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Carnival Music  (1971)   (19:50)                     George Rochberg
1)      I.                                              
2)      II. 
3)      III. 
4)      IV. 
5)      V. 

6)     Nach Bach  (1966)   (6:58)                       George Rochberg

Partita – Variations  (1976)   (25:56)             George Rochberg
7)      I. 
8)      II. 
9)      III. 
10)    IV. 
11)    V. 
12)    VI. 
13)   
14)    VII. 
15)    VIII. 
16)    IX. 
17)    X. 
18)    XI. 
19)    XII. 

Jerome Lowenthal
piano

Praeludium   (2:41)
Intermezzo   (2:00)
Burlesca   (1:02)
Cortège   (2:40)
Impromptu   (1:30)
The Deepest Carillon   (3:01)
Tema: Ballade   (1:44)
Capriccio   (1:03)
Minuetto   (2:08)
Canon   (1:07)
Nocturne   (3:10)
Arabesque   (1:10)
Fuga a tre voce   (3:33)

Fanfares and Marches   (3:30) 
Blues   (4:01) 
Largo doloroso   (4:00)
Sfumato   (4:24)
Toccata – Rag   (3:51)
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Bagatelles  (2010)   (18:07)                               Paul Chihara
(Twice Seven Haiku for Piano)                            (b. 1938)

Part One
20)    I. 
21)    II. 
22)    III.  
                 
23)    IV. 
24)    V. 
25)    VI. 
26)    VII. 

Part Two
27)    VIII. 
                   
28)    IX. 
29)    X. 
30)    XI. 
                
31)    XII. 
32)    XIII. 
33)    XIV. 

34)    75 Notes for Jerry  (2007)   (1:23)         Ned Rorem
                                                                               (b. 1923)

"Like falling leaves..."   (00:41)
"Drinking song for kittens..."   (00:58)
"Fleeting fireflies, Seldom seen in 
 reflection, After the rainstorm..."   (00:50)
"Frankie and Annie..."   (1:42)
"Bon odori..."   (1:08)
"Misty fugue..."   (1:30)
"Hip hop farmer..."   (1:05)

"Hommage aux trois B's
 (Bach, Brahms, Bolcom)"   (1:48)
"ZW (Zigeunerweisen)..."   (1:33)
"Summer nights..."   (00:55)
"La Valse des Chatons
  The Waltz for Kittens..."   (00:40)
"Kleine Toccata..."   (1:29)
"Für Carol..."   (2:17)
"Like rising mist..."   (1:26)
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and Stokowski. He has played sonatas with Itzhak Perlman, piano duos 
with Ronit Amir (his late wife), Carmel Lowenthal (his daughter), Ursula 
Oppens (his life-partner), Vassily Primakov (his student) and Michael Brown 
(another student), and larger chamber-music works at an extensive network 
of festivals. He has recorded for RCA Victor, Columbia, Arabesque, Bridge, 
and LP Classics.

Increasingly, teaching has become important to him. In his forty-five summers 
at the Music Academy of the West and twenty-three years at the Juilliard 
School, as well as in countless master classes throughout the world and 
particularly in China, he has tried to pass on as a legacy the understanding 
which he received from his own now-legendary teachers and to encourage 
young musicians to play in a wide aesthetic and cultural perspective, while 
projecting it with the freedom which that perspective allows.  



Notes by Jerome Lowenthal

The anecdotal approach to George Rochberg's later, post-serial music-
represented on this disc by Nach Bach, Partita Variations and Carnival 

Music- goes something like this: In 1964, Rochberg, at 46 an honored 
composer of powerful, conventionally twelve-tone music, was deeply shaken 
by the death of his 20 year-old son. Reluctant or unable to return to the sort of 
music he had been composing, and feeling that twelve-tone composition was 
inadequate for the expression of his bitter grief, he turned to the reminiscence 
of music which had been meaningful to him. Contra mortem et tempus, a 
collage of music by contemporary composers, was followed by Music for a 
Magic Theater, startling in its extensive quotation of Mozart. In succeeding 
works, he quoted music by, among others, Bach, Schütz, Beethoven, 
Chopin, Brahms and Mahler. Sometimes he replaced quotation with stylistic 
pastiche, often in a purely tonal vocabulary. Extreme juxtapositions were 
frequent. These innovative practices did not pass unnoticed. To some, they 
brought a new humanity to music, while others excoriated Rochberg for 
"stealing" other people's music and for his indifference to cultural "zeitgeist." 
Gradually, other composers, with impulses similar to Rochberg's, began doing 
similar things in their music. And, in a 180 degree turn, George Rochberg's 
aesthetic has now become conventional post-modernism.  

Jerome Lowenthal, who stud-
ied with William Kapell, Edu-

ard Steuermann and Alfred Cortot 
and coached occasionally with 
Arthur Rubinstein, brings to his 
playing an extraordinary richness 
of musical heritage. His early life 
was somewhat peripatetic: born in 
Philadelphia in 1932, he received a 
B.A degree with honors in French 
Literature from the University of 
Pennsylvania, after which he moved 
to New York to study at the Juilliard School. A Fulbright Grant brought him 
to Paris, where he received a premier prix de concert from the Ecole Normale 
de Musique. A string of competition prizes and a three-year position as lec-
turer at the Jerusalem Academy led him back to New York, where he made 
his debut with Josef Krips and the New York Philharmonic, playing Bartók’s 
Concerto no. 2.

A half-century later, his resume includes concerts more-or-less everywhere, 
from the Aleutians to Zagreb. Conductors with whom he has appeared as 
soloist include Barenboim, Sir Andrew Davis, Mehta, Slatkin and Tilson 
Thomas, as well as such giants of the past as Bernstein, Monteux, Steinberg 

GEORGE ROCHBERG



Another possible approach to Rochberg's music is through literature. A 
fiction that was never far from his thoughts was Borges' "Pierre Menard, 
the Author of Don Quixote," in which a late 19th century French "decadent" 
decides to rewrite two chapters of Don Quixote without changing anything in 
Cervantes' text, but using the differences between his outlook and that of the 
17th century Spanish Cervantes to give a new meaning to every word. James 
Joyce's rainbow of stylistic parodies is another precedent for Rochberg, 
and T.S. Eliot's "These fragments I have shored against my ruins" could be 
Rochberg's outcry.  

Still another way of considering Rochberg's music is in its philosophical 
implications. Even in the most extreme of his juxtaposed contrasts, Rochberg 
provides a subtle connecting thread of interval or motive, suggesting a unitive 
understanding of life. His music tells us that the sources of pain and joy, like 
the sources of a Bach Sinfonia and a Brahms Capriccio, are the same. In 
this, he is the heir of the romantics in general, and in particular of Liszt. (He 
reacted with pleasure when I told him that the recently discovered Liszt Third 
Concerto was proto-Rochberg.)

The Carnival Music dates from 1971 and was composed, to my great 
pleasure, for me. It consist of five movements, nos. 1, 2, and 5 of which 
drew on Rochberg's experience during his college years as a pianist of pop 
music. The first movement has a decided debt to the zither music by Anton 

Viennese waltz among others - and, in direct quotations, Schumann's Happy 
Farmer, the popular song Misty, Brahms' A minor clarinet trio, Wagner's 
"Tristan" and Bolcolm's The Graceful Ghost.  

However, Chihara's textures, unlike Rochberg's, tend to create their magic by 
indirection, and the evocations of nature in these "Haiku" recall the delicate 
court poems from Lady Murasaki's "Tale of Genji". The titles, put in the style 
of Debussy at the end of each Haiku, tell their own story. The first is "Like 
Falling Leaves", two of them are concerned with kittens, the next-to-last, 
"Für Carol", is both a memory of Beethoven and a love lyric to the compos-
er's wife, and the last is a tender valedictory that finishes "like Rising Mist".

This perfect piece was presented to me seven years ago for my 75th birthday.  
Each of the 75 Notes is supported by a beautifully calibrated harmony. Over 
the years, I have played a lot of Mr. Rorem's music, including his Third 
Concerto, which he composed for me. Rorem was never tempted to abandon 
tonality in his music; if contemporary tonality is called post-modern, then 
one would have to say that Rorem was prematurely post-modern. He has said 
that if people understood his music, they would be much more scandalized by 
it than by his once-shocking diaries. No one is shocked by homosexuality any 
more, but the expressive openness of 75 Notes can still hit a nerve.

NED ROREM



Karas from the film The Third Man. Then a brilliant blues movement leads to 
an expressionistic "doloroso". The fourth movement, "sfumato", is perhaps 
the most fascinating - fragments of Brahms's Capriccio op. 79 no. 8 and 
Bach's F minor Sinfonia appear and disappear behind a filmy sound-screen. 
The final toccata-rag, which includes recollections of the first movement, is a 
tour de force of musical pleasure. 

Nach Bach, Fantasy for harpsichord or piano, was brought to me soon 
after it had been published and I quite simply fell in love with it. Written for 
harpsichordist Igor Kipnis, but entirely suitable for the piano, it is, despite 
its jaunty title, music of tragic implications. Fragments of ejaculatory 
phrases torn from Bach's e minor toccata appear like wreckage in a turbulent 
modernistic texture. Chopin-inspired sequences lead to a final dissonance 
of pain, taken from Bach's Sarabande. However, unlike Bach, Rochberg 
provides no resolution to the dissonance.

The Partita Variations were written in 1976 for Etsuko Tazaki. The 
"Theme" of the Variations is a simple ballade, composed by Rochberg as 
an adolescent, and embedded in the center of a panorama of stylistic pastiches. 
Each variation is composed in a different genre like the Beethoven Variations 
in F Major, op. 34, or the second movement of the Tschaikowsky Piano Trio. 
Stylistic contrasts become ever more extreme as a pastiche of a Chopin 
nocturne leads into a swirling "Arabesque" (borrowed from Nach Bach) and 
then to the splendid finale: a spacious three-voiced Handelian fugue.

On June 28th, 1908, Béla Bartók wrote to his mother: "Busoni was very 
pleased with the piano pieces. 'Finally, something new,' he said. Tomorrow 
I'm going to play all 14 of the Bagatelles at his piano class." Bartók's set of 
Bagatelles, op. 6, has always been one of my favorite works, and, as a teacher 
with a class of my own, I was moved by the thought that Busoni, for the sake 
of his class, had caused this music to be composed. After several decades of 
brooding over this matter, one evening I turned to my neighbor at a concert-
the composer Paul Chihara- and asked if he would do for me what Bartók had 
done for Busoni. The result of my impulse is Twice Seven Haiku for Piano.  

The juxtaposition of Chihara's music with Rochberg's is to me very pleasing. 
(Life had juxtaposed these two at Tanglewood in the summer of 1966, when 
the young Paul Chihara bonded with the older Rochberg, who was mourning 
for the recently deceased Paul Rochberg.) In their music, both composers 
were powerfully affected by a life-trauma: in Rochberg's case, the death of 
his son, and in Chihara's, his wartime internment as a west-coast Japanese-
American child. In these Bagatelles, the composer's frequent use of Japanese 
folk-material (notably in no. 2, "Drinking Song for Kittens", no. 5, "Bon 
odori" and no. 10, "The Waltz for Kittens") is a direct expression of his 
memory of childhood injustice. Additionally, there are numerous allusions 
to other styles. These are in stylistic pastiches - gypsy, hip-hop, baroque, and 

PAUL CHIHARA


