
a theme and variations on a Czech folk song, completely captivating; 
Skocna (Leaping Dance)--Smetana builds his own melody into a Czech dance that consists of 
whirling, stamping movements, with wide leaps of notes and an ingratiating lively tempo.  
  Roman Rabinovich, piano     October 19, 2014 
 
Antonio Soler (1729-1783)    Sonata in C-sharp Minor, R. 21 
        Sonata in D-flat Major, R. 88 
For many listeners, the word “sonata” conjures up the romantic world of Beethoven’s 
“Moonlight” sonata, or the Chopin “Funeral March” sonata, lengthy three-movement works. So 
one may be surprised to learn that these sonatas by Padre Antonio Soler on today’s program last 
only a few minutes. They are of a different time, the baroque world of the harpsichord when the 
“binary sonata” often explored only one musical rhythm, usually in one movement. The 
shortness of these sonatas helps explain how Soler, a priest in a monastic order, could have 
composed over 100 sonatas during his years when the 20-hour day began with pre-dawn morning 
prayers, then a day of many religious functions and teaching, ending with midnight prayers. As a 
youth, Soler, considered Spain’s most important composer of the late 18th century, had studied 
music and the organ before becoming a priest/monk. After his religious decision, in 1752 he was 
chosen by Spain’s king to become the maestro de capella in Madrid’s Escorial royal palace. 
There he had to compose music for church services (some 200 works, including masses, psalms, 
and magnificats are known) as well as teach music to Infante Don Gabriel, the son of King 
Carlos III, and a talented student, for whom he would compose many of these sonatas.  
 
Not until the early 20th century were the Soler sonatas catalogued; a Spanish priest, Fr. Samuel 
Rubio, performed that “labor of love,” resulting in each sonata number being preceded by an 
appropriate “R.”  
Sonatas R. 21 and R. 88 nicely provide illustrations of Soler’s demand on the keyboard 
technique of the performer. In R. 21, special interest lies in the interactions of the bass and treble. 
There is a kind of competition, and a fullness of sound, more so than in R. 88, where 
immediately you get the sense of the singularity of the treble line, with notes racing up and down 
in scales. Also, in R. 88, one finds evident one of Soler’s favorites activities: rapidly repeated 
notes. These sonatas are little jewels of the keyboard. 


Llewellyn Sanchez-Werner, piano        November 13, 2016      
 
 








Program Notes Written by James Pegolotti for Concerts by the Danbury Concert 
Association from April 20, 1996 to October 20, 2019.  A total of 60 programs. 
 
Alpha List by Composer VI:  Johann Strauss to Ellen Taafe Zwilich 
 
Johann Strauss, Jr. (1825-1899)  By the Beautiful Blue Danube 


 (Arranged by Adolf Schulz-Evler)  
As the traveling piano virtuosos emerged in the 19th century, led by the stalwart Liszt, 
they demanded great showpieces to exhibit their technical prowess. Liszt provided 
many of these himself, usually transcriptions of themes from operas. Another favorite 
source was the waltzes of Johann Strauss, Jr. Answering this call, Adolf Schulz-Evler, a 
Polish-born pianist (1852-1905), composed “Concert Arabesques on Themes from ‘On 
the Beautiful Blue Danube,’” the full title to this florid work, which was highly popular 
in the early 20th century as an encore. More than two hands seem to needed for the 
thousands of cascading notes, musically portraying not only the placid Danube but the 
passionate one.                 Jeffrey Biegel, piano     May 3, 2003      


 
Richard Strauss (1864-1949)        Sextet from Capriccio  
When Richard Strauss, then Europe’s most successful opera composer and in his 
early seventies, wrote his final opera in the early 1940s, he chose a libretto that 
sought to answer the unanswerable: What is more important in an opera, the 
words or the music? Capriccio is set near Paris around 1775, where a poet and a 
composer are rivals for the love of a countess. Theoretically, whomever she 
chooses as her lover will settle the question. Since she finds them both attractive, 
the argument is never settled.  
 
In the opening scene the countess is in her chateau listening to the slow movement 
of a string sextet. This setting by the elder Strauss is a far cry from those chosen in 
his first operatic years when he was young and spunky. At that time he turned the 
early 20th century opera world on its salacious ear when he chose the gruesome 
activities of Salome and Elektra for his first major operas.  
 
In Capriccio, Strauss’s creative spirit exudes in the calm beauty of the sextet, one 
of the few pieces for chamber groups he ever wrote. The sextet utilizes a five-note 
theme immediately presented, which moves with dispatch from upper to lower 
strings, then back again. In the middle of the work there is some slight musical 
apprehension, but it quickly subsides as the music calmly progresses to a serene 
conclusion.   Chamber Orchestra Kremlin     November 10, 2002           


 
 Igor Stravinsky (1882-1971)    L’Histoire du Soldat for Violin, Clarinet and Piano 
Igor Stravinsky in his middle years as a composerfound himself homeless, cut off from his 
Russian homeland by the World War and the Russian Revolution. His Parisian pre-war triumphs, 
the ballets Firebird,  Petrouska, and Rite of Spring, had brought fame and notoriety. Now forced 
to Switzerland by the war, he was cut off from royalties and his family estate in Russia. With an 
author friend, similarly in dire financial straits, he decided to write a modest stage work, small in 







scope, and therefore easily staged by many, with some quick royalties resulting. The outcome 
was The Story of a Soldier, a Russian tale with a Faust theme: a violin-playing soldier back from 
a war meets an old man (the devil in disguise) who strikes a deal – the violin for a magical book 
of answers to life’s questions. The book proves useless to the soldier, and the devil, after stalking 
him in several other disguises, finally reveals himself in his unmistakable scarlet tunic, and takes 
the soldier “down under.”  The Story of a Soldier, composed in 1918, was “a narrative ballet in 
five scenes to be read, played, and danced,” scored for only seven instruments. A year later, 
Stravinsky provided a large-scale suite for symphony orchestra. Simultaneously, he arranged five 
of the eleven pieces in the original score for a trio of violin, piano, and clarinet, the version in 
today’s performance. The violin represents the soldier’s soul; the piano corresponds to the devil. 
Stravinsky had spent years in Paris where “Le jazz hot” had found a special home; he took the 
world of syncopation and ragtime to heart.  Such influence, according to the Stravinsky himself, 
brought about “a wholly new sound in my music, and L’Histoire marks my final break with the 
Russian Orchestral School.”   


Spoleto Festival USA Chamber Music   April 1, 2001     
 
Igor Stravinsky (1882-1917)    Three Movements from “Petroushka” 
In 1910, Stravinsky’s first great success, The Firebird, composed for Diaghileff’s Ballets Russes, 
brought him early fame. Diaghileff came to Stravinsky for a second ballet at a time when the 
composer contemplated a concert piece for piano and orchestra. Stravinsky wanted the piano to 
be mischievous, poking sly fun in a variety of ways at the orchestra. In an imaginative leap, the 
impish piano  became the puppet Petroushka. The ballet takes place in the early 1800s at a 
carnival in St. Petersburg. A magician introduces three puppets to the crowd: a brutish Moor, a 
beautiful ballerina, and the sad, dispirited Petroushka. In a fantasy of the Commedia dell’ Arte 
tradition, the puppets exhibit human emotions and Petrouska falls in love with the ballerina. The 
destruction of Petrouska by the jealous Moor leaves the magician with a crumpled puppet, while 
on the roof of the puppet theater the ghost of Petrouska appears in spirited activity. 
 
Stravinsky himself made the piano transcription of three scenes from the ballet.  
In the short Russian Dance, the repetitive theme provides a sense of the swirling energy of the 
carnival crowd, as well as the mechanical aspects of the puppets. In Petroushka’s Room depicts 
the poor puppet, thrown into his “cell,” dreaming of the arrival of the ballerina. He alternates 
between joy and despair.  The Shrovetide Fair, the longest of the scenes, begins with a marvelous 
pianistic depiction of hurdy-gurdy sounds, and the comings and goings at the festival – a man 
with a ponderous dancing bear; a rich merchant amusing himself by throwing money to the 
crowd; heavy-footed men dancing vigorously to a Russian tune. In this colorful depiction of the 
carnival scene, Stravinsky has written a score that seems to demand that the pianist have more 
than two hands!    Perhaps Petroushka is helping.    


Santiago Rodriguez, piano    October 15, 2000    
 


Igor Stravinsky (1882-1971)          Infernal Dance, Berceuse, and Finale from The Firebird  
       Transcription by Guido Agosti (1901- ) 
 
Guido Agosti, Italian pianist and teacher, is not well-known to us, but better known is his teacher 
Ferruccio Busoni and guess who was the idol of Busoni? None other than Franz Liszt! So the 
Lisztian shadow also appears over this transcription of  music from The Firebird, the first of the 







great ballets composed by Stravinsky and based on a Russian tale of good and evil. A Prince, 
hunting in the forest, captures the mystical Firebird, but releases it upon the entreaties of the 
winged creature. Proceeding further, the Prince stumbles onto castle and gardens of a sinister 
Magician where captive princesses are held. The Magician, sensing the presence of the intruder, 
seeks the Prince’s destruction and summons up all his demons in the Infernal Dance. The 
Firebird, grateful to the Prince, returns to calm the infernal ones singing a hypnotic lullaby, the 
Berceuse. The Finale, based on an old Russian folk-tune, emerges in an exciting transition from 
the lullaby. The evil spell is broken by the Firebird and the Prince and his chosen princess are 
wed.      Pamela Mia Paul, piano   May 25, 1`996 
         
Dia Succari (1935-2010)    La Nuit du Destin  (1978) 
To counter the current sad reports of turmoil in Syria, it’s important to know that Euterpe, the 
muse of music,  has a home in Aleppo, the birthplace of the late Dia Succari. Aleppo, the 
country’s largest city (now over two million people and inhabited for over five millenia), has 
been a center of Arabic traditional and classic music. Not surprisingly, in Nuit du Destin the 
composer has drawn from the area’s musical past. One haunting theme is repeated in various 
guises, with pianistic suggestions of Arabic instruments throughout. To an Occidental listener, 
certain sequences of notes conjure up the mysteries of the Near East. A unique aspect of this 
“Night of Destiny” is that the composer asks the pianist to perform appropriate improvisations in 
the middle of the scripted music. (To hear more of Dia Succari’s music, go to his website 
 http://www.dia-succari.com and click on “Musique,” then click on any of the dozens of his 
compositions and hear them played.)         Joel Fan, piano      September 18, 2011    
 
Josef Suk   (1874-1935)     Elegy for Piano Trio, Op. 23    (1902) 
Prague, the red-roofed city on the Moldau River and center of Czech culture, is dominated by 
Vysehrad, an ancient castle and fortress, that stands on one of the cities “seven hills.”. In 1874 
Bedrich Smetana completed his six-part masterpiece, Ma Vlast (My Fatherland), which begins 
with a musical depiction of medieval activities in that ancient castle. That same year Josef Suk 
was born into a musical family and Vysehrad would also be an inspiration for him. Josef was 
taught by his father both in violin and piano, then was sent to the Prague Conservatory for 
studies in composition, where he became the favorite student of Antonin Dvorak. Suk would 
begin a life as a composer, a son-in-law of Dvorak, and a longtime member of the Czech Quartet. 
His compositions broke-away from the folk traditions of Dvorak and commentators on Suk’s 
music have noted a particular melancholy in many of his orchestral and chamber works.  
 
This is certainly true in his Elegy, a work coming from an epic poem by a Czech poet about that 
hilltop castle Vysehrad. The short work sets an immediate lamenting theme from the violin, then 
quietly joined by the cello. Shortly the piano enters forcefully, driving the strings to agitation, yet 
quickly returns to a meditative state that brings the piece to a gentle conclusion. Left behind is 
the memory of a haunting work by a composer largely forgotten.  
  Brown—Urioste—Canellakis Trio       April 2, 2017   
 
 
 
 
 







Josef Suk (1874-1935)                   Piano Quartet in A Minor, Opus 1          
  I. Allegro appassionato    II. Adagio     III. Allegro con fuoco 
 
At the age of eleven, Josef Suk began his studies at the Prague Conservatory and proved a gifted 
violinist and pianist. At seventeen he was Antonin Dvorak’s favorite composition student. (Suk 
would later also become a favorite of Dvorak’s daughter and marry in her.) In 1891, Suk brought 
his teacher portions of a  piano quartet. With Dvorak’s encouragment, he completed Opus 1, the 
springboard to dozens of  future instrumental compositions including two symphonies. Suk’s 
fame did not readily span the oceans, but in Europe he was well-known both for his music and as 
a member for forty years of the famed Czech Quartet that played some 4000 concerts 
internationally. He spent his last years as teacher and administrator at the Prague Conservatory 
and when he died, the London Times headlined: “A Great Czech Composer.”  The New York 
Times had no obituary. The famed pianist Rudolf Firkusny, a student of Suk’s, recalled that his 
teacher had said that if he got to heaven: “I would drop on my knees and kiss (Beethoven’s) 
shoes. In another corner will be Wagner. I will sink as low as I can. In yet another corner will be 
Mozart. I will creep under a table and not even admit that I am a composer.” Suk’s modesty was 
somewhat extreme. 
 
The first movement of Opus 1 begins with a passionate theme, quickly dims to reflective modes 
from the various instruments, then alternates in mood to an energetic conclusion. The second 
movement’s contemplative theme clearly utilizes two phrases from the Bach-Gounod Ave Maria 
for Suk, like Dvorak, strongly felt his Catholic tradition. Yet Suk, unlike Dvorak, never utilized 
Slavonic musical folk-idioms in his compositions and in the final movement, the energy is 
provided mainly by the piano leading toward an uplifting final musical “rush.”   
 NOTE: If you think more than one famous musician has the name  Josef Suk, you are 
right. Suk’s grandson (and therefore Dvorak’s great- grandson), a current violinist  of 
international repute, is also  named Josef Suk.  
   The Ames Piano Quartet     April 20, 1996 
 
Carlos Surinach (1915-1997) Tres Cantos Bereberes 


Carlos Surinach, born in Barcelona, spent the first half of his life in Spain. His musical 
studies began there, but he went to Germany in 1940 because, in his own words, he “wanted to 
make popular Spanish forms suitable for the concert hall, and for that, Germany was very useful; 
they write music very seriously.” When he moved to the United States in 1951, the Australian-
born composer Peggy Glanville-Hicks commissioned Surinach to write Tres Cantos Bereberes 
for her 1952 New York concert, “The Hispanic Influence in Modern Music”; it introduced 
Surinach to the American music public. This and other compositions, with their strong rhythmic 
sense, brought him to the attention of modern dance companies for which he composed many 
ballet scores. Among these is Martha Graham’s Acrobats of God, the ballet’s name being the 
term she used to describe her dancers.  Surinach became a United States citizen in 1959 and later 
taught at New York’s Queens College. 
“I very rarely quote folk tunes,” Surinach told WQXR’s Robert Sherman. “They may inspire me, 
but the mood comes into my imagination; once I hear a theme, I digest it and dissolve it into 
powder, so that when it comes back from my mind, it’s something else.” In the three Berber 
songs, Surinach achieves a mood of the North African people for whom agriculture has been a 
paramount way of life. Certainly in the second of the Cantos, “Andante,” the listener can sense 







the quiet solitude of a Berber shepherd on an African plain. Rhythmic patterns abound in the first 
and third songs, and the pronounced use of oboe and flute emphasizes a musical quality that 
speaks of the Moors and Berbers who had once overrun Spain. 
 New York Chamber Ensemble    April 6, 2002 
 
Giuseppe Tartini (1692-1770)              Sonata in G minor, op. 1, no. 4, “Devil’s Trill” 
Tartini, a master violinist and composer of some 200 concertos, remains today best known for 
only one composition – the “Devil’s Trill” sonata.  While initially sent by his parents to become 
a priest, he chose to escape the seminary and spend early years one step ahead of the Church. He 
fell in love with the niece of the local Cardinal, and ultimately had to find sanctuary when the 
Cardinal learned of his clerical escape. Maybe that’s why he had a dream, which he described to 
a friend, where he made a pact with the devil. In the dream the devil played a sonata of great 
beauty. Tartini awoke and noted down the sonata as best he could remember. Whether the devil 
inspired the sonata or not, one should also know that Tartini sought to teach and improve violin 
technique. As one writer noted of the Sonata: “Its intricate trills and double stops appear to be 
academically as well as demonically designed to develop the left hand.” The sonata, with its 
alternating slow and fast movements common to the time, finds the violin prominent throughout. 
This is hardly unexpected when one recalls that violin accompaniment at the time came from the 
light-sounding harpsichord, hardly a partner in impact as would be the pianoforte in later years. 
The “demonic” trills are the feature of the last movement. Leopold Auer, also a great violinist 
and teacher, once said of the sonata: “If it really was inspired by the devil, it proves that 
whatever his other faults, His Satanic Majesty is a musician of the first order!”    
 Ayako Yoshida, violin,  Andrew Armstrong, piano    May 19, 2001   
 
Art Tatum (1909-1956   See Berlin, Irving 
 
Carl Taussig (1841-1871)   See Wagner, Richard 
 
Pyotr Ilyich Tchaikovsky (1840 - 1893)     'Cantabile' from String Quartet No. 1 
           in D Major, Op. 11  
Few composers have the capacity to hit right at the heart of the listener as can Peter Ilyich 
Tchaikovsky. Just consider the emotions in the music of his 4th, 5th and 6th symphonies, his 
Romeo and Juliet Fantasy, the glorious First Piano Concerto and his only Violin Concerto.  I 
agree with David Ewen who wrote: “For Tchaikovsky is above all a sensitive poet who 
unashamedly spoke his heart.” 
But his beginnings were not auspicious. Though he showed musical prowess as a young pianist, 
he had to follow the Moscow family’s demand to study law to earn money as a civil servant. He 
served that role, but also began further musical studies ultimately to teach at the Moscow 
Conservatory. He was as poor as any teacher and at a suggestion by the head of the conservatory, 
he prepared a concert of his works to make some extra money.  For that concert, he used some of 
his piano pieces and songs from his first ten published works, but he needed something original, 
so he took a big leap and wrote his first chamber work, Opus 11, which would also prove to be 
the first important string quartet by a Russian composer.  
The quartet’s second movement, Andante Cantabile , was his first musical “home run.”  
Featuring two themes, the beautiful, poignant first theme came from a Ukrainian folk song he 
had heard visiting his sister years before. The contrasting theme is of Tchaikovsky’s invention.  







So successful was this movement that the composer himself arranged it for cello and orchestra.  
The Andante Cantabile proved to be an early calling card to the greatness that was to follow in 
his symphonies, ballets and operas.   
   Daedalus Quartet      May 12, 2019 
 
Georg Telemann (1681-1767)   Concerto in G Major for Viola and Strings 
For a young man with no musical training and a family who attempted to force him into legal 
studies to keep him away from music, Telemann did O. K. Once his musical talents were 
allowed to blossom at Leipzig University, he was off and running, leading to positions as a court 
Kapellmeister, then music director of city churches, such as those in Frankfurt and Hamburg. In 
these cases, cantatas had to be written for every Sunday, as well as oratorios. Then there was 
music for special events---political ceremonies, weddings, birthdays, funerals---as well as suites, 
concertos and on and on. It just means that this most famous of German composers of his time---
he preceded J. S. Bach and Handel---had plenty to do. Telemann (he wrote three 
autobiographies) never fancied writing instrumental concertos. Still, he wrote many including the 
Concerto in G Major, one of the first concertos ever for the viola. It is in the French style, which 
begins with a slow, contemplative movement, unlike the Italian style of Vivaldi. (It would seem 
that the Italians like to cut to the chase right away, while the French want to be initially pensive.) 
The first movement of the viola concerto utilizes a haunting four-note grouping, which moves 
about the orchestra, then onto the viola; it is an early highlight of t 
    French Chamber Orchestra    October 28, 2007     
 
Georg Philip Telemann (1681-1767) Don Quixote Suite 
Georg Philipp Telemann, as a youth, fought against his parents pushing him toward a law career. 
Instead he veered off to become a musician and composer, a friend and rival to Johann Sebastian 
Bach. After many musical assignments throughout Germany, he became the music director of 
Hamburg’s five largest Protestant churches at age 40. There he spent the rest of what must have 
been a hyperactive life composing 1043 church cantatas, 46 settings of the Passion, 32 operas 
and countless instrumental works. No shirker he. 
 
One of his operas was Don Quixote, utilizing episodes from the great Cervantes novel. The 
“woeful knight” has inspired numerous works including the tone poem by Richard Strauss, the 
ballet with music by Ludwig Minkus, and songs by Maurice Ravel. But it is Telemann’s Don 
Quixote Suite, music from his opera, that remains the earliest of these musical pictures and an 
excellent one at that. After a brisk overture in the French style, comes the quiet, pensive 
“Awakening of Don Quixote.”  Now comes the musical ferocity of “His Attack on the 
Windmills,” the famed episode when Quixote perceives the rotating arms as attacking giants. In 
a quiet episode, a repetitive two-note “Sighs of Love” evidences Quixote’s infatuation with his 
“princess” Dulcinea, the farm-girl who is his imagined mistress. Next “Sancho Panza is 
swindled,” as the knight’s squire is the recipient of roughing-up by the owners of the inn that 
Quixote had left without paying. (Does one hear the braying of Panza’s donkey?)  The pair’s 
departure for new adventures is heard with “Quixote galloping on his steed Rosinante” 
interspersed with the “Galloping of Panza’s donkey. The suite ends with “Quixote at Rest,” 
though it appears that the “knight” reflects first on his frantic life before nodding off to sleep. 


The String Orchestra of New York City    May 2, 2015 
 







Ludwig Thuille (1861-1907)  Sextet for Piano and Winds, Op. 6 
In Innsbruck, Austria, in 1874, two teenagers met through family connections. Their love of 
music and talent led to their becoming composers and life-long friends. One of the two became 
world famous: Richard Strauss (1864-1949). The other, Ludwig Thuille, remains remembered 
mainly because of several chamber works, especially his Sextet for Piano and Winds. Thuille, an 
orphan at five years of age, first lived with relatives in Innsbruck where his musical studies 
began and where he met young Strauss. The friendship clearly flowered as they moved into 
composition mode because Strauss dedicated Don Juan, one of his first orchestral masterpieces, 
to Thuille.  
 
Aided in finances by a rich widowed cousin, Thuille studied theory, piano and organ in Munich 
and though his strength was in composing chamber music, he also gained fame as an excellent 
pianist and a professor of music and a conductor. Plus he came under the influence of Alexander 
Ritter, a forceful relative of Richard Wagner, who influenced both he and Strauss into becoming 
orchestral colourists and opera composers. One of Thuille’s three operas, Lobetanz, remained 
popular and, after his death, had five performances at the Metropolitan Opera in the 1911-12 
season. Thuille influenced and trained many composers, including Ernest Bloch. Perhaps 
Thuille’s influence in music remains of the subtle, helpful, teaching kind, but certainly his sextet 
is a beauty. One writer, in commenting on the sextet, called Thuille “the wind players' Brahms” 
with his “beautiful writing in rich romantic style, with charming melodies and excellent 
structure.” A French horn leads off, as in the Blumer work, but here there is a more heroic 
quality. Solemnity seems a mainstay of the larghetto second movement, filled with a Brahmsian 
sense of color and instrumental texture. The dancelike third movement has such charm, led off 
by the peppy oboe, that its brevity leaves one wanting more. In the finale all instruments provide 
high spirits, but the piano here plays a major part, indicating something of the composer’s own 
love for that instrument.  
 Leon Bates, piano, and Borealis Wind Quartet     October 24, 2010 
 
RenéTouzet (1916-2003) 
Four Cuban Danzas:  Siempre en clave;  Alegre;  Cubanasa;  Alterada. 
Rene Touzet (“too-zett”) lived his early musical life in his native Cuba, then moved to the United 
States in the mid-1940s and helped link the Cuban rhythms of his homeland to jazz elements. An 
exceptional pianist, he was briefly with the Desi Arnaz Orchestra. Moving to Hollywood, he 
organized his own orchestra, wrote over 500 songs (many sung by major popular singers as 
Crosby and Sinatra), and arranged hundreds of standards with a Cuban pulse, playing through the 
years of the “cha-cha-cha” and “salsa.” On one Stan Kenton recording, he’s the shaker of the 
maracas! His talents as composer, pianist, orchestra leader, and arranger have been part of our 
listening lives whether we’ve realized it or not.  
 
He began the study of piano early in Cuba, and then entered a music conservatory. He composed 
the first of his Cuban Danzas, Siempre en clave, at fourteen years of age. The Danzas on today’s 
program are part of forty Danzas written over more than sixty years and published in one 
volume. The Cuban rhythms, a blending of the many cultures that populated the island, have in 
Touzet their modern day troubador. Here are his descriptions of the four Danzas: 







Siempre en clave (1930). “This was my first attempt to write the genre. I played it to 
Maestro Ernesto Lecuona and he said to me, ‘Senor Touzet, continue composing,’ and I 
followed his suggestion.” 
Alegre (1940). ‘The first theme was inspired by my first born, Olivia, when, at the age of 
two, would run to me in response to my call. The second theme is a typical Cuban 
melody. By the time I wrote this danza, I had written many songs, music and lyrics.’ 
Cubanasa (1980). “In this dance, the spice of Cuban womanhood is the inspiration: it is a 
lyrical piece. The second part contains rhythmic material taken directly from the ‘guajeo’ 
rhythm pattern played on the ‘tres’ (typical guitar) and later on the piano in dance music.” 
Alterada (1945). “Back in La Habana from my first visit to New York, the city’s electric 
feeling left an impression and ‘Alterada’ magically came to my fingers. The first part is 
entirely around the interval of an augmented fifth, an interval of ‘restlessness,’ thus the 
use of the Spanish term ‘alterada.’ The middle part is unbashfully romantic, which is my 
first manner of music.” 


(NOTE: Maestro Touzet attended Santiago Rodriguez’s concert in Hartford last month when the 
pianist programmed the Danzas for the first time. This writer had the wonderful experience of 
meeting this extraordinary musician, tall and elegant of stature. When Touzet saw the position 
his Danzas were placed on the program, he spoke !”)      quite simply: “Between Debussy and 
Stravinsky. Not bad!           Santiago Rodriguez, piano     October 15, 2000     
  
VIENNA—City of Music   (For program of Amadeus Virtuosi of New York, May 22, 2004) 
  
All the beautiful compositions on tonight’s program are by composers either born in Vienna or 
whose musical lives matured there. It may seem a bit odd to talk about cemeteries first, but the 
composers buried in the cemeteries of Vienna tell the story of Vienna’s greatness in music:  
Ludwig van Beethoven, Johannes Brahms, Carl Czerny, Christoph Willibald Gluck, Gustav 
Mahler, Wolfgang Amadeus Mozart, Antonio Salieri, Arnold Schoenberg, Franz Schubert, 
Johann Strauss, Sr., Johann Strauss, Jr., Josef Strauss, Franz von Suppe, Hugo Wolf.  Though 
both Franz Josef Haydn and Anton Bruckner knew Vienna as their home, they are buried in other 
Austrian cities. 
 
Vienna was the capital of the Austro-Hungarian Empire, an enormous amount of Europe that had 
been accumulated by the Hapsburgs, the ruling house of Austria, over centuries through marriage 
and war. With the ascendancy of the Empress Maria Theresa (who reigned from 1740-1780), the 
empire came to be reorganized, giving an increasing importance to its capital Vienna. People 
came there because it was the seat of power and the site of a great deal of money.  Music 
abounded from salons to restaurants. The Court and the Church, as well as the “middle class,” 
provided opportunities for composers to be heard. 
 
The Viennese loved the good life, and the great composers themselves bear evidence to this 
themselves. Haydn, in 1790, wrote from his modest habitat at the Esterhazy’s, where he was 
court composer, to thank a Viennese hostess for “those beautiful musical evenings.” He 
compares his meals in his “mess” as the Esterhazy’s to those in Vienna: 


“Instead of that delicious slice of beef, a chunk of a cow 50 years old; instead of a ragout 
with little dumplings, an old sheep with carrots; instead of pastry, [I get] dry apple-fritters 
and hazelnuts…forgive a man whom the Viennese spoiled terribly.” 







Beethoven recognized the good life in Vienna also. In the summer of 1794 he wrote to his 
publisher Simrock:  


“It’s very hot here; the Viennese are anxious, they will soon not have any ices left…They 
have arrested several persons of consequence here, they say a revolution was about to 
break out---but I believe, so long as the Austrian still has porter and sausages, he won’t 
revolt.” 


 
And then along came the Strauss family to give the Viennese the gift of the waltz, and the 
Viennese operetta came to be the rage. It all fit into the sense of the need for entertainment and 
good times. Perhaps the Danube was more brown than blue, but that didn’t matter. All in all, life 
was good.  
 
Antonio Vivaldi (1678-1741)  Concerto in G Minor, for Flute, Oboe, 
      Violin, Cello and Keyboard, RV 107 
Question: What do Antonio Vivaldi and Steve Jobs have in common? If you answer “They both 
needed keyboards to carry out their ideas” you get a “C.” But if you say that they both had 
groups of highly committed individuals available to test out their ideas, you get an “A”! In the 
case of Vivaldi, his musical talents as a violinist and a composer were shared by group of 
excellent young ladies in Venice in the Pio Ospedale della Pieta, a city-funded academy for 
orphaned girls. For some 30 years he trained and used the fine orchestra of the academy to try 
out his literally hundreds of compositions, many of the concerto form for a great variety of 
instruments, as in tonight’s concert. The similarity of the structure of these short three-movement 
concertos---Fast-Slow-Fast---spawned the comment that Vivaldi didn’t write 400 concertos; he 
wrote one concerto four hundred times. Still the results of the pleasant experiences of various 
instruments each having their time in the musical sun, provides the listener with delicious 
residual mementos. The pulsating first movement in itself suggests why this is one of Vivaldi’s 
most successful multi-instrument concertos.   
  New York Chamber Soloists   May 18,  2013     
 
Antonio Vivaldi (1678-1741)   Concerto for Strings in A Major, F. XI, No. 4 
Vivaldi, himself a violin virtuoso, composed more than 500 concertos. (He also composed 
dozens of operas.) Though a composer cannot be in top form for every work, the inevitable 
energy and tunefulness of Vivaldi is seldom absent. Yes, you might say the sun of Italy shines in 
these works, though I will admit that both times I was in Venice, it was overcast! For today’s A 
Major Concerto, the typical Vivaldi structure of fast-slow-fast movements is present, with a 
bright first movement utilizing quick runs up the scale, and more leisurely steps downward. The 
center movement is longer than the usual Vivaldi concerto, providing more contrast to the outer 
brightness. And stop me if I’m wrong, but I think I hear some chirping of birds in a few places. 
(Well, so they aren’t seagull sounds, but Vivaldi did also travel through forests, I’m sure.) 


French Chamber Orchestra   October 28, 2007     
 
 
 
 
 
 







Antonio Vivaldi (1678-1741) Concerto for Flute and Strings in G Minor  
Opus 10, #2 (“La Notte”) 


1) Largo; 2) Presto (“Fantasmi”); 3) Largo; 4) Presto; 5) Largo (“Il Sonno”); 6) Allegro 
 
If there is one word to describe most of Vivaldi’s music, it’s “lively.” Not that he didn’t write 
non-lively music for, after all, he championed the fast-slow-fast structure of concertos. And 
concertos he did write! Nearly four hundred! For years he was the musical director of La Pieta, a 
Venetian institution for orphaned girls whose orchestra became famous beyond the barcarollian 
waters and weekly concerts demanded new music. Though some of these concertos were 
published in his lifetime (including the six flute concertos of Opus 10), most remained in 
darkened chambers only to be found years after his death. Vivaldi was one of the first composers 
to give programattic names to some of his compositions. To the flute concerto, Opus 10, #2, he 
gave the name La Notte (The Night). Its structure is unusual being in six short movements 
(instead of the usual three), a sort-of fantasia about episodes in a night. The slow-fast alternations 
of the pieces provides the flautist with many challenges from the vigor of the second movement 
entitled  “Fantasmi” (“The goblins will get you if you don’t watch out!”) to the lulling strains of 
the fifth movement “Il sonno,” (Ah, sleep at last!) Overall, it’s a short night. 


The International Sejong Soloists     October 3, 1999      
 
Antonio Vivaldi (1678-1741)    I Quatro Stagioni (The Four Seasons), op. 8, nos. 1-4 
I. La primavera, (Spring), E major   II. L'estate (Summer),  G minor 
III. L'autunno (Autumn), F major    IV. L'inverno (Winter), F Minor 
 
As popular as Vivaldi's Four Seasons is (there are some ninety versions currently available on 
CDs), not too many realize that it was meant to be program music. When Vivaldi sent the four 
concertos entitled I Quatro Stagioni to a publisher in Amsterdam in 1725, he provided sonnets 
for the first edition that indicated clearly the music's intent to be descriptive of nature. Many 
baroque composers made such attempts, settling usually for musical bird calls or tempestuous 
winds.  ("Real" thunder would have to wait for the development of timpani!) Cuckoos, 
nightingales, and goldfinches seemed particularly ripe for musical transformation. For example, 
one of the other flute concertos of Opus 10 is Il Cardollino, (the goldfinch,) filled with fluty bird 
sounds; Handel wrote a bouncy organ concerto entitled  The Cuckoo and the Nightingale,  with 
plenty of organic cuckooing. 
 
To get a clearer picture of each season's depiction of nature, here are brief summaries: 
SPRING -- Cast of characters: Birds, a shepherd, his dog, nymphs and more shepherds. 
I. Allegro: Birds greet spring, but a storm comes. When over, winds are calm, birds sing. 
II. Largo: Leaves rustle, shepherd sleeps, his dog barks (violas emphatic!) 
III. Allegro: Nymphs and shepherds dance (Shepherds, what's wrong with peasant girls?) 
 
SUMMER -- Cast of characters: Peasant farmers, birds, lots of bugs. 
I. Allegro non molto: Heavy sun beats down on land, birds sing, and farmers and  shepherds fear 
storms, first gentle breezes then heavy north wind. 
II. Adagio: Shepherd still fearful, swarms of bugs come, he tries to sleep, more bugs. 
III. Presto: Shepherd and farmer were right --- a storm breaks, including hail. 
AUTUMN -- Cast of characters: Drunken peasants, hunters, dogs chasing wild beast. 







I. Allegro:  Peasants sing and dance over good harvest, drink too much, fall asleep. 
II. Adagio molto: Good fresh air, lots of people sleeping, most still drunk. 
III. Allegro: At daybreak, the hunters and dogs chase an animal, corner it, and it dies    
 exhausted. 
WINTER -- Cast of characters: Anyone ever caught in windy, ice-cold Winter! 
I. Allegro non molto: Freezing wind blowing, stamp feet to keep them warm, teeth   
  chatter. 
II. Largo: In front of a fire, while outside people are being soaked in icy rain. 
III. Allegro: Walk carefully on the ice. Oops, someone fell and got up, but we're inside 
  again and the winds take up their wintry blasts. 


St. Luke's Chamber Ensemble    May 22, 1999      
 
Carl Maria von Weber (1786-1826)  Andante and Rondo Ungarese 
Weber wrote some wonderful instrumental works, though his fame rests primarily on his operas, 
especially Der Freischütz. In 1809, the 23 year old Weber composed “Andante and Rondo 
Ungarese” for his brother, a violist. It’s a work of clever contrast. First, the theme is quietly 
introduced by the viola, followed by several variations. The perky rondo follows seamlessly with 
a certain Hungarian folksiness. Now for a question: When did a viola turn into a bassoon? (No, 
this isn’t one of those viola jokes.) The answer: when Weber in 1813 took on a commission from 
a bassoonist friend to transcribe “Andante and Rondo Ungarese” for bassoon and orchestra. 
Weber was in desperate need of money at the time, but little did he know that centuries later it 
would be the bassoon version that would supplant that of the viola. As proof, consider that there 
are now available (according to Amazon.com) nine different recordings of the bassoon version 
and not one of the viola. Appreciate the treat of hearing Weber’s original for the viola.. 


French Chamber Orchestra   October 28, 2007     
 
 Earl Wild (1915-2010)  Piano Sonata 2000                   
Born in Pittsburg, Earl Wild began piano at age 3 and by teenage years he was soloing in the 
Liszt Piano Concerto No. 1. He became known at the time when American audiences swooned 
over pianists only if their name was of European origin, so an early change in name to Earlano 
Wildkowski might have gained him more attention. Still he became known as one of the last 
great romantics, a tradition he absorbed in his youth by attending dozens of concerts of great 
pianists such as Ignace Paderewski and Artur  Schnabel. But Rachmaninov became his musical 
idol, with young Wild attending over 30 recitals by the Russian giant, while also becoming a 
good friend.  
 
Wild’s concert career extended over 70 years, especially championing a revival of the works of 
Franz Liszt. He performed in the White House for each of six consecutive presidents from 
Herbert Hoover to Lyndon Johnson. “Roosevelt used to lean out of his wheelchair to see how I 
executed a particularly difficult passage,” he once told a reporter. In 1942, Arturo Toscanini 
chose Wild as soloist for the one and only time that the famed conductor of the NBC Symphony 
programmed Gershwin’s Rhapsody in Blue. Wild in later years would transcribe many of the 
great Gershwin tunes into wonderful etudes. Ms. Wang, in her Danbury 2009 program, 
performed two of them. For this program she chose to include Wild’s only piano sonata, 
composed in 2000 during his 85th year.  
 







Wild described his sonata in this way: “My sonata [is] a stylistically eclectic work, it 
incorporates Civil War tunes, echoes of popular music of the 1920s and, in the finale—entitled 
“Toccata a la Ricky Martin”---there is a distinctive Latin American flavor.”  This writer admits 
to not recognizing any Civil War tunes in the sonata, but certainly in the first movement the jazz 
world of blues and stomp are readily discernible, while the “Adagio” movement has an 
American “pop” sense, and the playful final movement has surging Latin energy. And how did 
that Puerto Rican-born “pop star,” Ricky Martin, enter the sonata world? As Wild tells it: “I 
turned on the television one day, and there [Martin] was. He exuded so much energy I thought it 
was just wonderful.”  Yes, there is definitely some of Martin’s “La Vida Loca” here. 
   Xiayin Wang, piano       April 10, 2016 
 
Richard Wagner (1813-1883)     Liebescene und Verklarung from Tristan und Isolde 
      Transcription by Carl Tausig (1841-1871) 
Carl Tausig was a favorite student of Liszt with a pianism of extreme virtuosity like his teacher 
and a teaching ability that attracted students even from the United States. Amy Fay, a New 
Englander, studied with Tausig in 1873 and published her experiences. When she finally had her 
first lesson with the misanthropic Tausig she reported that she played a difficult Chopin scherzo 
and “...he stood over me and kept calling out all through it in German, “Terrible! Shocking! 
Dreadful! O Gott! O Gott!” I was really playing it well, too, and I kept on in spite of him...and 
when I got through and he gave me my music, (he) said, ’Not at all bad.’”  Tausig, echoing Liszt 
his teacher, made effective arrangements of  other  compositions and today’s Love Scene and 
Transformation provides a sample. Ernest Newman, the eminent Wagner expert, noted that “Of 
all Wagner’s operas, Tristan und Isolde is the most difficult to understand.” By that he meant the 
plot, a Wagnerian synthesis of legends. The music, however, speaks more than clearly for the 
ultimate strength of love between the tragic figures.  
    Pamela Mia Paul, piano     May 25, 1996 
 
August Walter (1821-1896)     Octet for strings and winds, Op. 7 
So you also have never heard of August Walter, German composer from Stuttgart. Not 
surprising, for he doesn’t even have an entry in the New Grove Dictionary of Music. What is 
known is that his first love was the violin, which he mastered after his apprenticeship with his 
pastry chef father. In Vienna he studied counterpoint with a master teacher, Simon Sechter, but 
most of his professional years were in Basel, Switzerland where he taught and conducted, 
certainly away from the mainstream of European music.  An avid correspondent, he connected in 
this way with Johannes Brahms and other composers of the day. Only 20 of his works were 
published, most of which were songs (lieder). Perhaps this had a connection to the fact that both 
his wives were well-known sopranos in their day. 
 
Clearly Walter loved the octet instrumentation. In the first movement, the very first four notes 
(played by strings) become a kind of musical basketball that is tossed from instrument to 
instrument throughout the movement. A lovely Lieder-like melody is heard twice, but it is the  
playfulness of instruments that frame the movement. For the second movement, a slow, pulsating 
Beethovenish-theme, with special emphasis on winds, is the central issue.  For the scherzo-
allegro movement in minor key, a type of suspense seems to hang in the music, at times almost 
Hitchcockian. The vivace finale movement releases all the instruments into musical chatter, with 







rhythmic changes and pauses that create variety for the listener. Overall a pleasant addition to the 
octet literature.  
  Note: There is no known recording of this Octet. If you wish to hear this work again, go to 
YouTube where a recording from a radio broadcast can be heard. Simply type “August Walter 
Octet” into the search window. 


Frisson, String & Wind Nonet    November 11, 2018 
 
Franz Waxman (1906-1967)     Fantasy on Bizet’s “Carmen” 
In September 1999, Franz Waxman’s face appeared on a U. S. Postal Service stamp, part of a 
“Hollywood Composers” series that included Bernard Herrmann (Psycho), Max Steiner (Gone 
With the Wind), and Dmitri Tiomkin (High Noon). The German born Waxman (originally 
Wachsmann) had begun musical studies in Berlin, earning money by playing in the Weintraub 
Syncopaters, a jazz orchestra. He brought his musical talents to the thriving German film 
industry of the early 1930s, conducting and arranging the musical score of the The Blue Angel, 
the film that made Marlene Dietrich the universal femme fatale. After becoming a composer for 
German films, Waxman, a Jew, was forced to escape Nazi Germany. Hollywood became a 
natural destination. There he composed the scores for such classic films as The Philadelphia 
Story and Hitchcock’s Rebecca. He later gained back-to-back Academy Awards for Sunset 
Boulevard and A Place in the Sun. 
In the mid-1940s, Warner Brother’s decided to resurrect the old “soaper” Humoresque, the story 
of a violin prodigy, a poor New York Eastside Jewish boy (John Garfield), whose talent is 
overwhelmed by the love for the married woman who provides him financial support (Joan 
Crawford). The producers asked Waxman for a new piece to be featured in a critical scene. 
Though Garfield appeared to be playing the violin in the film, it was Isaac Stern who provided 
the “fireworks” for the sound track. Waxman turned to the tuneful opera Carmen and devised a  
Fantasy from its melodies. The great Jascha Heifitz, impressed by Waxman’s composition, asked 
the composer to expand the work for Heifitz’s appearance on radio’s Bell Telephone Hour. The 
result is a work which brings familiar themes from the opera into an exciting continuity of 
melody, demanding violin virtuosity of the highest order. 


Ayako Yoshida, violin, Andrew Armstrong, piano,     May 19, 2001   
 


Hugo Wolf (1860-1903)  “Italian Serenade” 
For a Germanic composer in the Romantic Era, the great lyrical poets (e.g. Goethe, Morike, 
Eichendorff) provided the poems that could become effective lieder in the right hands. Hugo 
Wolf, Austrian-born, and of deep musical talent, chose such a compositional path and became a 
leader of lieder in his day and one of its greatest masters. Due in part to recurring illness from 
syphilis contracted early in life, his compositional output had fits and starts. As evidence of his 
mercurial ways, from 1888 to1889 he composed nearly half of all his 300 plus songs. He did at 
times explore instrumental writing and in 1884 he composed in three days the first movement of 
a projected suite for string quartet. No other movements ever emerged, so he entitled the lone 
movement “Italian Serenade,” unaware it would become his most famous instrumental work. (He 
later transcribed it for string orchestra.) Is there a plot line in the “Serenade”? Some believe so 
because Wolf was at the time entranced with an Eichendorff novella in which a “good-for-
nothing” is sent forth from his German home to the sunny climes of Italy. Well, plot or not, the 
work is wonderfully exhilarating.  
 The Lark Quintet with Gary Graffman, piano     November 12, 2011    







Ellen Taafe Zwilich (b. 1939)        Trio for Piano and Strings 
This may well be the first exposure of members of the audience to music of Pulitzer Prize winner 
Zwilich. (The prize was for her Symphony No. 1 in 1983.) The Florida native (she teaches at 
Florida State University) is one of the most often commissioned American composers and has 
written concertos for almost every instrument of the orchestra. Her last name provides her the 
advantage of being quickly found in contemporary musical dictionaries!  
 
Of her piano trio, she has written: “Many of my favorite works for piano trio are, in effect, duos 
in which the two strings together balance the piano. In the interest of formal and aesthetic 
balance, I took a somewhat similar approach. I also decided to exploit the difference in the 
essence of strings and keyboard, allowing some musical material to arise from the nature of the 
piano and some to be generated by the nature of string instruments.” This may help explain the 
rather percussive, but also “cat chasing his tail” approach to parts of the first movement. The 
lento movement is somber, but with a gentle beauty. 


The McDermott Trio       May 21, 2005      
 
  
 
 





