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Union College Concert Series
45th International Festival of Chamber Music

Derek Delaney, Artistic Director
Daniel Berkenblit, Director Emeritus
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 Page 4 Magdalena Kožená, mezzo l Malcolm Martineau, piano
  Sunday, October 9, 3:00 p.m.

 Page 10 Belcea String Quartet
  Sunday, October 16, 3:00 p.m.

 Page 14  Christian Zacharias, piano
  Sunday, October 30, 3:00 p.m.

 Page 18 Bernarda Fink, mezzo l Anthony Spiri, piano
  Sunday, November 13, 3:00 p.m.

 Page 24 Soovin Kim, violin
  Sunday, November 20, 3:00 p.m.

 Page 28 Emerson String Quartet: 40th Anniversary
  Sunday, December 4, 3:00 p.m.

 Page 34 Boston Camerata
  Sunday, December 18, 3:00 p.m.

 Page 36 Curtis@Union
  Evan LeRoy Johnson, tenor l Mikael Eliasen, piano 
  Sunday, January 15, 3:00 p.m.

 Page 38  Alexander Melnikov, piano
  Sunday, January 29, 3:00 p.m.

 Page 44 Curtis@Union 
  Eric Liu, piano 
  Sunday, February 12, 3:00 p.m.

 Page 46 Hagen String Quartet
  Sunday, February 26, 3:00 p.m.

 Page 50 Doric String Quartet
  Friday, March 10, 7:30 p.m.

 Page 56 Mark Padmore, tenor l Jonathan Biss, piano
  Sunday, March 12, 3:00 p.m.

 Page 62 Mitsuko Uchida, piano
  Monday, March 27, 7:30 p.m. 

 Page 66 Mitsuko Uchida, piano l Jörg Widmann, clarinet
  Saturday, April 1, 3:00 p.m.

 Page 72 Jeremy Denk, piano
  Sunday, April 30, 3:00 p.m.
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French Country Harvestfare™

Steps from Union College – Ideal before the performance

707 Union Street, Schenectady, NY 12305
Reservations – 518.344.6393

www.cheznousschenectady.com

Welcome to Union

Daniel Berkenblit and Derek Delaney

Dear Friends, 

 Welcome to the Union College Concert Series’ 
45th Season, offering sixteen performances by in-
ternationally-renowned artists and emerging young 
musicians at our home in Memorial Chapel. You 
can enjoy legendary artists like Mitsuko Uchida, 
Mark Padmore, and the Hagen and Emerson 
string quartets for only $30 and less by subscrip-
tion. Many of these artists will be performing in 
Carnegie Hall and Lincoln Center this season for 
more than triple the cost. Why do we do this? We 
believe that everyone should have the opportu-
nity to experience classical music performed by 
extraordinarily-talented artists.
 This season we highlight some of the masterworks of Franz Schubert in reper-
toire for which he is most acclaimed—songs, string quartets, and solo piano works. 
We also dedicate a quarter of our season to lieder recitals—an incredible artistic 
amalgam where performer, composer, and poet combine to create the most intimate 
concert experience possible. The series collaborates with the venerable Curtis Insti-
tute of Music in Philadelphia for the first time in presenting two free concerts by their 
highly-talented young artists. We also present the legendary pianist Mitsuko Uchida 
in two different programs within a week—an honor only shared with Carnegie Hall 
worldwide. 
 We have made excellent progress in raising support for our Berkenblit Artist 
Fund, and I’m pleased to report that we’re more than halfway to our five-year 
$250,000 goal. We are optimistic about reaching this objective, but there is still 
much work to do. I hope that you will consider supporting this important Fund to 
ensure that we may continue to bring these remarkable musicians to Union.  
 I look forward to seeing you in Memorial Chapel, and sharing with you many 
memorable performances.

Derek Delaney
Artistic Director
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Magdalena Kožená, mezzo
Malcolm Martineau, piano

Sunday, October 9, 2016 at 3:00 p.m.

PROGRAM NOTES

Dvořák: Vier Lieder, Op. 2 (1881)
 The cycle, attributed the misleading opus number 2, is a reworking of six songs 
from the cycle Cypresses, which originated in 1865. Dvorak preserved the mood 
and the basic harmonic and melodic ideas, and focused more on improving the dec-
lamation of the songs’ text, adjustments which led to certain major changes to the 
rhythmical structure. The piano accompaniment was moderated and revised to give 
more transparency. While the original version of Cypresses only came out in print in 
2008, this rendering was first published in Prague by Emanuel Stary back in 1882, 
in its Czech original with a German translation. Music critics wrote very highly of the 
songs and compared the stylization of the piano part to Schubert’s lieder.

 © antonin-dvorak.cz

Wolf: Selections from Mörike-Lieder (1888)
 Hugo Wolf was born in 1860 in Styria, now Slovenia, then a part of the Austri-
an Empire. His father was a music-loving leather tradesman who taught him the 
rudiments of piano and violin. Without having finished high school, he went in 1875 
to the Conservatory in Vienna where he was a poor student, subsequently being 
dismissed in 1877. From the age of seventeen Wolf depended mostly upon him-
self both for his musical training and for his living expenses. He supported himself 
by giving piano lessons and performing small-scale engagements, and in 1884 
he became music critic for the Salonblatt, a Viennese society paper, where his 
uncompromising, stinging and sarcastic style won him a notoriety which was not 
helpful to his future prospects. Wolf composed in periods of feverish creative activity, 
which alternated with barren periods of deepest depression during which he was 
tormented with the anxiety that his creative well had dried up forever. By the end 
of 1891 he had composed the bulk of his works on which his fame chiefly rests: 
53 Mörike Lieder, 20 Eichendorff Lieder, 51 Goethe Lieder, and the near 90 songs 
of the Spanisches and Italienisches Liederbuch. Eduard Mörike (1804–1875) was 
a Swabian pastor, a painter and the author of some of the most exquisite, ardent, 
and lyrical German poetry. Scholar Richard Wigmore explains: “His range was 
extraordinarily wide, encompassing ideal, unhappy and erotic love, joy in the natural 
world, religious mysticism, the supernatural, whimsy and broad or ironic humor—all 
themes richly represented in Wolf’s Mörike collection.” Wolf wrote all 53 Mörike 
Lieder between February and November 1888.

 © Ryan Turner

Strauss: 3 Songs of Ophelia from Shakespeare’s Hamlet, Op. 67 (1918)
 The Three Songs of Ophelia were, in part, the result of a dispute with the Berlin 
music publisher Bote & Bock. The company had exclusivity rights on Strauss’s 
songs, and Strauss wanted out. When Bote & Bock refused, Strauss had his re-
venge in the form of a satiric, defamatory song cycle entitled Krämerspiegel (Shop-
keeper’s Mirror). The publishers were not amused and sued for breach of contract. 
When the court ordered Strauss to provide “proper” songs, he obliged in the spring 
of 1918 with six of his most innovative, non-commercial, esoteric songs. The first 
three were settings of Ophelia’s mad songs from Hamlet and the last three were set 
to poems taken from the “Book of Ill-Humor” in Goethe’s Westöstlicher Divan (The 
East-West Anthology). At the time, they were not what Bote & Bock would have 

Vier Lieder, Op. 2 (1881)
 Vy vroucí písně spějte
 Ó byl to krásný, zlatý sen
 Mé srdce často v bolesti
 Na horách ticho    

Selections from Mörike-Lieder (1888)
 Begegnung
 Neue Liebe
 Das verlassene Mägdlein
 Elfenlied
 Wo find ich Trost?
 Auf ein altes Bild
 Nixe Binsefuss
 Abschied

Antonín Dvořák
(1841-1904)

Hugo Wolf
(1860-1903)

3 Songs of Ophelia from 
Shakespeare’s Hamlet, Op. 67 (1918)
 Wie erkenn’ ich mein Treulieb
 Guten Morgen, ‘s ist Sankt Valentinstag
 Sie trugen ihn auf der Bahre bloss

3 Songs, Op. 23 (1879)
 Les berceaux
 Notre amour
 Le secret

Brettl-Lieder (Cabaret Songs) (1901)
 Galathea
 Gigerlette
 Der genügsame Liebhaber
 Einfältiges Lied
 Mahnung
 Jedem das Seine
 Aus dem Spiegel von Arcadia
 

Richard Strauss
(1864-1949)

Gabriel Fauré
(1845-1924)

Arnold Schoenberg
(1874-1951)

Intermission

DEUTSCHE GRAMMOPHON, ARCHIV
By arrangement with: ASKONAS HOLT
300 High Holborn, LONDON WC1V 7JH

WWW.KOZENA.CZ/EN
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considered easily saleable or popular material.
 The Ophelia songs are representations of madness by a composer who must 
have often contemplated the boundary between sanity and derangement, given 
his mother’s history of mental illness. In Shakespeare’s masterpiece, the beautiful 
Ophelia is driven mad by Hamlet’s torment over thoughts of incest, lust for ven-
geance, revulsion against all things sexual, and obsession with death. She sings 
“How should I your true love know?,” “Tomorrow is Saint Valentine’s day,” and “They 
bore him barefac’d on the bier” in Act IV, scene 5, when she is “divided from herself 
and her fair judgment.” After the second song, she leaves and returns “fantastically 
dressed with straws and flowers” to sing her last words. 
 In Wie erkenn’ ich mein Treulieb, Strauss fills the air with gently warped strains 
in which we can recognize shapes that were once symmetrical and located in an 
identifiable tonal space—but no longer. Twice, unalloyed beauty peeks through the 
madness to heart-stopping effect—the first time when Ophelia invokes the sandals 
worn by penitent sinners and the second time at the shattering invocation of “love’s 
showers” of tears, just before the piano postlude that returns us to the quiet insanity. 
 Guten Morgen, ’s ist Sankt Valentinstag shows how Hamlet’s sexual disgust has 
infected his fiancée’s mind. Here, madness takes a different guise in the nonsen-
sical progressions of unrelated harmonies and the fevered jangle of parallel major 
and minor chords, as if she is incapable of deciding whether to be merry or sad and 
haphazardly switches back and forth. 
 Sie trugen ihn auf der Bahre bloss is a premonition of Hamlet’s and her own 
death to come. Ophelia bids a final farewell to her lover, accompanied by liquid 
strains in the right hand that evoke the flowing water in which she is soon to drown. 
Interspersed between the funereal, watery passages are sudden interjections of a 
hectic waltz. At the end, Strauss grafts in Ophelia’s words immediately following her 
last mad song: “And of all Christian souls, I pray God. God b’ wi’ ye.”

 © Susan Youens

Fauré: 3 Songs, Op. 23 (1879)
 Like many composers, Fauré was consistently attracted by texts about the sea, 
or any other body of water (Au bord de l’eau, L’horizon chimerique, Les matelots, La 
fleur qui va sur l’eau, to name just a few), and in the text of Les berceaux, the poet 
draws the parallel between the rocking of a ship and of a cradle, which Fauré cap-
tured in his setting, one of his most haunting songs. The accompaniment carries this 
rocking theme steadily in a pensive minor, while the voice in the first verse quietly 
describes, without any particular “painting” except the simply rising and falling line, 
the ships in the harbor. The music then becomes more emotional, in the crescendo 
to the long high notes and the dramatic octave descent, depicting the pull of the 
horizon. In the last verse, while the accompaniment returns to the rocking motive, 
the extended notes in the vocal line subtly portray the conflict that the text personi-
fies in the boats, the desire to remain gently rocked in harbor.
 Though the text of Notre amour describes “our love” as being, in turn, light, 
charming, sacred, infinite, and eternal, Fauré does not, until the last verse, draw any 
major musical distinctions among these aspects, and the tone of the song is set in 
the first verse, the one that declares “our love is a light thing.” The piano and vocal 
lines are both marked leggieramente, appropriately enough, and the rippling triplets 
in the treble of the accompaniment emphasize this aspect. There are slight differ-
ences, particularly an unexpected modulation in the accompaniment, in the second 
verse, which is marked sempre leggiero e legato, and the third verse, where one 

might expect some additional level of solemnity, is a repetition of the first. Ironically, 
the next verse, declaring “our love is an infinite thing,” is not given the full expansion 
the first were given. The last verse is the climax of the song, with the two exultant 
reiterations of the words “notre amour” and the long, forte high A (or ad libitum high 
B). The overall effect is highly sentimental, but with a certain candor and freshness 
that (especially if the performers keep to the indicated allegretto tempo) keeps it 
from cloying.
 Three is a number that keeps popping up in music, art, folklore, and legend, and 
Le secret, of course in three stanzas, focuses on sets of three: morning, day, and 
night, ignorance, proclamation of knowledge, and forgetfulness. Fauré’s remarkably 
efficient (just 34 bars) setting ties these concepts together, with a hushed opening 
stanza, suggesting the silent tear that dies away, the shy but proud exclamations of 
the second, with the expansive effects of crescendos and high notes on the words 
“proclame” and “ouvert,” and the last starting and ending pianissimo, as though the 
night is carrying the secret away. While it is not his most technically sophisticated 
work, it is one of his finest in terms of capturing and conveying the mood of a text.

© Anne Feeney

Schoenberg: Brettl-Lieder (Cabaret Songs) (1901)
 The eight Brettl-Lieder provide a glimpse into the lighter, humorous side of 
Schoenberg’s character. Composed in 1901 to poems associated with the contem-
porary literary cabaret, their source of reference lies in the Viennese operetta rather 
than in the lied. One of the main entrepeneurs of this cabaret was Ernst von Wolzo-
gen, a well-known writer and the librettist of Richard Strauss’s early opera, Feuer-
snot.lnspired by the success of the French cabaret of the 1890s, Wolzogen decided 
to open his own cabaret. There were already in Berlin several variety theaters and 
bars where casual folksinging took place, but Wolzogen sought to upgrade the 
lower-class tastes of these presentations by providing a truly sophisticated literary 
cabaret featuring first-class poets declaiming their own verses along with musical 
settings by outstanding composers. In January 1901 he established his first Buntes 
Theater (variety theater). Since its productions surpassed any previous attempts in 
this style, he called his company “Uberbrettl”, that is, “super-plank”, a reference to 
the “boards” trod in the theater. 
 Although Schoenberg became music director of Wolzogen’s Oberbrettl for a 
short time, he actually played a very small role in this endeavor and had, in fact, writ-
ten all of his Brettl-Lieder before he met Wolzogen. The composer most identified 
with this Berlin company was Oscar Straus, who introduced Schoenberg to Wolzo-
gen when the Oberbrettl was on tour in Vienna in September 1901. Wolzogen was 
delighted with one of Schoenberg ‘s songs and immediately engaged him to replace 
Oscar Straus, who had more important things to do as his Kapellmeister. When 
Schoenberg joined the company in December, the Oberbrettl was at its peak, ready 
to open in a colorful new theater decorated in the most garish Jugendstil style. Un-
fortunately in a few months it lost favor with the Berliners, either by failing to produce 
enough sensations for its audience or by not being able to overcome the constraints 
of the censors in matters of politics and eroticism. For Schoenberg, however, this 
was a fortunate turn of events: his contract was paid up until July 1902, enabling him 
to stay in Berlin and earn a modest living for himself and his newly-married bride. 
There he started his teaching career with help from Richard Strauss, who also gave 
him much copying work to do, and where, more importantly, he was able to finish his 
tone poem Pelleas und Melisande. 
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 What role Schoenberg played in the Oberbrettl remains hazy to this day. He was 
no pianist, so he could not accompany the singers or the actors as Oscar Straus 
had done. We can only surmise that he made arrangements of the songs of other 
composers and may have set poems by Wolzogen’s friends. The composer merely 
gathered the Brettl-Lieder together in a folder and carried them, along with other 
manuscripts, from Europe to the United States, where they now rest in the archives 
of the Arnold Schoenberg Institute in Los Angeles. The Brettl-Lieder remained un-
published until 1969.

© Leonard Stein 

MAGDALENA KOŽENÁ, MEZZO 

 Magdalena Kožená has worked with many of 
the world’s leading conductors including Claudio 
Abbado, Pierre Boulez, Gustavo Dudamel, Sir 
John Eliot Gardiner, and James Levine. She is 
in demand as soloist with the Berlin, Vienna and 
Czech philharmonics and the Cleveland, Phila-
delphia and Royal Concertgebouw orchestras, 
and has collaborated with Daniel Barenboim, 
András Schiff and Mitsuko Uchida—with whom 
she has performed at Carnegie Hall, Wigmore 
Hall, Alice Tully Hall and the Amsterdam Con-
certgebouw. Kožená made her first appearance 
at the Metropolitan Opera in 2003 as Cherubino 
in Mozart’s Le nozze di Figaro and has since 
been a regular guest. Last season Kožená 
undertook a series of residencies throughout 
Europe including recitals with Mitsuko Uchida, a 
chamber music project with Sir Simon Rattle and members of the Berlin Philhar-
monic. She was signed by Deutsche Grammophon in 1999 and was honored with 
Gramophone’s Solo Vocal Award in 2001. She was named Artist of the Year by 
Gramophone in 2004 and has won numerous other awards. Born in Brno, Kožená 
studied voice and piano at the Brno Conservatory and later at Bratislava’s Acade-
my of Performing Arts. 

MALCOLM MARTINEAU, PIANO

 Malcolm Martineau appears throughout 
Europe, North America, the Far East and 
Australasia with many of the world’s great-
est singers and records widely for the major 
recording companies. Recording projects have 
included Schubert, Schumann and English 
song recitals with Bryn Terfel (for Deutsche 
Grammophon), Schubert and Strauss recitals 
with Simon Keenlyside (for EMI), recital records 
with Angela Gheorghiu and Barbara Bonney 
(for Decca), Magdalena Kožená (for DG) and 
Della Jones (for Chandos), the complete Fauré 
songs with Sarah Walker and Tom Krause, the 
complete Britten Folk Songs for Hyperion, and 
the complete Beethoven Folk Songs for Deut-
sche Grammophon. Other recordings include 
the complete  Poulenc and Mendelssohn songs, 
Schubert with Florian Boesch, Heimlische Aufförderrung and Scene! with Chris-
tiane Karg and Portraits with Dorothea Röschmann. He was made an OBE in the 
2016 New Year’s Honors.
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Belcea String Quartet

Sunday, October 16, 2016 at 3:00 p.m.

PROGRAM NOTES

Schubert: Quartet in E-flat Major, D. 87 (1813)
 Like the other works of his teenage years, Schubert’s E-flat Quartet shows 
clearly the influence of the Classical models which formed the basis of his musical 
education, while at the same time looking forward to some of the qualities of the 
encroaching Romantic era. This is music of grace, warmth and youthful good 
humor which reflects its composer’s personality. While it lacks the insight and 
profundity of his subsequent quartets, there is nothing immature or ill-considered 
about this endearing work. It is bright, melodious and ingratiating, and almost too 
easy to love.
 The first movement follows a crystalline sonata form indebted to the musical 
structures of Schubert’s most revered predecessor, Wolfgang Amadeus Mozart. 
The main theme is initiated by two measures of quiet chordal harmony, and 
acquires only a modest rhythmic and emotional animation as it unfolds. The 
subsidiary theme is a flowing melody entrusted to the first violin. The development 
section is perfunctory, and leads quickly to the recapitulation of the earlier themes. 
The middle movements comprise a teasing Scherzo and an effulgently lyrical 
Adagio in three-part form. The finale is one of those vibrant, ceaselessly moving 
creations that Schubert favored throughout his life for closing his large instrumen-
tal compositions.

© Richard Rodda

Shostakovich: Quartet No. 8 in C Minor, Op. 110 (1960) 
 Written in Dresden in July 1960, Shostakovich’s eighth quartet was inspired 
by a visit to that war-scarred city and is dedicated to the memory of the victims of 
fascism and war. It reveals, in a different way from any of the composer’s other 
quartets, a feeling of anguish, the haunting pain of personal mortality. Work on the 
quartet proceeded simultaneously with work on the incidental music for the film 
Five Days-Five Nights. The composer said that its subject matter was suggested 
by the film.
     In this quartet Shostakovich resorted for the first time to quoting themes from 
earlier works (his first, fifth symphonies, the operas Lady Macbeth of Mtsensk and 
Katerina Ismailove, and the second piano trio.) Each movement contains a theme 
that is constructed from letters of his name (in German, Dmitri SCHostakovich). 
The theme thus consists of the notes D, E-flat (ES in German notation), C and B 
(H in German notation).
     The quartet begins with a series of canonic entries of the DSCH motive. A 
deliberate feeling of tonal ambiguity is built up as the cello, viola and first violin 
entries encompass all twelve semitones of the octave. Both the second and third 
movements rely heavily on the DSCH motive, and the third also contains an 
explicit reference to the composer’s first cello theme linking the third movement 
to the fourth, where it becomes the main source for the theme. The fifth and final 
movement essentially mirrors the first.

© Richard Rodda

Schubert: Quartet in D Minor, D. 810, Death and the Maiden (1826)
 In fall 1822 Schubert became extremely ill, and every indication is that he had 
contracted syphilis. The effect on him—physically and emotionally—was devastat-
ing.  By early 1824 Schubert had regained some measure of health, and he turned 

Quartet in E-flat Major, D. 87 (1813)
 Allegro moderato
 Scherzo: Prestissimo
 Adagio
 Allegro

Quartet No. 8 in C Minor, Op. 110 (1960)
 Largo—
 Allegro molto—
 Allegretto—
 Largo—
 Largo

Franz Schubert
(1797-1828)

Dmitri Shostakovich
(1906-1976)

Quartet in D Minor, D. 810, 
Death and the Maiden (1826)
 Allegro
 Andante con moto
 Scherzo: Allegro molto
 Presto

Franz Schubert

EMI RECORDS, ZIG-ZAG TERRITOIRES
By arrangement with: ARTS MANAGEMENT GROUP, INC., 

130 West 57th Street, Suite 6A, New York, NY 10019

WWW.BELCEAQUARTET.COM

Intermission

This performance is generously sponsored by 

Corina Belcea, violin
Axel Schacher, violin

Krzysztof Chorzelski, viola
Antoine Lederlin, cello
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to chamber music, composing two string quartets, the second of them in D minor. 
The nickname Death and the Maiden comes from Schubert’s use of a theme from 
his 1817 song by that name, as the basis for a set of variations in the quartet’s 
second movement. In the song, which sets a poem of Matthias Claudius, death 
beckons a young girl; she begs him to pass her over, but he insists, saying that his 
embrace is soothing, like sleep. It is tempting to believe that the thought of soothing 
death may have held some attraction for the composer.
 The quartet itself is extremely dramatic. The Allegro rips to life with a five-note 
figure spit out by all four instruments. One can easily imagine this figure stamped 
out furiously by a huge orchestra, and the dramatic nature of this movement marks 
it as nearly symphonic. A gentle second subject brings a measure of relief, but the 
hammering triplet of the opening figure is never far away—it can be heard quietly in 
the accompaniment, as part of the main theme, and as part of the development. The 
Allegro, which lasts a full quarter of an hour, comes to a quiet close with the triplet 
rhythm sounding faintly in the distance.
 The Andante con moto is deceptively simple. From the song, Schubert uses only 
death’s music, which is an almost static progression of chords; the melody moves 
quietly within the chords. But from that simple progression Schubert writes five vari-
ations that are by turns soaring, achingly lyrical, fierce, calm—and the wonder is that 
so simple a chordal progression can yield music of such expressiveness and variety.
 After two overpowering movements, the Scherzo might seem almost lightweight, 
for it is extremely short. But it returns to the slashing mood of the opening movement 
and takes up that same strength. The trio sings easily in the lower voices as the first 
violin flutters and decorates their melodic line. An unusual feature of the trio is that 
it has no repeat—Schubert instead writes an extension of the trio, almost a form of 
variation itself.
 The final movement, appropriately marked Presto, races ahead in 6/8 meter. 
Some listeners have felt that this movement is death-haunted, and they point out 
that its main theme is a tarantella, the old dance of death, and that Schubert also 
quotes quietly from his own song Erlkönig. Significantly, the phrase he quotes in 
that song sets death’s words “Mein liebes Kind, komm geh mit mir” (“My dear child, 
come go with me”), which is precisely the message of the song Death and the 
Maiden. What this movement is “about” must be left to each listener to decide, but it 
is hard to believe this music is death-haunted. The principal impression it makes is 
of overwhelming power—propulsive rhythms, huge blocks of sound, sharp dynamic 
contrasts—and the very ending, a dazzling rush marked Prestissimo that suddenly 
leaps into D major, blazes with life.

© Eric Bromberger

BELCEA STRING QUARTET

 Founded at the Royal 
College of Music in Lon-
don in 1994, the Belcea 
Quartet is based in Great 
Britain. The Romanian 
violinist Corina Belcea and 
the Polish violist Krzysz-
tof Chorzelski, the two 
founding members, bring 
a very different artistic 
provenance to the ensem-
ble while drawing from the 
best traditions of string 
quartet playing received 
from the quartet’s men-
tors: the members of the 
Alban Berg and Amade-
us quartets. This spectrum is extended by the French musicians Axel Schacher 
(violin) and Antoine Lederlin (violoncello). The Belcea Quartet’s diverse influences 
blend into a common musical language. 
 Last season, the Belcea Quartet celebrated 20 years together with concerts in 
London’s Wigmore Hall and Vienna’s Konzerthaus, at the Concertgebouw Amster-
dam and the Philharmonie de Luxembourg. The quartet performs in concert halls 
across the world, including regular appearances in Carnegie Hall. The quartet’s 
regular partners include Piotr Anderszewski, Till Fellner, Martin Fröst, Valentin 
Erben, Ian Bostridge, and Matthias Goerne.
 The Quartet has shared a residence at the Vienna Konzerthaus with the 
Artemis Quartet since 2010. It is also quartet-in-residence at London’s Guild-
hall School of Music and Drama. The musicians recently created their very own 
Belcea Quartet Trust, whose main aims are to support and inspire young string 
quartets as well as to support commissioning of new works from today’s leading 
composers to be premiered by the quartet in the future.
 The Belcea Quartet’s performances of the complete Beethoven string quartets 
at Vienna’s Konzerthaus in 2012 were broadcast by Mezzo TV and were released 
—on DVD and BlueRay disc—by the label Euroarts in fall 2014. The release was 
accompanied by Jean-Claude Mocik’s documentary of the entire project, “On the 
Trail of Beethoven’s String Quartets”. 

 



16 17

Christian Zacharias, piano

Sunday, October 30, 2016 at 3:00 p.m.

PROGRAM NOTES

Schubert: Sonata in A Minor, D. 537 (1817)
 In 1817 Schubert seemed to be showing a particular interest in piano sonatas, 
writing six such works, of which two were left incomplete. Written in March, the 
A-minor sonata, is the first of the 1817 sonatas, in order of composition. It opens 
with a phrase that is answered by upper register arpeggios, with the initial figuration 
providing a motive that finds a place in the transition to the subsidiary theme, which 
opens in the unexpected key of F major. The end of the exposition of this sonata 
form movement makes use of a harmonic and rhythmic figure that proves of use in 
the central development section, after which the first theme reappears in the key 
of D minor, with A major established in the second subject and A minor restored 
in the coda. The E major Allegretto has more of a song about its principal theme. 
Schubert’s adventurous sense of harmony allows a related secondary theme in C 
major and the return of the opening theme in F major, with further exploitation of a 
repeated rhythmic figure before the eventual return of the opening theme and key. 
An ascending A minor scale, gently answered, summons the attention at the start of 
the final Allegro vivace, a movement prodigal in musical ideas and leading to a final 
A major, stressed only in the last chord of the sonata.

© Keith Anderson

Beethoven: Sonata in E Minor, Op. 90 (1814)
 One of Beethoven’s shortest piano sonatas, this delicate and lyrical work stands 
at the crossroad between his middle period with such large and powerful sonatas as 
the Waldstein and Appassionata, and the five monumental late sonatas. Its gentle, 
musing mood is in sharp contrast to the usual sturm und drang of the composer’s 
mature works. A Viennese reviewer in 1816 called the sonata “…one of the most 
simple, melodious, expressive, intelligible and mild among all those for which we are 
indebted to Beethoven.” 
 The first movement is dominated by a short motive, which Beethoven plays with 
and transforms. As the sonata opens, the motive is repeated as a kind of “question/
answer” dialogue, emphasized by the composer’s use of contrasting dynamics, 
pianistic texture and range, and smoothing out of the strong opening rhythm in the 
“answer.” But then, Beethoven takes just the two opening chords of the motive to 
transition and transform into his second theme. The development continues playing 
with first rhythmic, then melodic fragments of the motive. As a final emphasis that 
the movement is about a single motive, Beethoven ends it with a gentle restatement 
of the full opening theme. 
 The second movement is a rondo in which Beethoven uses the unusual device 
of beginning each of the episodes with a restatement of the rondo theme. He also 
shares some of the material from the episodes to bind the whole group together.

© Joseph and Elizabeth Kahn

Beethoven: Sonata in E Major, Op. 109 (1820) 
 The years 1813-1821 were exceptionally trying for Beethoven. Not only was he 
having financial difficulties, but this was also the period of his bitter legal struggle 
for custody of his nephew Karl. Under these stresses, and with the added burden of 
ill health, Beethoven virtually ceased composing. Where the previous two decades 
had seen a great outpouring of music, now his creative powers flickered and were 
nearly extinguished; it was not until 1820 that he put his troubles behind him and 
was able to marshal new energy as a composer.

Sonata in A Minor, D. 537 (1817)
 Allegro ma non troppo
 Allegretto quasi Andantino
 Allegro vivace
 
Sonata in E Minor, Op. 90 (1814)
 Mit Lebhaftigkeit und durchaus mit 

  Empfindung und Ausdruck
Nicht zu geschwind und sehr 

     singbar vorgetragen

Sonata in E Major, Op. 109 (1820)
 Vivace, ma non troppo—
   Adagio espressivo—Tempo I
 Prestissimo
 Gesangvoll mit innigster Empfindung: 
     Andante molto cantabile ed espressivo

Davidsbündlertänze, Op. 6 (1837)
 Lebhaft
 Innig 
 Mit Humor
 Ungeduldig
 Einfach
 Sehr rasch und in sich hinein
 Nicht schnell mit äußerst starker Empfindung
 Frisch
 Lebhaft
 Balladenmäßig sehr rasch
 Einfach
 Mit Humor
 Wild und lustig
 Zart und singend
 Frisch 
 Mit gutem Humor—
 Wie aus der Ferne
 Nicht schnell
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 The Vivace, ma non troppo of the Sonata in E Major opens with a smoothly-flow-
ing theme that is brought to a sudden halt after only nine bars. The entire movement 
is based not on the traditional exposition and development of themes of the classical 
sonata movement but on the contrast between these two radically different tempos. 
Also remarkable is this movement’s concision: it lasts barely four minutes.
 The Prestissimo that follows is somewhat more traditional—a scherzo in sonata 
form, with explosive accents and a rugged second theme. But once again, the sur-
prise is how focused the music is: this movement lasts two minutes.
 It was often characteristic of the music Beethoven’s heroic period that the first 
movements carried the emotional weight. But here, the opening two movements last 
barely six minutes, and this final movement ultimately becomes the emotional center 
of the sonata.
 The Andante molto cantabile ed espressivo is a theme and six variations, 
followed by a repetition of the opening theme. The form is not remarkable, but the 
variations themselves are. The variation form as he developed it in his late period 
is much different from the virtuoso variations he had written in his youth. This set 
of variations is not so much a decoration of the original theme as it is a sustained 
organic growth in which each variation seems to develop from what has gone 
before. The theme itself is of the greatest dignity, and to Beethoven’s marking in 
Italian—molto cantabile ed espressivo—he further specifies in German Gesangvoll 
mit innigster Empfindung: “Singing with the deepest feeling.” Curiously, Beethoven 
never changes keys in this movement and despite the wealth of invention and the 
contrasts generated by the different variations, the mood remains one of the most 
rapt expressiveness, perfectly summarized by the restatement of the original theme 
at the sonata’s close.
 © Eric Bromberger

Schumann: Davidsbündlertänze, Op. 6 (1837)
 When Davidsbündlertänze was first published in 1838, Schumann’s name was 
not to be found on the title page. Instead there appeared the names of his literary/
musical creations Florestan and Eusebius, alter egos behind which he could operate 
pseudonymously, Florestan having a fiery and impetuous personality while Euse-
bius tended to introversion and dreaminess. These two were leaders of another 
Schumann creation, the Davidsbund or League of David (the biblical David), his 
fictitious army set against what he perceived to be the cultural Philistines arrayed 
against him.
 Schumann and his beloved Clara Wieck would not be married until 1840 (and 
even then against her father’s vehement objections), but upon its publication he 
wrote to her of the piece:

“In the Dances there are many bridal thoughts. They originated in the 
most joyful excitement that I can recall… If ever I was happy at the piano, 
it was while composing these.”

 A musical courtship, then, conducted for Schumann by his musical stand-ins in 
a dialogue of competing personalities. Originally the score was introduced with an 
old adage that reminded one that joy is always mingled with sadness, gravity with 
happiness. To emphasize that dichotomy, many of the 18 movements were followed 
by an initial, an F or an E to indicate the personality, Florestan or Eusebius, who was 
behind it. But by 1851, when the work was published again—this time under the 
composer’s own name—Schumann chose to remove the initials. 

© Grant Hiroshima
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Selections from Das Spanisches Liederbuch (1890)
 Herr, was trägt der Boden hier
  Wunden trägst du, mein Geliebter
  Die ihr schwebet
  In dem Schatten meiner Locken

Selections from Das Italienisches Liederbuch (1891,1896)
 Gesegnet sei das Grün
  Ihr jungen Leute
  Wenn du, mein Liebster, steigst zum Himmel auf

Frauenliebe und -leben, Op. 42 (1840)
 Seit ich ihn gesehen
  Er, der Herrlichste von allen
  Ich kann’s nicht fassen
 Du Ring an meinem Finger
  Helft mir, ihr Schwestern
  Süßer Freund, du blickest mich verwundert an
  An meinem Herzen, an meiner Brust
  Nun hast du mir den ersten Schmerz getan

Hugo Wolf
(1860-1903)

Hugo Wolf

Robert Schumann
(1810-1856)

Vecerna impresija
Pesem
Jesenska Pesem
Beli bezeg
Pomladni dan 

La rosa y el sauce
El sampedrino
Encantamiento 
Pampamapa
La flor de aguape

Cinco canciones populares argentinas, Op. 10 (1943)
 Chacarera
 Triste
 Arroró
 Zamba
 Gato

PROGRAM NOTES

Wolf: Selections from Das Spanisches Liederbuch (1890)
Wolf: Selections from Das Italienisches Liederbuch (1891,1896)
 Hugo Wolf often gave vent to his fears of being categorized as merely a song 
composer, a minor practitioner of what, despite Schubert and Schumann, was still 
generally regarded as a minor form. ‘What does [this flattering recognition] signify’, 
he asked his friend Oskar Grohe in a letter of 12 October 1891, ‘but the reproach 
that songs are all I ever write, that I am master of what is only a small-scale genre?’ 
In a sense his characteristic arrangement of his songs into ‘Song Books’, careful-
ly-structured collections in which every individual song has its assigned place, was 
an attempt to build them into a larger conceptual design, usually with an implied 
narrative dimension, like a covert compressed opera—all his songs being tiny 
dramas in music. The Songbooks therefore are not at all post hoc gatherings-up of 
recent work. The evidence suggests the opposite: that Wolf planned their contents 
and layout before the songs were composed. And yet the Italienisches Liederbuch 
(Italian Songbook), begins with the almost defiant assertion that ‘Even small things 
can delight us, even small things can be precious.’. 
 In his earlier songbooks, to the poetry of Mörike, Eichendorff and Goethe, the 
drama proceeds from the individual and highly specific literary personalities of these 
great poets, as Wolf chose to mediate and engage with them. The texts he chose 
for his Spanish and Italian Songbooks are qualitatively different; poetry at a greater 
remove—poems in translation, the various original authors’ personalities subsumed 
into the mellifluous and efficient diction of Wolf’s chosen translators: Emanuel Geibel 
and Paul Heyse, themselves accomplished poets (Heyse would eventually receive 
the Nobel Prize for Literature in 1910 at the age of 80) but perhaps at their best in 
rendering foreign writers’ thoughts into German. And these Spanish and Italian vers-
es, and what they made of them, are more conventional genre pieces {mainly love 
songs, though the Spanisches Liederbuch includes sacred songs as well) than had 
filled the German songbooks. It seems that this is what Wolf needed by this stage of 
his tragically short career. Also, the anonymity of the poets may have released him 
from any obligation to confront and interpret a particular poetic personality. Instead, 
he was free to be as quirky (or as individual) as he pleased. Thus his idiom and 
techniques evolved in sometimes surprising new directions. Vocal lines are less 
declamatory, more melodic, than in the earlier collections; in the Spanish songs, es-
pecially, Wolf seems to have paid less attention to the exact intonation and rhythms 
of the texts and instead to have surrendered himself to their generally heightened 
atmosphere.

© Malcolm MacDonald

Schumann: Frauenliebe und -leben, Op. 42 (1840)
 September 12, 1840—the day he married Clara Wieck—was a watershed in 
Robert Schumann’s creative life. For years he and Clara had struggled to bring 
about their marriage against the will of her father, even taking him to court, before 
they could be united. The joy of their victory and the anticipation of their long-de-
layed life together inspired Schumann to explore whole new worlds of expression. 
For the decade before 1839, he had limited himself entirely to works for solo piano, 
though both he and Clara pined for grander things. His first important move away 
from the confines of the keyboard came during the year of his marriage, when he 
composed nearly 150 songs. In July, just after he had learned that Papa Wieck 

Lucijan Marija Škerjanc
(1900-1973) 

Carlos Guastavino
(1912-2000)

Alberto Ginastera
(1916-1983)
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meter hailing from the central Pampas and the northern Argentinian interior. “I like 
beautiful snub-nosed girls, and one of them has caught my eye,” the song pro-
claims; Ginastera may have been thinking of his new bride Mercedes de Toro. The 
most notable rhythmic feature is the prominent use of hemiola, in which three-beat 
rhythms are divided in half to suggest two, creating an irresistibly catchy effect.
 Triste means “sad” or “sorrowful,” but the song Triste also indicates a genre 
of nostalgic song about unrequited love. Originating with the Quechua Indians of 
the Andes, this song type is part of the lyrical repertory of several South American 
nations. Here, a stark accompaniment reflects the bleakness of the poem, twice 
punctuated by Ginastera’s signature guitar chord, representing the open strings of 
the gaucho’s guitar.
 The Argentinian Zamba comes from an 18th-century scarf dance of Peruvian 
origin—the obligatory dance at many rural fiestas—and has no relation to the 
Brazilian samba. In Ginastera’s setting, the sway of 6/8 meter is enhanced by a 
syncopated accompanying pattern. In Arrorró meaning “lullaby,” Ginastera leaves 
the text, rhythm, and melody of the traditional Argentinian folk lullaby unaltered, with 
his idiosyncratic dissonances on display in the piano part.
 The Gato, or “cat dance,” came to the early South American colonies as a 
descendant of the Spanish romanza. The form is based on the choreography of a 
six-part dance: a guitar introduction; a march with pasovalseado, or steps in three 
beats; a zapateo, during which the man stamps his feet in place while the woman 
struts around him; repetition of the march; repetition of the zapateo; and the finale, 
with the couple promenading around the dance arena. 

© Susan Youens

could no longer legally keep him and Clara apart, Robert zealously took up the 
intimate domestic poetry of the German Romanticist Adalbert von Chamisso (1781-
1838), setting eight of his verses as Frauenliebe und -leben, two more (Die Karten-
legerin and Die rote Hanne) in his Drei Gesänge, Op. 31, and five of his adaptations 
of Hans Christian Andersen as the Fünf Lieder, Op. 40. Frauenliebe und -leben and 
the contemporaneous song cycles Myrthen, Dichterliebe and the Op. 39 Liederkreis 
were Schumann’s wedding presents for Clara. “Few women in all history,” observed 
the composer’s biographer Robert Haven Schauffler, “have received such gifts from 
their lovers.” 
 Chamisso’s original Frauenliebe und -leben consisted of a cycle of nine poems 
encapsulating a woman’s courtship and married life: awakening love, admiration of 
her lover, proposal, engagement, wedding, pregnancy, maternity, bereavement and 
consolation in children and grandchildren. Schumann set only the first eight of these, 
however, omitting the comforting verses of the final poem, so his cycle ends with the 
sorrow over the beloved’s sudden death, made deeply poignant by the reprise of the 
opening song, the music of new love, as a piano postlude.

© Richard Rodda

Škerjanc: Selected Songs
 The artistic and stylistic diversity of Slovenian music of the recent past is re-
vealed by the output of Lucijan Marija Škerjanc who, despite the cosmopolitanism 
shown in his symphonic and chamber works, deliberately chose to stay away from 
the more radical paths towards the new and different trodden by his contemporaries. 
His traditional style of writing is apparent in his songs, which are rich in sound colors 
and expressive power.

© Tomaž Faganel

Guastavino: Selected Songs
 Carlos Guastavino studied composition at the Conservatorio Nacional while 
maintaining an interest in science and nature. A shy and reserved man, he taught 
harmony at the Conservatorio for many years, and composed in several genres 
including symphonic and choral works, ballets, chamber music, and piano pieces. 
Teeming with an intensely evocative lyricism, Guastavino’s more than two hundred 
songs have achieved considerable success in Latin American countries.

© Marc Bourdeau

Ginastera: Cinco canciones populares argentinas, Op. 10 (1943)
 The Cinco canciones populares argentinas (Five Popular Argentinian Songs) 
belong to what Ginastera called his period of Objective Nationalism from 1934 to 
1945, in which he often incorporated Argentinian folk song into his music in easily 
recognizable ways. Similar to Hungarian composer Béla Bartók’s use of his native 
country’s folk repertory as opposition to the cultural policies of the Miklós Horthy 
regime, Ginastera—allied with Argentine intellectuals who were staunchly against 
Juan Perón’s policies—drew from the Argentine cancionero popular, which contains 
traditional songs and dances from each province of Argentina. Ginastera’s settings 
and arrangements combine Latin folk rhythms, melodic color, and 20th-century har-
monic practice in a unique manner.
 Derived from the word chakra, or “farm,” Chacarera is a rapid dance in triple 
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JOHANN SEBASTIAN BACH (1685-1750)

Partita No. 3 in E Major, BWV 1006 (1720)
 Preludio
 Loure
 Gavotte en Rondeau
 Menuets I & II
 Bourrée
 Gigue

Sonata No. 1 in G Minor, BWV 1001 (1720)
 Adagio
 Fuga: Allegro
 Siciliana: Andante
 Presto

PROGRAM NOTES

Bach: Partita No. 3 in E Major, BWV 1006 (1720)
 The title Preludio suggests music that is merely an introduction to something 
else, but the Preludio to the Partita No. 3 in E Major is a magnificent work in its own 
right, in some ways the most striking of the seven movements of this partita. Built 
on the jagged, athletic opening theme, this movement is a brilliant flurry of steady 
sixteenth-notes, featuring complicated string-crossings and racing along its blistering 
course to an exciting conclusion. Among the many pleasures of this music is Bach’s 
use of a technique known as bariolage, the rapid alternation between the same note 
played on stopped and open strings, which gives this music some of it characteris-
tic glinting brilliance. It is no surprise that this Preludio is among the most popular 
pieces Bach ever wrote, and those purists ready to sneer at Leopold Stokowski’s ar-
rangement for full orchestra should know that Bach beat him to it: in 1731, ten years 
after writing the violin partita, Bach arranged this Preludio as the opening orchestral 
movement of his Cantata No. 29, “Wir danken dir, Gott.”
 Bach follows this striking beginning with a sequence of varied dances. The 
term Loure originally referred to a form of French bagpipe music and later came to 
mean a type of slow dance accompanied by the bagpipe. Bach dispenses with the 
bagpipe accompaniment, and in this elegant movement the violin dances gracefully 
by itself. Bach was scrupulously accurate in his titles, and the Gavotte en Rondeau 
(gavotte in the form of a rondo) conforms to both these forms: a gavotte is a French 
dance in common time that begins on the third beat, while rondo form asks that one 
section recur throughout. This vigorous and poised movement features some won-
derful writing for the violin as the original dance theme repeats in many guises. The 
two minuet movements are sharply contrasted: Menuet I takes its character from the 
powerful chordal beginning, while Menuet II, dancing gracefully, is more subdued. 
The Bourrée drives along its lively course, energized by a powerful upbeat, and the 
Gigue (an old English dance related to the jig) makes a lively conclusion.

© Eric Bromberger

Bach: Sonata No. 1 in G Minor, BWV 1001 (1720)
 Bach’s six Sonatas and Partitas for solo violin are generally regarded as among 
the greatest music ever written for the instrument. They exploit a range of tone 
colors, textures, and moods, frequently creating the illusion of two, three, even four 
simultaneous melodic lines. One large question surrounds these works—why did 
Bach write them? No one really knows. As works for unaccompanied violin they 
are practically unprecedented, although Bach was probably familiar with their few 
predecessors, like the Passacaglia by Heinrich Biber (1674) and the handful of 
sonatas written by Paul von Westhoff in the 1690s. By all accounts Bach wasn’t 
quite enough of a violinist to be able to play them himself. Perhaps he wrote them 
for advanced students to develop their technique. Whatever the reason, the works 
remained known only to violinists and enthusiasts until they were published in 1802 
and received the advocacy of violinists like Ferdinand David and Joseph Joachim.
 The Sonata No. 1 is one of the most frequently performed of the six Sonatas and 
Partitas. It takes the form of the traditional sonata da chiesa, or church sonata, with 
its slow-fast-slow-fast four movement scheme. Opening with an elegant, almost im-
provisatory Adagio, with a host of trills and other decorations, the work also features 
an impressive and elaborate Fugue (the shortest of the three fugues found among 
the Sonatas and Partitas, but no less powerful for that), a gently flowing Siciliana 
whose melodic line alternates between the violin’s low and high registers, and a 
sweeping concluding Presto.

© Chris Morrison

Partita No. 2 in D Minor, BWV 1004 (1720)
 Allemande
 Courante
 Sarabande
 Gigue
 Chaconne
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Bach: Partita No. 2 in D Minor, BWV 1004 (1720)
 The Partita No. 2 in D Minor has become the most famous of Bach’s six works 
for unaccompanied violin, for it concludes with the Chaconne, one of the pinnacles 
of the violin literature. Before this overpowering conclusion, Bach offers the four ba-
sic movements of partita form, all in binary form. The opening Allemande is marked 
by a steady flow of sixteenth-notes occasionally broken by dotted rhythms, triplets, 
and the sudden inclusion of thirty-second notes. The Courante alternates a steady 
flow of triplets within dotted duple meters. The Sarabande proceeds along double 
and triple stops and a florid embellishment of the melodic line, while the Gigue races 
along cascades of sixteenth-notes in 12/8 time; the theme of the second part is a 
variation of the opening section.
 While the first four movements present the expected partita sequence, Bach then 
springs a surprise by closing with a chaconne longer that the first four movements 
combined. The Chaconne offers some of the most intense music Bach ever wrote, 
and it has worked its spell on musicians everywhere for the last two and a half cen-
turies: beyond the countless recordings for violin, it is currently available in perfor-
mances by guitar, cello, lute, and viola, as well as in piano transcriptions by Brahms, 
Busoni, and Raff.
 A chaconne is one of the most disciplined forms in music: it is built on a ground 
bass in triple meter over which a melodic line is repeated and varied. A chaconne 
demands great skill from a performer under any circumstances, but it becomes 
unbelievably complex on the unaccompanied violin, which must simultaneously 
suggest the ground bass and project the melodic variations above it. Even with the 
flatter bridge and more flexible bow of Bach’s day, some of this music borders on the 
unplayable, and it is more difficult still on the modern violin, with its more rounded 
bridge and concave bow.
 This makes Bach’s Chaconne sound like supremely cerebral music—and it is—
but the wonder is that this music manages to be so expressive at the same time. 
The four-bar ground bass repeats 64 times during the quarter-hour span of the 
Chaconne, and over it Bach spins out gloriously varied music, all the while keeping 
these variations firmly anchored on the ground bass. At the center section, Bach 
moves into D major, and here the music relaxes a little, content to sing happily for 
a while; after the calm nobility of this interlude, the quiet return to D minor sounds 
almost disconsolate. Bach drives the Chaconne to a great climax and concludes on 
a restatement of the ground melody.

© Eric Bromberger
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in February 2006 and was named Classic FM Magazine’s Instrumental Disc of the 
Month. He released a CD with Stomp/EMI of four commissioned works by Korean 
composers written for and performed by his ground-breaking piano quartet MIK 
(Made in Korea). He recorded string quintets of Boccherini and Schubert with 
cellist Janos Starker and the Arensky cello quartet with Lynn Harrell, both released 
by Delos, and duo works by Schubert, Bartók, and Strauss with Jeremy Denk for 
Koch/Discover. Kim and Denk performed the Brahms sonatas in Seoul and Rome 
and the Charles Ives sonatas in Philadelphia and at Bard College.
 Soovin Kim is the first violinist of the Johannes Quartet, an ensemble that has 
performed newly-commissioned works by Esa-Pekka Salonen, Derek Bermel, and 
William Bolcom. He also arranged for and performed the premiere of Canadian 
composer R. Murray Schafer’s string trio in 2007.
 Soovin Kim began studies at the Cleveland Institute of Music with David 
Cerone and Donald Weilerstein at age 15. He is a graduate of the Curtis Institute, 
where he studied with Victor Danchenko and Jaime Laredo. He is on the faculty of 
the New England Concservatory. 
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Emerson String Quartet
40th Anniversary

Sunday, December 4, 2016 at 3:00 p.m.

Quartet in F Major (1902-03)*
 Allegro moderato—très doux
 Assez vif—très rythmé
 Très lent
 Vif et agité

Quartet No. 10 in A-flat Major, Op. 118 (1964)*
 Andante
 Allegretto furioso
 Adagio—
 Allegretto—Andante

Maurice Ravel
(1875-1937)

Dmitri Shostakovich
(1906-1976)

Quartet in G Minor, Op. 10 (1893)**
 Animé et très décidé
 Assez vif et bien rythmé
 Andantino, doucement expressif
 Très modéré—Très animé

Claude Debussy
(1862-1918)

Intermission

Eugene Drucker, violin
Philip Setzer, violin

Lawrence Dutton, viola
Paul Watkins, cello

SONY CLASSICAL, DEUTSCHE GRAMMOPHON
By arrangement with: IMG ARTISTS 

7 West 54th Street, 5th Floor, New York, NY 10019

WWW.EMERSONQUARTET.COM

* Philip Setzer, first violin
** Eugene Drucker, first violin

PROGRAM NOTES

Ravel: Quartet in F Major (1902-03)
 When Maurice Ravel’s String Quartet was introduced, at a concert of the 
Société Nationale de Musique on March 5, 1904, the composer was on the verge 
of his 29th birthday and was just finishing his study with Gabriel Fauré at the Paris 
Conservatoire. In truth, he was no longer an official student of that great master 
(whom Ravel adored). In July 1900 he had been expelled from Fauré’s composi-
tion classes according to the decree of the Conservatoire’s ruling board, a judg-
ment based on the fact that he had failed to demonstrate competence in writing 
an academic fugue. But kindly Fauré suspected that Ravel had a distinctive talent, 
even if it didn’t involve writing fugues, and he allowed him to remain in the class as 
an auditor, which Ravel did through 1903. Ravel expressed his gratitude to Fauré 
through the dedications of two works from that period: the Jeux d’eau (for piano, 
1900) and this String Quartet. 
 Ravel wrote his only quartet a decade after Debussy had composed his only 
string quartet, and the two works have been linked in the public’s mind ever since. 
The similarities are unquestionable, most strikingly in their use of an evolved form 
of cyclic structuring that owed much to César Franck. This is perhaps more appar-
ent in Debussy’s quartet, where a single theme (or a descendant thereof) gener-
ates each of the work’s four movements. Ravel employs greater freedom in his 
approach, but even here melodic motives in the third and fourth movements are 
derived from material in the opening movement. Then, too, the general sound is 
strikingly similar: by employing a panoply of string effects, both composers move 
into a new chamber aesthetic that would delight in instrumental color. 
 This is not to say that Ravel was unconcerned with structural issues when 
he embarked on this piece. In a 1931 interview with the Amsterdam newspaper 
DeTelegraaf, he went so far as to characterize his String Quartet as an early 
display of neoclassicism—one that was inherently distinct from Debussy’s: “After 
our extreme modernism a return to classicism was to be expected. After a flood 
comes the ebb tide, and after a revolution we see the reaction. Stravinsky is often 
considered the leader of neoclassicism, but don’t forget that my String Quartet 
was already conceived in terms of four-part counterpoint, whereas Debussy’s 
Quartet is purely harmonic in conception.” 
 Fauré was befuddled by the formal liberty of the finale, and perhaps by its 
unorthodox 5/8 meter. Any outside references this quartet makes are strictly 
musical, as when, in the second movement, pizzicatos and cross-rhythms (the 
outer two instruments play in 3/4 meter while the inner two proceed in 6/8) evoke 
the sounds of bells, or perhaps a Javanese gamelan. Ravel’s musical dialogue is 
complex but tightly organized, and he creates stunning coloristic effects at every 
turn by harnessing the four instruments in unanticipated ways. Some reference 
books state that Ravel effected substantial changes to his String Quartet before 
it was published, in 1910, by the eminent firm of Durand. Not so. Ravel’s Quartet 
was published promptly after its premiere, in 1904, by Gabriel Astruc, a far from 
inconsequential music publisher, impresario, and (later) music publicist. Six years 
later the rights were transferred to the still more prestigious house of Durand, 
which brought out what it advertised as a “new edition reviewed and corrected by 
the author.” The correction amounted to precisely two notes.

© James Keller

This performance is generously sponsored by 
Philippine Meister, MD and Daniel Berkenblit, MD
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Ysaÿe was only four years older than Debussy, he treated the diminutive French-
man like “his little brother.” That summer, Debussy composed a string quartet for 
Ysaÿe’s quartet, which gave the first performance in Paris on December 29, 1893. 
Debussy was already notorious with his teachers for his refusal to follow musical 
custom, and so it comes as a surprise to find him choosing to write in this most de-
manding of classical forms. Early audiences were baffled. Reviewers used words 
like “fantastic” and “oriental,” and Debussy’s friend Ernest Chausson confessed 
mystification. Debussy must have felt the sting of these reactions, for he promised 
Chausson: “Well, I’ll write another for you...and I’ll try to bring more dignity to the 
form.”
 But Debussy did not write another string quartet, and his Quartet in G Minor 
has become one of the cornerstones of the quartet literature. The entire quartet 
grows directly out of its first theme, presented at the very opening, and this sharply 
rhythmic figure reappears in various shapes in all four movements, taking on a dif-
ferent character, a different color, and a different harmony on each reappearance. 
What struck early audiences as “fantastic” now seems an utterly original concep-
tion of what a string quartet might be. Here is a combination of energy, drama, 
thematic imagination, and attention to color never heard before in a string quartet. 
Debussy may have felt pushed to apologize for a lack of “dignity” in this music, but 
we value it today just for that failure.
 Those who think of Debussy as the composer of misty impressionism are in for 
a shock with his quartet, for it has the most slashing, powerful opening Debussy 
ever wrote: his marking for the beginning is “Animated and very resolute.” This first 
theme, with its characteristic triplet spring, is the backbone of the entire quartet: 
the singing second theme grows directly out of this opening (though the third 
introduces new material). The development is marked by powerful accents, long 
crescendos, and shimmering colors as this movement drives to an unrelenting 
close in G minor.
 The scherzo may well be the quartet’s most impressive movement. Against 
powerful pizzicato chords, Debussy sets the viola’s bowed theme, a transforma-
tion of the quartet’s opening figure; soon this is leaping between all four voices. 
The recapitulation of this movement, in 15/8 and played entirely pizzicato, bristles 
with rhythmic energy, and the music then fades away to a beautifully understated 
close. Debussy marks the third movement “Gently expressive,” and this quiet mu-
sic is so effective that it is sometimes used as an encore piece. It is in ABA form: 
the opening section is muted, while the more animated middle is played without 
mutes—the quartet’s opening theme reappears subtly in this middle section. 
Debussy marks the ending, again played with mutes, “As quiet as possible.”
 The finale begins slowly but gradually accelerates to the main tempo, “Very 
lively and with passion.” As this music proceeds, the quartet’s opening theme 
begins to reappear in a variety of forms: first in a misty, distant statement marked 
“soft and expressive,” then gradually louder and louder until it returns in all its 
fiery energy, stamped out in double-stops by the entire quartet. A propulsive coda 
drives to the close, where the first violin flashes upward across three octaves to 
strike the powerful G major chord that concludes this most undignified—and most 
wonderful—piece of music.

© Eric Bromberger

Shostakovich: Quartet No. 10 in A-flat Major, Op. 118 (1964)
 Shostakovich was born into a cultured family in St. Petersburg in 1906. He 
received his early musical training from his mother, who was a professional pia-
nist. At the age of 13 he entered the Petrograd Conservatory, studying piano and 
composition, and graduated from the conservatory in 1926.
 Shostakovich was one of the preeminent composers of the Soviet era in Rus-
sia. His compositions ranged from symphonic and other works for orchestra, stage 
and dramatic music, piano music, vocal works to chamber music. His composi-
tions were characterized by dissonant harmonies and intricate counterpoint, but 
are largely tonal in an era when atonality and serialism were prevalent among 
European composers.
 Despite living a non-political life Shostakovich was in and out of favor with Sovi-
et authorities throughout his musical life, receiving such honors as the Stalin Prize, 
the Order of Lenin, Hero of Socialist Labor, People’s Artist of the U.S.S.R. and 
Order of the October Revolution, and alternatively being criticized for bourgeois 
decadence and, along with Prokofiev and other Russian composers, accused 
by the Central Committee of the Communist Party of formalist perversions and 
antidemocratic tendencies, “alien to the Soviet people and its artistic tastes.” It is 
difficult to fathom by what artistic criteria the Soviet authorities were judging these 
works, but somehow the ideology of dialectical materialism governed aesthetics. 
Meanwhile, Hitler denounced the works of Shostakovich and his Russian con-
temporaries as decadent Bolshevism. Perhaps criticism from this quarter helped 
reestablish good relations of Shostakovich and other Russian composers with the 
Soviet regime. Sadly, in the world or western music no parallel honors—Champion 
of Monopolistic Capitalism, Idol of the Market Economy, or Industrialist’s Star of 
Supply and Demand—were established to bestow upon such musical worthies as 
Gershwin, Copeland or Ives.
 The String Quartet No. 10 was one of the 15 string quartets composed by 
Shostakovich between 1938 and 1974. It was dedicated to Moisei Vainberg, a 
close friend and composer, and given its premiere in Moscow on November 20, 
1964 by the Beethoven String Quartet of Leningrad (now St. Petersburg). The first 
movement of this quartet serves as a quiet, dark, somber and mysterious prelude 
to the furious jabbing, throbbing and relentless forte pulsations of the second. 
The Adagio that follows is a passacaglia, a form consisting of continuous varia-
tions over a repeated short melody, played here mostly by the cello overlaid by a 
rich, melodic line interwoven over the bass figure by the first violin with the inner 
instruments filling in the harmonies. The final movement is linked to the Adagio 
by sustained notes in the cello and first violin, after which the viola states the first 
theme of the movement, a dance-like tune with characteristic repeated rhythms, 
and later expresses a second broader theme. Thereafter, fragments and echoes 
of the earlier movements are woven into the fabric of this movement. The music 
mounts to a dynamic climax, before the appearance of the passacaglia theme by 
the cello and then the viola, accompanied by the pervasive rhythm of the principal 
theme. There is a return to two elements of the first movement after which the 
music fades away.

© Bruce Stewart

Debussy: Quartet in G Minor, Op. 10 (1893)
 Early in 1893, Debussy met the famed Belgian violinist Eugene Ysaÿe. 
Debussy was at this time almost unknown (Prelude to the Afternoon of a Faun 
was still a year in the future), but he and Ysaÿe instantly became friends—though 
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EMERSON STRING QUARTET

 The Emerson String 
Quartet has accumulat-
ed an unparalleled list of 
achievements over three 
decades: more than thirty 
acclaimed recordings, nine 
Grammys®, three Gram-
ophone Awards, the Avery 
Fisher Prize, Musical 
America’s “Ensemble of 
the Year” and collabo-
rations with many of the 
greatest artists of our time.
 The arrival of Paul 
Watkins in 2013 has had a 
profound effect on the Em-
erson Quartet. Mr. Watkins, 
a distinguished soloist, award-winning conductor, and devoted chamber musician, 
joined the ensemble in its 37th season, and his dedication and enthusiasm have 
infused the Quartet with a warm, rich tone and a palpable joy in the collaborative 
process. 
 The Quartet’s summer season included engagements at BBC Proms and the 
Ravinia, Tanglewood, Aspen, Chamber Music Northwest, Evian, Berlin, Great 
Lakes, Norfolk, Cape Cod and Mostly Mozart festivals. Season highlights included 
collaborations with soprano Barbara Hannigan for Berg’s Lyric Suite at the Berlin 
Festival, with violist Roberto Diaz for Mendelssohn’s Viola Quintet at Philadelphia’s 
Kimmel Center, and with the Calidore String Quartet for the Mendelssohn Octet at 
Princeton University. 
 The Emerson’s 2015-16 season began with the release of a disc with world-re-
nowned soprano Renée Fleming on the Decca/Universal label, featuring Viennese 
music written in the 1920s and ‘30s: Berg’s Lyric Suite (including an alternate 
version of the last movement for soprano and quartet), Egon Wellesz’s Sonnets 
by Elizabeth Barrett Browning, and Eric Zeisl’s Komm, süsser Tod (Come, sweet 
Death). 
 Formed in 1976 and based in New York City, the Emerson was one of the first 
quartets formed with two violinists alternating in the first chair position. The Emerson 
Quartet, which took its name from the American poet and philosopher Ralph Waldo 
Emerson, is Quartet-in-Residence at Stony Brook University. In January 2015, the 
Quartet received the Richard J. Bogomolny National Service Award, Chamber Mu-
sic America’s highest honor, in recognition of its significant and lasting contribution 
to the chamber music field. 

 

 
 
 
 

 

Ulster Chamber 
Music Series 

SAVE THE DATES for our 2017 Season 

Church of the Holy Cross 
30 Pine Grove Ave, Kingston, NY 12401 

Tickets and Information 
845-340-9434 

www.UlsterChamberMusicSeries.org 
A free reception to meet the artists 

will follow each concert. 

 

Violins, Violas, 
Violoncellos

Bows and Accessories

Frank J. Marchitto, owner

Marchitto Violins 
Nothing but strings…

Since 1976

Cellos
byMARCHITTO

Our Newest 
Addition

Two Locations to Better Serve You Hours by Appointment

A full-service shop for the student, the advancing player, and the professional
Sales  Expert Restorations  Repairs of the Highest Order
Bow Rehairing  Tonal Improvements  Student Rentals

511 South Avenue
Schenectady, NY 12305
(518) 370-0832   (primary shop)

5 Fruitwood Drive
Burnt Hills, NY 12027
(518) 256-1961

www.aviolinshop.net   email: frank@aviolinshop.net
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Boston Camerata
Anne Azéma, director

Sunday, December 18, 2016, 3:00 p.m.

In Dulci Jubilo: A German Christmas

Celebrate the holidays with this wonderful program highlighting the German tradi-
tion of Christmas. Making their 27th Series appearance, the Boston Camerata has 
delighted our audiences each season with its refined and lively interpretations of 
this repertoire. It’s always a terrific way to celebrate the holidays!

Specific program information will be inserted in the program book. For more infor-
mation, please call 518-388-6080.

WWW.BOSTONCAMERATA.COM

BOSTON CAMERATA

Widely considered to be America’s foremost early music ensemble, the Boston 
Camerata was founded in 1954. Joel Cohen was the Camerata’s Artistic Director 
from 1968 to 2008, succeeded in 2008 by Anne Azéma. While maintaining its 
base in Boston, the Camerata began touring overseas in 1974, and has been 
heard on four continents and in nineteen countries. In the US, the ensemble has 
performed at the Tanglewood Festival; New York’s Lincoln Center; The Brooklyn 
Academy of Music, and the Smithsonian Institute in Washington, DC. Camerata’s 
most recent European tours in 2011 brought the ensemble to venues in Finland, 
the Netherlands, France, Germany and Belgium, as well as a much discussed 
appearance at the 2011 Boston Early Music Festival. Media appearances by The 
Boston Camerata have included a nationally syndicated radio series in the US 
and numerous broadcasts on French, English, Canadian, Dutch, Spanish, Swiss, 
Norwegian, Swedish and Australian radios. The Boston Camerata’s numerous 
recordings appear on the Erato, Harmonia Mundi, Nonesuch, Telefunken, and 
Warner Classics labels. Its recording of Shaker spirituals and chants, Simple Gifts, 
topped Billboard’s classical charts in 1995 and 1996. The Camerata’s most recent 
original CD recording, A Mediterranean Christmas (Warner Classics) became an 
international bestseller in 2005, and the historic 1989 recording of the Tristan and 
Iseult legend, a recipient of the coveted Grand Prix du Disque, was re-released in 
2008. A coordinated series of Americana re-releases by Camerata also appeared 
on Warner Classics in early 2009.

ANNE AZÉMA, DIRECTOR

French-born soprano and scholar Anne Azéma directs The Boston Camerata 
(2008) and the French ensemble, Aziman (2005). Her appointment as director of 
the Boston Camerata has been described as an inspired choice by Musicalcriti-
cism.com (UK), and L’Union-Reims (France) praises her charismatic leadership.’ 
Her current discography of 35 recordings (Grand Prix du Disque) includes five 
widely acclaimed solo CD recitals. Anne Azéma is a co-founder of the Camerata 
Mediterranea. She was artist in residence at the Arsenal of Metz in 2004-7, where 
she created and directed a major music-and-theatre work, The Night’s Tale. Since 
assuming the directorship of The Boston Camerata in 2008, she has created a 
series of new productions acclaimed by press and public alike, including a suite of 
five new medieval programs presented in celebration of the 800th anniversary of 
the Reims Cathedral, France this past June. Ms Azéma tours internationally as a 
vocal soloist and is in demand as a solo recitalist, presenting her original programs 
of medieval song to audiences in North America, Europe and Asia. In 2010, Ms 
Azéma was named Chevalier des Arts et des Lettres by the French Government.
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Curtis@Union
Evan LeRoy Johnson, tenor l Mikael Eliasen, piano

Sunday, January 15, 2017 at 3:00 p.m.

Die schöne Müllerin, D. 795 (1827) 
 Das Wandern 
 Wohin? 
 Halt! 
 Danksagung an den Bach 
 Am Feierabend 
 Der Neugierige
 Ungeduld 
 Morgengruß 
 Des Müllers Blumen 
 Tränenregen 
 Mein!
 Pause
 Mit dem grünen Lautenbande 
 Der Jäger 
 Eifersucht und Stolz
 Die liebe Farbe 
 Die böse Farbe 
 Trockne Blumen 
 Der Müller und der Bach 
 Des Baches Wiegenlied 

FREE CONCERT

EVAN LeROY JOHNSON, TENOR

 Evan LeRoy Johnson entered Curtis in 2014 
and is a student of Marlena Kleinman Malas. All 
students at Curtis receive merit-based, full-tuition 
scholarships, and Mr. Johnson is the Joseph 
Cairns Jr. and Ernestine Bacon Cairns Memorial 
Fellow.
 Mr. Johnson has appeared as Vaudemont in 
Iolanta and Rinuccio in Gianni Schicchi for the 
Curtis Opera Theatre. For the University of Ken-
tucky Opera Theater he has performed Enjolras 
in Les Misérables, Dr. Cajus in Falstaff, Ubaldo 
Piangi in The Phantom of the Opera, Benvolio 
in Roméo et Juliette, Frederick in The Pirates of 
Penzance, and Don Ottavio in Don Giovanni, a 
role he has also performed with Opera Orvieto. 
 He received an Encouragement Award from 
the Kentucky district’s Metropolitan Opera Nation-
al Council Auditions in 2012. He has been a Gerdine Young Artist with Opera The-
atre of Saint Louis and a young artist with Central City Opera; and has performed 
with the Chautauqua Institution, Opera Orvieto, and Houston Grand Opera’s Young 
Artist Vocal Academy.

MIKAEL ELIASEN, PIANO
 Danish-born coach and accompanist Mikael 
Eliasen received his early training in Copenha-
gen, Montreal, and Vienna. He has collaborated 
with numerous singers in recital worldwide, 
including Robert Merrill, Tom Krause, Elly Amel-
ing, Florence Quivar, Mira Zakai, Sarah Walker, 
Theodor Uppman, Michael Schade, and Rinat 
Shaham.
 Mr. Eliasen has given master classes at 
Aix-en-Provence, the Shanghai Conservatory, 
Tchaikovsky Conservatory, and Jerusalem Mu-
sic Center, He works regularly at the Lyric Opera 
of Chicago, LA Opera, Houston Grand Opera, 
Santa Fe Opera, and the Metropolitan Opera; 
and is artistic advisor to Opera Philadelphia. 
 Mr. Eliasen was music director of the San 
Francisco Opera Center from 1994 to 1996 and 
artistic director of the European Center for Opera and Vocal Art in Belgium from 
1984 to 1994. For twenty years he has taught at Chautauqua’s Voice Program 
during the summers. He joined the faculty of the Curtis Institute of Music in 1986 
and became the head of the department in 1988.

WWW.CURTIS.EDU

Pre-concert lecture with Josef Schmee at 1:30 p.m. 
in Karp Hall (across road from Chapel entrance).

FRANZ SCHUBERT
(1797-1828)
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Alexander Melnikov, piano

Sunday, January 29, 2017 at 3:00 p.m.

Chopin Variations, Op. 22 (1902-03)
 Theme: Largo
 Var. I: Moderato
 Var. II: Allegro
 Var. III: L’istesso tempo
 Var. IV: L’istesso tempo
 Var. V: Meno mosso
 Var. VI: Meno mosso
 Var. VII: Allegro
 Var. VIII: L’istesso tempo
 Var. IX: L’istesso tempo
 Var. X: Più vivo
 Var. XI: Lento 

Corelli Variations, Op. 42 (1931)
 Theme: Andante
 Var. I: Poco più mosso
 Var. II: L’istesso tempo
 Var. III: Tempo di Minuetto
 Var. IV: Andante
 Var. V: Allegro, ma non tanto
 Var. VI: L’istesso tempo
 Var. VII: Vivace
 Var. VIII: Adagio misterioso
 Var. IX: Un poco più mosso
 Var. X: Allegro scherzando
 Var. XI: Allegro vivace

Sergei Rachmaninoff
(1873-1943)

Préludes (Book II) (1912-13)
 Brouillards
 Feuilles mortes
 La puerta del vino
 Les fées sont d’exquises danseuses
 Bruyères
 Général Lavine, eccentric 
 La terrasse des audiences du clair de lune 
 Ondine
 Hommage à S. Pickwick Esq., P.P.M.P.C.         
 Canope
 Les tierces alternées
 Feux d’artifice

Claude Debussy
(1862-1918)

HARMONIA MUNDI
By arrangement with: ARTS MANAGEMENT GROUP, INC., 

130 West 57th Street, Suite 6A, New York, NY 10019

PROGRAM NOTES

Rachmaninoff: Chopin Variations, Op. 22 (1902-03)
 Rachmaninoff’s works for solo piano had been written principally in the years 
before the Revolution, with only the later addition of his Corelli Variations when he 
revised the second of his two piano sonatas. His Chopin Variations, Op. 22 was 
written between August 1902 and February 1903 and first performed by the com-
poser in Moscow in the latter month. The theme is that of the well-known Prelude in 
C Minor, Op. 28, No. 20. The solemn theme is heard first followed by 22 variations, 
the first offering a single melodic line, which is, in the second and third, further devel-
oped with contrapuntal embellishment. The work, which is in a continuous form, 
develops in volume and complexity, with a sixth variation with cross-rhythms and in 
a very characteristic romantic mood. Filigree textures mark the seventh and eighth 
variations, before the resolute determination of the ninth, further developed in the 
tenth variation. Remoter territory of greater serenity is explored in what follows, lead-
ing to a twelfth contrapuntal version and a chordal thirteenth. The mood of tranquility 
is broken by more resolute elements in the fourteenth, with its solemnly descend-
ing chords, leading to the scherzo-like fifteenth and a gently wistful sixteenth. The 
following derivative of the theme offers weighty chords, before a more tender mood 
prevails. This is interrupted by the determined chords of the nineteenth variation, 
leading to a variation in rapidly running notes, a lyrical penultimate version of the 
material and the strongly marked rhythm as the work marches towards its conclu-
sion in chords that at times suggest Schumann rather than Chopin, before a final 
Rachmaninoff flourish. 

© Keith Anderson

Rachmaninoff: Corelli Variations, Op. 42 (1931)
 Rachmaninoff’s Corelli Variations was to be his last solo piano work, and it is 
indicative of the upheaval in his life that it was written some 14 years after his penul-
timate piano works. What had happened? First and foremost, the Russian Revolu-
tion, that forced Rachmaninoff to smuggle his family out of his beloved homeland to 
Sweden. With no money—at the age of 44—he had to turn to performance to make 
his living, and at first his repertoire was rather small. After a number of years, he felt 
the need to start composing again and produced his Fourth concerto (1926), which 
was not a success in either its original or final revised version.
 Five years later he revised his Second Sonata and composed these Variations—
not actually based on a theme by Corelli, because Corelli had himself borrowed the 
theme (‘La folia’) for his own set of variations in his Violin Sonata, Op. 5, No.12.
 The 16-bar theme, in its bare harmony, is as slow as it sounds archaic, but 
Rachmaninoff’s sure compositional hand allows it to sing more sonorously with the 
immediate introduction of a roving bass accompaniment. The ensuing 20 variations 
explore the possibilities of this theme and Rachmaninoff creates wildly contrasting 
sets of variations of enormous technical difficulty. Structurally we encounter a direct 
line to the Intermezzo, inserted between the 13th and 14th Variations. Var. 14 and 15 
are both a throwback to the simplicity of the theme, but also a typically Rachmani-
noffian response to it, first rather melancholic, then wistfully nostalgic. Var. 16, starts 
the climactic set of four variations leading to Var. 19 which develops across the 
length and breadth of the keyboard, before ending in the bass with a repeated note, 
from which the still roving final Variation is allowed to rapidly lose pace and return 
the music to its quiet beginnings and die away gradually.

 © Stephen Seleny

Var. XII: Moderato
Var. XIII: Largo
Var. XIV: Moderato
Var. XV: Allegro scherzando
Var. XVI: Lento
Var. XVII: Grave
Var. XVIII: Più mosso
Var. XIX: Allegro vivace
Var. XX: Presto
Var. XXI: Andante
Var. XXII: Maestoso—Meno mosso—Presto

Var. XII: L’istesso tempo 
Var. XIII: Agitato
Intermezzo
Var. XIV: Andante, come prima
Var. XV: L'istesso tempo
Var. XVI: Allegro vivace
Var. XVII: Meno mosso
Var. XVIII: Allegro con brio
Var. XIX: Più mosso—Agitato
Var. XX: Più mosso
Coda: Andante

Intermission

This performance is generously sponsored by 
Birkmayer Travel
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Debussy: Préludes (Book II) (1912-13)
 It seems that Debussy was determined to complete two books of twelve Préludes 
each. Apparently he regarded these as of uneven quality, a judgment in which 
others have concurred, and was apparently not happy to have them played one 
after the other. Nevertheless the two books of Préludes do make two effective and 
coherent wholes, whatever the composer’s original intentions, with the heart of each 
book at its very center.
 The Second Book opens with Brouillards (Mists), in which some have seen 
the counterpart of paintings by Whistler or even by Turner. Feuilles mortes (Dead 
leaves) is marked Lent et mélancolique (Slow and melancholy) and is autumnal 
in its color. The atmosphere is at once lightened by La Puerta del Vino (The Wine 
Gate), a habanera suggested by a postcard from de Falla showing the Alhambra 
gateway of the title. Debussy’s wide terms of extra-musical association appear 
again in Les fées sont d’exquises danseuses (“The Fairies are exquisite dancers”), 
its title apparently quoted from Barrie’s Peter Pan in Kensington, a book given to 
Debussy’s daughter. Bruyères (Heaths), calm and gently expressive, paints a gentle 
picture of the open country, while General Lavine—eccentric, offers a cake-walk, 
depicting the American clown Edward Lavine, who appeared at the Marigny Theatre 
in the Champs-Elysées. La terrasse des audiences du clair de lune (The terrace 
of the audiences of moonlight) adapts a newspaper account of the coronation of 
King George V as Emperor of India, endowing the words of the report with an air of 
oriental mystery. With Ondine, the mermaid whose love of a mortal, who betrays her, 
brings him disaster. Hommage à S. Pickwick Esq. P.P.M.P.C. is a tribute to Sam-
uel Pickwick, the subsequent letters presumably standing for Perpetual President 
Member of the Pickwick Club. The English national anthem is heard below, as the 
piece opens, although what follows suggests the intrusion of Sam Weller in livelier 
adventures. Canope, very calm and gently sad, with its title an allusion to ancient 
Egypt, makes subtle use of the resonances implicit in the overtone series. It is fol-
lowed by Les tierces alternées (Alternating thirds), the only Prélude with a title that 
only indicates its musical substance, originally a study in rapid thirds, but here with 
figuration adapted for the orchestra. The Préludes, now an orchestral showpiece, 
end with Feux d’artifice (Fireworks), a display of fireworks, suggesting a celebration 
in some city park, which allows, before the end, the distant sound of a fragment of 
the Marseillaise to be heard.

© Keith Anderson

ALEXANDER MELNIKOV, PIANO

Alexander Melnikov has per-
formed with orchestras including 
the Royal Concertgebouw Or-
chestra, Gewandhaus Orchestra, 
Philadelphia Orchestra, NDR Sin-
fonieorchester, HR-Sinfonieorches-
ter, Russian National Orchestra, 
Munich Philharmonic, Rotterdam 
Philharmonic, BBC Philharmonic 
and the NHK Symphony.

Known for his often unusual mu-
sical and programmatic decisions, 
Alexander Melnikov discovered a 
career-long interest in historically in-
formed performance practice at an 
early age. His major influences in 
this field include Andreas Staier and 
Alexei Lubimov. Melnikov performs 
regularly with such distinguished 
period ensembles as the Freiburger 
Barockorchester, Concerto Köln, 
Akademie für Alte Musik Berlin and 
Orchestre des Champs-Élysées.

Melnikov’s association with the 
Harmonia Mundi label arose through his regular recital partner, violinist Isabelle 
Faust, and in 2010 their complete recording of the Beethoven sonatas for violin 
and piano won both a Gramophone Award and Germany’s ECHO Klassik Prize. 
This CD, was also nominated for a Grammy. His recording of the Preludes and 
Fugues by Shostakovich was named by the BBC Music Magazine as one of the “50 
Greatest Recordings of All Time” in 2011. Along with Jean-Guihen Queyras, Pablo 
Heras-Casado and the Freiburger Barockorchester, Melnikov recorded a trilogy of 
CDs featuring the Schumann Concertos and Trios; the second installment, featuring 
the Piano Concerto and the Piano Trio No. 2, was released in 2015.

Last season saw the launch of Melnikov’s “The Man with Many Pianos” program, 
in which he performs a solo recital on three different instruments reflecting the 
periods in which the works were written, as well as a three-concert Shostakovich 
program with Cuarteto Casals. Further highlights include concerts with the Camer-
ata Salzburg and Louis Langrée at the Mozartwoche in Salzburg, and Seattle and 
Vancouver symphonies.

Melnikov graduated from the Moscow Conservatory under Lev Naumov. Among 
his most formative musical moments in Moscow was he his early encounter with 
Svjatoslav Richter, who thereafter regularly invited him to festivals in Russia and 
France. 
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Visit the UCALL web site at www.union.edu/UCALL 
or call (518) 388-6072 to request a brochure

UCALLUnion College Academy 
for Lifelong Learning

a non-credit program 
for adults who enjoy learning

•	a wide array of courses in literature, 
history, science, economics, music, 
art, and architecture

•	no exams or pre-requisites

•	classes meet weekly for 5 weeks 
in the spring and fall on the Union 
College campus

•	cultural excursions & special events

FOOD FOR  
THE BODY  

AND 
THE SOUL

Enjoy maintenance-free living at our 55+ 
apartment community - the active life you 
love without the burdens of  owning a home. 
Our resort-style setting offers convenience 
and simple pleasures with exceptional 
people. You will feel right at home!

Coburg Village - The area’s premiere 
independent living community. All that you 
imagined for less than you would expect.

One Coburg Village Way 
Rexford, NY 12148-1476 
www.coburgvillage.com 

(518) 371-5000
No Buy-ins or Hidden Fees

• Spacious Apartments
• Housekeeping
• Fine/Casual Dining
• Transportation
• Fitness Programs
• Activities
• Plus so much more!

COBURG VILLAGE
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Curtis@Union
Eric Liu, piano

Sunday, February 12, 2017 at 3:00 p.m.

Sonata in D Major, K. 311 (1777)
 Allegro con spirito
 Andante con espressione
 Rondeau: Allegro

4 Impromptus, D. 899 (1827)
 No. 1 in C Minor
 No. 2 in E-flat Major
 No. 3 in G-flat Major
 No. 4 in A-flat Major

Wolfgang Amadeus Mozart
(1756-1791)

Franz Schubert
(1797-1828)

Klavierstücke, Op. 118 (1893)
 Intermezzo: Allegro non assai, ma molto
  appassionato
 Intermezzo: Andante teneramente
 Ballade: Allegro energico
 Intermezzo: Allegretto un poco agitato
 Romanze: Andante
 Intermezzo: Andante, largo e mesto
 

Sonata No. 7, Op. 83 (1951-52)
 Allegro inquieto
 Andante caloroso
 Precipitato

Intermission

Johannes Brahms
(1833-1897) 

Sergei Prokofiev
(1891-1953)

ERIC LU, PIANO

 Born in 1997, Eric Lu 
has already established 
himself as one of the fin-
est pianists of the younger 
generation. In February 
2015, Eric won First Prize 
and the Concerto Prize 
at the Ninth National 
Chopin Piano Compe-
tition in Miami, FL. The 
prize package included 
$75,000 and concert tours 
in the U.S. and abroad. In 
August 2014, he received 
First Prize at the Ninth 
Moscow International 
Chopin Competition for Young Pianists, and in 2013, he triumphed at the Minneso-
ta International e-Piano Junior Competition, receiving First Prize and the Schubert 
Prize. He has also won top prizes at the A. Ramon Rivera Piano Competition 
(2013), the Twelfth Ettlingen International Piano Competition in Germany (2010), 
and the MTNA National Piano Competition (2009).
 Eric’s upcoming concert schedule includes recitals at the Weill Recital Hall at 
Carnegie Hall in New York City and the famed Salle Cortot in Paris. He will also 
make appearances in Spain, Canada, Armenia, and Poland. Past performance 
venues include the Asamsaal castle and the Stadthalle Ettlingen (Germany) and 
the Raiffeisen Forum Lanserhaus (Italy). In the United States, Eric has performed 
in Boston’s Jordan Hall, Philadelphia’s Field Concert Hall, Minneapolis’s Ted Mann 
Concert Hall, and Birmingham’s Alys Stephens Performing Arts Center. He has 
also performed as soloist with the Longwood Symphony in Boston’s John Han-
cock Hall and has collaborated with the Minnesota Orchestra, the State Youth 
Orchestra of Armenia, the Wellesley Symphony, and the Boston Civic Symphony. 
 Eric currently studies at the Curtis Institute of Music with Jonathan Biss and 
Robert McDonald. He is also a pupil of Dang Thai Son. Prior to acceptance at 
Curtis, Eric studied with Alexander Korsantia and A. Ramon Rivera at the New 
England Conservatory Preparatory School. Eric began studying piano at the age 
of 6 with Dorothy Shi.

FREE CONCERT

WWW.CURTIS.EDU
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Hagen String Quartet

Sunday, February 26, 2017 at 3:00 p.m.

Quartet in G Major, Op. 18, No. 2 (1799)
 Allegro
 Adagio cantabile—Allegro—Tempo I
 Scherzo: Allegro
 Allegro molto, quasi Presto

 
Quartet No. 3 (1927)
 Prima parte: Moderato
 Seconda parte: Allegro
 Recapitulazione della prima parte: Moderato
 Coda: Allegro molto

Ludwig van Beethoven
(1770-1827)

Béla Bartók
(1881-1945)

Quartet in A-flat Major, Op. 105 (1895)
 Adagio ma non troppo—Allegro appassionato
 Molto vivace
 Lento molto cantabile
 Allegro non tanto
 

Intermission

Antonín Dvořák
(1841-1904)

DEUTSCHE GRAMMOPHON, DECCA, UNIVERSAL
By arrangement with: ARTS MANAGEMENT GROUP, INC., 

130 West 57th Street, Suite 6A, New York, NY 10019

Lukas Hagen, violin
Rainer Schmidt, violin
Veronika Hagen, viola
Clemens Hagen, cello

PROGRAM NOTES

Beethoven: Quartet in G Major, Op. 18, No. 2 (1799)
 The G-major Quartet is Beethoven’s wittiest specimen of the genre, and, be-
cause of its frequently feather-stitched texture, is regarded by many players to be 
one of his most difficult to perform. The opening Allegro, much indebted to Haydn 
in its conversational intimacy, drew from Theodore Helm, Beethoven’s 19th-century 
biographer, the following fanciful description: “The principal subject brings before 
one’s imagination a brilliant scene in some 18th-century salon, with all the ceremoni-
ous display and flourish typical of the period. The doors of the drawing-room swing 
open to usher in the arriving guests, met with bows and gracious words of greeting.” 
 The second movement is a remarkably daring composition. It begins with a 
hymnal theme decorated with glistening filigree by the first violin, but soon comes to 
a dying close with a tiny melodic fragment composed more of silence than of sound. 
The first violin posits a quick repetition of the fragment, and suddenly the other 
instruments join it in a startling episode of skittering energy. This aberrant thought, 
so surprisingly stumbled upon, is quickly dismissed, however, and the hymnal theme 
returns, as though nothing untoward had happened, and continues without incident 
to its appointed close. 
 The Scherzo, a witty descendent of those in Haydn’s quartets, is marked by a 
certain leonine gruffness that came more and more to characterize Beethoven’s 
works. Aufgeknopft—unbuttoned—is how Beethoven referred to the convivial finale. 
Helm allowed that by this point in his imaginary soiree “the champagne had been 
passed around,” and the lighthearted gaiety and quick changes of subject that 
bubble through the movement do certainly evoke the high spirits and good-natured 
banter of a gathering of congenial friends. 

© Dr. Richard E. Rodda

Bartók: Quartet No. 3 (1927)
  The shortest of Bartók’s six quartets, No. 3 has also proven to be the thorniest of 
that magnificent cycle—critics invariably refer to it as “anti-romantic.” It’s marked by 
a fierce concentration of materials and Bartók’s replacement of traditional melodic 
themes with short motives that are almost consciously athematic in their brevity. 
These motives are then subjected to rigorous and concentrated polyphonic devel-
opment: canons, fugatos and simultaneous presentation of material. The 15-minute 
quartet is in one movement, divided into four sections: First Part, Second Part, 
Recapitulation of the First Part, and Coda. 
 The first and second parts are essentially sonata-form movements without their 
recapitulation sections. The First Part (marked Moderato) is built on a three-note 
figure that recurs constantly; at the very end of the movement, the second violin and 
viola have a sustained duet in which this figure is finally made to sing lyrically. The 
Second Part (marked Allegro) is built on two ideas: the cello’s pizzicato near the 
opening and the first violin’s hurtling dance rhythms. As the movement progresses, 
Bartók treats these themes fugally and at one point even combines them. The two 
brief concluding sections bring the missing recapitulations, but now Bartók—who 
never liked to repeat anything literally—shortens and concentrates his material even 
further. The dance rhythms of the Second Part race ahead, and the Quartet No. 3 
ends with massive chords hammered out by all four instruments. 
 © Eric Bromberger

This performance is generously sponsored by 
Philippine Meister, MD and Daniel Berkenblit, MD
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Dvořák: Quartet in A-flat Major, Op. 105 (1895) 
 Dvořák’s first year in the United States as director of the new National Conser-
vatory of Music in New York City following his arrival on September 27, 1892 was 
an unmitigated success. He spent the summer of 1893 in the Czech community of 
Spillville, Iowa, assuaging his homesickness for Bohemia and composing his F-Ma-
jor String Quartet (Op. 96, “American”) and E-flat-Major String Quintet (Op. 97).  
 Despite the acclaim he was receiving in this country, Dvořák was increasingly un-
happy about being separated from his homeland and his friends. After he had been 
in New York City for two years, he informed Mrs. Jeanette Thurber, founder of the 
Conservatory, that he wanted to return to Bohemia for the summer. His leave was 
granted, and he spent the months from May until October in Prague and Vysoká. 
His return to New York was difficult—he missed his children desperately and he was 
so thoroughly homesick that winter that his usually robust health was affected. He 
completed the masterful Cello Concerto between November 1894 and the following 
February, but was then unable to create anything further except for some sketches 
for an opera on Longfellow’s Hiawatha (never completed) that Mrs. Thurber had 
been pestering him to write for two years and the first seventy measures of what be-
came the A-flat-Major Quartet. Though there was strong financial incentive for him to 
remain in America, Dvořák had had quite enough of playing the role of the musical 
émigré (which he did with considerable skill), and left New York for the last time on 
April 16, 1895. 
 Dvořák took the summer of 1895 off—for seven months, from his arrival home 
in April until November, he did not put a single note on paper, the longest respite 
he had ever taken from creative work. By November, Dvořák was finally primed to 
return to composition, and his first project was the String Quartet in G Major (Op. 
106), which he finished in less than a month. Just three days after completing that 
work, he took up the sketches for the A-flat Quartet that he had begun in New York 
City nine months earlier, and produced his fourteenth and last work in the form (Op. 
105) just in time for Christmas. 
 The A-flat Quartet was Dvořák’s last piece of absolute music; the nine remaining 
years of his life were devoted to composing tone poems and the operas The Devil 
and Kate, Rusalka, and Armida. The Quartet is marked throughout by his superb 
mastery of the craft of instrumental composition and by the distinctive melodic 
leadings and rhythmic patterns derived from the music of his native Bohemia. The 
first movement opens with a surprisingly morose introduction in which an embryonic 
version of the main theme, whose most distinctive feature is a prominent turn figure, 
is shared by all the instruments. The principal section of the movement is begun 
with the vivified tempo, the modulation to a brighter tonality (representing happiness 
at his return home?), and the announcement of the main theme by the first violin. 
The formal second subject is a bounding hunting-horn motive in triplet rhythms. The 
center of the movement is occupied with a vigorous democratic discussion of the 
motives by all the participants. The recapitulation provides balance and closure. The 
second movement, one of Dvořák’s finest scherzos, was inspired by the Czech furi-
ant. The Lento, lyrical and autumnal, follows a three-part form (A-B-A) whose center 
section is distinguished by pulsing accompaniment figures in triplet rhythms. This 
movement is a remarkable demonstration of Dvořák’s ability to make a satisfying 
artistic creation out of such seemingly unpromising material as the crabbed theme 
proposed by the cello at the beginning. The music accumulates a fine energy as it 
proceeds, and is brought to an end by a burst of youthful spirits. 

© Richard Rodda

HAGEN STRING QUARTET
 
 The Hagen Quartet’s 
last season built on the 
success of the previous 
years. Following the 
triumph of their Bee-
thoven cycle, and their 
internationally celebrated 
30th anniversary season, 
“Salzburg’s four world 
class strings” focused 
their renowned musicality 
on Mozart. A cycle of the 
10 major quartets, span-
ning two seasons, brought 
them to the world’s 
leading musical centers – 
Tokyo, London, Hamburg, 
Vienna and Salzburg, to name just a few.
 The quartet’s 30th anniversary was celebrated with two new recordings, re-
leased on Myrios Classics, of works by Mozart, Webern, Beethoven, Grieg and 
Brahms. Both recordings received outstanding reviews from the international 
press. 
 The unprecedented three-decade career of the Hagen Quartet began in 1981. 
Its early years, marked by a series of prizes in chamber music competitions and 
an exclusive recording contract with Deutsche Grammophon that was to produce 
around forty-five CDs over the following twenty years, enabled the group to work 
its way through the virtually unlimited quartet repertoire from which the distinctive 
profile of the Hagens has emerged. 
 Collaborations with artists such as Nikolaus Harnoncourt and György Kurtág 
are as important to the Hagen Quartet as its concert appearances with performers 
including Maurizio Pollini, Mitsuko Uchida, Sabine Meyer, Krystian Zimerman, 
Heinrich Schiff and Jörg Widmann. The Hagen Quartet also works closely with 
composers of its own generation, whether by reviving existing works or by com-
missioning and premiering new pieces. 
 For many young string quartets, the Hagen Quartet is a model in terms of 
sound quality, stylistic plurality, ensemble playing and serious commitment to 
the works and composers of its chosen genre. As teachers and mentors at the 
Salzburg Mozarteum and the Hochschule in Basel, as well as in international 
masterclasses, the quartet’s members pass on their wealth of experience to their 
younger colleagues. 
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Doric String Quartet

Friday, March 10, 2017 at 7:30 p.m.

Quartet in B-flat Major, Op. 64, No. 3 (1790)
 Vivace assai
 Adagio
 Menuetto: Allegretto
 Finale: Allegro con spirito

Quartet No. 2 (1915-17)
 Moderato
 Allegro molto, capriccioso
 Lento

Franz Joseph Haydn
(1732-1809)

Béla Bartók
(1881-1945)

Quartet in G Major, D. 887 (1826)
 Allegro molto moderato
 Andante un poco moto
 Scherzo: Allegro vivace
 Allegro assai

Franz Schubert
(1797-1828)

Intermission

CHANDOS RECORDS
By arrangement with: ARTS MANAGEMENT GROUP, INC., 

130 West 57th Street, Suite 6A, New York, NY 10019

WWW.DORICSTRINGQUARTET.COM

Alex Redington, violin 
Jonathan Stone, violin 
Hélène Clément, viola 

John Myerscough, cello

PROGRAM NOTES

Haydn: Quartet in B-flat Major, Op. 64, No. 3 (1790)
 Joseph Haydn was born in the village of Rohrau in 1732, the son of a wheel-
wright. Trained at the choir-school of St. Stephen’s Cathedral in Vienna, he spent 
some years earning a living as best he could from teaching and playing the violin 
or keyboard, and was able to learn from the old musician Porpora, whose assistant 
he became. Haydn’s first appointment was in 1759 as Kapellmeister to a Bohemian 
nobleman, Count von Morzin. This was followed in 1761 by employment as Vice-Ka-
pellmeister to one of the richest men in the Empire, Prince Paul Anton Esterházy, 
succeeded on his death in 1762 by his brother Prince Nikolaus. On the death in 
1766 of the elderly and somewhat obstructive Kapellmeister, Gregor Werner, Haydn 
succeeded to his position, to remain in the same employment, nominally at least, for 
the rest of his life. 
 On the completion of the magnificent palace at Esterháza, Haydn assumed 
command of an increased musical establishment. Here he had responsibility for the 
musical activities of the palace, which included the provision and direction of instru-
mental music, opera and theatre music, and music for the church. For his patron he 
provided a quantity of chamber music of all kinds, particularly for the Prince’s own 
peculiar instrument, the baryton, a bowed string instrument with sympathetic strings 
that could also be plucked. On the death of Prince Nikolaus in 1790, Haydn was 
able to accept an invitation to visit London, where he provided music for the concert 
season organized by the violinist-impresario Salomon. A second successful visit to 
London in 1794 and 1795 was followed by a return to duty with the Esterházy family, 
the new head of which had settled principally at the family property in Eisenstadt, 
where Haydn had started his career. 
 The Opus 64 quartets were written in 1790 and announced for sale in the Wiener 
Zeitung in February 1791, with an English edition appearing in London in June of the 
same year, after their performance at concerts under the direction of the violinist-im-
presario Salomon at the Festino Rooms in Hanover Square, when the performers 
were Salomon himself, the second violinist Hindmarsh, cellist Menel and viola-player 
the older Damen. 
 The lively first movement of the third quartet, in B-flat major, has a principal 
subject followed by an insistent repeated rhythm introduced by the cello and at once 
taken up by the other instruments. The E-flat major slow movement has a central 
section in E-flat minor, followed by the return of the opening section in varied form. 
The repeated Minuet frames a Trio with unusual syncopation and the succeeding 
Finale again demonstrates the infinite variety of which Haydn is capable, within the 
restrictions of the established form.

© Frédéric Castello

Bartók: Quartet No. 2 (1915-17)
 During the early years of the 20th century, Béla Bartók became obsessed with 
the folk music of his native Hungary. He and his friend and colleague in composi-
tion Zoltán Kodály trooped the hinterlands with, at first, pen and paper, and, later, 
a primitive phonograph to record the indigenous songs and dances that differed 
substantially from the four-square melodies that had been passed off for decades 
as authentic. What they found was music whose rhythms exhibited an invigorating 
irregularity, whose modes eschewed conformity to the commonly accepted scale 
patterns in favor of a dizzying variety of pitch organizations, and whose method of 
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performance allowed for inflections and expressions which not only enhanced the 
basic song but also displayed the individuality of the singer. Bartók spent 40 years 
collecting, transcribing, and codifying Central European and North African folksongs, 
always mindful that these ages-old but fragile remnants of evolving cultures might 
vanish forever before he could preserve them. 
 Bartók’s own music absorbed the impact of his research, and by the time of 
the First World War, the influence of folk idioms on the rhythms, melodies, and 
moods of his works had become pervasive. “The question is, what are the ways in 
which peasant music is taken over and becomes transmuted into modern music?” 
he asked in a 1920 article. “We may, for instance, take over a peasant melody 
unchanged or only slightly varied, write an accompaniment to it and possibly 
some opening and concluding phrases...Another method by which peasant music 
becomes transmuted into modern music is the following: The composer does not 
make use of a real peasant melody but invents his own imitation of such melodies...
There is yet a third way in which the influence of peasant music can be traced in a 
composer’s work. Neither peasant melodies nor imitations of peasant melodies can 
be found in his music, but it is pervaded by the atmosphere of peasant music.” The 
String Quartet No. 2 is among the earliest examples of this last method of incorpo-
rating folk influences into concert music.
 Kodály said that the three strongly profiled movements of the Second Quartet 
represent: “1. A quiet life. 2. Joy. 3. Sorrow.” The sonata form of the opening move-
ment is worked out with Bartók’s characteristic rigor. The main theme, given by the 
first violin, begins with a quick leap upward followed by a long note and a phrase 
descending through chromatically inflected melodic leadings. The other instru-
ments are drawn into the discussion of this subject, and lead directly to the second 
theme, a melody in smoother motion in which is imbedded a little turn figure in triplet 
rhythm. The development section is largely occupied with tightly reasoned permu-
tations of the principal theme. The recapitulation returns the earlier material, though 
the second theme is truncated to just a brief reminiscence, with the balance of the 
movement devoted to a developmental coda grown from the main subject. 
 The Allegro that occupies the center of the quartet bears the immediate imprint of 
folk music: its form is a chain of continuous sections arranged as a loose rondo, like 
a peasant dance with a returning refrain; its rhythm is ferocious (the Allegro Barba-
ro was composed only four years before; the Rumanian Dances of 1915 include a 
Stamping Dance); its melodic material is contained within a limited range and circles 
around a few central pitches; its phrasing consists of small repeated units. The 
movement ends with an extraordinary coda that plays a quiet transformation of the 
main theme at such breakneck pace that the music becomes a buzzing murmur. 
 The finale is bleak and sorrowful, music of intense expression that may reflect 
the grief of the time of its composition. Though the movement seems to unfold free-
ly, pausing occasionally for a thoughtful breath, it is carefully generated from a small 
cache of melodic gestures: tiny, two-note motives, given by the second violin, that 
use the intervals of a third (in its conflicting minor and major versions) and a fourth; 
a brief arching phrase, posited by the first violin, that recalls the principal theme of 
the first movement; and a falling figure of two short notes followed by a longer note.

© Richard Rodda

Schubert: Quartet in G Major, D. 887 (1826)
 Schubert wrote his fifteenth and final string quartet in the unbelievably short span 
of eleven days. Mozart himself would have been hard-pressed to get a work of this 
breadth done in so brief a time. The Quartet in G Major is in every way a striking 

piece of music; in length (it stretches out to 45 minutes even when some of the most 
important repeats are omitted); in scope (its huge sonorities, often underpinned by 
violent tremolos, frequently suggest orchestral writing) and in its key relationships. 
Schubert was a master of the ingenious modulation, and this quartet’s quick-silvery 
shifts of tonality mirror the flickering moods within the music itself. This is mercurial 
music-elusive, haunting and finally very moving.
 From a near-silent beginning, the Allegro molto moderato suddenly bursts to 
life on great chords, sharply-dotted rhythms and jagged thematic edges. Within its 
first instants, the music pitches uneasily between G Major and G Minor, and over 
orchestra-like tremolos the opening idea (derived from the jagged edges of the intro-
duction) is announced pianissimo by first violin and cello. The gracefully-syncopated 
second subject arrives as a chordal melody, and, curiously, the rest of the exposition 
consists of a set of variations on this theme. The development at first concentrates 
on the opening idea, then resumes the variations on the second subject. The 
movement drives to a close that returns to the powerful (and harmonically unstable) 
manner of the very beginning. The Andante un poco molto opens conventionally—
the cello tune in the opening measures is pure Schubert—but suddenly come great 
rips of sound, discordant cries from the first violin over harmonically ambiguous 
tremolos in the lower voices. Agitated, dark, and almost shrill, these passages break 
in throughout the movement, which finally resolves peacefully.
 The Scherzo, in B minor, is reminiscent of the scherzo of the Great C-major Sym-
phony—it bristles with energy as individual voices leap out of the general bustle. 
In complete contrast, the trio section is a ländler, and the languorous lilt of its main 
idea, introduced by the cello, brings an interlude of calm; the sudden jump back to 
the needle-sharp entrances of the scherzo is dramatic. The finale, Allegro assai, has 
been described as a perpetual-motion movement. Actually, it is a tarantella-like ron-
do that rides exuberantly along its 6/8 meter. Schubert supplies contrasting episodes 
along the way (smoothly making the 6/8 meter sound like 3/4 in the process), but it 
is the dancing opening music that finally takes the quartet to its energetic close.
 Schubert apparently never heard this quartet. There is speculation that its 
opening movement might have been performed at the famous Schubertiad in March 
1828, but even the best evidence is conjectural, and there is no convincing sugges-
tion of a performance during his lifetime. The Quartet in G Major appears to have 
been consigned to the silence of dusty shelves, where it remained until it was pre-
miered by the Hellmesberger Quartet in Vienna on December 8, 1850, twenty-two 
years after its composer’s death.

© Eric Bromberger
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DORIC STRING QUARTET
 
 The Doric Quartet has 
firmly established itself as 
the leading British string 
quartet of its generation, 
receiving enthusiastic 
responses from audi-
ences and critics across 
the globe. The Quartet 
has won several prizes 
including 1st prize at the 
2008 Osaka International 
Chamber Music Competi-
tion in Japan, 2nd prize at 
the Premio Paolo Borciani 
International String Quar-
tet Competition in Italy 
and the Ensemble Prize at 
the Festspiele Mecklenburg-Vorpommern in Germany.
 The Quartet performs in leading concert halls throughout Europe including 
Amsterdam Concertgebouw, Vienna Konzerthaus, Frankfurt Alte Oper, Hamburg 
Laeiszhalle and De Singel, and is a regular visitor to the Wigmore Hall. In 2010 
the Quartet made its highly acclaimed American debut with recitals at the Frick 
Museum in New York and Library of Congress in Washington, and now returns for 
annual tours to North America. 
 Highlights of the last season included five performances at the Wigmore Hall, 
as well as return appearances at the Berlin Konzerthaus and Amsterdam Con-
certgebouw. European recital engagements included appearances in Aarhus, 
Aalborg, Clérmont-Ferrand, Ickingen, den Bosch and Haarlem. They also toured 
with Elisabeth Leonskaja, including performances at the Vienna Konzerthaus and 
Wigmore Hall. Festival engagements took the quartet to the Risør, Storioni and 
Poznan chamber music festivals, among others.
 Since 2010 the Quartet has recorded exclusively for Chandos Records. Their 
most recent releases of Haydn’s Op. 20 quartets and quartets by Janáček and 
Martinů have both gathered enthusiastic reviews across the board, with the Haydn 
disc being named Editor’s Choice by Gramophone and shortlisted for a 2015 
Gramophone Award.
 Formed in 1998 at Pro Corda, The National School for Young Chamber Music 
Players, the Doric Quartet studied at the Paris-based ProQuartet Professional 
Training Program, where they worked with members of the Alban Berg, Artemis, 
Hagen and LaSalle quartets and with György Kurtag. 
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Mark Padmore, tenor
Jonathan Biss, piano

Sunday, March 12, 2017 at 3:00 p.m.

Intermission

Schwanengesang, D. 957 (1828)
 Liebesbotschaft
 Kriegers Ahnung
 Frühlingssehnsucht
 Ständchen
 Aufenthalt
 In der Ferne
 Abschied
 Der Atlas
 Ihr Bild
 Das Fischermädchen
 Die Stadt
 Am Meer
 Der Doppelgänger
 Die Taubenpost

Sonata in A Major, D. 959 (1828) 
 Allegro
 Andantino
 Scherzo: Allegro vivace
 Rondo: Allegretto

PROGRAM NOTES

Schubert: Schwanengesang, D. 957 (1828)
 Schwanengesang was the title invented by Tobias Haslinger when he published 
14 of Schubert’s late songs in the spring of 1829: seven settings of Ludwig Rellstab, 
six of Heinrich Heine and one of Johann Gabriel Seidl. Schubert had already offered 
the Heine group as a self-contained set to the Leipzig publisher Probst. There is 
good evidence, however, that he eventually wished the Rellstab and Heine groups 
to be performed together—the autograph in the Pierpont Morgan Library includes 
all 13 songs, and Spaun mentions in his memoir of the composer that these last 
songs were to be dedicated to his friends and published by Haslinger. Though the 
autograph of Seidl’s “Die Taubenpost” did not form part of either group, the song has 
proved irresistible since its first performance, and is sorely missed when omitted by 
Schwanengesang purists. 
 Ludwig Rellstab, two years younger than Schubert, was active in Berlin as liter-
ary critic, dramatist, novelist, poet and librettist. He had originally offered his poems 
to Beethoven, who died before he could set them to music, but not before he had 
studied the poems in detail, as this extract from Rellstab’s memoir makes clear: “A 
few had been marked with pencil, in Beethoven’s own hand—those which he liked 
best and had then passed on to Schubert to set, since he himself felt too ill…it was 
a moving experience to receive back the manuscripts which had traveled a route so 
strange, yet so fruitful for Art, before they returned to me.”
 Schubert’s source was almost certainly the annotated manuscript that Beetho-
ven’s secretary Anton Schindler, had provided for him after Beethoven’s death. 
It must have been a wonderful thrill for Schubert to handle the very manuscript 
pages of Rellstab’s poems that Beethoven had consulted and marked in pencil. 
Beethoven’s An die ferne Geliebte (To the Distant Beloved), published in 1816, had 
made an immediate impression on Schubert, who was soon trying his own hand 
at the cycle form, in emulation of his great hero. All the seven Rellstab poems from 
Schwanengesang have the distant beloved as their central theme; and it seems 
more than likely that Schubert, when after Beethoven’s death he received the portfo-
lio of Rellstab poems, wished to impose order on the random selection by choosing 
poems that, though freestanding, where united by this common theme, thus forming 
a tribute to the composer of An die ferne Geliebte.
 The poets of both Liebesbotschaft and Leicthe Segler in den Höhen from Bee-
thoven’s cycle beg the brooklet to convey greetings to the beloved. Schubert wished 
to illustrate the distance between the lovers by a multiplicity of keys: the rippling 
sixteenth notes might provide a formal unity to the song, but the lovers remain apart. 
Kriegers Ahnung has no such formal unity and adopts instead a sectional structure. 
It begins with muffled drums, as we are introduced to the soldier who dreams of his 
beloved in the knowledge that his imminent death will prevent them ever meeting 
again. In Frühlingssehnsucht it is the whispering breezes that initially become the 
medium for the poet’s message to his distant beloved. 
 A similar melancholy informs Ständchen, the most celebrated serenade in all mu-
sic. Schubert’s irascible tune has led some singers and pianists to perform the song 
as euphorically as possible—but that is to misunderstand the poem, the music and 
the theme of these Rellstab songs. The song might begin brightly enough, the key, 
however, is minor and all four verse are touched with a sense of vulnerability. There 
is an abrupt change of mood and rhythm at ‘Lass auch dir die Brust bewegen’, but 
the singer’s macho confidence is a sham; and though the thrice repeated ‘Komm, 
beglücke mich!’ suggests sexual union, it loses all sense of conviction in the final 
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repletion and peters away in a heartbreaking decrescendo as the singer realized 
how unattainable his beloved has become. 
 Though Augenthalt is the only one of the Rellstab settings in which there is no 
mention of love, the distant beloved seems present in every bar of this anguished 
outpouring in which the outcast and fugitive expresses his torment. By the next 
song, however, In der Ferne, all sense of vigor and defiance has vanished; we are 
confronted with an emotional wreck, although, it is only in the final stanza that we 
learn how the poet had been talking of his own plight. There he describes how his 
beloved has broken his heart and how he must now leave her. In Abschied, the 
lover has recovered sufficiently to control his grief, but the present has become 
unbearable. As if to stress the impossibility of remaining in her town, Schubert sets 
the key word ‘Ade’ in virtually every part of the vocal register. 
 The Heine songs follow on from the Rellstab settings. Der Atlas calls for a dy-
namic range of pp to fff to express the suffering of Atlas, who fought for the Titans 
against Zeus, was defeated and condemned to carry the weight of the world on his 
shoulders. The bleakness of Ihr Bild is achieved in a mere 26 bars—a distillation of 
despair conveyed by bare octaves and a modulation from B minor to G-flat major 
that provides an illusory solace which is immediately dashed as minor reasserts 
itself. Das Fischermädchen is not the blithe barcarolle it is sometimes claimed to be. 
The abrupt shift from C-flat to B-flat in stanza two and the repetition of the final word 
of each verse as a slurred seventh successfully convey the irony of Heine’s verse. 
The short prelude of Die Stadt repeats in the bass the bare octaves of Ihr Bild while 
the scurrying diminished sevenths of the right hand 17 times convey the gusting 
wind—without resolution. The serene opening of Am Meer is followed by a tor-
mented, chromatic stanza whose tremolando chords depict the rising tide, the mist, 
and the grief. Der Doppelgänger is the bleakest song—or rather declamation—in 
Schubert. His art, with this intensely dramatic declamation, was turning prophetically 
towards Wagner and Wolf.
 The final song, Die Taubenpost, must, like many of his lieder, have been set from 
manuscript, since it does not appear in the two volume edition of Seidl’s verse that 
was published in 1826. No song of Schubert’s demonstrates better his delight in life 
and the bittersweet magic of his melodies. The song, Schubert’s last, was com-
posed in October 1828; a month later he was dead. 

© Richard Stokes

Schubert: Sonata in A Major, D. 959 (1828) 
 Schubert’s final year was dreadful. Ill for years, he went into steady decline in 
1828 and died in November at 31. Yet from those last months came a steady stream 
of masterpieces, and few of the achievements of that miraculous—and agonizing—
year seem more remarkable than the composition of three large-scale piano sona-
tas in the month of September, barely eight weeks before his death. In the years 
following Schubert’s death, many of the works from this final year were recognized 
as the masterpieces they are, but the three piano sonatas made their way much 
more slowly. When they appeared in 1838, a decade after Schubert’s death, the 
publisher dedicated them to Schumann, one of Schubert’s greatest admirers, but 
even Schumann confessed mystification, noting with a kind of dismayed condescen-
sion that “Always musical and rich in songlike themes, these pieces ripple on, page 
after page...” Even as late as 1949, Schubert’s adoring biographer Robert Haven 
Schauffler could rate them “considerably below the level of the last symphonies and 

quartets, the String Quintet, and the best songs.” It took Artur Schnabel’s champion-
ing these sonatas to rescue them from obscurity. The last of them, in fact, has today 
become one of the most familiar of all piano sonatas: the current catalog lists over 
forty separate recordings.
 Still, these sonatas remain a refined taste, and some of the problem may lie in 
the fact that our notion of a piano sonata has been so conditioned by Beethoven 
that Schubert’s late sonatas—which conform neither structurally nor emotionally to 
the Beethoven model—can seem mystifying. Certainly the opening Allegro of the 
Sonata in A Major seems to be in a sort of sonata form, with a declarative open-
ing theme-group and a more flowing second subject marked pianissimo, but the 
development does not do the things that a Beethoven development has taught us to 
expect: instead, it grows almost entirely out of a wisp of a phrase from the second 
theme group and then proceeds to go its own way. Alfred Einstein both describes 
and defends Schubert’s method: “in place of a development proper Schubert spins 
a dreamy, ballad-like web of sound, the very existence of which is its own best 
justification.” Schubert rounds this long movement off with an impressive—and very 
quiet—coda derived from the opening material.
 The really stunning movement in this sonata is the Andante. Structurally, this is in 
ternary form, but what music lies within this simple form! It opens with a wistful little 
melody that treads along its steady 3/8 meter and spins an air of painful melancholy. 
It is moving music, but the simplicity of this opening in no way prepares us for what 
happens at the center of this movement, where the pace moves ahead gradually 
and the movement suddenly explodes into furious, tormented music. And then this 
agony has passed, the opening music resumes, and now its steady and measured 
pace seems all the more moving for having regained control.
 The brief Scherzo whips along on flashing, dancing chords, with much of its spar-
kling character coming from the right hand’s being written in the piano’s ringing high 
register; the trio feels almost sedate in comparison. The last movement seems con-
sciously to call up echoes of the past. Many have noted the similarity between this 
rondo-finale and the one that Beethoven wrote to close out his Sonata in G Major, 
Opus 31, No. 1; Einstein correctly hears echoes of Schubert’s own song Im Frühling 
in the pianist’s left hand, and Schubert borrowed the main theme of this movement 
from his own Piano Sonata in A Minor, composed in 1817. Schubert’s rondo is built 
on only two themes, and—unusually—they begin to develop as this movement 
proceeds. But matters never become too serious, and in fact the impression this 
movement creates is of endlessly relaxed and happy music-making. Schubert pro-
vides some structural unity by rounding off the sonata with a Presto coda that recalls 
the opening of the first movement, but it is the flowing, genial spirit of this movement 
that one remembers when the sonata is done.

© Eric Bromberger
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MARK PADMORE, TENOR

Mark Padmore has performed with the world’s 
leading orchestras including the Bavarian Radio and 
London symphonies, Berlin, Vienna, New York and 
London philharmonics, and the Royal Concertgebouw 
Orchestra. He makes regular appearances with the 
Orchestra of the Age of Enlightenment with whom 
he has conceived projects exploring both Bach St. 
John and St. Matthew passions. His recent work 
includes the leading roles in Handel’s Jephtha for 
WNO and ENO, Captain Vere in Britten’s Billy Budd 
and Evangelist in a staging of St Matthew Passion 
for Glyndebourne Festival Opera, the Third Angel/
John in George Benjamin’s Written on Skin with the 
Royal Opera, Covent Garden and the Mostly Mozart 
Festival. Regular recital partners include Kristian 
Bezuidenhout, Imogen Cooper, Julius Drake, Till Fellner, and Paul Lewis. Born 
in London, Padmore began his musical studies on the clarinet and then gained a 
choral scholarship to King’s College, Cambridge and graduated with an honors 
degree in music.

JONATHAN BISS, PIANO

 Last season Jonathan Biss appeared with Berlin’s 
Konzerthaus Orchestra; the Sydney and Melbourne 
symphonies; the Philadelphia Orchestra; the BBC 
Scottish, Atlanta, and New Jersey symphonies; and 
the Calgary Philharmonic Orchestra, among others. 
He toured with the Doric Quartet, and performed at 
Wigmore Hall and the Concertgebouw with Lisa Ba-
tiashvili, Antoine Tamestit, and Jean-Guihen Queyras. 
Biss has embarked on a nine-year, nine-disc record-
ing cycle of Beethoven’s complete piano sonatas, and 
he reached the halfway point in early 2016, when he 
released the fifth volume. He has received numer-
ous honors, including the Leonard Bernstein Award 
presented at the 2005 Schleswig-Holstein Festival, 
Wolf Trap’s Shouse Debut Artist Award, the Andrew 
Wolf Memorial Chamber Music Award, Lincoln Center’s Martin E. Segal Award, an 
Avery Fisher Career Grant, the 2003 Borletti-Buitoni Trust Award, and the 2002 
Gilmore Young Artist Award. His recent albums for EMI won Diapason d’Or de 
l’année and Edison awards. Biss studied at Indiana University and at the Curtis 
Institute of Music in Philadelphia. At age 20, he made his New York recital debut at 
the 92nd Street Y’s Tisch Center for the Arts and his New York Philharmonic debut 
under Kurt Masur. 
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Mitsuko Uchida, piano

Monday, March 27, 2017 at 7:30 p.m.

Sonata in C Major, K. 545 (1788)
 Allegro
 Andante
 Rondo: Allegretto

Kreisleriana, Op. 16 (1838)
 Äusserst bewegt
 Sehr innig und nicht zu rasch
 Sehr aufgeregt
 Sehr langsam
 Sehr lebhaft
 Sehr langsam: Durchaus leise zu halten
 Sehr rasch
 Schnell und spielend

Wolfgang Amadeus Mozart
(1756-1791)

Robert Schumann
(1810-1856)

Sonatina facile (2016)

Fantasie in C Major, Op. 17 (1836-38)
 Durchaus fantastisch und leidenschaftlich 
   vorzutragen—Im Legendenton
 Mäßig: Durchaus energisch
 Langsam getragen: Durchweg leise zu halten

Intermission

Jörg Widmann
(b. 1973)

Robert Schumann

DECCA, PHILIPS
By arrangement with: ARTS MANAGEMENT GROUP, INC., 

130 West 57th Street, Suite 6A, New York, NY 10019

WWW.MITSUKOUCHIDA.COM

PROGRAM NOTES

Mozart: Sonata in C Major, K. 545 (1788)
 One of the “miracles” of Mozart was his ability to separate so completely the 
details of his personal life from his art, and there are few better examples of this 
division than this charming piano sonata. It comes from one of the darkest moments 
in the composer’s life, the summer of 1788, when—beset by financial problems—he 
moved his family to a cheap apartment in the suburbs of Vienna and appealed to 
friends for financial help. Working at white heat during that awful summer, Mozart 
composed his final three symphonies, but he wrote other music that summer as 
well, including the Piano Sonata in C Major. The manuscript for this sonata is dated 
June 26, 1788, the same day that saw the completion of the Symphony No. 39. 
Three days later, Mozart’s infant daughter Theresia died at the age of six months.
 That symphony shows no trace of the pain in Mozart’s personal life, and neither 
does this sparkling little sonata, which Mozart called Eine kleine Klaviersonate für 
Anfänger: “A Little Piano Sonata for Beginners.” Only ten minutes long and clearly 
written for the use of his piano students, the sonata is in an “easy” key. But C major 
is also a key that called forth some of Mozart’s greatest music, and this gentle 
sonata glows with that same bright C-major spirit. The opening Allegro is a miniature 
sonata-form movement with two themes built on beautifully-balanced phrases. A 
quick minor-key development leads to the close on the little fanfare that marked the 
end of the exposition. In the G-major Andante Mozart simply develops one theme, 
built on graceful turns; the theme may become more elaborate as it is varied, but at 
no point does it lose the poise of its first statement. The concluding Allegretto is a 
rondo that begins with the two hands in canon. Even with a minor-key episode along 
the way, the movement lasts barely a minute and a half.
 Mozart the man and Mozart the composer were two separate people, and he 
observed that division carefully. From the depths of one of the worst moments of his 
life, Mozart could think of his students and produce for them a sonata that would be 
fun to play and that would delight audiences two centuries later.

© Eric Bromberger

Schumann: Kreisleriana, Op. 16 (1838)
 Kinderszenen was completed in March 1838 and Kreisleriana begun in April. By 
mid-September, the set of eight pieces that took its name from the writings of E.T.A. 
Hoffmann was complete. Schumann identified with Hoffmann’s fictional Kapellmeis-
ter, Johannes Kreisler, who (like the real composer) cycled from wild highs to deep 
emotional lows. Perhaps wary of the mood swings in the music and in the man, 
Clara responded cautiously upon first reviewing the new opus: “Sometimes your 
music actually frightens me,” she confessed, “and I wonder, is it really true that the 
creator of such things is going to be my husband?”
 The two sides of Kreisler’s character are represented in Kreisleriana by different 
keys: G minor for his wild character and B-flat major for his melancholy, sensitive 
nature. Or alternately, these two keys could represent two completely separate char-
acters: Kreisler and his cat. The novel by E.T.A. Hoffmann that inspired Schumann 
is titled “Lebensansichten des Katers Murr nebst fragmentarischer Biographie des 
Kapellmeisters Johannes Kreisler in zufälligen Makulaturblättern” (The Life and 
Opinions of the Tomcat Murr, Together with a Fragmentary Biography of Kapellmeis-
ter Johannes Kreisler on Random Sheets of Wastepaper). The biography of the 
musician is interwoven with the autobiography of his cat, Murr. Thus, there are two 
separate but related stories told at the same time in the novel—and in the music.

This performance is generously sponsored by 
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 Kreisleriana alternates between fast and slow movements, and even fast and slow 
sections within movements. The slow movements are cast in B-flat major, the fast in G 
minor; however, the opening and penultimate movements fall outside this set scheme. 
The finale brings together—but does not unite—the two distinct voices. The melody 
in the right hand never quite coincides with its supposed accompaniment in the left. 
Instead, the two characters exist in their separate but shared realms. The composer 
himself worried about how the decrescendo softening at the close would come off, 
fearing audiences would not know when to applaud.

© Elizabeth Bergman

Widmann: Sonatina facile (2016)
Note not available at time of printing.

Schumann: Fantasie in C Major, Op. 17 (1836-38)
 Schumann’s Fantasie, one of his most original and personal compositions, has 
roots in Bonn, the city of Beethoven’s birth. In 1835, the city fathers had announced 
plans to erect a monument to their favorite son. Schumann began sketching a large-
scale piano sonata, intending that its sales might help to defray the cost of the Beetho-
ven monument. The piece gestated for nearly three years, eventually metamorphosing 
into the Fantasie. He incorporated a quotation from Beethoven’s music into the outer 
movements: the incipit of the final song from An die ferne Geliebte (“To the Distant Be-
loved”), Op. 98. Upon its publication in 1839, Schumann dedicated the score to Franz 
Liszt, who had assumed a high profile in fundraising for the monument. 
 All this is background to the central drama of the Fantasie: Schumann’s romance 
with Clara Wieck. Her father Friedrich Wieck was adamantly opposed to the match. 
Forbidden to meet and able only to exchange letters secretly, the lovers communicat-
ed in part through music. The Fantasie is distinctly autobiographical. Starting with its 
tonal center in C, it is a splendid expression of Robert’s love for Clara, capturing both 
the despair of separation and the surging joy of love that will not be quelled. In an 
oft-quoted letter to her, he described its first movement as “the most passionate thing I 
have ever composed—a deep lament for you.” 
 The rhapsodic descending theme that opens the Fantasie is reference to—or 
portrait of—Clara. Eventually it cedes to the quotation from the Beethoven song, a 
coded message to Robert’s own “distant beloved.” Later in the movement, Schumann 
interpolates a section in C minor headed Im Legendenton (in the style of a legend). 
Extended trills in inner voices reflect the influence of Beethoven’s late piano style. The 
broad structure of this monumental first movement is surprisingly close to sonata form, 
an arena in which Beethoven excelled. Schumann struggled with large forms, but this 
is one of his happiest and most successful inspirations. 
 He chose a march for the second movement, casting it in E-flat major, Beetho-
ven’s heroic key. Tonalities were laden with meaning in the 18th and 19th centuries; 
Schumann’s choice could hardly have been accidental. The movement is a free 
sonata-rondo, another example of his successful mastery of a larger form. The Fan-
tasie closes with a profound slow movement that reintroduces the “Clara” descending 
motive, this time in the left hand bass notes. Schumann returns to C major, the Vien-
nese key of sunlight. An episode in A-flat is headed “with blissful rapture.” Despite the 
obstacles Friedrich Wieck hurled in his way, Schumann must have sensed that love 
would prevail.  

© Laurie Shulman 

MITSUKO UCHIDA, PIANO

Legendary pianist Mitsuko 
Uchida is renowned for her inter-
pretations of Mozart, Schubert, 
Schumann and Beethoven; she 
has also illuminated the music of 
Berg, Schoenberg, Webern and 
Boulez for a new generation of 
listeners.

In 2016, Mitsuko Uchida em-
barked on a close partnership with 
the Mahler Chamber Orchestra 
directing Mozart concerti from the 
keyboard in extensive tours of ma-
jor European venues and Japan. 
Other highlights of last season 
include play-directing the Cleve-
land Orchestra in performances at 
Severance Hall and Carnegie Hall, 
a performance of the Schoenberg 
piano concerto with the London 
Philharmonic at the 2015 BBC 
Proms, and two appearances at 
the 2016 Baden-Baden Festival 
with the Berlin Philharmonic and 
Sir Simon Rattle. Uchida also appeared with members of the Chicago Symphony 
Orchestra, and with Jörg Widmann and members of the Mahler Chamber Orches-
tra in a residency at the Alte Oper in Frankfurt.

Uchida records exclusively for Decca. Since 2011 Uchida has been recording 
Mozart’s piano concerti with the Cleveland Orchestra live in concert and directing 
from the piano. The first release won a Grammy Award in 2011, followed by a 
disc featuring piano concerti K. 456 and K. 459 (August 2014). Her recording of 
the Schoenberg Piano Concerto with Pierre Boulez and the Cleveland Orchestra 
won four awards, including The Gramophone Award for Best Concerto. Her latest 
release (2015) bore the fruit of her collaboration with Dorothea Röschmann, fea-
turing lieder by Schumann and Berg.

Mitsuko Uchida has been artist-in-residence at the Cleveland Orchestra and 
at the Berlin Philharmonic, the Vienna Konzerthaus, Salzburg Mozartwoche and 
Lucerne Festival. She is a trustee of the Borletti-Buitoni Trust and artistic director 
of the Marlboro Music Festival. In May 2012 she was awarded the Royal Philhar-
monic Society’s Gold Medal. In June 2009 she was made a Dame Commander of 
the Order of the British Empire.
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Jörg Widmann, clarinet
Mitsuko Uchida, piano
Saturday, April 1, 2017 at 3:00 p.m.

PROGRAM NOTES

Brahms: Clarinet Sonata in F Minor, Op. 120, No. 1 (1894)
 In December 1890, at the age of 57, Johannes Brahms announced to his 
publisher Fritz Simrock that he was retiring from composition. Simrock had pub-
lished the so-called Double Concerto, Op.102, two years before. That proved to be 
Brahms’s final orchestral work. In the intervening 24 months, Brahms had published 
three unaccompanied choral Motets, Op. 110. His String Quintet No. 2 in G was 
premiered in Vienna in November 1890; Simrock would publish it the following year 
as Op.111. With that Quintet, Brahms appeared to bid adieu to his beloved chamber 
music as well.
 The following summer, he renewed his acquaintance with Richard Mühlfeld, prin-
cipal clarinetist of the renowned Meiningen court orchestra. Inspired by Mühlfeld’s 
rich clarinet tone, expressive playing, and superb musicianship, Brahms took pen to 
composition paper and resumed writing. Before his inspiration flagged, he had com-
pleted a Trio for clarinet, cello, and piano, Op.114; a Quintet for clarinet and string 
quartet, Op. 115, and two Sonatas for clarinet and piano, Op.120. These four works 
were Brahms’s swan song in chamber music. Among them were his last movements 
in sonata form; his last intermezzo and scherzo; his final variations set. Collectively, 
they represent one of the most bountiful late harvests in any composer’s output. 
The clarinet sonatas in particular demonstrate superb craftsmanship and a tight, 
disciplined structure. Mostly, they are beautiful and moving music.
 The clarinet pieces also prompted Brahms to resume a more public role in 
music-making. He performed the trio and both sonatas with Mühlfeld, and actually 
delayed the sonatas’ publication so that Mühlfeld could introduce them to various 
cities on tour. The violinist Joseph Joachim participated in some of these perfor-
mances, too. That likely prompted Brahms to transcribe the two clarinet sonatas for 
viola (Joachim had begun to play a lot of viola), a process that necessitated some 
adjustments in octave registers. Clarinetists and violists have hotly debated the 
respective merits of the two versions ever since. Both groups lay claim to the Op. 
120 Sonatas as late romantic masterpieces of their instrument’s literature. According 
to Clara and Robert Schumann’s son Ferdinand, however, Brahms considered the 
clarinet better matched with piano than any string instrument.
 Although the outer movements of the F-minor sonata are more active and driven 
than the Andante and the Allegretto grazioso, the overall mood is a startling contrast 
to Brahms’s other F minor works: the early Piano Sonata, Op. 5 and the magnificent 
Piano Quintet, Op. 34. Those pieces are turbulent and occasionally angry. In this 
case, Brahms’s opening movement is predominantly lyrical despite his directive Alle-
gro appassionato. Ivor Keys calls it ‘smoldering rather than explosive.’ One has a 
sense of austerity and restraint, leaving textures transparent so that we can hear the 
subtle intertwining of musical material between the two players. 
 The same close motivic unity pervades the two inner movements, which provide 
release of tension and contrast. The Andante, in A-flat major, is related to sona-
ta form, but simplified to a song-like ternary structure. Serene and melancholy, it 
seems to ask questions from the opening phrase. The piano, in an uncharacteristi-
cally understated role, enhances the reverie. The ensuing movement, also in A-flat, 
substitutes a gentle Austrian ländler for a scherzo, and exploits the lower register 
of the clarinet in the F minor middle section. Listeners who know the late Brahms 
Intermezzi for piano will recognize the style.
 After these two introspective movements, the concluding sonata-rondo is down-
right extroverted, providing a complete mood shift. Three repeated half-notes in the 
piano set the tone, bell-like. They are a recurrent fanfare that help to unify the move-
ment, which dispels any residual hint of melancholy with a happy F-major romp. 

© Laurie Schulman

Clarinet Sonata in F Minor, Op. 120, No. 1 (1894)
 Allegro apassionato
 Andante un poco adagio
 Allegretto grazioso
 Vivace

4 Pieces for Clarinet and Piano, Op. 5 (1913)
 Mäßig
 Sehr langsam
 Sehr rasch
 Langsam

Fantasie for clarinet solo (1993)

Johannes Brahms
(1833-1897)

Alban Berg
(1885-1935)

Jörg Widmann
(b. 1973)

Impromptu No. 1 in C Minor, D. 899 (1827)

Idyll und Abgrund: Six Schubert Reminiscences
for piano solo (2009)
 Irreal, von fern
 Allegretto, un poco agitato
 Wie eine Spieluhr
 Scherzando
 ♩=50
 Taurig, desolat

Fantasiestücke for Clarinet and Piano, Op. 73 (1849)
 Zart und mit Ausdruck
 Lebhaft, leicht
 Rasch und mit Feuer

Intermission

Franz Schubert
(1797-1828)

Jörg Widmann

Robert Schumann
(1810-1856)

By arrangement with: ARTS MANAGEMENT GROUP, INC., 
130 West 57th Street, Suite 6A, New York, NY 10019

WWW.MITSUKOUCHIDA.COM WWW.JOERGWIDMANN.COM

This performance is generously sponsored by 
Philippine Meister, MD and Daniel Berkenblit, MD
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 Berg: 4 Pieces for Clarinet and Piano, Op. 5 (1913)
 Berg served his musical apprenticeship under Arnold Schoenberg from 1904 
to 1910, and he mooted a large symphonic score, perhaps even something with 
voices, as his first major work after finishing his studies. His sketches had not gotten 
any farther than a few ideas for an opening movement, however, before he turned 
to making succinct settings for voice and orchestra of five aphoristic poems by his 
friend Peter Altenberg, which were directly influenced by Schoenberg’s Piano Piec-
es, Op. 11 (1908) and Op. 19 (1911) and Webern’s Six Pieces for Orchestra, Op. 6 
(1910), seminal creations both in their atonal harmonic language and their miniature 
scale. Schoenberg included two of the Altenberg Lieder (Op. 4) in the concert of 
new music that he presented in Vienna on March 31, 1913, and Berg followed them 
with an instrumental sequel, the Four Pieces for Clarinet and Piano (Op. 5), which 
he completed in June. 
 Though the short durations of the Four Pieces for Clarinet and Piano do not allow 
for the unfolding of any conventional formal patterns, the movements are unified 
by repeated references to a few melodic and harmonic interval cells, a technique 
that Schoenberg was to evolve into his system of serialism a decade later. The 
writing here is virtuosic not in the traditional sense, but in the control and the range 
of techniques—from warmly expressive legato to flutter-tongue growls, echo tones, 
trills, and extreme registers—demanded of the clarinetist. Except for brief dramatic 
outbursts in the first and last movements, the Four Pieces are whisper-soft through-
out, hardly more than echoes of a dream of music.

© Richard Rodda

Widmann: Fantasie for clarinet solo (1993) 
 Fantasie for solo clarinet is my first proper composition for my own instrument, 
the clarinet. With its overwrought virtuosity and blithely ironic nature, the piece re-
flects the experiences with Stravinsky’s 1919 Three Pieces for Clarinet Solo. It also 
recalls tonal innovations inspired by the syntax Carl Maria von Weber introduced 
for clarinet in his music. Fantasie considers these musical innovations and newly 
expands upon them. Embodying the spirit of Commedia dell’arte, the piece presents 
a precious, imaginary scene that combines several dialogues together in the most 
intimate of spaces.”

 © Jörg Widmann

Schubert: Impromptu No. 1 in C Minor, D. 899 (1827)
 Schubert’s Four Impromptus, D. 899 have always been standard repertoire, and 
their popularity is based not least on the fact that they are suited both for the techni-
cal standard of advanced students and constitute a challenge to the virtuoso pianist. 
They were written in 1827, at a time when the just thirty year-old composer was at 
the peak of his creativity and simultaneously found himself in a stage of life that can 
hardly be termed felicitous. On March 29,1827, he was one of the 36 musicians to 
escort Beethoven’s hearse with torches. His venerated idol’s death must have had 
a harrowing effect on his own soul. Premonitions of his own death had constantly 
cast a cloud on the man tormented by imagined and real illness. But just how real 
his death only a year later would be, he probably did not see as a certainty. It is less 
speculative to see composition for Schubert as a possibility of seeking refuge. Here, 
he could escape from the terrors of everyday life into another, so to speak, ‘ideal’ 
world. This would also explain why there is hardly any trace of genuine tragedy 
in other works of that period, such as the two piano trios and the ‘Great’ C-major 

Symphony D. 944, completely regardless of the circumstances in his life. The same 
largely applies to the impromptus. It must be noted that, apart from these impromp-
tus and those of D. 935, only published after Schubert’s death, in design the Drei 
Klavierstücke D. 946 (published in 1868), were probably intended to form a third, 
four-part impromptu series, which did not come about for want of a fourth piece. 
The arrangement within the groups may follow contrasting dramaturgical aspects, 
but there are no direct links between the pieces, let alone musical references. The 
ballad-like first Impromptu (Allegro molto moderato) opens with a massive octave 
sound, anticipating the following minor key (C minor). In its urging tone, it varies two 
closely linked themes, which are modulated manifoldly before the C-major ending 
underlines an emphatic brightening.

© Christian Heindl

Widmann: Idyll und Abgrund: Six Schubert Reminiscences (2009)
 Idyll und Abgrund (Idyll and Abyss) is a take on Schubert’s music through the eyes 
of one of todays most compelling young composers. Its 6 short dreamy miniatures 
are like fragmented sketches that use images and gestures from Schubert’s musical 
language—echoes of distant horn calls, half a forgotten ländler—as if trying to delve 
into the psyche of his sound world and particularly the tension between the elements 
of which it is made: the naive and the tragic, the nostalgic and the foreboding.

© Shai Wosner

Schumann: Fantasiestücke for Clarinet and Piano, Op. 73 (1849) 
 The Fantasiestücke (or Fantasy Pieces, a title denoting short and expres-
sive pieces without specified form) were originally written for clarinet and piano; 
Schumann later made arrangements for cello and for violin. This music was 
composed with incredible speed, being completed in two days: February 11-12, 
1849. This was the period of revolution throughout Germany and all of Europe, 
and Schumann was alternately fired with revolutionary passion and appalled by 
the breakdown in order—in May of 1849, he and his wife fled Dresden to escape 
the unrest. Perhaps some of the fervor of this period makes itself felt in the Fan-
tasiestücke; perhaps not. In any case, one should be careful of taking the free-
form aspect of fantasies too seriously here–as he often did in his chamber works, 
Schumann makes subtle links (in this case, rhythmic links) between the movements.
 The first movement (“Tender and with expression”) features a soaring cello 
melody and comes to a quiet close. In the second (“Lively, happy”), the instruments 
take turns leading. In the outer sections, the piano leads and is joined in mid-phrase 
by the cello; in the center section the cello dominates. The final piece (“Quick and 
with fire”) opens with a violent outburst from the cello, which quickly turns lyric. The 
gentle middle section—haunting, dark, yearning—is Schumann at his finest.

© Eric Bromberger
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MITSUKO UCHIDA, PIANO  

 Legendary pianist Mitsuko Uchida is renowned for 
her interpretations of Mozart, Schubert, Schumann and 
Beethoven; she has also illuminated the music of Berg, 
Schoenberg, Webern and Boulez.
 In 2016, she embarked on a close partnership with 
the Mahler Chamber Orchestra directing Mozart 
concerti from the keyboard in extensive tours of major 
European venues and Japan. Other highlights of last 
season include play-directing the Cleveland Orchestra 
in performances at Severance Hall and Carnegie Hall. 
 Uchida records exclusively for Decca. Since 2011 
she has been recording Mozart’s piano concerti with 
the Cleveland Orchestra live in concert and directing 
from the piano. The first release won a Grammy Award 
in 2011, followed by a disk featuring piano concerti K. 
456 and K. 459 (August 2014). 
 Mitsuko Uchida has been artist-in-residence at the Cleveland Orchestra and at the 
Berlin Philharmonic, the Vienna Konzerthaus, Salzburg Mozartwoche and Lucerne 
Festival. She is a trustee of the Borletti-Buitoni Trust and artistic director of the Marl-
boro Music Festival. 

JÖRG WIDMANN, CLARINET

 Composer/clarinetist Jörg Widmann is one of the 
most versatile artists of his generation. He will continue 
his collaboration with the Bamberg Symphony as their 
composer-in-residence for one more year, and will 
take up the Creative Chair at the Tonhalle Orchestra 
Zürich. He has appeared with such orchestras as the 
Berlin Staatskapelle and Helsinki Philharmonic, and 
has collaborated with such musicians as András Schiff, 
Elisabeth Leonskaja, Tabea Zimmermann, Daniel 
Barenboim and the Hagen Quartet, among many 
others. His works continue to receive multiple awards 
among them the prestigious Chamber Music Society 
of Lincoln Center’s Elise L. Stoeger Prize (2009) and 
the Paul Hindemith Prize (2001), among others. His 
compositions have been premiered by the Vienna and 
Berlin philharmonics, New York Philharmonic, Orchestre de Paris and many others. 
His appointment as Young Composer Fellow at the Cleveland Orchestra included 
an entire evening to his works at the Berlin Philharmonie. Widmann was featured in 
Artist Portraits at Vienna’s Konzerthaus, Frankfurt’s Alte Oper, Cologne’s Philharmo-
nie and New York’s Carnegie Hall, where his music was featured an entire season 
under the motto “Making Music: Jörg Widmann.” 

MITSUKO UCHIDA , ARTISTIC DIRECTOR

“Everything was infused 
with great and radiant joy, 

the pure joy of making 
music.”  NEW YORK MAGAZINE

215.569.4690
marlboromusic.org

 
TICKETS AVAILABLE AFTER MARCH 1

July 15 - August 13 

2017 SE A SON 

Master musicians and exceptional
young artists collaborate in five
exciting weekends of concerts 
in beautiful southern Vermont.

Union College Ad.pdf   1   7/20/16   12:11 PM
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Jeremy Denk, piano

Sunday, April 30, 2017 at 3:00 p.m.

Doulz amis
Triste plaisir
Kyrie from Missa Prolationum
Frac cuer Gentil
Kyrie from Missa Pange lingua
Au Joly Jeu
A Voluntarie from My Ladye Nevells
  Booke of Virginal Music
O dolce mio Tesoro
Zefiro torna e di soavi accenti, SV. 251
Toccata terza, F. 2.03
Sonata in B-flat Major, K. 545
Chromatic Fantasia and Fugue in 
  D Minor, BWV 903

Guillaume de Machaut (c. 1300-77)
Gilles Binchois (1400-60)

Johannes Ockeghem (1410-97)
Guillaume Dufay (1397-1494)
Josquin Desprez (1450-1521)

Clément Janequin (1485-1558)
William Byrd (1540-1623)

Carlo Gesualdo (1566-1613)
Claudio Monteverdi (1567-1643)

Girolamo Frescobaldi (1583-1643)
Domenico Scarlatti (1685-1757)

Johann Sebastian Bach (1685-1750)

Andante from Sonata in G Major, K. 283
Allegro molto e con brio from 
  Sonata in C Minor, Op. 10, No. 1
In der Nacht from Fantasiestücke, Op. 12
Nos. 1 and 2 from Preludes, Op. 28
Isoldens Liebestod from 
  Wagner’s Tristan und Isolde
Intermezzo (No. 1) from Klavierstücke, Op. 119
Mäßige Viertel (No. 1) from 3 Pieces, Op. 11
Reflets dans l’eau from Images
Piano-Rag-Music
Klavierstücke I
Etude No. 2
Autumn in Warsaw from 6 Etudes, Book I
Triste plaisir

Intermission

Wolfgang Amadeus Mozart (1756-91)
Ludwig van Beethoven (1770-1827)

Robert Schumann (1810-56)
Frédéric Chopin (1810-49)

Franz Liszt (1811-86)

Johannes Brahms (1833-97)
Arnold Schoenberg (1874-1951)

Claude Debussy (1862-1918)
Igor Stravinsky (1882-1971)

Karlheinz Stockhausen (1928-2007)
Philip Glass (b. 1937)

György Ligeti (1923-2006)
Gilles Binchois

NONESUCH, THINK DENK MEDIA, SONY, AZICA RECORDS
By arrangement with: OPUS3 ARTISTS

470 Park Avenue South, 9th Floor North, New York, NY 10016

WWW.JEREMYDENK.NET

This performance is generously sponsored by 
Sondra and Robert Howe ‘58

JEREMY DENK, PIANO
 
 Jeremy Denk has established 
himself as one of America’s most 
thought-provoking, multi-faceted, 
and compelling artists. A winner 
of the MacArthur Award in 2013, 
he has appeared as soloist with 
the Los Angeles Philharmonic, the 
Philadelphia Orchestra, and the 
symphony orchestras of Boston, 
Chicago, San Francisco, and 
London. He regularly gives recitals 
in New York, Washington, Boston, 
Philadelphia, and throughout the 
United States. 
 Last season, he began a 
four-season tenure as an artistic 
partner of the St. Paul Chamber 
Orchestra; made debuts with the 
Cleveland Orchestra and the New 
York Philharmonic; and performed 
Bach concertos with Academy of St. 
Martin-in-the-Fields in London and 
on tour throughout the US. Future 
engagements include appearanc-
es with the Finnish Radio Symphony, a return to London’s Wigmore Hall, and his 
recital debut at the Concertgebouw in Amsterdam. In 2014, he was artistic director 
of the Ojai Music Festival which saw the highly-successful premiere of The Classical 
Style—an opera based on Charles Rosen’s celebrated book by composer Steven 
Stucky for which he contributed the libretto.
 Mr. Denk is known for his original and insightful writing on music, praised by Alex 
Ross for its “arresting sensitivity and wit”. His writing has appeared in The New York-
er, The New Republic, and on the front page of the New York Times Book Review, 
and his website ‘think denk,’ recounting his experiences of touring, performing, and 
practicing was selected for inclusion in the Library of Congress Web Archives. A 
recent essay—Every Good Boy Does Fine—is being expanded for a forthcoming 
book published by Random House. 
 After graduating from Oberlin College and Conservatory in piano and chemistry, 
Denk earned a master’s degree in music from Indiana University as a pupil of Györ-
gy Sebök, and a doctorate in piano performance from the Juilliard School, where he 
worked with Herbert Stessin. He lives in New York City.

Medieval to Modern
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Berkenblit Artist Fund
2014-2016

APPASSIONATA CIRCLE ($25,000+)
Anonymous

MOONLIGHT CIRCLE ($15,000)
Sherley and Roger Hannayǂ 
David Harris
Sondra and Robert Howe

PATHÉTIQUE CIRCLE ($10,000) 
Pauline Holmes and Michael Bishop
New York State Council on the Artsǂ

Marguerite J. Schaefer, 
  in memory of Robert Stoneǂ

WALDSTEIN CIRCLE ($5,000)
Sidney and Beatrice Albert Foundation
Birkmayer Travelǂ
Mary and William Kahl
UCALLǂ

HAMMERKLAVIER CIRCLE ($2,500) 
Linda Doyle and Nick Zabawsky 
Werner Feibes
General Electric 
Emilie Gould and Robert Scher
K. Drew Hartzell, Jr. 
Lourdes and Henry Sobell

TEMPEST CIRCLE ($1,000)
Derek Delaney
Elizabeth and Scott Delaney
Judy and Tony Evnin
Ann Githler and George Martin 
Alane and Paul Hohenberg 
David C. Horton
Linda Katz
Esther and Morris Massry
Jill Taylor and Paul Masters
Sigrid and Raymond Naar
Joy Pinnell and William Schilling 
Marilyn and Josef Schmee
Roberta and Don Steiner
Stewarts Shopsǂ

Margery and Michael Whiteman

LES ADIEUX CIRCLE ($500)
Gregory Anderson and William Tuthill 
Rhonda and Donald Ballou 
Phoebe and Matthew Bender, IV 
Anna Berkenblit
Charlotte and Charles Buchananǂ

Carolyn Callner
Ellen-Deane Cummins
Marjorie Elitzer
Edward Gifford
Felice and David Gordis
Jeanette and Stephen Gottlieb
Joan and George Gould
Wu Han and David Finckel
Jean and Walter Hayes
Robert Krackeler
Alan Miller
Joyce and Charles Muckenfuss
Jennifer and Paul Nelson
Isabel and Ricardo Nirenberg
Meme and William Pittman
Pauline and Alvin Schwartz
Adele and Daniel Seaver
Bruce Senn
Jonathan Skinner
Delanne Stageman
Judith Stein
Cynthia and Clifford Tepper
Nancy Walden
Rose-Marie Weber and Peter Ten Eyck
Anonymous

GRAND CIRCLE ($100)
Jo and Phil Adams 
Elizabeth Angle and Frank King
Gloria and Alan Arnold
Maria Arroyo 
Lynn Ashley and Lawrence Snyder
Josephine and Chip Ashworth
Sharon Awramik
Barbara and Joseph Baggott 
Carol and Ronald Bailey
Sheelagh and Frederick Baily
Betty and Lyle Barlyn

The series launched a five-year campaign in 2014 to ensure that we will be able to 
continue to bring the world’s leading artists to Memorial Chapel. We are more than 
halfway to our goal of $250,000 and hope you will join us in this important effort.
The series thanks the following friends for their support to this special Fund from 
April 1, 2014 through September 1, 2016.

Frank Barrie
Judith and Eric Block
Boeing Company
Glenn Breuer
Naomi Bristol
Kenneth Browall 
Esther and Jerram Brown
Mary Lou Bryan
Patty and Tim Burch
Elizabeth Burns 
Miriam Butzel and Richard Junge*
Susan and David Cathers
Sharon and Richard Chu
Beverly and Russell Clark 
Marcia and Findlay Cockrell
Elsa DeBeer 
Charlotte and Ralph* DeBlois
Rudolph Dehn
Faith and Robert Donovan 
Valerie Donovan 
Malika and Michael Drexel
Elizabeth Dunn
Jonathan Feinberg
Nancy Fitzroy
Mickey Fleishman
Martha and James Fleming 
Angelo Frascarelli 
Lynne Gelber and 
  David Wasser, M.D. 
Peter Gerdine
Elana and Ephraim Glinert
Victoria Gold 
Sonja Goodwin
Alice Gorowitz 
Marty Gottron and John Felton
Dorothy Gray
Rohdel Green
Lois and Richard Groskopf
Robert Grossman
Scott Halle 
Joan Ham
Lynne and David Harding
Susan Haswell
Susan and David Hayes
Marjorie and Harold Herzog
Analine Hicks and L. Ann Bish
William Hutchinson
Linda Jaffarian
Linnea and Mindaugus Jatulis
Sally and Ted Jennings
Mary Jewett
Mary Ellen Johnson
Karen Kaczmar
Laurel Kaftal
Amy Kahn
Edith Kliman 
Philip Kosky

Beatrice Kovasznay
Clementine and Robert Kozlowski*
James Kulikowski
Marvin Kushnet
Tina and Murray Levith
Janet and Carl Linkinhoker
Jane and Don Lipkin
Ann and Thomas Locke
Joann Locke
Katharine Lowe
Michael Marko
Catharine and Robert McHugh
Terri and Mark McLeod
Lois and Richard Mendelson
Anita and Arthur Merims
Michael Morgan
Vaughn and Hugh Nevin
Maryalice O’Brien-Smith and 
  Owen Smith
Jenny Overeynder
Margaret and A. John Popp
Ann* and Alan Posner
Richard Propp
Alma Pusateri
Helen Rack
Margaret and Paul Randall
Sandra Ray 
Blair and Michael Raymond 
Donald Regula
Paul Rehm
Carol and Richard Reiter
Adele Rodbell
Sherri and Stephen Ruggles
Dian Ryan
Ruth and Thomas Schottman
Helga Schroeter
Iliana Semmler* and George Hastings
Malcolm Sherman
Susanna Sherwood
Les Soper
Karen and John Spinelli
Morag and Donald Stauffer 
Gail and Sanford Sternstein
Pearl and Carl Strock
Abigail Sugarman
Christopher Trombley
Evan Tublitz
Margaret Tucker
Ann and Emile Walraven
Amy K. White
Jean and John Wilkinson
Susan and Theodore Wright
Anonymous
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PASTORALE CIRCLE  ($99-)
Bijan Ahmadi
Jose Alarcon
Katherine Armstrong and 
  Chester Harvey
Eleanor Aronstein
Yadja Bacher
Andrew Bania
Anne and Hank Bankhead 
Evalyn and Joseph Basloe
Nancy Beekman
Barbara Bieganski
Ellen Blake
Bailey and Bernard Bloom
Joann and Vincent Bonafede
Jane and Moses Brand
Helen Bryce 
Joanna Bull
Rita and Ray Calkins
Milda Carroll
Terri and John Cerveny
Ann Connolly
Rose Cooper
Robert Coppola
Mary and Edward Cummings
Irvin Dana 
Joanne Davis
Elizabeth Day
Carlos de la Rocha, M.D.
Carol Donnelly
Stephen Dudka
Mary and Arthur Duncan
Mary Evans
Gail Flanery 
Barbara Fleischer
Ellin and William Friedman
Garden Explorer Garden Club
Kathryn and David Gibson
Joan Given
Myles Gordon
Joseph Green
Cynthia Grob
Julia and Joel Helfman 
David Hennessy
Thomas Hickmott
Karen and D. Graham Holmes
Evelyn Incitti
Hugh Jenkins
Nancy and Timothy Johnson 
Selma and Robert Josell
Janet Krahn
Susan and Robert Leach
Margaret Levine
Irit and Gerry Magnes
Arline Mallimson 
Ruth and Benjamin Mendel
Arlene and Harvey Mendelson

Max Mendelson
Mary Militano
Linda Miner 
Bebe Moorehead
Karen Norton
Zlata Phillips
Jean and Robert Poppei
J. Scott Price
Elaine and Bernard Rotman
Corine and Sheppard Salon
Charlotte Saunders
Cornelia Schmitter
Julie and William Shapiro 
Diana and Merlin Shelstad
Gabriela Sherer 
Arleen and Edmund Sherman 
Fumiko Shido
Nancy and Glen Slack
Doris Smith
Glenna Spitze and Paul Nance
Helen Steiner
Natalie Tinkelman
Thomas Tracz
Jacob van Heerden 
Peg Wallingford
Antonia Walsh
Linda and James Weinman
Dawn Weinraub 
Natalie Weinstein 
Ryan Wineinger
Maureen Versaci
Karen Zack
Paul Zegger
Linda Zenner
Anonymous

* Deceased
ǂ Annual Fund 

The Berkenblit Artist Fund is a tribute to our illustrious Director Emeritus Daniel 
Berkenblit, whose incalculable contributions for over 40 years has brought this se-
ries to the forefront of the cultural life of the Capital Region. We have made great 
progress in reaching our goal of $250,000 in the second year of the campaign, but 
we still have much work to do. We hope that you will consider lending your support 
in sustaining these incredible performances for years to come. 

How you can help: 

One-time Gift
Honor Dan and his life’s work with an enduring gift to the fund.

A Gift Pledged Over Four Years
Support the fund with convenient annual installments. 

Concert Underwriting
Support a concert of your choice and receive a dedication on the program 
page and a meeting with the artist backstage. 

Estate Planning
Join our Emerson Society by including the series in your will or by providing a 
gift that increases your current spendable income.

To learn more about the Berkenblit Artist Fund, please contact Derek Delaney at 
delaneyd@union.edu or call 518-388-6574.

Sustain the Music

It’s a wonderful series, and we performers notice 
that. You can tell the audience is used to hearing 
great music, and musicians you admire are 
going to play there all the time.

 — pianist Jonathan Biss

Wine Tasting Saturdays 12-5

Travel the World through our wines
CHATHAM WINE AND LIQUOR

53 Main Street, Chatham, NY
518.392.2841 | chathamwine@fairpoint.net 
www.chathamwineandliquor.com 

Hours: Mon-Sat 10 to 9
and Sun 12 to 4  

53 Main Street, Chatham, NY
518.392.2841 | chathamwine@fairpoint.net 

www.chathamwineandliquor.com

Wine Tasting Saturdays 12-5
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Drs. Philippine and Daniel Berkenblit for their dedication 
to the cultural life of the region.

��
Pres. Stephen C. Ainlay and the Board of Trustees 

of Union College for their enthusiastic support.
��

Sherley and Roger Hannay for their sponsorship 
of our Christian Zacharias concert.

��
Sondra and Robert Howe ‘58 for their sponsorship 

of our Jeremy Denk concert.
��

Valerie D’Amario and the UCALL Steering committee 
for their sponsorship of our Belcea Quartet concert.

��
Birkmayer Travel and friends of the Scenic® river cruise for 

their sponsorship of our Alexander Melnikov concert.
��

Robert Altman, Rob Brown, Jan Conti, and Chris Wienk of WMHT
for their sponsorship of our Mitsuko Uchida concert.

��
Karl Coté and the Northeast Health Foundation for their

concert partnership at Glen Eddy and Beverwyck. 
��

Mary D’Amelia, Jill Turner, and Diane Meyers for their 
tireless work on behalf of the Series.

��
Fred Barker, LanYing Fan, Michael Marko, and

Bob Scher for their many hours of volunteer assistance.
��

Albany Pro Musica, Empire State Youth Orchestra, Troy Chromatic 
Concerts, and our other valued community partners.

Special Thanks

The Capital Region’s 
Most Award-Winning 
New York Style Deli 

Now in Two 
Great Locations! 

393-0617 

1600 Union Street ▪ Schenectady 
Full service deli, dining & catering 

 

Galleria 7 Market ▪ Latham 
Sandwiches, salads, soups & more 

 313-7363 

DELI & CATERING 

www.gershonsdeli.com 

 

cella bistro 



award winning tapas & casual fine dining 
corporate events, showers, rehearsals, 

weddings, beer & wine dinners 
 

2015 rosa rd.  381-2081 
tues. - sat. from 5 

event dates monday - sunday 
   cella bistro. . .  
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44 Third Street, Troy, NY 12180

First United Methodist Church
603 State Street • Schenectady

CONCERT SERIES
Thomas Murray - Concert Organist
Sunday October 2, 2016 at 3:00 pm

Eugenia Zukerman - Flutist
Anthony Newman - Organist

Sunday March 19, 2017 at 3:00 pm

Westminster Choir College Concert Bell Choir
Directed by Kathleen Ebling Shaw
Sunday May 14, 2017 at 3:00 pm

The concerts are free of charge and all are welcome.

Lake George’s Premier  
Musical Arts Festival.   

 LakeGeorgeMusicFestival.com   518.791.5089 

Union College Concert Series
H 4.25” x W 5.25”

 2
01

6–
20

17
  a

rt
is

t 
re

si
de

n
ci

es

Celebrating 47 years of extraordinary chamber music

www.yellowbarn.org  |  (802) 387-6637  |  Putney, Vermont

seth knopp,  
artistic director



84 85

Index of Advertisers

BUSINESS  PAGE  
    
A Violin Shop  32
Albany Pro Musica  81
Berkshire Bach Society   32
Birkmayer Travel  Inside Front Cover
Chatham Wine and Liquor  76
Chez Nous   2
Cella Bistro  79
Coburg Village  43
DoubleTree by Hilton Schenectady  54
Eddy Senior Living—St. Peter’s Health Partners Inside Back Cover
ESYO—Empire State Youth Orchestra  82
First United Methodist Church  80
Francis Morris Violins  2
Gershon’s Deli  79
JCC of Schenectady  60
Kingsway Community  79
Lake George Chamber Music Festival  80
Marlboro Music Festival  70
Massry Center for the Performing Arts  82
MiSci—Museum of Innovation & Science  79
Musicians of Ma’alwyck  22
National Museum of Dance  70
Octavo Singers  22
Price Chopper/Market 32  43
Saratoga Chamber Players  80
Segel Violins  80
Troy Chromatic Concerts  8
Troy Savings Bank Music Hall   60
Union College Music Department  60
UCALL—Union College Academy for Lifelong Learning  42
Ulster Chamber Music Series  32
Williamstown Theater Festival  21
WMHT   Back Cover
Yellow Barn  81

The Union College Concert Series is grateful for its advertisers, and we encour-
age our audience to frequent these businesses as they provide vital support to 
the series. If you would like to place an advertisement in our 17-18 program book, 
please send an email to mail@unioncollegeconcerts.org.
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UNION COLLEGE CONCERT SERIES
45th International Festival of Chamber Music

2016-2017 Season

Derek Delaney, Artistic Director
Daniel Berkenblit, Director Emeritus

��

Board of Advisors

Derek Delaney, Co-Chair
Wendy Sternberg, Co-Chair

Daniel Berkenblit
Michael Bishop
Mary D’Amelia

Judy Manchester
Dianne McMullen

Amy K. White
Margery Whiteman

��

Staff

Daniel Czernecki, Recording Engineer
Aleksandr Markovich, Piano Technician

Fred Barker, Usher
LanYing Fan, Usher

Michael Marko, Usher
Bob Scher, Usher

Carolyn Doty, Intern
Lizzie Freitag, Intern

Central Scheduling Office 
Schenectady, NY 12308
Box Office: 518-388-6080
www.unioncollegeconcerts.org

(518) 280-8385 | EddySeniorLiving.com

Each of our communities proudly supports a continuing passion 
for the arts in retirement. Our residents enjoy a myriad of professional  
performances and lectures right in the comfort of their home communities.  
For our area’s top performers and performances, residents take  
advantage of complimentary transportation throughout the year.

Eddy Senior Living is the Capital Region’s oldest and largest 
provider of senior living.

Call to schedule a tour and see firsthand why Eddy Senior Living  
residents live life well!

INDEPENDENT LIVING • ENRICHED HOUSING 
ASSISTED LIVING • MEMORY CARE

Live Life Well
A T  T H E  E D D Y 
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wmht.org

WMHT-TV Channel 17.1 | Create TV 17.2 | WORLD 17.3

Classical WMHT-FM 89.1 | 88.7

Enriching our communities with programs and

services that advance education, culture and civic 

engagement, empower individuals, celebrate

our diversity and reveal what we have in common.


