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(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.
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 Page 6 Takács String Quartet
  Sunday, October 8, 3:00 p.m.

 Page 10 Quatuor Mosaïques
  Sunday, October 15, 3:00 p.m.

 Page 14  Benjamin Grosvenor, piano
  Sunday, November 5, 3:00 p.m.

 Page 20 Paul Lewis piano
  Sunday, November 12, 3:00 p.m.

 Page 24 Modigliani String Quartet
  Sunday, November 19, 3:00 p.m.

 Page 28 Llŷr Williams, piano
  Sunday, December 3, 3:00 p.m.

 Page 32 Curtis@Union
  Janice Carissa, piano 
  Sunday, December 10, 3:00 p.m.  

 Page 34 Boston Camerata
  Sunday, December 17, 3:00 p.m.

 Page 36  Jennifer Koh, violin l Shai Wosner, piano
  Sunday, January 14, 3:00 p.m.

 Page 40 Ian Bostridge, tenor l Julius Drake, piano
  Saturday, February 10, 3:00 p.m.

 Page 44 Apollon Musagète String Quartet
  Sunday, February 18, 3:00 p.m.

 Page 48 Kim-Watkins-Chien Piano Trio
  Sunday, February 25, 3:00 p.m.

 Page 52 Pierre-Laurent Aimard, piano
  Sunday, March 4, 3:00 p.m.

 Page 58 Curtis@Union 
  Emma Resmini, flute l Michelle Cann, piano
  Sunday, March 18, 3:00 p.m.
 
 Page 60 Stefan Jackiw, violin l Jeremy Denk, piano
  Sunday, March 25, 3:00 p.m. 

 Page 64 Rafał Blechacz, piano
  Saturday, April 8, 3:00 p.m.

 Page 70 Brentano String Quartet
  Sunday, April 22, 3:00 p.m.

UNION COLLEGE CONCERT SERIES
46th International Festival of Chamber Music

2017-2018 Season 
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An Annual Tradition
Saturday Dec. 9, 2017    7:30 PM
Union College Memorial Chapel
Schenectady

Beethoven Mass in C
Hummel Mass in B flat

Sunday Nov. 19, 2017   3:00 PM
Immaculate Conception Church

Glenville

featuring the Capital District Youth Chorale
plus Fauré Requiem and Poulenc Gloria

Saturday April 21, 2018    7:30 PM
Proctors Theatre, Schenectady

Visit our website for information and tickets
www.octavosingers.com

P.O. Box 722, Schenectady, NY 12301
518.253.7088

HANDEL’S MESSIAH

 Come Visit Us.  Everyone is Welcome!
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Welcome to Union
Dear Friends, 

 Welcome to our 2017-2018 Season! We 
invite you to join us in Union College’s historic 
Memorial Chapel as we welcome some of the 
world’s leading classical musicians in repertoire 
from J.S. Bach to Matthew Aucoin and many 
of your favorite classics in between. The series 
has something for everyone—piano, string, and 
vocal recitalists; string quartets and a mixed 
chamber group; an early music group; and 
incredible young artists. We’ve also scheduled 
our concerts on weekend afternoons to better 
accommodate your travel plans. 
 At Union, audiences from throughout the 
Capital Region and beyond can enjoy renowned  
artists such as Paul Lewis, Ian Bostridge, and the Brentano and Takács string 
quartets for only $30 this season. Why are prices so affordable? We believe that 
experiencing exciting repertoire performed by world-class musicians should be 
accessible to everyone.  
 We continue to build a thriving community of music lovers—a community 
which believes that the arts are an essential part of life in a world where such 
notions may be threatened. Help us strengthen this community through your 
support of the Berkenblit Artist Fund—a special reserve fund to help ensure our 
future. We really couldn’t bring these remarkable concerts to Union without you.  
 Thank you for your enthusiasm for, and support of, the concerts. We look 
forward to sharing many memorable afternoons with you.

Derek Delaney
Artistic Director

EMPIRE
STATE
YOUTH
ORCHESTRA

Daniel Berkenblit and Derek Delaney
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Takács String Quartet

Sunday, October 8, 2017 at 3:00 p.m.

PROGRAM NOTES

Haydn: Quartet in D Major, Op. 76, No. 5 (1796-97)
 Haydn composed the six string quartets of his Opus 76, shortly after returning 
from the second of his wildly successful visits to London. At age 65, he was near-
ing an important turning point in his life: soon he would turn away from instrumen-
tal music entirely and devote the rest of his life to vocal music. Behind him now 
were all 104 of his symphonies, and he was close to the end of the cycle of his 
string quartets—the present quartet is the 79th of his 83 quartets. Even as he wrote 
these last quartets he was beginning work on his oratorio The Creation. 
 The Opus 76 quartets include some of Haydn’s most famous, among them 
those nicknamed Emperor, Sunrise, and Fifths. While the fifth of the cycle lacks a 
nickname, it shows some unusual technical features. As might be expected, it also 
shows the consummate mastery of a composer who had spent a lifetime trans-
forming the string quartet into one of the greatest of all musical forms. Particularly 
striking is the structure of the first movement. Haydn had for many years experi-
mented with building sonata-form movements on just one theme, but here he goes 
even further, dividing the movement into two parts—each at a different tempo—yet 
using the same theme. The quartet opens with a lengthy Allegretto, based on the 
violin’s graceful opening melody. Hardly has this had a chance to unfold when the 
music slips suddenly into D minor, and the cello now has the theme beneath the 
first violin’s complicated embellishments. The music grows turbulent, then just as 
unexpectedly moves back into the D-major sunshine of the beginning. Only at this 
point does Haydn launch the Allegro, itself based on the opening melody, but this 
section (the first movement proper) is extremely short, almost abrupt. 
 The unusual length of the slow movement gives it central importance. It also 
has a distinctive marking—Haydn stresses that he wants it to sound “singing and 
sad”—but even more remarkable is the key signature, for Haydn sets the move-
ment in the unusual key of F-sharp major. This is another monothematic move-
ment, based on the violin’s dotted opening melody. The minuet is more conven-
tional, though the expansive D-major minuet gives way to the tense mutterings of 
a trio in D minor. Some have heard the rustic music of village bands in the finale, 
marked Presto, but Haydn transforms this material into a sonata-form movement 
of unusual polish. Particularly impressive here are the range of the writing (the first 
violin part is extremely high for a string quartet) and Haydn’s deft use of silences 
to contrast with the cheerful thrust of this lively music.

© Eric Bromberger

Shostakovich: Quartet No. 11 in F Minor, Op. 122 (1966)
 From the late 1950s, Shostakovich was plagued constantly by illness and phys-
ical disability. Weakness and loss of mobility in his legs and right hand (eventually 
diagnosed as a rare form of poliomyelitis) gradually forced him to give up perform-
ing. During long hospital stays and recuperation periods he had ample opportunity 
to contemplate his own frailties. The deaths of people close to him also fueled his 
reflections; his late works mirror his increasing preoccupation with mortality. The 
Eleventh Quartet was completed in January 1966 and dedicated to the memory of 
Vasily Shirinksy, the second violinist of the Beethoven Quartet. 
 The Quartet is one of Shostakovich’s more intimate, elusive quartets; sparse 
and economical, it speaks in poetry rather than prose. The number of movements 
notwithstanding, it is also one of the composer’s briefest quartets. Played continu-

Quartet in D Major, Op. 76, No. 5 (1796-97)
 Allegretto—Allegro
 Largo (cantabile e mesto)
 Menuetto: Allegro
 Finale: Presto

Quartet No. 11 in F Minor, Op. 122 (1966)
 Introduction: Andantino—
 Scherzo: Allegretto—
 Recitative: Adagio—
 Etude: Allegro—
 Humoresque: Allegro—
 Elegy: Adagio—
 Finale: Moderato—Meno mosso—Moderato

Franz Joseph Haydn
(1732-1809)

Dmitri Shostakovich
(1906-1975)

Quartet in B-flat Major, Op. 67 (1875)
 Vivace
 Andante
 Agitato (Allegretto non troppo)
 Poco allegretto con variazioni

Johannes Brahms
(1833-1897)

Intermission

HYPERION
By arrangement with: SELDY CRAMER ARTISTS

601 van Ness Avenue, #15, San Francisco, CA 94102

www.TAkACSquARTET.COM

Edward Dusinberre, violin
Károly Schranz, violin

Geraldine Walther, viola
András Fejér, cello
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ously, several of the seven movements slip by swiftly. Their titles suggest a suite of 
discrete, “mood” pieces, but the close interrelationship of motivic ideas throughout 
and the significance of cyclic unity—the Epilogue, for instance, acts as a coda weav-
ing together strands from previous movements—recommend consideration of the 
quartet as a single, tightly integrated structure. 
 The arching melody of the solo violin that opens the Introduction leads to a 
melodic “turn” in the cello part, narrow in range and rhythmically distinguished by its 
initial repeated notes. This melodic motive permeates the rest of the quartet. With 
its rhythms evened out, the “turn” forms the basis for the fugue theme—naïve as 
a child’s jingle—in the Scherzo. The Recitative erupts with sustained dissonances 
in the lower strings and dry double stops in the violin; they are pacified by a warm, 
chorale statement of the “turn” motive. In similar chorale form, against the agile per-
petuum mobile of the violin (and later cello) it also underpins the Etude, as well as 
the subsequent Humoresque. With characteristic dotted rhythms, it is converted into 
a funeral march in the Elegy. The Epilogue, its reminiscences drawn chiefly from the 
first two movements, fades away peacefully.

© Melvin Berger

Brahms: Quartet in B-flat Major, Op. 67 (1875)
 Brahms’ final string quartet is his most original—and perhaps most success-
ful—essay in that form. He completed this quartet and several other works during 
the summer of 1875, which he spent happily at Ziegelhausen, near Heidelberg. 
Throughout that relaxed summer, though, Brahms continued to work on his First 
Symphony, a project that had occupied him for over twenty years. 
 Brahms gives the opening movement the unusual marking vivace, more typical 
of a scherzo than a sonata-form first movement. It is built on two contrasted theme-
groups, but in fact the real contrast in this movement is between two quite different 
meters. The opening—inevitably compared to hunting horn calls—is in 6/8, while the 
second theme is in 2/4: its slightly square rhythms have reminded some commen-
tators of a polka. Brahms builds the movement around subtle contrasts between 
these different meters, jumping back and forth between them and at several points 
experimenting with some modest polyrhythmic overlapping. 
 The second movement opens with a long violin melody reminiscent of the music 
of Robert Schumann. Brahms marks the violin part cantabile, but it must cut through 
a thick accompaniment, which is often double-stopped. The middle section, full of 
fierce declarations and rhythmic swirls, gradually gives way to the opening material 
and quiet close. The third movement is marked Agitato, but that is more an indica-
tion of mood than tempo, and Brahms puts the real tempo direction—Allegretto non 
troppo—in parentheses. Particularly remarkable here is the sound: Brahms mutes 
all instruments except the viola, which dominates this movement. Its husky, surging 
opening idea contrasts with the rustling sound of the muted accompanying voices. 
 The finale is the most remarkable of the four movements—a set of variations, 
based on a folk-like tune announced immediately. There follow six variations, all 
fairly closely derived from the opening tune, and then some remarkable things begin 
to happen. Into the seventh variation suddenly pops the hunting-horn tune from the 
quartet’s very beginning, the eighth variation is based on a transition passage from 
the first movement, and in the closing moments Brahms puts on a real show of 
compositional mastery: he combines the hunting-horn tune from the very beginning 
with the variation melody of the finale and presents them simultaneously.
 © Eric Bromberger

TAKáCS STRING QUARTET

 The Takács Quartet, 
now entering its forty-sec-
ond season, is renowned 
for the vitality of its inter-
pretations. The Takács 
became the first string 
quartet to win the Wig-
more Hall Medal in May, 
2014. Appointed in 2012 
as the first-ever associate 
artists at Wigmore, the 
Takács present six con-
certs every season there. 
During the 2016-2017 
season, the ensemble 
performed complete 
6-concert Beethoven quartet cycles in London’s Wigmore Hall, at Princeton, the 
University of Michigan, and at UC Berkeley. The members of the Takács Quartet 
are Christoffersen faculty fellows at the University of Colorado Boulder, and the 
group is a visiting quartet at the Guildhall School of Music and Drama, London. 
The Quartet’s commitment to teaching is enhanced by summer residencies at the 
Aspen Festival and at the Music Academy of the West, Santa Barbara. 
 In 2012, Gramophone announced that the Takács was the only string quartet 
to be inducted into its first Hall of Fame. The ensemble also won the 2011 Award 
for Chamber Music and Song presented by the Royal Philharmonic Society in 
London. The Quartet’s recordings include the complete Beethoven Cycle on 
the Decca label. In 2005 the Late Beethoven Quartets won Disc of the Year and 
Chamber Award from BBC Music Magazine, a Gramophone Award, Album of the 
Year at the Brit Awards and a Japanese Record Academy Award. Their recordings 
of the early and middle Beethoven quartets collected a Grammy, another Gramo-
phone Award, a Chamber Music America Award and two further awards from the 
Japanese Recording Academy. 
 The Takács Quartet was formed in 1975 at the Franz Liszt Academy in Bu-
dapest while all four were students. It first received international attention in 
1977, winning First Prize and the Critics’ Prize at the International String Quartet 
Competition in Evian, France. The Quartet made its North American debut tour in 
1982. Violinist Edward Dusinberre joined the Quartet in 1993 and violist Geraldine 
Walther in 2005. In March of 2011 each member of the Quartet was awarded the 
Order of Merit Commander’s Cross by the President of the Republic of Hungary.
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Quatuor Mosaïques

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

PROGRAM NOTES

Haydn: Quartet in D Major, Op. 33, No. 6 (1781)
 The six quartets of Haydn’s Op. 33 are, Charles Rosen notes, “revolutionary 
quartets.” The works are remarkably concise: thematic material is frequently pared 
to a minimum, accompaniment and melody are often identical, interchangeable, or 
easily transformed from one to the other, and transitional figures and phrases are 
eliminated almost completely. Rosen refers to the new style as an integrated tex-
ture in which linear vitality is present in every instrumental part, where the former 
distinctions between melody and obvious accompaniment disappear. Haydn wrote 
that these quartets were written in “an entirely new and special style.” 
 The appearance of Op. 33 in 1781 was the first major event of what was to 
become a crucial decade for the Viennese string quartet as Mozart and other 
composers joined Haydn in cultivating the genre. Haydn’s Op. 33 had an import-
ant impact on Mozart, who, between 1782 and 1785 composed six magnificent 
quartets and dedicated them to Haydn. The first movement of the sixth quartet of 
Op. 33 illustrates Haydn’s “entirely new and special style” in its thematic transfor-
mations; its melodic subjects are often introduced and freely imitated by the other 
instruments. The Andante, in three-part ABA form, is in a minor key; the second 
violin and viola introduce its solemn melody against a long, sustained note in the 
first violin. The Scherzo exhibits a hardy, peasantlike vigor with its offbeat accents; 
the cello’s graceful melody signals the contrasting middle section; the jolly scherzo 
returns to round out the movement. 
 The Finale, although its material is weighty and provides balance to the pre-
ceding movements, ends the quartet on a cheerful note. It opens with sharply con-
trasted themes: the first is a lilting tune in the major key; the second, in the minor, 
spins out an intricately contrapuntal web in all four instruments. Three variations 
on these two themes follow before the movement comes to its happy conclusion.

© John Noell Moore

Mendelssohn: Quartet in A Minor, Op. 13 (1827)
 Already the composer of two masterpieces—the Octet and the Overture to ‘A 
Midsummer Night’s Dream’—Mendelssohn was only 18 when Beethoven died on 
March 26, 1827. Mendelssohn never met Beethoven—he had grown up in north-
ern German cities, far from Vienna where Beethoven lived the final 35 years of 
his life. But the young composer regarded Beethoven as a god. In the fall of 1827, 
only months after Beethoven’s death, Mendelssohn wrote his Quartet in A Minor. 
This quartet seems obsessed by the Beethoven quartets, both in theme-shape 
and musical gesture, and countless listeners have wondered about the signifi-
cance of these many references.
 The Quartet in A Minor opens with a slow introduction. This Adagio, which 
evokes memories of Beethoven’s Quartet in A Minor, Op. 132, also quotes one 
of Mendelssohn’s own early love-songs, “Ist es wahr?” and that song’s principal 
three-note phrase figures importantly in the first movement. The music leaps 
ahead at the Allegro vivace, and Mendelssohn’s instructions to the players indi-
cate the spirit of this music: agitato and con fuoco. The second movement also 
begins with a slow introduction, an Adagio that has reminded some of the Cava-
tina movement of Beethoven’s Quartet in B-flat Major, Op. 130; the main body of 
the movement is fugal, based on a subject that appears to be derived from the 
Quartet in F minor, Op. 95. 
 The charming Intermezzo is the one “non-Beethoven” movement in the quartet. 

Quartet in D Major, Op. 33, No. 6 (1781)
 Vivace assai
 Andante
 Scherzo: Allegro
 Finale: Allegretto

Quartet in A Minor, Op. 13 (1827)
 Adagio—Allegro vivace
 Adagio non lento
 Intermezzo: Allegretto con moto
 Presto—Adagio non lento

Franz Joseph Haydn
(1732-1809)

Felix Mendelssohn
(1809-1847)

Quartet in A Minor, Op. 132 (1825)
 Assai sostenuto—Allegro
 Allegro ma non tanto
 Molto adagio
 Alla marcia, assai vivace—
 Allegro appassionato—Presto

Ludwig van Beethoven
(1770-1827)

ASTRÉE NAIvE
By arrangement with: kIRSHBAuM ASSOCIATES
711 west End Avenue, #5kN, New York, NY 10025

Intermission

Erich Höbarth, violin
Andrea Bischof, violin
Anita Mitterer, viola

Christophe Coin, cello

This performance is generously sponsored by 
Philippine Meister, MD and Daniel Berkenblit, MD
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In ABA form, it opens with a lovely violin melody over pizzicato accompaniment 
from the other voices; the center section is one of Mendelssohn’s fleet scherzos, 
and he combines the movement’s principal themes as he brings it to a graceful 
close. The finale opens with a stormy recitative for first violin that was clearly 
inspired by the recitative that prefaces the finale of Beethoven’s Op. 127 Quartet. 
Not only does Mendelssohn evoke the memory of several Beethoven quartets in 
this finale, but at the very end he brings back quotations from this quartet’s earlier 
movements: the fugue subject from the second movement is heard briefly, and the 
quartet ends with the heartfelt music that opened the first movement.

© Eric Bromberger
 

Beethoven: Quartet in A Minor, Op. 132 (1825)
 Beethoven had begun sketching the piece by the end of 1824, but before he 
could progress very far with it, he was stricken with a serious intestinal inflamma-
tion, a frequent bane of his later years. A physician recommended a recuperation 
in the country to allow for the plentiful imbibing of “fresh air” and “natural milk.” 
Beethoven had recovered sufficiently by May 7th to repair to the distant Viennese 
suburb of Baden, and remained there until mid-October. It was at Baden that the 
A-minor Quartet was largely written. 
 Beethoven’s illness and recovery touch directly on the music of the Quartet, 
which takes as its centerpiece a magnificent Adagio titled “A Sacred Song of 
Thanks from One Made Well, to the Divine; in the Lydian Mode.” Though not 
specifically programmatic, the Quartet—whose overall structure follows the 
minor-to-major, dark-to-light progression—evidences what Joseph de Marliave 
called “the habitual state of mind of the composer: the fight against destiny, the 
triumph of joy over pain.” The Adagio, then, is not only the central element in 
the five-movement structure of the Quartet, but is also its expressive heart. The 
movement’s form alternates varied versions of a hymnal theme of otherworldly 
stillness based on the ancient church modes with a more rhythmically dynamic 
strain marked “feeling new strength,” a technique also used in the Fifth and Ninth 
symphonies. 
 The opening movement, craggy and sometimes even belligerently willful in its 
progress, is based on several terse ideas presented in the exposition: a slow-mov-
ing motive in melodic half-steps; a melancholy violin line with dotted rhythms; a 
playful little imitative episode that serves as the formal second theme; and a more 
lyrical strain presented by the violins above a galloping triplet accompaniment. 
There is a brief development section, mostly based on the half-step motive and 
the melancholy melody, before the apparent recapitulation of the themes begins. 
Though the themes are presented in proper order and balance, they are not 
adjusted as to key, and another full recapitulation, suitably transposed, is required 
before the movement can end. The long A-major scherzo is paired with a central 
trio whose flowing themes are often rhythmically displaced. 
 Beethoven followed the transcendent Heiliger Dankgesang with one of his most 
glaring formal incongruities “a little march” of four-square structure whose emo-
tional blandness provides an almost shocking descent from the exalted realms of 
the Adagio. This movement lasts only a short time and it is linked to the finale by 
an instrumental recitative. The last movement, in fact, is based on a theme that he 
had originally intended for that Symphony, but which here becomes the subject for 
a vast sonata-rondo that gains the hard-won, victorious luminosity of A major in its 
closing pages.

© Dr. Richard E. Rodda

QUATUOR MOSAïQUES

 Quatuor Mosaïques 
has garnered praise for its 
atypical decision to use 
gut-stringed instruments 
which, in combination with 
its celebrated musician-
ship, has cultivated their 
unique sound. Formed 
in 1985, Quatuor has 
appeared in Europe, the 
United States, Australia 
and Japan and regularly 
performs in Vienna, Lon-
don’s Wigmore Hall, Am-
sterdam’s Concertgebouw 
and Berlin’s Philharmonic 
Hall. Quatuor Mosaïques is often featured at such prestigious European festivals 
as Edinburgh, Salzburg, Luzern, Bremen, Bath, Styriarte Graz, Schubertiade 
Schwarzenberg and Oslo, among others. 
 The ensemble collaborates regularly with many international artists including 
pianists Sir András Schiff and Patrick Cohen, clarinetists Wolfgang Meyer and 
Sabine Meyer, and cellists Miklós Perényi and Raphael Pidoux. In 2006 Quatuor 
Mosaïques was invited to Spain to perform for King Juan Carlos I on the Mon-
arch’s personal collection of Stradivari instruments.
 In the fall of 2014 Quatuor Mosaïques toured North America, visiting Philadel-
phia, New York, Houston, Vancouver, Ottawa, San Diego, Sonoma and Orange 
County, CA, performing works of Haydn, Schumann, Mozart, Beethoven and 
Schubert. During summer 2015 Quatuor Mosaïques gave two concerts at the 
Aldeburgh Festival (UK) and Wigmore Hall.
 Quatuor Mosaïques has an extraordinarily extensive discography which in-
cludes works of Haydn, Mozart, Arriaga, Boccherini, Jadin, Beethoven, Schubert 
and Mendelssohn as well as modern composers. Recordings of the Wiener 
Klassik repertoire (Haydn string quartets Op. 20, 33 and 77 and the quartets of 
Mozart dedicated to Haydn) have been awarded numerous prizes such as the 
Diapason d’or, the Choc du Monde de la Musique, and a Gramophone Award.
 These four musicians met while performing with Nikolaus Harnoncourt’s Con-
centus Musicus Wien in the 1980s and decided to perform on original instruments 
as a classical “caper quartet.” Although the quartet performs on period instruments 
it embraces the European quartet tradition, constantly allowing for the evolution of 
its repertoire as it strives to reveal the music’s psychological underpinnings.
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Benjamin Grosvenor, piano

Sunday, November 5, 2017 at 3:00 p.m.

PROGRAM NOTES

Bach: French Suite No. 5 in G Major, BWV 816 (1722-23)
 After being appointed cantor of St. Thomas Church in Leipzig, Bach assembled 
his suites for harpsichord into two sets of six—and then added a newly composed 
third set of six. These sets have been passed down as the English Suites, the 
French Suites, and the Six Partitas of the Clavier-Übung, Book I. Only the Partitas 
were published during Bach’s lifetime. There is no link whatsoever between the 
publisher’s inspired assignation of “French” and “English” to those respective suites 
and the general sound of the music.
 The Baroque suite was a collection of stylized European dances that had evolved 
to include four standard movements: Allemande (from Germany), Courante (Italy), 
Sarabande (Spain), and Gigue (England), in that order. To these, a composer could 
open with a Prelude and an “optional” dance (think of this as “composer’s choice”) 
between the Sarabande and Gigue. 
 The French Suites, written between 1722 and 1725, are more modest works than 
the preceding English Suites and the Partitas that would follow. The texture is less 
busy than that of the English Suites, with less ornamentation than the Partitas. The 
celebrated No. 5 is notable for its elegance and lyricism. The French Suites contain 
no preludes. Between the Sarabande and Gigue of No. 5, one discovers a Gavotte, 
Bourrée, and a Louré.
 The warm Allemande is smooth and gliding, with the left hand functioning more 
as accompaniment than as counterpoint. The Courante—with its key of G major and 
countermelody in the bass—is a two-part invention. The Sarabande, though delib-
erate, does not succumb to wandering or navel-gazing. A clean Gavotte makes for 
a sprightly contrast. Busier and trilling, the Bourrée has a lot to say in a short period 
of time. The Louré, calmer, engages in a civilized dialogue between treble and bass. 
The teetotaling Gigue, a well-behaved contrast from its rowdy English cousins on 
this program, brings the suite to a noble culmination.

© Ben Finane

Brahms: Klavierstücke, Op. 119 (1893)  
 During the summers of 1892-93, Brahms wrote twenty brief piano pieces and 
published them in four sets as his Opp. 116-119. While perhaps technically not 
as demanding as his early piano works, these twenty pieces nevertheless distill a 
lifetime of experience and technical refinement into very brief spans, and in their fo-
cused, inward, and sometimes bleak way they offer some of Brahms’ most personal 
and moving music. Someone once astutely noted that a cold wind blows through 
these late piano pieces; Brahms himself described them as “lullabies of my pain.”
 Brahms’ Opus 119 consists of three intermezzos and a concluding rhapsody. 
One of the shortest of Brahms’ late piano pieces, the Intermezzo in B Minor is also 
one of the most subtle, particular in matters of rhythm. It opens with chains of falling 
thirds that seem to ripple like flashes of iridescence, and before we know it, Brahms 
has seamlessly transported us into the firmer center section. The return is just as 
subtle, and the music trails off into silence. In the Intermezzo in E Minor, the pianist’s 
two hands seem to be chasing each other through the murmuring, rhythmically-fluid 
opening section. The central episode dances gently (Brahms’ marking is tenera-
mente: “tenderly”); the music gradually makes its way back to the opening material, 
now varied, and Brahms concludes with a faint whiff of the waltz-melody. The Inter-
mezzo in C Major, marked Grazioso e giocoso (“Graceful and happy”), dances eas-

French Suite No. 5 in G Major, BWV 816 (1722-23)
 Allemande
 Courante
 Sarabande
 Gavotte
 Bourrée
 Louré
 Gigue

Klavierstücke, Op. 119 (1893)  
Hommage à Brahms (2013)

Intermezzo in B Minor: Adagio (Brahms)
Engelsflügel 1 (Dean)
Intermezzo in E Minor: Andantino un poco agitato (Brahms) 
Hafenkneipenmusik (Dean)
Intermezzo in C Major: Grazioso e giocoso (Brahms)
Engelsflügel 2 (Dean)
Rhapsodie in E-flat major: Allegro risoluto (Brahms)

Prélude à l’après midi d’un faune (1891-94) 
 (arr. Borwick/Copeland)

Sonata, Op. 1 (1909)
 Mäßig bewegt

Gaspard de la nuit (1908)
 Ondine
 Le Gibet
 Scarbo
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form itself, freed from all the impersonal constraint of a preordained scheme, lending 
wings to a lithe and mobile expressiveness…This score has a potential of youth-
fulness that defies exhaustion or decrepitude; and just as modern poetry is firmly 
rooted in certain poems by Baudelaire, one is justified in saying that modern music 
awakes with the premiere of L’après-midi d’un faune.”
 As for the programmatic aspects of the work, Debussy himself has made clear, 
in prose as limpidly precise as his music, that Mallarmé’s 1876 poem provided only 
a context for free-association, not a text to be realistically rendered: “The music of 
this prelude is a very free illustration of the beautiful poem of Stéphane Mallarmé. It 
makes no pretensions whatever to being a synthesis of the poem. It projects, rather, 
a changing background for the dreams and desires of the Faun in the heat of that 
summer afternoon, as, weary from pursuing the frightened Nymphs and Naiads, he 
falls into a wine-drugged sleep, free at last to enjoy every bounty that he had craved 
of Nature.”

© Jack Sullivan 

Berg: Sonata, Op. 1 (1909)
 In the fall of 1904, Alban Berg, nineteen years old, appeared on the doorstep of 
Arnold Schoenberg in Vienna with a portfolio of youthful compositions. He was an-
swering Schoenberg’s newspaper advertisement for composition students, and that 
fall the older composer accepted Berg and another young man named Anton We-
bern as private students. Berg would remain a student of Schoenberg for the next 
six years, and the music he composed under Schoenberg’s guidance during the first 
decade of the century shows a steady growth in assurance and sophistication. Yet 
these first efforts—the Seven Early Songs, the Piano Sonata, and the String Quar-
tet—are in some measure all transitional works: they show signs of Berg’s future 
direction (particularly in their motivic concentration), yet all three works remain firmly 
anchored in the late-romantic idiom of the turn of the century.
 The Piano Sonata is only one movement long, though Berg’s original plan had 
been to compose a sonata in traditional three-movement form. Having completed 
what was to be the first movement of that sonata, Berg found that he could make no 
headway on the second and third movements, and Schoenberg suggested that the 
composer should regard the work as complete in its one-movement form. Berg felt 
satisfied enough with this music to consider it his Opus 1, and it was published by 
Universal Edition in 1910. The first public performance took place in Vienna on April 
24, 1911.
 Listeners may be struck by just how traditional this movement is, for it conforms 
in many ways to the form of the classical piano sonata. While it is written with a 
great deal of harmonic freedom, it has a home key and even a key signature (B 
minor), and Berg honors classical form to the extent of offering a repeat of the expo-
sition. The remarkable thing about this music is Berg’s ability to generate an entire 
structure out of tiny motivic fragments, most of which are presented in the opening 
measures. These are expanded into a full sonata-form structure, recapitulated, 
and brought to a quiet—and emotionally-satisfying—close in unequivocal B minor. 
Berg notates this music with scrupulous care, with tempo fluctuations and dynamic 
gradations registered quite precisely. This is wide-ranging music in many senses: 
the writing spans almost the entire width of the keyboard, and its dynamic compass 
stretches from triple forte to triple piano.
 © Eric Bromberger

ily on its 6/8 meter. This piece has no true contrasting theme in its center—Brahms 
simply slows down his opening idea and uses that as the central episode before the 
return of the theme at its original tempo. 
 Brahms’ late piano music concludes with the powerful Rhapsody in E-flat Major. 
Brahms marks this music Allegro risoluto, and resolute it certainly is: the pounding 
chords from the beginning seem to echo throughout—they intrude even into the 
grazioso middle section. Instead of having that thunderous opening reappear in its 
original form, Brahms takes it through a subtle evolution on its return, and—rather 
than returning to the home key of E-flat major—he drives the music to its (resolute) 
close in E-flat minor.

© Eric Bromberger

Brett Dean: Hommage à Brahms (2013)
 Like Brahms, a lifelong devotee of what we now call “early music,” Australian 
composer Brett Dean is keenly attuned to his musical heritage. In ‘Carlo’, perhaps 
his best-known work, he re-envisions the music of Renaissance composer Carlo 
Gesualdo in a modern idiom scored for strings, sampler, and prerecorded tape. The 
first movement of his violin concerto The ‘Lost Art of Letter Writing,’ entitled “Ham-
burg, 1854,” was inspired by the long-simmering love affair between Brahms and 
Clara Schumann, and incorporates motifs from Brahms’s own works. Dean’s pen-
chant for historical allusion is further demonstrated by his ongoing series of “homag-
es” to various composers, so far including Bach, Brahms, Janáček, and Kurtág.
 Hommage à Brahms is designed to be performed either independently as a set 
of three pieces, or—as on today’s program—interspersed with the four short char-
acter pieces that constitute Brahms’s Klavierstücke, Op. 119. The latter, composed 
around the summer of 1893, were Brahms’s last compositions for solo piano; he 
sent the Intermezzo in B Minor to Clara as a thinly disguised valentine. Dean ex-
plains that he “drew particular inspiration from accompanying textures and figura-
tions, as found in Brahms’s duo sonatas and lieder. Taking into account aspects of 
Brahms’s personal life—and specifically the long and complicated relationship he 
had with Clara Schumann—these homage-pieces emerge out of the idea of a line or 
part that’s absent, the person not by his side. It is music that grows out of accompa-
nying figurations, yet takes on a life of its own.”
 Dean’s three “interludes” evoke Brahms’s sound world through characteristic 
figurations, timbres, gestures, and metrical patterns. For instance, the arpeggios of 
Brahms’s first intermezzo are echoed in the gossamer flutterings of Engelsflügel 1 
(Angel’s Wings), while the swirling triplets of Dean’s Hafenkneipenmusik (Music for 
a Dockside Bar) recall the lilting waltz in Brahms’s second intermezzo.

© Harry Haskell

Debussy: L’après midi d’un faune (1891-94)
 The seductively understated sounds of Debussy’s Prélude à l’après-midi d’un 
faune (Prelude to the Afternoon of a Faun) make it an unlikely candidate for a 
revolutionary landmark in the history of music, but that is exactly what it is. Begun 
in 1891 and premiered in 1894 at the Société Nationale in Paris, it announced, in 
its own quiet way, a new concept of harmony, rhythm, melody, orchestration, and 
musical emotion in which all these elements take on an endlessly shifting ambiguity 
and irresolution.
 In the words of Pierre Boulez, whose own music came under the “mysterious and 
spellbinding” Debussy spell, “the flute of the Faun breathes a new air into musical 
art: Here it is not so much the art of development that is upset, but the concept of 
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Ravel: Gaspard de la nuit (1908)
 Maurice Ravel has always been known as an innovative composer, sophisticat-
ed musician, and phenomenal orchestrator. In all genres and instrumentations, his 
music explored new possibilities of color and form. Along with his contemporary 
Claude Debussy, Ravel is frequently associated with musical impressionism, which 
moved away from the overt emotional expression of the Romantic era toward a style 
that was more about contour, color, and space rather than melodic transformation 
or elaboration. Much of his music, especially for solo piano, blurs the functions of 
melody and harmony, allowing a slowly unfolding musical line to emerge gradually 
amid the faster surrounding figuration.
 Each of the three movements of Ravel’s virtuosic Gaspard de la nuit is inspired 
by a different prose poem by the proto-Symbolist French poet Aloysius Bertrand. 
Gaspard is the keeper of the night’s treasures—none other than the Devil himself—
and Bertrand claimed to have received the poems from him. Not surprisingly, the 
material is dark and morose, with the flavor of a nighttime horror story or a caution-
ary fable. The three poems Ravel chose to portray include Ondine, the name of a 
deadly water sprite; Le gibet, which concerns a ghastly hanging corpse and tolling 
bell; and the nightmarish Scarbo, a dark goblin. Ravel succeeded in capturing in 
music what Bertrand expressed in poetry, and this notoriously difficult work beckons 
even the mightiest pianist to attempt it at their own peril. Even for the master Ravel, 
the work was a challenge to compose. “Gaspard has been a devil in coming,” he 
wrote, “but that is only logical since it was he who is the author of the poems.”
 Ondine, the water sprite, beckons us with her dark beauty and mysterious song 
in both the poem and the first movement of the music. Out of nothing, it begins with 
rapid repeated chords, creating an eerie, alluring atmosphere—part danger, part de-
sire—drawing us into the malevolent fairy’s arms and the depths of the watery night.
 Le gibet has no story per se, but paints a ghastly picture—that of a reddened, 
rotting corpse hanging distant in the desert. It plays both on our fascination with 
the macabre and our fear of death. Ravel captures the psycho-emotional image of 
the poem rather than describing the scene. The listener sits, trancelike and forlorn, 
resigned to horror and a dark future. Three repeating ideas create this mesmerizing 
atmosphere: a subtle, relentless chord progression; a haunting lyrical melody; and a 
constant repeating B-flat that provides the mournful and cautionary tolling of the bell. 
 Scarbo is the most famous and memorable movement of the three—both for the 
listener and the performer. It is fiendishly difficult to meld its technical challenges 
with its expressive demands. The music, like the poem, is psychotic, paranoid, and 
bizarre, expressing both the evil pleasure of the scampering goblin Scarbo and the 
anxiousness of his tortured victim. This nightmare music uses several ideas to rep-
resent different parts of the poem: A three-note figure at the beginning symbolizes 
the wild emotions of the tormented; an angular rhythmic motif outlines the goblin’s 
movements; and passages of octaves depict both suspense and outright screams 
of horror. Ravel ties them all together into a succinct, grotesque, and almost film-like 
musical hallucination.

© Dr. ToniMarie Marchioni
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Sonata in C Major, Hob. XVI:50 (1794)
 Allegro
 Adagio
 Allegro molto

6 Bagatelles, Op. 126 (1825)
 Andante con moto, cantabile e compiacevole
 Allegro
 Andante, cantabile e grazioso
 Presto
 Quasi allegretto
 Presto—Andante amabile e con moto—Presto

Franz Joseph Haydn
(1732-1809)

Ludwig van Beethoven
(1770-1827)

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

Sonata in G Major, Hob. XVI:40 (1784)
 Allegretto e innocente
 Presto 

PROGRAM NOTES

Haydn: Sonata in C Major, Hob. XVI:50 (1794)
 Haydn’s Sonata in C Major is a late work composed for pianist Therese Jansen, 
a personal friend, whose playing he admired. Judging by this sonata, along with two 
others composed at the same time and also dedicated to her (Hob. XVI:51 and Hob. 
XVI:52), Jansen was a formidable performer on the exceptionally-modern fortepiano 
of that time period.
 The first movement combines sonata-allegro form—exposition, development, 
and recapitulation—with a theme-and-variations structure. The laconic main theme 
hops along in the right hand, with abrupt answers in the left; a first variation follows 
with rolled chords and little frills that fill in the silences. There is no second theme, 
but a new key emerges that is marked by a skipping octave motif that moves to the 
left hand. After a brief nod to the minor mode, the exposition section is capped by 
decisive-sounding chords. Variations continue throughout the development section, 
starting out in the minor key and then modulating to a remote major key. Three 
chords close the section, and the recapitulation repeats the sunny opening.
 The second movement also relies on variations and showcases Haydn’s skill in 
embellishing simple material with lavish ornaments. The unusually brief finale, in 
triple meter, is a scherzo of good humor. Haydn manifests his famous musical wit in 
the odd phrase lengths, indecisive repetitions, and unexpected pauses.

© Elizabeth Bergman

Beethoven: 6 Bagatelles, Op. 126 (1825)
 Unlike Beethoven’s earlier sets of bagatelles, Opp. 33 and 119, this set was 
intended for performance not as separate pieces but as a complete cycle. Beginning 
with the second bagatelle, the key of each subsequent piece forms a descending 
chain of thirds (G minor, E-flat major, B minor, G major, E-flat major), a pattern later 
used in his Op. 127 and 131 string quartets. The lyrical and contemplative first baga-
telle in G major is followed by the exclamatory opening of the second in G minor.
 Brisk, forte sixteenth notes contrast with an expressive piano phrase, further in-
dulged in a melodious cantabile section. The third bagatelle in E-flat major returns to 
a pensive temperament, this time enhanced by Beethoven’s use of the instrument’s 
wide register. The fourth bagatelle in B minor, marked Presto, features masterly har-
monic and rhythmic experimentation. Sudden breaks in the music and tritone leaps 
throughout provide harmonic complexity. An ironclad opening is comically relieved 
by a gaudy melody with a jazzy rhythmic flair.
 The fifth and sixth bagatelles, in G and E-flat major, respectively, continue the 
charming, contemplative nature of the earlier bagatelles. The sixth opens with a 
radiant presto theme that, after a stirring chorale section, returns to bring the work to 
a sudden and enlivening close. 

© Andrew Goldstein

Brahms: 6 Klavierstücke, Op. 118 (1893)
 Brahms published the six pieces of his Opus 118 under the utterly neutral title 
Klavierstücke (“piano pieces”) that makes clear that this is a gathering of six different 
pieces rather than a unified set. The sequence begins with two pieces he calls inter-
mezzos. Brahms specifies that the Intermezzo in A minor should be Molto appas-

Johannes Brahms
(1833-1897)

Franz Joseph Haydn

Intermission
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sionato, and passionate it certainly is, with the right-hand melody soaring over rolling 
accompaniment. The structure of this particular piece is unusual: rather than setting 
it in ternary form, Brahms repeats two separate sections, then allows the music to 
trail off to a quiet close. The Intermezzo in A Major is like a lullaby, and that gentle 
mood prevails throughout, though the center section is elaborate and varied before 
the subtle reintroduction of the opening material.
 The thunderous beginning of the Ballade in G Minor seems to bring back the 
world of “the young, heaven-storming Johannes,” who in fact had written a collec-
tion of four Ballades for piano at the age of 21. Now, at age 60, Brahms fuses that 
powerful earlier manner with a greatly refined technique. The opening moves easily 
into the gorgeous middle section in B Major; Brahms constantly reminds the pianist 
here to play dolce and espressivo. The return of the opening plunges briefly into a 
“wrong” key, but matters quickly recover, and the music pounds ahead with all its 
original strength. 
 Brahms gives the Intermezzo in F Minor the marking Allegretto un poco agitato, 
and much of this music’s atmosphere of disquiet and agitation comes from Brahms’ 
blurring of meter. He sets this piece in 2/4 but then writes so continuously in triplets 
that the actual meter feels like 6/8; at points, the duple and triple pulses pull against 
each other as the music moves insistently forward. The Romance in F major is built 
on a dignified chordal melody that makes its way with a disarming simplicity, but the 
real surprise comes in the center section. He moves to D major here, and the music 
rocks along cheerfully.
 The concluding Intermezzo in E-flat Minor offers some of the bleakest—and 
most beautiful—music Brahms ever wrote. His marking is largo e mesto (“slow and 
sad”), and the pianist’s hands seem to inhabit different worlds at the beginning: the 
right hand has the spare melodic line while the left accompanies with quiet flurries 
of 32nd-note runs. The central section—staccato, muttering, dark—suddenly flares 
to power and incorporates the somber melody from the very beginning. Gradually 
Brahms returns to his opening material and draws the music to its stark conclusion 
on a slowly-arpeggiated E-flat minor chord. 

© Eric Bromberger

Haydn: Sonata in G Major, Hob. XVI:40 (1784)
 The three sonatas Hob. XVI: 40-42 appeared in 1784 and were dedicated to 
Princess Marie Esterhazy, who had married the grandson of Haydn’s patron Prince 
Nicolaus in the early autumn of 1783. It has been suggested that the set was in 
the nature of a wedding present to the wife of Haydn’s future patron, the younger 
Prince Nicolaus. Each of the sonatas is in two movements. The G-major sonata’s 
first movement is marked Allegretto e innocente, a suggestion of the feminine grace 
expected of its performer. The principal theme, each of its two sections repeated, 
is followed the two sections of a dramatic theme in G minor. A varied version of the 
G major theme returns, to be followed by a more elaborate version of the G minor 
material leading to a more decorated re-appearance of the first theme. The second 
movement, marked Presto, is again in two repeated sections, the first of which 
returns after a brief interlude of drama, to end now in the tonic key. A section in E 
minor is followed by a more elaborate version of the principal theme. 

© keith Anderson
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Quartettsatz in C Minor, D. 703 (1820)
 Allegro assai

Quartet in C Minor, Op. 51, No. 1 (1873)
 Allegro
 Romanze: Poco adagio
 Allegretto molto moderato e comodo
 Allegro

PROGRAM NOTES

Schubert: Quartettsatz in C Minor, D. 703 (1820)
 Schubert composed the Quartettsatz—that title, which did not originate with 
Schubert, means simply “quartet movement”—in December 1820, when he was 
just a few weeks short of his 24th birthday. He had apparently planned to write a 
standard four-movement quartet, but completed only the first movement and a 
41-measure fragment of what would have been an Andante second movement. No 
one knows why he set so promising a work aside and left it unfinished, but—like the 
‘Unfinished’ Symphony—the surviving movement is significant enough by itself to 
stand as a satisfying whole. 
 Curiously, the Allegro assai opening movement of this quartet is similar to the 
first movement of the ‘Unfinished’ Symphony: both feature the same sort of dou-
ble-stroked opening idea in the first violins, both are built on unusually lyric ideas, 
and both offer unexpected key relations between the major theme-groups. In fact, 
the key relationships are one of the most remarkable aspects of the quartet: it 
begins in C minor with the first violin’s racing, nervous theme, and this quickly gives 
way to the lyric second idea in A-flat major, which Schubert marks dolce. The quiet 
third theme—a rocking, flowing melody—arrives in G major. As one expects in 
Schubert’s mature music, keys change with consummate ease, though one surprise 
is that the opening idea does not reappear until the coda, where it returns in the 
closing instants to hurl the movement to its fierce conclusion.

 © Eric Bromberger

Brahms: Quartet in C Minor, Op. 51, No. 1 (1873)
 After many years of work, Brahms completed his Quartet in C Minor in the 
summer of 1873, which he spent at Tutzing on the Starnberger See, near Munich. 
He was 40 years old. This is not music that sets out to charm the heart or please the 
ear. Rather, it impresses by its fierce logic and the economy of its means: the entire 
quartet is unified around a central musical idea—the rising, dotted figure heard in 
the first violin at the very beginning. The mood is dark—Brahms sets it in C minor, 
the key Beethoven reserved for his most dramatic works, and might have left even 
that earlier master gasping for relief.
 The opening Allegro takes its character and much of its shape from the theme 
heard at the very opening. This climbing figure saturates this movement, as theme, 
as accompaniment, as rhythm. A rigorous development and an extremely dramatic 
coda drive to a quiet close as the first theme collapses into silence.
 Brahms marks the second movement Romanze, which suggests music of a 
lyric or gentle nature, and this movement alternates two ideas that do seem gentle; 
even these, however, are marked by emotional restraint. The dotted motif of the first 
movement becomes the slow accompaniment at the beginning here, and over it 
Brahms presents the first theme. A second idea built on halting triplets is somewhat 
darker; Brahms alternates and varies these two theme-groups.
 The concentration that marks Brahms’ thinking in this music is clear at the begin-
ning of the Allegretto, where he presents two themes simultaneously: the first violin’s 
chain of sixteenths pulses steadily above the viola’s wistful tune. The trio section 
brings the quartet’s one moment of sunshine—Brahms switches to F major as the 
first violin sings a little waltz tune. 
 The finale brings back the furies—and concentration—of the first movement. 
This movement’s opening figure is derived almost literally from the quartet’s initial 

I Crisantemi (1890)

Quartet in F Minor, Op. 80 (1847)
 Allegro assai vivace
 Allegro assai
 Adagio
 Finale: Allegro molto
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motif, and the more relaxed second subject is in fact a slow variant of that same 
shape. The very end brings no relief: Brahms returns firmly to C minor, and the final 
cadence reinvokes one last time the thematic motif that saturates the entire quartet.

© Eric Bromberger

Puccini: I Crisantemi (1890)
 Crisantemi is one of just a handful of non-operatic works by Puccini, which 
otherwise include an early Mass, a small setting of the Requiem text, a motet for 
soprano, a cantata, three brief orchestral scores, seven songs and a few pieces for 
string quartet and for piano. Crisantemi, written in memory of the recently deceased 
Amedeo of Savoy, Duke of the ruling house of Aosta (chrysanthemums are tradition-
ally associated with funerals and mourning in Italy), is a wistful piece, filled with the 
bittersweet melancholy that so touchingly marks Puccini’s later operas. Indeed, so 
faithful is the manner of Crisantemi to his characteristic lyricism and pathos that he 
borrowed both of its themes for use in the tragic last act of Manon Lescaut.

© Richard Rodda

Mendelssohn: Quartet in F Minor, Op. 80 (1847)
 Mendelssohn‘s life was short, and its ending was particularly painful. Always 
a driven man, he was showing signs of exhaustion during the 1846-47 season, 
which included trips to London and conducting engagements on the continent. In 
May 1847 came the catastrophe: his sister Fanny, only 41, suffered a stroke and 
died within hours. Worried family members took him on vacation to Switzerland, 
where they hoped he could regain his strength. At Interlaken, Mendelssohn painted, 
composed the String Quartet in F Minor, and tried to escape his sorrow, but with little 
success. He passed away shortly thereafter at 38 years old.
 Given the circumstances of its creation, one might expect Mendelssohn‘s Quartet 
in F Minor to be somber music, and in fact it is. It is the last of Mendelssohn‘s quar-
tets (and his last major completed work), but it has never achieved the popularity of 
his five earlier quartets. Yet this quartet‘s driven quality is also the source of its dis-
tinction and strength. One feels this from the first instant of the Allegro vivace assai: 
the double-stroked writing, even at a very quiet dynamic, pushes the music forward 
nervously, and out of this ominous rustle leaps the dotted figure that will be a part of 
so much of this movement. A more flowing second subject nevertheless maintains 
the same dark cast, and after a long development this movement drives to its close 
on a Presto coda.
 The second movement, marked Allegro assai, is in ABA form: the driving outer 
sections keep the dotted rhythm of the opening movement, while the trio rocks along 
more gently. The Adagio, the only movement not in a minor key, is built on the first 
violin‘s lyric opening idea. The music rises to a somewhat frantic climax full of dotted 
rhythms before subsiding to close peacefully. The finale, marked Allegro molto, 
pushes ahead on the vigor of its syncopated rhythms, which are set off by quick 
exchanges between groups of instruments. As in the first movement, there is more 
relaxed secondary material, but the principal impression here is of nervous energy, 
and at the close the music hurtles along triplet rhythms to an almost superheated 
close in which the F-minor tonality is affirmed with vengeance. It is not a conclusion 
that brings much relief, and it speaks directly from the agonized consciousness of its 
creator.
 © Eric Bromberger

MODIGLIANI STRING QUARTET

 Formed in 2003, the 
Modigliani Quartet rose to 
prominence after winning 
the Frits Philips and Vitto-
rio Rimbotti competitions, 
and the Young Concert Art-
ist International Auditions. 
The quartet has performed 
in leading international 
venues including London’s 
Wigmore Hall, New York’s 
Carnegie Hall, Amster-
dam’s Concertgebouw, 
Vienna’s Musikverein and 
Konzerthaus, Salzburg’s 
Mozarteum, among many 
others. 
 In the 2016-17 and 2017-18 seasons, the quartet toured in the United States, 
Japan, Korea, China and throughout Europe. They also returned to Wigmore Hall 
for several concerts, to Carnegie Hall, Paris’ Philharmonie, Vienna’s Konzerthaus, 
Salzburg’s Mozarteum, Philadelphia’s Kimmel Center, Warsaw Philharmonic Hall, 
Tokyo’s Oji Hall among several prestigious venues. They also played in the inaugu-
ral season of Hamburg’s Elbphilharmonie in 2017. In 2014, the Modigliani Quartet 
became artistic directors of the Rencontres Musicales d’Evian, made famous by its 
former legendary artistic director Mstislav Rostropovich. The quartet regularly plays 
chamber music with Sabine Meyer, Renaud Capuçon, Nicholas Angellich, Jean-
Frédéric Neuburger, Marie-Elisabeth Hecker or Daniel Müller-Schott and various 
musician friends. 
 The quartet has recorded for the Mirare label since 2008 and has released 5 
award-winning CDs, all receiving great acclaim in several countries. Their first 
Haydn CD was a Strad selection, their Mendelssohn CD in 2010 was a Fono Forum 
selection (disc of the month) and aroused admiration from critics and audiences 
worldwide. In 2012 their fourth CD was dedicated to youth with quartets by young 
Mozart, Schubert and Arriaga. Their Debussy-Ravel-Saint Saëns CD in 2013 also 
received rave reviews including a Strad selection. They released a second Haydn 
CD in 2014 and have a forthcoming disc of Bartók, Dohnányi, and Dvorák. 
 Thanks to the generosity and support of private sponsors, the Modigliani Quartet 
plays on four outstanding Italian instruments: Amaury Coeytaux plays a 1773 violin 
by Giovanni Battista Guadagnini, Loic Rio plays a 1734 violin by Alessandro Gagli-
ano, Laurent Marfaing plays a 1660 viola by Luigi Mariani, François Kieffer plays a 
1706 cello by Matteo Goffriller (former “Warburg”). The Modigliani Quartet is also 
very thankful for the help of the SPEDIDAM.
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Llŷr Williams, piano

Sunday, December 3, 2017 at 3:00 p.m.

Suite Bergamasque (1890-1905)
 Prélude
 Menuet
 Clair de lune
 Passepied

Sonata in C Major, Op. 53, waldstein (1804)
 Allegro con brio
 Introduzione: Adagio molto—
 Rondo: Allegretto moderato—Prestissimo 

Claude Debussy
(1862-1918)

Ludwig van Beethoven
(1770-1827)

Schubert Song Transcriptions (1838-39)
 Liebesbotschaft (from Schwanengesang) (1828)
 Frühlingsglaube (1821)
 Ständchen (Horch, horch! die Lerch) (1826) 
 Auf dem Wasser zu singen (1823) 
 Ave Maria (1825)

Réminiscences de Norma (Bellini) (1841) 

Franz Liszt
(1811-1886)

Franz Liszt

Intermission

SIGNuM CLASSICS
By arrangement with: OPuS3 ARTISTS

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

PROGRAM NOTES

Debussy: Suite Bergamasque (1890-1905)
 This suite for piano in four movements is nearly overshadowed by the populari-
ty of its third movement, Clair de lune, surely one of the most played pieces in the 
piano literature, so much so that the suite is not often performed in concert. Suite 
Bergamasque was begun in 1890 when Debussy was still a student and shows 
his earlier influences of the French clavecin, a harpsichord, and of the Symbolist 
poets, particularly Verlaine, in the titles. In 1905 Debussy was approached by his 
publisher Durand, who wanted to publish everything of Debussy’s to capitalize 
on the composer’s popularity. Debussy reworked the suite which he felt was an 
immature work and did not reflect his developed mastery of compositional style. 
However that may be, the Suite Bergamasque is still much beloved like an old 
friend one hasn’t seen in a few years. Bright, cheerful, mysterious, danceable and 
romantic, it is as delightful as soft, perfumed air to the senses.

© Heidi Lesemann 

Beethoven: Sonata in C Major, Op. 53, Waldstein (1804)
 Count Ferdinand von Waldstein was one of Beethoven’s major supporters 
during the composer’s early days in Bonn and was instrumental in opening the 
doors of Vienna’s elite when he moved there in 1792. 
 The powerful and lengthy first movement of the sonata starts mysteriously, with 
a hushed, percussive theme in the low register, followed by spectacular runs. A 
contemplative second theme introduces contrast and a temporary relief from the 
driving first theme that dominates the development.
 Beethoven had difficulty with the sonata’s slow movement, and never resolved 
it completely to his own satisfaction. His first attempt, a lovely, gentle movement, 
which apparently seemed “squashed” between the two outer movements, was 
subsequently published separately as the Andante favori, WoO 57. The move-
ment that we know today is really a long transition between the two outer ones 
that maintains extreme harmonic tension throughout until it finally resolves in the 
opening harmony of the last movement.
 This movement has a flowing rondo theme with accompanying arpeggios in the 
left hand, analogous to the ostinato repeated chords that open the first movement. 
The first episode, however, becomes suddenly violent, setting up a series of con-
trasts between the gentle rondo and the intensely passionate episodes. Yet, even 
the repeats of the rondo become more agitated as the sonata draws to a conclu-
sion. Beethoven ends it with a wild Prestissimo coda, a variation of the main theme.

© Joseph and Elizabeth kahn

Liszt: Schubert Transcriptions (1838-39)
 Schubert’s Liebesbotschaft (Message of Love) centers on the poetic musings 
of a lover inviting a gurgling stream to convey a message to his sweetheart. Liszt 
retains the flowing broken chord accompaniment from Schubert’s representation 
of the stream in the right hand while he uses the sonorous middle register of the 
piano to highlight the vocal phrases of the protagonist. In the passage where the 
song refers to the reverie of the girl dreaming of her lover Liszt instinctively moves 
the melody to the upper registers to augment the joyous mood. 
 Schubert set only one poem by the Tobingen poet and medievalist Ludwig Uh-

This performance is generously sponsored by 
Bruce Senn

in loving memory of Irene Senn



30 31

land—Frühlingsglaube (Faith in Spring). The poem greets the spring, a portent 
that everything now will change for the better, the heart forgets its torment, as the 
earth blossoms. The transcription transposes the melody, which first appears in 
the upper voice, to be answered in the tenor register. A greater degree of elabora-
tion is left to the last verse, which makes some technical demands on the player, 
before a brief cadenza leads to the final ritornello. 
 The work of Shakespeare had become more widely familiar in Germany largely 
thanks to the translations by A.W. Schlegel and Tieck. Schubert’s Ständchen 
(Serenade), Cloten’s musicians’ song from the second act of Shakespeare’s 
play Cymbeline, “Hark, hark, the lark at Heaven’s gate sings, I and Phoebus gins 
arise,” transforms the Elizabethan into another world, redolent of Austria rather 
than of the Elizabethan theatre, a mood recaptured by Liszt, whose transcription 
was included in the collection of twelve songs of 1838. 
 Schubert’s Auf dem Wasser zu singen (To be sung on the water) is a setting 
of a poem by Friedrich Leopold Graf zu Stolberg-Stolberg. Liszt insisted that those 
who played these song transcriptions should be aware of the words and that the 
text should be published above the transcription, as a song text, not, as his first 
publisher had, placed at the head of the transcription. Liszt tackles the technical 
problem of incorporating the singing melody with a piano accompaniment that 
has a certain complexity, where left and right thumbs might play their part. Liszt 
introduces the melody at first in the left hand, moving into the alto register for the 
second verse and allowing a much more elaborate surrounding texture in the third, 
before the climax and a prolonged postlude.   
 Among the best known of Schubert’s songs is that transcribed by Liszt as Ave 
Maria, the third Ellens Gesang (Ellen’s Song) from Sir Walter Scott’s ‘Lady of the 
Lake,’ where Ellen prays to the Blessed Virgin. The German translation by Adam 
Storck appeared in 1824 and Schubert set three songs from it the following year.

© keith Anderson

Liszt: Réminiscences de Norma (Bellini) (1841)
 The “Lisztomania” craze was at its height in 1841 when Europe’s reigning 
piano virtuoso composed his famous “reminiscences” of Bellini’s opera Norma. 
Liszt’s scrupulously faithful piano transcriptions of Beethoven’s symphonies and 
Schubert’s songs were intended to convey an accurate impression of those works 
to listeners who may not have heard them. By contrast, his flamboyant “para-
phrases” of poplar operas of the day—in addition to Norma, they included Mozart’s 
Don Giovanni, Gounod’s Faust, Meyerbeer’s Robert le diable, and Verdi’s Rigolet-
to—were unabashedly freewheeling, exhibitionist, and entertaining.
 The “overture” with which we are first greeted—a stately flourish, replete with 
rolled chords, tremolos, and cascading runs—gives a foretaste of the body of the 
work. Themes from Bellini’s opera roll by in succession, each more elaborately 
“orchestrated” than the last. The Lisztian pyrotechnics come thick and fast: scintil-
lating runs and arpeggios, smoothly linked chains of thirds, crashing two-handed 
octaves, delicate, bell-like tinklings, acrobatic leaps, and hand crossings. Just as 
Liszt seems to have gone to the limit, he pulls a new trick out of his hat, letting his 
imagination—and his technique—run wild. By the end, when he combines two 
themes from the opera in a breathtaking coda, the illusion that the performer has 
three or four hands is complete.

© Harry Haskell

LLŶR WILLIAMS, PIANO
 
 Llŷr Williams’ great love of lieder 
has led him to become one of the 
regular official accompanists at the 
BBC Cardiff Singer of the World 
Competition; in March 2015 he 
performed with Jamie Barton in 
Edinburgh, and during the 2015-16 
season he collaborated with bari-
tone Quinn Kelsey at the Wigmore 
Hall and the Frankfurt Opera. He 
also has an ongoing collaboration 
with violinist Alexander Janiczek, 
with whom he performed last sea-
son at the Mozarteum Salzburg and 
the Wigmore Hall.
 Llŷr Williams’ eclectic taste is 
reflected in his discography. His 
latest release features the Wigmore 
Hall Beethoven cycle, the first two 
volumes of which are already avail-
able exclusively on digital platforms, 
while his critically acclaimed CD 
‘Wagner Without Words’ reflects 
Williams’ intimate relationship with 
operatic music. Williams had previously recorded two solo albums for Signum, the 
first one in 2010 with music by Mussorgsky, Debussy and Liszt and the second in 
2012 featuring works by Liszt. Llŷr Williams is the subject of two films produced for 
S4C: the first of which won a Welsh BAFTA for Best Music Programme, and the 
second featured his debut at Carnegie Hall. 
 Born in 1976 in Pentrebychan, North Wales, Llŷr Williams studied music at The 
Queen’s College, Oxford and went on to take up a postgraduate scholarship at the 
Royal Academy of Music where he won every available prize and award. He is also 
an honorary fellow of the Royal Welsh College of Music and Drama. He was an 
active member of the Live Music Now! scheme for several years, was selected for 
Young Concert Artists in 2002. From 2003-2005 he was a BBC New Generation 
Artist and in 2004 received a Borletti-Buitoni Trust award. 
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Curtis@Union
Janice Carissa, piano

Sunday, December 10, 2017 at 3:00 p.m.

Sonata in F Minor, Op. 57, Appassionata (1805-06)
Allegro assai

 Andante con moto—
 Allegro ma non troppo—Presto

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

FREE CONCERT

JANICE CARISSA, PIANO
 A native of Indonesia, pianist 
Janice Carissa entered the Curtis 
Institute of Music in 2013 and stud-
ies with Gary Graffman and Robert 
McDonald. All students at Curtis 
receive merit-based full tuition 
scholarships, and Ms. Carissa is 
the Gerry and Marguerite Lenfest 
Fellow. A recipient of numerous 
awards and honors, Ms. Carissa 
is a Young Scholar of Lang Lang’s 
International Music Foundation 
and the winner of the 2014 piano 
competition at the American Acad-
emy of Conducting at Aspen Music 
Festival; Star Performance Award 
Winner of 2012 American Protégé 
International Music Talent Com-
petition in New York; the top prize 
winner of the IBLA Foundation’s 
2006 International Piano Competi-
tion. Ms. Carissa has been featured 
on television and radio stations, 
including Indonesia Mencari Bakat, 
Inspirasi Pagi, Sang Juara, Global TV, RCTI, Trans TV, BC TV, Metro TV, TV One, 
Voice of America, WHYY TV, WXQR in New York’s The Greene Space, and National 
Public Radio’s From the Top. 
 Recent career highlights include her orchestra debut performing Gershwin’s 
Rhapsody in Blue with St. Peters by the Sea Orchestra in New Jersey, Beethoven 
Concerto with the Philadelphia Orchestra and Cristian Macelaru at the Mann Center 
in Philadelphia, Midwest Young Artists Symphony Orchestra Chicago and Dr. Allan 
Dennis, Symphony in C Chamber Concert, and performances at the United Nations 
Day Concert 2014 in New York, at Oxford University’s St Hilda’s College England, 
Chicago’s Ravinia Festival and Jay Priztker Pavillion Milennium Park. Ms. Carissa 
has also performed in Weill Recital Hall of Carnegie Hall, the Frederick Chopin Uni-
versity of Music’s Grand Concert Hall in Warsaw, at the Theatre Hall of The Lipinski 
Academy of Music & Ryszard Bukowski Wroclaw in Poland, and at Rimini, Cesena 
and Ragusa in Italy as IBLA winner. She has performed for the President of Indo-
nesia and other dignitaries at the Presidential Palace Indonesia and for Lady Dewi 
Sukarno in Bali. Together with her brother Ryan Ferguson, Ms. Carissa performed 
for duo recital in the “Fantastic Sound of Two Pianos” held at the Sydney Opera 
House in November 2011.

www.CuRTIS.EDu

Ludwig van Beethoven
(1770-1827)

Franz Schubert
(1797-1828)

Goyescas, Op. 11 (1911)
 Los requiebros

Enrique Granados
(1867-1916)
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Boston Camerata
Anne Azéma, director

Sunday, December 17, 2017, 3:00 p.m.

Carols at MIdnight: French Christmas Music, 1500-1700

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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Jennifer Koh, violin
Shai Wosner, piano

Sunday, January 14, 2018 at 3:00 p.m.

Andrew Norman
(b. 1979)

Ludwig van Beethoven
(1770-1827)

Andrew Norman

Ludwig van Beethoven

Bridging III (2016)

Sonata in C Minor, Op. 30 No. 2 (1801-02)
 Allegro con brio
 Adagio cantabile
 Scherzo: Allegro
 Finale: Allegro—Presto

Andrew Norman

Ludwig van Beethoven

CEDILLE RECORDS
By arrangement with: OPuS3 ARTISTS

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

www.JENNIFERkOH.COM www.SHAIwOSNER.COM

PROGRAM NOTES

Andrew Norman: Bridging I, II, and III (2016)
 Bridging I, II, and III are interludes written specifically to be performed between 
the three Op. 30 sonatas, numbers 6, 8 and 7. Each interlude begins with the end 
of one of the sonatas and transforms it, through repetition and variation, into the 
beginning of the next. 

© Andrew Norman

Beethoven: Sonata in A Major, Op. 30, No. 1 (1801-02)
 The first of these three sonatas—in A major—is the least familiar of the set. It is 
not stormy and dramatic like the second, nor brilliant like the third. This is music of 
neither flash nor dazzle, and in fact understatement is the key to its powerful appeal: 
the Sonata in A Major is music of quiet nobility. It is also apparently the sonata that 
gave Beethoven the most trouble; he had originally written a dramatic finale but dis-
carded it and wrote a new final movement (the discarded movement later became 
the finale of the ‘Kreutzer’ Sonata).
 The Allegro grows smoothly out of the piano’s quiet opening figure, the violin 
entering as part of the same noble rising phrase. The second theme, announced 
first by the piano and quickly repeated by the violin, is flowing and melodic. This 
movement defies easy description. Graceful and elegant it certainly is, and—despite 
some effective contrast of loud and soft passages—it remains gentle throughout; 
yet even this description does not begin to convey the grandeur of this music, which 
is all the more effective because it refuses to become brilliant or go to dramatic 
extremes.
 The Adagio molto espressivo is built on the violin’s lovely opening melody. 
This movement sounds very much like Mozart’s cantabile slow movements—a 
long slow melody turns into a graceful arc of music. Beethoven gives the piano a 
quietly-rocking accompaniment, which later becomes quiet triplets. The last move-
ment—Allegro con variazioni—is also very much in the manner of Mozart, who used 
theme-and-variation form for the last movement of several of his violin sonatas. Bee-
thoven was right to reject his original finale—it would have overpowered the first two 
movements, and it now forms a proper conclusion to the massive ‘Kreutzer’ Sonata. 
The present finale is a perfect close for this sonata. The opening theme undergoes 
six variations, all easily followed, as this graceful music moves to its poised conclu-
sion.

© Eric Bromberger
 
Beethoven: Sonata in G Major, Op. 30, No. 3 (1801-02)
 The last of the three violin sonatas Beethoven wrote in Heiligenstadt has de-
servedly become one of his most popular. If the first of the three is characterized by 
quiet nobility and the second by turbulent drama, the last is marked by high spirits 
and energy. Of all Beethoven’s violin sonatas, this one looks the most “black” on the 
page, for its outer movements are built on an almost incessant pulse of sixteenth 
notes. But for all its energy, this sonata never sounds forced or hurried. Throughout, 
it remains one of Beethoven’s freshest and most graceful scores.
 The very beginning of the Allegro assai sets the mood: quietly but suddenly the 
music winds up and leaps upward across nearly three octaves. It is a brilliant begin-
ning, and Beethoven will make full use of the energy compressed into those three 
quick octaves. Almost instantly the flowing second theme is heard, and these two 
ideas—one turbulent, the other lyric—alternate throughout the movement before the 

Intermission

Bridging I (2016)

Sonata in A Major, Op. 30, No. 1 (1801-02)
 Allegro
 Adagio, molto espressivo
 Allegretto con variazioni

Bridging II (2016)

Sonata in G Major, Op. 30, No. 3 (1801-02)
 Allegro assai
 Tempo di Minuetto, 
   ma molto moderato e grazioso
 Allegro vivace

This performance is generously sponsored by 
Sondra and Robert Howe ‘58
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music comes to a close made all the more effective by its sudden silence.Beethoven 
marks the second movement Tempo di Minuetto, but specifies ma molto moderato 
e grazioso. This is not the sort of minuet one might dance to, and the key signal 
is grazioso, for this is unusually graceful music. The beginning is wonderful.  
 The piano has the haunting main theme, while the violin accompanies. But the 
violin accompaniment has such a distinct character that it is almost as if Beetho-
ven is offering two quite different themes simultaneously. Both ideas are part of the 
development, interrupted at times by other episodes before the quiet close: the main 
theme breaks down into fragments and vanishes in a wisp of sound. The conclud-
ing Allegro vivace is a perpetual-motion movement: the piano launches things on 
their way, and both instruments hurtle through the good-natured finale. A second 
theme tries to establish itself but is quickly swept aside by the opening theme, which 
powers its way cheerfully forward. There are some nice touches along the way: at 
one point the music comes to a screeching stop, and then over the piano’s “oom-
pah” rhythm Beethoven launches into the “wrong” key of E-flat, only to make his way 
back into the home key of G to bring this sonata to its brilliant close.

© Eric Bromberger
 

Beethoven: Sonata in C Minor, Op. 30 No. 2 (1801-02)
 The choice of key for this sonata is important, for C minor was the key Beethoven 
employed for works of unusual intensity. The recently completed Pathetique Sonata, 
Fourth String Quartet, and Third Piano Concerto were in C minor, and in the next 
several years Beethoven would use that key for the Funeral March of the Eroica, 
the Fifth Symphony, and the Coriolan Overture. The musical conflict that fires those 
works is also evident in this sonata, which is—with the ‘Kreutzer’ Sonata—the most 
dramatic of Beethoven’s ten violin sonatas.
 The opening movement is marked Allegro con brio, the same indication Beetho-
ven would later use for the opening movements of the Third and Fifth Symphonies, 
and the sonata’s first movement has a dramatic scope similar to those sympho-
nies. It opens quietly with a recurrent brooding figure that ends with a sudden turn, 
like the quick flick of a dragon’s tail. The violin soon picks this up and also has the 
second subject, which marches along clipped dotted rhythms. There is no exposi-
tion repeat, and Beethoven slips into the development quietly, but soon the energy 
pent up in these simple figures is unleashed—this dramatic music features massive 
chording by both instruments and drives to a huge climax.
 By contrast, the Adagio cantabile opens with a melody of disarming gentleness, 
once again announced by the piano, and much of this movement sings gracefully. 
As it develops, however, the accompaniment grows more complex, and soon these 
murmuring runs begin to take over the music; Beethoven makes sharp dynamic 
contrasts before bringing the movement to a quiet close. The brief Scherzo: Allegro 
is full of stinging accents and rhythmic surprises; its trio section is a subtle variation 
of the movement’s opening theme, here treated in canon.
 The Finale: Allegro returns to the mood of the opening movement—again there 
is a quiet but ominous opening full of suppressed energy that will later explode 
to life. This finale is in modified sonata-rondo form, and despite an occasional air 
of play and some appealing lyric moments, the movement partakes of the same 
atmosphere of suppressed tension that has marked the entire sonata. Beethoven 
brings it to a suitably dramatic close with a blazing coda marked Presto that remains 
resolutely in C minor.

© Eric Bromberger

JENNIFER KOH, VIOLIN

Violinist Jennifer Koh is recog-
nized for her intense, commanding 
performances. She collaborates 
with artists of multiple disciplines 
and curates projects that find con-
nections between music of all eras 
from traditional to contemporary.

Born in Chicago of Korean par-
ents, Ms. Koh made her debut with 
the Chicago Symphony Orchestra 
at age 11. Ms. Koh is Musical 
America’s 2016 Instrumentalist of 
the Year, a winner of the Concert 
Artists Guild Competition, and a 
recipient of an Avery Fisher Career 
Grant. She has a bachelor of arts 
degree in English literature from 
Oberlin College and studied at the 
Curtis Institute. 

Last season, Ms. Koh per-
formed a broad range of concer-
tos, including Steven Mackey’s 
concerto Beautiful Passing with 
the Baltimore Symphony and 
Naples Philharmonic, Mozart’s First Violin Concerto with the St. Louis Symphony, 
Esa-Pekka Salonen’s Violin Concerto with the Cincinnati Symphony and Sibelius’s 
Violin Concerto with the New Jersey Symphony Orchestra. 

Ms. Koh has been heard with leading orchestras around the world including the 
Los Angeles and New York philharmonics; the Atlanta Symphony, Baltimore Sym-
phony, BBC Symphony Chicago Symphony, Cincinnati Symphony, among others.
Ms. Koh is the artistic director of arco collaborative, an artist-driven nonprofit that 
supports artistic collaborations and commissions.

SHAI WOSNER, PIANO

 Pianist Shai Wosner has attracted international recognition for his exceptional 
artistry, musical integrity, and creative insight. In the 16-17 season, Mr. Wosner 
launched a new solo recital series, Schubert: The Great Sonatas. He performed 
the series this season in Israel, with performances in the U.S. and Japan sched-
uled for the 17-18 season. The music of Beethoven was also a major focus in 
recital, chamber, and concerto performances. 
 Mr. Wosner is a recipient of Lincoln Center’s Martin E. Segal Award, an Avery 
Fisher Career Grant, and a Borletti-Buitoni Trust Award. As a concerto soloist 
in the U.S., Mr. Wosner has appeared with the orchestras of Atlanta, Baltimore, 
Berkeley, Chicago, Cleveland, Dallas, Indianapolis, and Los Angeles.
 Born in Israel, Mr. Wosner enjoyed a broad musical education from a very 
early age, studying piano with Emanuel Krasovsky as well as composition, theory, 
and improvisation with André Hajdu. He later studied at The Juilliard School with 
Emanuel Ax. Mr. Wosner is on the faculty at the Longy School of Music in Boston. 
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Ian Bostridge, tenor
Julius Drake, piano

Saturday, February 10, 2018 at 3:00 p.m.

Intermission

This performance is generously sponsored by 
Philippine Meister, MD and Daniel Berkenblit, MD

wARNER CLASSICS
By arrangement with: OPuS3 ARTISTS 
470 Park Avenue South, 9th Floor North, 
New York, NY 10016

www.IANBOSTRIDGE.COM

HYPERION
By arrangement with: IMG ARTISTS 
The Light Box, 111 Power Road
London, w4 5PY

www.JuLIuSDRAkE.COM

Wehmut, D. 772 (1822)
Der Zwerg, D. 771 (1822)
Nacht und Träume, D. 827 (1823)

Der Musensohn, D. 764 (1822)
An die Entfernte, D. 765 (1822)
Am Flusse, D. 766 (1822)
Willkommen und Abschied, D. 767 (1822)

Wandrers Nachtlied II, D. 768 (1824)

An die Leier, D. 737 (1822)
Am See, D. 746 (1822)
Im Haine, D. 738 (1822)

Erlkönig, D. 328 (1815)

An den Mond I, D. 259 (1815)
Nähe des Geliebten, D. 162 (1815)
Nachtgesang, D. 119 (1814)
Liebhaber in allen Gestalten, D. 558 (1817)
Meeres Stille, D. 216 (1815)
Auf dem See, D. 543 (1817)
An Mignon, D. 161 (1815)
Erster Verlust, D. 226 (1815)
Ganymed, D. 544 (1817)
An den Mond II, D. 296 (1815)

FRANZ SCHUBERT
(1797-1828)

IAN BOSTRIDGE, TENOR

 Ian Bostridge’s international recital career 
takes him to the foremost concert halls of 
Europe, Japan and North America. He has 
appeared with the Berlin, Los Angeles, New 
York, and Vienna philharmonics, Royal Concert-
gebouw, Boston and London symphonies and 
the Orchestra of the Metropolitan Opera, under 
Sir Simon Rattle, Bernard Haitink, Sir Colin 
Davis, Seiji Ozawa, Riccardo Muti, Nikolaus 
Harnoncourt, Daniel Barenboim, James Levine, 
Daniel Harding, Andris Nelsons and Sir Antonio 
Pappano. 
 Highlights of the 16-17 season included his 
operatic debut at La Scala as Peter Quint (‘The 
Turn of the Screw’), an American recital tour of 
Schubert’s ‘Winterreisse’ with Thomas Adès, a 
staged Schubert project with the Los Angeles 
Philharmonic Orchestra, performances of Zender’s ‘Winterreise’ in Taipei, Perth 
and for Musikkollegium Winterthur, and Britten’s Curlew River in Hamburg and 
Madrid. His many recordings have won all the major international record prizes 
and been nominated for 13 Grammys. He was awarded a CBE in the 2004 New 
Year’s Honors. In 2014 he was Humanitas Professor of Classical Music at the 
University of Oxford. In 2016 he was awarded the The Cooper Prize for nonfiction 
writing for his book ‘Schubert’s Winter Journey: Anatomy of an Obsession’.

JULIUS DRAKE, PIANO

 Julius Drake appears regularly at major mu-
sic centers including: the Aldeburgh, Edinburgh, 
Munich, Schubertiade, and Salzburg Music 
Festivals; Carnegie Hall and Lincoln Center 
New York; the Concertgebouw Amsterdam and 
Philarmonie Berlin; and Wigmore Hall and BBC 
Proms London.
 Concerts in the coming seasons include 
recitals in his series, ‘Julius Drake and Friends’ 
at London’s Middle Temple Hall with Christine 
Rice, Iestyn Davies, Simon Keenlyside and Ian 
Bostridge as well as international concerts with 
Danielle De Niese and Alice Coote. Julius Drake 
is now embarked on a major project to record 
the complete songs of Franz Liszt for Hyperion: 
the second disc with Angelika Kirchschlager won 
the BBC Music Magazine Award for 2012.
 Julius Drake’s many recordings include a series with Gerald Finley for Hy-
perion, for which the Barber Songs, Schumann Heine Lieder and Britten Songs 
and Proverbs have won the 2007, 2009 and 2011 Gramophone Awards; several 
recitals for the Wigmore Live label; and recordings of Tchaikovsky and Mahler with 
Christianne Stotijn for Onyx.
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Friends of
Chamber Music

of TROY, NEW YORK

Please join us for our 69th season of 
world-class chamber music

All performances are at Kiggins Hall, Emma Willard School,
285 Pawling Ave. (Rt. 66), Troy, NY, with free parking on site.

Season tickets: $100 ($50 students). Single tickets: $25 ($15 students).
Group discounts are available. To learn more, call 518-833-1874

or visit us online at friendsofchambermusic.org.

HARMONIOUS BLACKSMITH
Saturday, Sept. 23, 2017, 7:30 p.m.

Works for strings, flute, and harpsichord  
by Telemann, J.S. Bach, Rameau, Morel, and C.P.E. Bach

WALDEN CHAMBER PLAYERS
Sunday, November 26, 2017, 3:00 p.m.

Works for piano and strings by  
Garfield, Mozart, Devienne, and Fauré

PENTAÈDRE
Saturday, January 13, 2018, 7:30 p.m.

Works for wind quintet by Lussier, Taffenel, Ligeti,  
Mozart/Lussier, and Mozart/Carpentier

ATTACCA QUARTET
Saturday, February 3, 2018, 7:30 p.m.

Works for string quartet by Beethoven, Ligeti, and Schumann

2016 Banff Prize Winner
ROLSTON STRING QUARTET

Saturday, March 17, 2018, 7:30 p.m.
Works for string quartet by Haydn, Debussy, and Tchaikovsky



French Country Harvestfare™

Steps from Union College – Ideal before the performance

707 Union Street, Schenectady, NY 12305
Reservations – 518.344.6393

www.cheznousschenectady.com

Our Restaurant and Lounge – Sammy’s Burgers and Bistro, feature 
the best burgers in town as well as full service entrees!  Relax in our 

lounge and enjoy your beverage of choice while 
watching any of our large TV’s

Weddings, Social Functions or Meetings are a DoubleTree treat in 
our spacious banquet hall seating up to 365 or our 

specially equipped board room

A proud supporter of Union College EventsA proud supporter of Union College Events

Make the concert even sweeter

DoubleTree by Hilton Schenectady
100 Nott Terrace Schenectady, NY 12308

Contact our Sales Team at dos@dtreeschenectady.com
518/393-4141 • schenectady.doubletree.com
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Apollon Musagète String Quartet

Sunday, February 18, 2018 at 7:30 p.m.

Andante festivo (1922)

Quartet in D Major, Op. 18, No. 3 (1798-1800)
 Allegro
 Andante con moto
 Allegro
 Presto

Jean Sibelius
(1865-1957)

Ludwig van Beethoven
(1770-1827)

Quartet in G Minor, Op. 27 (1877-78)
 Un poco andante—Allegro molto ed agitato
 Romanze: Andantino
 Intermezzo: Allegro molto marcato
 Finale: Lento—Presto al saltarello 

Edvard Grieg
(1843-1907)

Intermission

DECCA RECORDS
By arrangement with: ARTS MANAGEMENT GROuP, INC., 

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

www.APOLLON-MuSAGETE.COM

Paweł Zalejski, violin 
Bartosz Zachłod, violin 

Piotr Szumieł, viola 
Piotr Skweres, cello

PROGRAM NOTES

Sibelius: Andante festivo (1922)
 Just before Christmas 1922 Walter Parviainen commissioned a festive canta-
ta from Sibelius for the 25-year celebration of the Säynätsalo sawmills. On going 
through his sketches, Sibelius quickly decided on a small work of only a few pages, 
to be played by a string quartet. The work may have been based on very early 
sketches, perhaps even on the plan for the oratorio Marjatta from the beginning of 
the century. In 1929 the composer’s niece Riitta Sibelius got married, and Andante 
festivo was performed at the wedding by two combined string quartets. He later 
rescored it for string orchestra and timpani for a radio broadcast in 1939 under his 
baton.

© sibelius.fi

Quartet in D Major, Op. 18, No. 3 (1798-1800)
 The D-major quartet is one of the gentlest of Beethoven’s earlier works, certainly 
in its first three movements, and its subtlety will not be noticed by those who tend 
to patronize his first quartets. Take the very opening, for instance—the first two 
notes of the violin and their continuation in quietly flowing eighth-notes over a very 
deliberate chordal accompaniment could easily be the start of a slow movement. We 
realize only after a while that the motion belongs to an allegro. Beethoven’s control 
of movement shows already a high degree of maturity, clearly proved in an opening 
to which no parallel can be found in Haydn or Mozart. It is a beautiful beginning and 
the rest of the movement fulfils its promise. The part-writing in later quartets produc-
es greater democracy than here, but the music itself could hardly be bettered in the 
ease and certainty of its flow, while the sidelong approach to the dominant in the 
second group (through C major and A minor) has unobtrusive originality. The devel-
opment is not long, but its approach to the recapitulation is unexpectedly dramatic, 
through the dominant of F-sharp minor, later powerfully intensified in the Second 
Symphony (in the same key).
 The easeful B-flat Andante is a rondo. As Basil Lam points out in the BBC Music 
Guide to the Beethoven quartets, the twelve-bar theme “is constructed with great 
subtlety; the melody, begun by the second violin, is taken over and repeated by the 
first before the statement has been completed.” The smoothly flowing figuration of 
the theme is prominent in most of the movement, and Beethoven’s use of contrast-
ing harmonic areas prevents this fact from preempting the always welcome returns 
of the theme itself. At the center is a rich development.
 Quietly flexing strong muscles, the scherzo is unaggressive and its D-minor 
trio decorates a four-note descending bass. Sustained brilliance in this quartet is 
reserved for the finale, in a fast six-eight time. Its keys and rhythms create the temp-
tation to compare it (of course unfavorably!) with the finale of Mozart’s D-major quin-
tet—but in this case it must be Beethoven who wins the palm for sheer mastery of 
movement. Mozart’s theme sits down with dangerous regularity, while Beethoven’s 
flies at once into the sky, alighting when and where it wishes, and the length and 
size of Beethoven’s paragraphs and the energy with which they are infused can be 
found only rarely with other composers. Here it is also generates rich and vigorous 
polyphony in the overwhelmingly energetic development.

© Dr. Robert Simpson

This performance is sponsored by 
Sonja Krause Goodwin

in memory of Walter W. Goodwin 
who loved Beethoven string quartets
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Grieg: Quartet in G Minor, Op. 27 (1877-78)
 Like Sibelius, Grieg tried the string quartet several times, but left only one 
mature, completed essay in the form. He began writing the Quartet in G Minor in 
the summer of 1877, and worked on it through the winter in a composing retreat in 
Lofthus, in the Hardanger district of Norway. “I have recently finished a string quartet 
which I still haven’t heard,” the composer wrote to a friend in the summer of 1878. “It 
is in G minor and not planned to be meat for small minds! It aims at breadth, vigor, 
flight of imagination, and, above all, fullness of tone for the instruments for which it is 
written.”
 An astonishingly-rich sonority is indeed an obvious characteristic of this piece. All 
four parts have an extraordinary amount of double-stopping, creating a full-bodied 
sound that is orchestral but also often folkloric, like the Hardanger fiddle music that 
Grieg knew and loved so well.
 The main theme of the work, however, comes from Grieg’s own song “Spille-
maend” (Minstrels, or Fiddlers). The poem that Grieg set in 1876 as the first of six 
Ibsen songs (Op. 25) is about the Hulder, a water spirit who offers minstrels great 
musical gifts in exchange for their happiness, and the choice of this song here sug-
gests an allusive and elusive personal program. The theme from the song is boldly 
stated at the outset and recurs often throughout the first movement. Motives from it 
appear in the middle movements, and the motto theme returns again in the leaping 
finale.
 In many ways, Grieg’s bold rethinking of the venerable medium clearly inspired 
Claude Debussy in his own String Quartet, composed 10 years later and also in G 
minor. Harmony, rhythm, and sheer sound are all more important than the intimate 
polyphonic interplay that characterized the classical string quartet. The Romanze 
movement, with its increasingly abrupt mood swings between sunny lyricism and 
darkly agitated passion, takes its point of departure from late Beethoven, while the 
scherzo-like Intermezzo is the most folkloric in its rough dancing energy and spirited 
play with meter.

© John Henken

APOLLON MUSAGèTE STRING QUARTET
 
 Winner of first prize 
and several other awards 
at the International 
Music Competition of the 
ARD in 2008, the Apol-
lon Musagète Quartet 
has rapidly become an 
established feature of the 
European musical scene. 
An essential element 
of the Quartet’s work is 
its collaborations with 
living composers such as 
Konstantia Gourzi and 
Krzysztof Penderecki; in 
addition to the traditional 
repertoire for string quartet, the group has had a number of works dedicated, often 
on the theme of its mythical inspiration Apollo.
 Last season included re-invitations to Amsterdam, Antwerp, Brussels, London, 
Lucerne and Warsaw as well as debuts at Festspielhaus Baden-Baden, Palau 
de la Música Catalana in Barcelona, Handelsbeurs Concertzaal Gent and at the 
Elbphilharmonie Hamburg. Furthermore, the quartet performed at the Festival de 
Música in León and is part of a ballet production of Staatstheater Nürnberg and a 
production of the Berlin performance group Nico and the Navigators.
 The Apollon Musagète Quartet collaborates with renowned artists such as 
Martin Fröst, Angelika Kirchschlager, Ewa Kupiec, Gabriela Montero and Jörg 
Widmann. The quartet appeared in chamber music festivals including the Annecy 
Festival, Bach Festival Leipzig, Budapest Spring, Chopin Festival in Warsaw, 
Kissinger Sommer, Musikfest Bremen, Mozartfest Würzburg, Schleswig-Holstein 
Music Festival, Schubertiade Schwarzenberg, Settimane Musicali di Ascona, Setti-
mane Musicali di Stresa and the Vinterfest in Sweden. 
 The quartet made its debut in 2010 at the Philharmonie in Berlin and, in the 
same season, was nominated as ECHO Rising Stars by both the Konzerthaus and 
Musikverein in Vienna. In 2012, The Quartet was named BBC New Generation 
Artist, leading to extensive touring in the UK and a number of recordings for the 
BBC. More recently, the Apollon was announced as recipient of the Borletti-Buitoni 
Trust Award 2014.
 The ensemble’s debut CD was released in 2010 on Oehms Classics to great 
critical acclaim and received a number of awards. Recently the quartet has 
released Russian Soul presenting works by Tchaikovsky, Prokofiev and Shosta-
kovich with the label Oehms Classics in 2014. Their live recording of Beethoven 
and Weber as part of the BBC Proms in London was released in 2016 at the BBC 
Music Magazine CD. 
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Kim-Watkins-Chien Piano Trio

Sunday, February 25, 2018 at 3:00 p.m.

PROGRAM NOTES

Beethoven: Trio in E-flat Major, Op. 70, No. 2 (1808)
 Beethoven completed his Op. 70, No. 2 trio while summering in a village just 
outside Vienna, immediately after finishing the Sixth Symphony. While the pre-
ceding ‘Ghost’ trio impresses with its intense dramatic flair, Op. 70, No. 2 explores 
another world entirely, that of subtle emotions and classical restraint. As Donald F. 
Tovey remarked, here Beethoven achieves an unparalleled “integration of Mozart’s 
and Haydn’s resources, with results that transcend all possibility of resemblance to 
the style of their origins.” 
 Haydn’s influence is already apparent in the first movement. It opens with a 
slow introduction whose mournful melody and stark lines return several times, in-
cluding at the very end, taking after Haydn’s ‘Drumroll’ symphony. These passag-
es interrupt the music’s otherwise carefree demeanor like cloudy, though fleeting, 
thoughts or reminiscences. The Allegretto begins with a charming theme punctu-
ated by an amusing reverse dotted figure (short-long). But in the second theme, 
in the parallel minor, the mood becomes portentous, even Baroque in its rhythmic 
pounding. And so the movement unfolds, alternating between cheery flicking and 
ominous pounding, before finally dissipating entirely. Cast in double-variation 
form, a favorite of Haydn’s, it again shows Beethoven’s indebtedness to his former 
teacher. 
 But in the relaxed, waltz-like Allegretto ma non troppo that follows, Beethoven 
conjures up non-Classical realms. Antiphonal exchanges between strings and 
piano (double-stopping in the violin make the two stringed instruments sound like 
three) possess a Renaissance flavor while harmonic twists anticipate Schubert. 
 Then in the robust Allegro finale, in place of Haydn’s guiding hand, come the 
bold gestures, jarring surprises and general boisterousness that only Beethoven 
could have written. From innovative third-related key relations to the widening of 
the upper compass of the piano, this is Beethoven searching for new paths and 
effects. Perhaps most remarkable—and Beethovenian—is the structure: the reca-
pitulation contains as much development of the principal themes as the develop-
ment section itself.

© Robert Rival

Pierre Jalbert: Trio No. 2 (2014)
 My second piano trio was written for the Morgenstern Trio (from Germany) for 
the Arizona Friends of Chamber Music. The work is in two movements of contrast-
ing character. A couple of ideas inspired each movement: the first was the thought 
of a desert landscape at night, desolate and calm; the second came from an inci-
dent driving home in Houston. I was driving through downtown late at night on an 
elevated highway, which runs through the center of town. There were just enough 
cars on the road to feel like it was busy, but there were no traffic jams so everyone 
was going at a high rate of speed, some cars weaving in and out of lanes. Coming 
around a large curve, I looked over at the downtown skyline as I passed very near 
the buildings. Since this was an elevated highway, I was looking at the 4th or 5th 
floors of most buildings, and as I glanced at the buildings, they seemed to be go-
ing by in slow motion. This provided the impetus for the second movement. These 
were simply starting points and the music itself eventually developed on its own 
terms.

© Pierre Jalbert

Soovin Kim, violin 
Paul Watkins, cello 
Gloria Chien, piano 

Trio in E-flat Major, Op. 70, No. 2 (1808)
 Poco sostenuto—Allegro ma non troppo
 Allegretto
 Allegretto ma non troppo
 Finale: Allegro

Trio No. 2 (2014)
 Mysterious, nocturnal, desolate
 Agitated, relentless

Ludwig van Beethoven
(1770-1827)

Pierre Jalbert
(b. 1967)

Trio in C Major, Op. 87 (1880-82)
 Allegro 
 Andante con moto
 Scherzo: Presto
 Finale: Allegro giocoso

Johannes Brahms
(1833-1897)

Intermission
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Brahms: Trio in C Major, Op. 87 (1880-82)
 Brahms was normally the most self-deprecating of composers, anxious to 
heap scorn on each new work he wrote. And so it comes as a pleasant surprise 
to read his description of the Trio in C Major to his publisher: “You have not so far 
had such a beautiful trio from me and very probably have not published one to 
match it in the last ten years.” It is very doubtful Brahms’ publisher—or any other 
publisher—has ever published another trio as beautiful as this one. It came from 
the apex of Brahms’ career: he began it in March 1880, when he was almost 47, 
but completed only the first movement. Returning to the score two years later, he 
wrote the final three movements at his favorite summer retreat, Bad Ischl, high in 
the Austrian Alps. The first performance took place on December 29, 1882.
 The opening instant of the first movement establishes a characteristic pattern. 
Here (and throughout the trio) Brahms treats the piano and the two string instru-
ments as two separate voices. The violin and cello so often play in octaves that 
the notion of a trio—of music featuring three separate voices—seems to become 
instead a duo: a sort of massive sonata for piano and a huge, eight-stringed 
instrument. The Allegro is built on three theme-groups: the strings’ athletic opening 
theme (violin and cello are in octaves), a chordal second melody introduced by 
piano, and a lilting idea in triplets played by the strings, once again in octaves. 
The development is extended (Brahms stretches the opening theme into a waltz 
and builds much of the development on this idea), and the movement drives to a 
powerful close on the opening theme.
 The Andante con moto is an ingenious set of variations. Violin and cello (now 
two octaves apart) immediately announce the main theme, and its Lombard 
rhythms (dotted rhythm with the short note coming first to produce a rhythmic 
snap) have led many to assume that this theme must have its origins in the 
Hungarian folk music Brahms loved so much. This theme, however, appears to be 
entirely the creation of Brahms. There are five variations; the odd-numbered ones 
treat this theme, while the two even-numbered are variations of the piano accom-
paniment to the original theme. Brahms thus creates a double set of variations on 
what appears to be only one theme.
 The spooky Scherzo is one of Brahms’ most effective (and one of his shortest) 
movements. The crisp C-minor mutterings of the opening section give way to a 
C-major trio, built on one of the most glowing themes Brahms ever wrote. Begin-
ning quietly, the violin soars to the top of its range as this radiant idea unfolds and 
sings. The return to the ghostly opening section sounds even darker by contrast, 
and Brahms offers an almost literal repeat of the opening, varying only the conclu-
sion.
 The marking to the last movement—Allegro giocoso—is crucial, for this is 
genuinely a happy finale. The movement is in sonata form, but its wealth of ideas 
has led many to compare it to a rondo. Once again, violin and cello are in octaves 
as they announce the main idea. Brahms marks this mezzo voce (middle voice), 
and this theme will gradually grow more powerful as the movement progresses. A 
lengthy coda leads to a powerful close on a huge variant of this opening theme.

© Eric Bromberger
 

SOOVIN KIM, VIOLIN
At age 20, Soovin Kim won first prize in the 

Paganini International Competition. Subsequent 
awards included the Henryk Szeryng Career Award, 
an Avery Fisher Career Grant, and a Borletti-Bui-
toni Trust Award. Equally gifted in concerto, recital, 
and chamber music repertoire, Kim has performed 
with the Philadelphia Orchestra, the San Francisco, 
Indianapolis, and Baltimore symphonies, Orchestra 
of St. Luke’s, Stuttgart Radio Symphony, Salzburg 
Mozarteum Orchestra, among others. 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 Conservatory. 

PAUL WATKINS, CELLO 
 Paul Watkins enjoys a distinguished career as 
concerto soloist, chamber musician and conductor. 
During his solo career he has collaborated with world 
renowned conductors including Sakari Oramo, Gia-
nandrea Noseda, Sir Mark Elder, Andris Nelsons, Sir 
Andrew Davis, and Sir Charles Mackerras. Highlights 
of recent seasons include concerto appearances with 
the Hong Kong Philharmonic, Bournemouth Sym-
phony, and the BBC Symphony, and his US concerto 
debut with the Colorado Symphony. A dedicated 
chamber musician, Watkins was a member of the 
Nash Ensemble from 1997 to 2013, and joined the 
Emerson String Quartet in May 2013. In 2014 he was 
appointed artistic director of the Great Lakes Cham-
ber Music Festival in Detroit. 
 

GLORIA CHIEN, PIANO
 Gloria Chien made her orchestral debut at the age 
of 16 with the Boston Symphony. Since then, she 
has appeared as a soloist under the batons of Sergiu 
Comissiona, Keith Lockhart, Thomas Dausgaard, and 
Irwin Hoffman. An avid chamber musician, she has 
been the resident pianist with the Chameleon Arts 
Ensemble since 2000. She has recorded for Chandos 
Records, and recently released a CD with clarinetist 
Anthony McGill. In 2009, Chien founded String The-
ory, a chamber music series in downtown Chatta-
nooga. A native of Taiwan, Gloria is a graduate of the 
New England Conservatory of Music  where she was 
a student of Russell Sherman and Wha-Kyung Byun. 
She is an associate professor at Lee University in 
Cleveland, TN.
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Pierre-Laurent Aimard, piano

Sunday, March 4, 2018 at 3:00 p.m.

Création d’or (1916)
 I.
 II.
Révelation (1915)
 Le glas d’au-delà
 La mort
 Néant
 Immortel
 Détresse de Satan
 Vérité

Nuages gris (1881)
Les jeux d’eaux à la Villa d’Este (1877)

Sonata No. 10, Op. 70 (1913)
 Moderato—Allegro
Sonata No. 5, Op. 53 (1907)
 Allegro, impetuoso, con stravaganza—
 Languido—Presto con allegrezza

Nikolai Obukhov
(1892-1954)

Franz Liszt
(1811-1886)

Alexander Scriabin
(1872-1915)

Sonata in B-flat Major, Op. 106, Hammerklavier (1818)
 Allegro
 Scherzo: Assai vivace
 Adagio sostenuto
 Largo—Allegro risoluto

Intermission

Ludwig van Beethoven
(1770-1827)

DEuTSCHE GRAMOPHON
By arrangement with: HARRISON PARROTT

5-6 Albion Court, Albion Place, London w6 0qT

www.PIERRELAuRENTAIMARD.COM

PROGRAM NOTES

Obukhov: Création d’or (1916)
 Program note not available.

Obukhov; Révelation (1915)
 One has only to hear moments of Obukhov’s six original piano pieces from 1915, 
entitled Révelation, to momentarily lapse into uncertainty as to whether or not they 
could possibly have been composed in 1915. The Blavatska-influenced titles that 
constitute Révelation present themselves to an audience in the early twenty-first 
century that demonstrates greater interest than perhaps that of the Paris of the 
1920s when his works did not attract significant public interest outside Russia. 
Whereas Scriabin retained such outmoded if reassuring titles as prelude, etude, 
sonata, symphony and concerto, Obukhov certainly did not. The titles for his set of 
pieces that comprised Révelation are: Le glas d’au-delà, La mort, Néant, Immortel, 
Détresse de Satan, and vérité. Such conceptions were as much by-products of The 
Secret Doctrine and Scriabin’s Third, Fourth and Fifth symphonies as Messiaen’s 
perceptions of both. Taking the language employed by Scriabin in his middle and 
late-period works, Obukhov evolved a technique based on the systematic config-
uration and manipulation of twelve-note chords or harmonic areas. The sonorities 
resulting from this ‘total harmony’ are often broadly octatonic and frequently have 
a quasi-dominant character due to the prevalence of diminished fifths as part of a 
‘total harmony.’ 

© Roger woodward
 

Liszt: Nuages gris (1881)
 Liszt’s late music shifts away from the virtuosity of his youth; indeed few have 
reached such depths with so few notes. His late music still sounds like it belongs 
to the future, though time has passed it by. The enigmatic Nuages Gris shows the 
ever-changing composer. The piece is stark and foreboding in outlook, and the 
piano writing has been paired down to a degree of bareness which is truly striking. 
Perhaps the most unsettling aspect of Nuages Gris is its end: two rolled chords in 
the upper register of the piano which seem to materialize from some other region. 
Was Liszt looking into a void? 
 The brevity of the delightful piece in A-flat major, in a collection of miniatures Liszt 
wrote from 1863 to 1879, makes it no less a masterpiece of his late style. Dedicated 
to Baroness Olga von Meyendorff, a capable pianist of whom Liszt was fond and 
corresponded with often, its magic is in its captivating harmonic changes and the 
enchanting way in which Liszt ends the piece: he changes the meter, syncopates 
hls melody; and finishes in a dissonant harmonic blur that charmingly resolves to the 
A-flat tonality the piece calls home. 

© Matthew Harrison

Liszt: Les jeux d’eaux à la Villa d’Este (1877)
 During the last fifteen years of his life Liszt divided his time between Weimar, 
Budapest, and Rome, and in ‘Les jeux d’eaux à la Villa d’Este’ we find ourselves in 
Tivoli, a short trip from Rome, at the residence of Cardinal Hohenlohe with its enor-
mous cypress trees and the numerous fountains which captured Liszt’s imagination. 
He would spend hours looking at and contemplating these trees and fountains, 
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piano sonatas juxtapose passages of great tenderness and lucidity with lacerating 
eruptions of raw energy and emotion. How, and how much, the composer’s loss of 
hearing affected his music and outlook on life is to some degree a matter of conjec-
ture, but there is no mistaking the “inwardness” of these extraordinary works, with 
their radical discontinuities, far-flung tonal relationships, and bold reconfigurations of 
musical space and time.
 More than a year in the making, the Hammerklavier was the most ambitious—
and by some degree the longest—piano sonata Beethoven had ever composed. 
Unlike such works as the Moonlight and Appassionata sonatas, the conventional 
subtitle offers no clue as to the music’s distinctive character. In what seems to have 
been a burst of patriotic feeling, Beethoven insisted that the publisher advertise the 
B-flat Major Sonata as written for the Hammerklavier, the German word for “piano-
forte.” In all but name, however, the composer’s 29th sonata was radically uncon-
ventional. A notice in the Viennese press accurately described it as inaugurating “a 
new period in Beethoven’s keyboard works.” Uncertain of how his creation would 
be received in the marketplace, he encouraged his British publisher to issue the 
score in two separate volumes, with the freestanding finale retitled “Introduction and 
Fugue.”
 Beethoven signals his intention of working on an outsized scale at the outset. No 
sooner have a pair of mighty chordal thunderclaps fixed the listener’s attention than 
he switches abruptly to a lighter, more transparently lyrical mode. Sharp dynamic 
contrasts, sudden shifts of register and texture, and bold juxtapositions of keys are 
the very essence of the opening Allegro. Listen for the playful mini-fugue in the 
development section, which reflects Beethoven’s abiding interest in the contrapuntal 
techniques of Bach. The short Scherzo—with its springy, tautly wound theme and 
ominously roiling midsection—reinforces the sense of dynamic instability that per-
vades the sonata. The heart of the work is the richly introspective Adagio sostenuto, 
whose transcendent spirituality points the way toward Beethoven’s last piano sona-
tas and string quartets. After a strange, improvisatory-sounding interlude, the finale 
proper begins with a series of sustained trills that launch an energetic three-voice 
fugue. Midway through the movement, Beethoven pauses to introduce a placid sec-
ond subject in quarter notes, which he proceeds to interweave with the first subject 
in a dazzling double fugue.

© Harry Haskell

and in 1877 he set to music a piece which reaches into the future, looking towards 
Debussy in its impressionistic feel. Quoting the Gospel of St. John, “But whosoever 
drinketh of the water that I shall give him, shall never thirst; but the water that I shall 
give him shall be in him a well of water springing up into everlasting life,” Liszt ele-
vates the water-play of fountains to spiritual dimensions. The piano textures bubble 
and shimmer in cascades of luminous arpeggios, and remains a model, as Busoni 
said, “for all musical fountains that have flowed ever since.”

© Matthew Harrison

Scriabin: Sonata No. 10, Op. 70 (1913)
 Scriabin’s two last piano sonatas are brief, drastically compressed, more like 
extended etudes. Sonata No. 10, Op. 70, the last of all, is one of his greatest works. 
It effects a moving reconciliation between the darker and lighter sides of his musical 
nature, containing music of a new simplicity and serenity, yet also a buoyant, dance-
like element which carries the music forward with a rare optimistic verve. There 
are three main ideas, the first (with its characteristic falling thirds) serving also as a 
slow introduction before the principal Allegro tempo gets going. The development, 
progressively invaded by the pulsing trills which are so much a part of Scriabin’s 
vocabulary of fevered aspiration, reaches a shimmering climax marked Puissant, 
radieux. The recapitulation then omits the slow opening idea, which Scriabin brings 
back at the very end to close the Sonata’s expressive circle after the Icarus-like flight 
of the remarkable ‘winged’ coda. 

© Malcolm MacDonald

Scriabin: Sonata No. 5, Op. 53 (1907)
 Scriabin’s Sonata No. 5 is in one continuous movement that itself contains 
elements of the traditional divisions of the sonata. It was written at
a time when Scriabin was occupied with the ‘Poem of Ectasy’. He prefaces the
sonata with four lines from a poem of his own:
 
 I call you to life, secret longings!
 You that have been drowned in the dark depths 
 Of the creative spirit, you fearing
 Embryos of life, to you I bring boldness. 

 The sonata, marked initially Allegro, impetuoso, con stravaganza, opens with a 
right-hand trill in the lower register of the keyboard over a tremolo dtminished fifth, 
the following brief figure then making its way to the highest register, before a con-
trasting passage marked Languido, followed by a Presto con allegrezza, introduc-
ing a characteristic pattern of cross-rhythm, elements that, with others, re-appear, 
before the sonata ends with a return to the restless figure of the first section.

© keith Anderson

Beethoven: Sonata in B-flat Major, Op. 106, Hammerklavier (1818)
 In 1817, Beethoven received a six-octave Broadwood piano as a gift from the 
English manufacturer. Although he was undoubtedly too deaf to fully appreciate the 
instrument’s expanded tonal and dynamic range, his keyboard music of the peri-
od—beginning with the titanic Hammerklavier Sonata of 1818—reveals a similar 
expansion of musical boundaries. Like other of Beethoven’s late works, the last four 
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PIERRE-LAURENT AIMARD, PIANO

Widely acclaimed as a key 
figure in the music of our time 
Pierre-Laurent Aimard enjoys an 
internationally-celebrated career, 
performing throughout the world 
each season with major orches-
tras. He has been invited to curate, 
direct and perform in a number of 
residencies, with projects at Carne-
gie Hall, New York’s Lincoln Cen-
ter, Vienna’s Konzerthaus, Berlin’s 
Philharmonie, the Tanglewood 
Festival and London’s Southbank 
Centre. Aimard was the artistic 
director of the Aldeburgh Festival 
from 2009 to 2016.

Last season saw Aimard 
continue his trio partnership with 
Mark Simpson and Antoine Tam-
estit, and the development of an 
innovative program of concerts for 
Fondation Louis Vuitton in Paris. 
He performed with The Deutsche 
Kammerphilharmonie Bremen and Paavo Järvi in Taiwan, and returned to the 
orchestra in spring 2017 for concerts in Germany. He continues his lifelong associ-
ation with the music of Messiaen, performing his works in Switzerland, Cambridge, 
London, The Netherlands, Montreal, Munich, Salzburg, Tanglewood and Ravinia 
and in 2016 he was awarded the prestigious Helpmann award for Best Individual 
Classical Performance for his recitals of Messiaen’s ‘Vingt Regards’ in Sydney and 
Melbourne.

Aimard has had close collaborations with many leading composers including 
Kurtág, Stockhausen, Carter, Boulez and George Benjamin and Ligeti. Most 
recently he performed the world premiere of piano works by Kurtág at a celebra-
tion of the composer’s 90th birthday. Recent seasons have included the world 
premieres of Harrison Birtwistle’s piano concerto Responses; Sweet disorder and 
the carefully careless, as well as Carter’s last piece Epigrams for piano, cello and 
violin, which was written for Aimard. He has been honored with a Grammy award 
in 2005 for his recording of Ives’ Concord Sonata and Songs and he was also 
presented with Germany’s Schallplattenkritik Honorary Prize in 2009.

Born in Lyon in 1957, Pierre-Laurent Aimard studied at the Paris Conservatoire 
with Yvonne Loriod and in London with Maria Curcio. Early career landmarks 
included winning first prize in the 1973 Messiaen Competition at the age of 16 
and being appointed, three years later, by Pierre Boulez to become the Ensemble 
Intercontemporain’s first solo pianist.
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Curtis@Union
Emma Resmini, flute l Michelle Cann, piano

Sunday, March 18, 2018 at 3:00 p.m.

Prélude à l’après midi d’un faune (1891-94) 

Sonata in B Minor, BWV 1030 (1736-37)
 Andante
 Largo e dolce
 Presto

Poem (1918)

Sonata for Clarinet, Op. 120, No. 2 (arr.) (1894)
 Allegro amabile
 Allegro appassionato
 Andante con moto—Allegro

Claude Debussy
(1862-1918)

Johann Sebastian Bach
(1685-1750)

Charles Tomlinson Griffes
(1884-1920)

Aria, Op. 48, No. 1 (1958-59) 

Solo Suite, Op. 8 (1930)
 Moderato
 Vivace
 Molto con sentimento
 Allegro ironico

Windrunner (2015)

Intermission

Ernő Dohnányi
(1877-1960)

Wallingford Riegger
(1885-1961)

Sean William Calhoun
 (b. 1992)

FREE CONCERT

www.CuRTIS.EDu

EMMA RESMINI, FLUTE

Emma Resmini began playing the fl ute at the 
age of three. She was a YouTube star at age 
seven and now, at age 17, Resmini’s profession-
al career is taking off. Resmini recently won the 
Philadelphia Orchestra’s Greenfi eld Concerto 
Competition. She has also performed with the 
Dallas Symphony, the National Symphony, and 
the Pittsburgh Symphony. In 2016, she partic-
ipated in a young residency at public radio’s 
“Performance Today.” Emma Resmini grew up 
in Fairfax, Va., and is currently a senior at the 
Curtis Institute, where she studies with fl utist 
Jeffrey Khaner.

MICHELLE CANN, PIANO

 Michelle Cann won top prizes in various 
state, national, and international competitions 
including the Music Teacher’s National Asso-
ciation Competition, the International Russian 
Piano Music Competition, and the Blount Young 
Artists National Competition. She made her 
orchestral debut at the age of 14 and since then 
has been invited to perform with various orches-
tras including the Florida Orchestra, Cleveland 
Institute of Music Symphony Orchestra, and 
the New Jersey Symphony Orchestra. Michelle 
pursued her bachelor and master degrees in 
Ohio from the Cleveland Institute of Music and 
went on to receive an artist diploma in piano at 
the Curtis Institute. Along with a performance 
career, Michelle is actively involved in music 
education in the Philadelphia community. During 
her time there, she has served as the choir director of two 30-member children 
choruses in the El Sistema-inspired program ‘Play On Philly’ and is also develop-
ing a new program, ‘Keys to Connect,’ which strives to strengthen parent/children 
bonds through the shared study of piano.
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Stefan Jackiw, violin
Jeremy Denk, piano

Sunday, March 25, 2018 at 3:00 p.m.

PROGRAM NOTES

IVES: VIOLIN SONATAS (1902-14)
 For Charles Ives, it was his father, George, who opened up the world of music. 
This small town bandmaster from Danbury, CT—once described by Ulysses S. 
Grant as the best bandmaster in the Union Army—was Ives’s principal teacher and 
enduring inspiration. George Ives (1845-94) gave his son a solid foundation in music 
theory, introduced him to the classical canon (though he found the music of Mozart 
and Haydn “too sweet, too pretty, too easy on the ears”), and taught him to “stretch 
his ears” with bold forays into polyrhythm, microtones, tone clusters, polytonality, 
and the clash of layered textures and melodies. Indeed, Henry Cowell once wrote 
that “the germ of every new type of musical behavior that Charles Ives developed or 
organized can be found in the suggestions and experiments of his father.” George 
Ives’ love of experiment was rooted in a love of making music, most particularly 
the kind of music—hymns and patriotic—that formed the spirited core of Danbury’s 
communal civic and religious life. “Father, who led the singing, sometimes with his 
cornet or his voice, sometimes with both voice and arms, and sometimes in the 
quieter hymns with a violin or French horn, would always encourage the people to 
sing their own way.” There was “something about the way father played hymns…” 
Charles Ives noted elsewhere: “He had the gift of putting something in the music 
which meant more sometimes than when people sung the words.” This is the world 
of the Fourth Violin Sonata, originally published in four movements in 1915, revised 
and republished without its original finale in 1942. Ives called the sonata “a kind of 
reflection, remembrance, expression, etc. of the children’s services at the outdoor 
Summer camp meetings held around Danbury and in many of the farm towns in 
Connecticut, in the 70s, 80s, and 90s. There was usually only one Children’s Day 
in the Summer meetings, and the children made the most of it—often the best of it. 
They would at times get stirred up, excited, and even boisterous, but underneath 
there was usually something serious...” The “something serious” is the extended 
central Largo, based on the hymn ‘Jesus Loves Me,’ briefly interrupted by a raucous 
middle section, but concluding quietly. The outer movements are extremely short 
(this is the shortest of the four sonatas) and full of the “excited and even boisterous” 
energies of young boys marching around to such hymns as ‘Work for the Night is 
Coming’ and ‘Tell Me the Old, Old Story’ in the opening movement (along with one of 
his father’s compositions, an energetic fugue in B-flat Major) and ‘Shall We Gather 
at the River?’ in the closing Allegro.
 The other three violin sonatas, composed between 1902 and 1914, likewise draw 
heavily on period hymns and patriotic songs, usually introduced through motivic 
fragments, then gradually coalescing into a full statement of the tune toward the end 
of the movement. The Third Sonata, which Ives published in 1951, is the longest of 
the four and also the most traditional in form and substance; Ives called it “a nice 
piece for the nice ladies.” Its first movement incorporates three hymns—’Beulah 
Land’, ‘I Hear Thy Welcome Voice’, and ‘I Need Thee Every Hour’—presented in a 
succession of four “verses”—Adagio, Andante, Allegretto, Adagio—all concluding 
with the same refrain. The following Allegro alludes to a later period in Ives’ life, 
evoking the syncopated rag rhythms (applied to There’ll be no Dark Valley and O 
Happy Day) that were the rage during his undergraduate years at Yale. In the last 
movement Ives returns to ‘I Need Thee Every Hour,’ treated freely at first, then 
gradually working toward a moving statement of the hymn in the coda. Ives provided 
titles for the movements of the Second Sonata, likewise published in 1951. The first, 
Autumn (a melody whose text is ‘Mighty God, while angels bless Thee’), is a free 
fantasy that culminates in a maestoso statement of the hymn. The second move-
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Sonata No. 4, Children’s Day at the Camp Meeting (1905-14)
 Allegro
 Largo
 Allegro

  
Sonata No. 3 (1902-14)
 Adagio; Andante; Allegretto; Adagio
 Allegro
 Adagio cantabile

Sonata No. 2 (1903-10) 
 Autumn
 In the Barn
 The Revival

Sonata No. 1 (1903-08)
 Andante
 Largo cantabile
 Allegro

CHARLES IVES
(1874-1954)

VIOLIN SONATAS

Intermission
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ment, In the Barn, is dominated by dance rhythms (with hints of ragtime), country 
fi ddling, and the patriotic tune ‘The Battle Cry of Freedom.’ In the last movement, 
The Revival, which was originally the fi nale of the fourth sonata, the main hymn 
source is ‘Come Thou Fount of Every Blessing’ (set to the tune known as Nettleton). 
After a slow introduction, the tune is presented in the piano, then subjected to an 
increasingly spirited series of free variations that suddenly dissipate into a hushed 
statement of the hymn’s opening motive. Ives’ First Sonata, published in 1953, re-
calls the camp meetings that were subject of, the fourth sonata: “outdoor gatherings 
in which men got up and said what they thought, regardless of consequences.…” 
It begins with references to the hymn ‘Autumn’ in the kind of free contrapuntal style 
Ives had explored with his father. In the more aggressive central section, there are 
allusions to ‘The Shining Shore’ and ‘Bringing in the Sheaves.’ ‘The Old Oaken 
Bucket’ dominates the intimate second movement, whose central section quoting 
‘Tramp! Tramp! Tramp! The Boys are Marching,’ is an attempt, as Ives wrote, “to re-
live the sadness of the old Civil War days.” The fi nal Allegro, inspired by the farmers’ 
camp meetings, draws on ‘Work for the Night is Coming’ and, in the central section, 
‘Watchman Tell Us of the Night’ (Ives includes the text of the hymn under the violin 
part). The ending, as in so many of these sonata movements, is refl ective, a note of 
quiet transcendence that was Ives’ tribute to his father’s inheritance. 

© Christopher Hailey

STEFAN JACKIW, VIOLIN  

 Violinist Stefan Jackiw has appeared as soloist 
with the Boston, Chicago, Cleveland, New York, 
Philadelphia, and San Francisco symphonies, and he 
has collaborated with such renowned conductors as 
Yannick Nézet-Séguin, Ludovic Morlot, Andris Nel-
sons, Marin Alsop, Andrew Davis, Gerard Schwarz and 
Yuri Temirkanov. Last season Stefan Jackiw performed 
Prokofi ev’s Second Violin Concerto at Carnegie Hall 
with Mikhail Pletnev, before embarking on a multi-city 
tour with the Russian National Orchestra. He also ap-
peared in recital with acclaimed pianist Jeremy Denk in 
addition to solo performances around the world. 
 Other recent highlights include performances with 
the St. Louis Symphony, the Rotterdam Philharmon-
ic, the Indianapolis Symphony, and the Pittsburgh 
Symphony. He has performed at the festivals of Aspen, Mostly Mozart, Ravinia, and 
Caramoor, and with the Celebrity Series of Boston, Metropolitan Museum, Wash-
ington Performing Arts Society and Louvre Recital Series. Born in 1985 to physicist 
parents of Korean and German descent, Stefan Jackiw began playing the violin at 
the age of four. An Avery Fisher Career Grant recipient, his teachers have included 
Zinaida Gilels, Michèle Auclair, and Donald Weilerstein. He holds a bachelor of arts 
from Harvard, as well as an artist diploma from the New England Conservatory.

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 Fran-
cisco, and London. 
 Denk’s recent engagements included a fourteen-city 
recital tour of the US, including Boston, Washing-
ton, Philadelphia, San Francisco and culminated in 
his return to Carnegie Hall. 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. His writing has 
appeared in The New Yorker, 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. 
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Rafał Blechacz, piano

Sunday, April 8, 2018 at 3:00 p.m.

Rondo in A Minor, K. 511 (1787)

Sonata in A Minor, K. 310 (1778) 
 Allegro maestoso
 Andante cantabile con espressione
 Presto

Sonata in A Major, Op. 101 (1816)
 Etwas lebhaft und mit der innigsten Empfindung
 Lebhaft, Marschmäßig
 Langsam und sehnsuchtsvoll—
 Geschwind, doch nicht zu sehr, 
   und mit Entschlossenheit

Wolfgang Amadeus Mozart
(1756-1791)

Wolfgang Amadeus Mozart

Ludwig van Beethoven
(1770-1827)

Sonata in G Minor, Op. 22, No. 2 (1830-38)
 So rasch wie möglich
 Andantino
 Scherzo: Sehr rasch und markirt
 Rondo: Presto

4 Mazurkas, Op. 24 (1833)
 No. 1 in G Minor
 No. 2 in C Major
 No. 3 in A-flat Major
 No. 4 in B-flat Minor

Polonaise in A-flat Major, Op. 53 (1842)

Intermission

Robert Schumann
(1810-1856)

Frédéric Chopin
(1810-1849)

Frédéric Chopin

DEuTSCHE GRAMOPHON 
By arrangement with: ARTS MANAGEMENT GROuP, INC., 

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

www.BLECHACZ.NET

PROGRAM NOTES

Mozart: Rondo in A Minor, K. 511 (1787)
 The manuscript of Mozart’s haunting Rondo in A Minor is dated March 11, 1787. 
The previous year had seen the successful premiere of ‘The Marriage of Figaro’ 
in Vienna, and in a few months Mozart would begin work on ‘Don Giovanni’. Now, 
at the height of his powers and of his fame in Vienna, Mozart wrote this dark and 
expressive rondo for piano. The normal notion of a rondo—as a sparkling fast 
movement used as a finale—is inaccurate here: the tempo marking is Andante, and 
this measured movement shows none of the athletic stride of the finales of Mozart’s 
piano concertos. The emphasis in the Rondo in A Minor is not on display but on 
expression, and Alfred Einstein has spoken of the “whole depth of its emotion, the 
perfection of its style, its chiaroscuro of major and minor.” The rondo theme itself, a 
stately and grave melody in 6/8, is already decorated on its initial appearance by the 
turns that will mark Mozart’s treatment of this theme. Also striking is the chromatic 
slide of this theme, which gives the music so much of its expressiveness. As this 
simple melody repeats, it grows more ornate, more encrusted with turns and rhyth-
mic variations, yet it retains its powerful expressiveness—these embellishments are 
not mere decorations but are part of the powerful evolution of Mozart’s already-mov-
ing original idea. The Rondo proceeds through a series of these increasingly com-
plex repetitions and finally vanishes quietly on fragments of the original theme.

© Eric Bromberger

Mozart: Sonata in A Minor, K. 310 (1778)
 Mozart petitioned the Salzburg court for release from employment in the summer 
of 1777 because of difficulties with Archbishop Colloredo and longstanding contempt 
for Salzburg musicians. Colloredo responded by dismissing both father and son—an 
unexpected blow to Leopold, who sent Wolfgang on a job-hunting trip accompanied 
by his mother. One of their stops was Mannheim, where Wolfgang was extremely 
impressed with the musicians but no offer materialized. He dallied there, however, 
because he had fallen in love with Aloysia Weber, a fine singer and daughter of a 
music copier. At home in Salzburg Leopold fumed and in February 1778 ordered his 
son to Paris. Mozart resumed contacts there from previous trips and kept extremely 
busy, but he disliked the French musical scene and desperately wished he were in 
Mannheim. Tragedy struck when his mother sickened in mid-June and died on July 
3. Leopold wrote accusingly that Mozart had not done enough for his mother.
 Whether or not one accepts the premise that biographic events can be reflected 
in works of art, this time of grief and frustration was the backdrop for one of Mo-
zart’s most dramatic and tragic-sounding pieces ever, the Sonata in A Minor, which 
he composed in July 1778. Long considered one of his finest sonatas, it is one of 
only two he wrote in a minor key, among an enormous body of instrumental works 
predominantly in major keys.
 An almost violent intensity permeates the first movement, launched by insistent 
repeated chords and marked dotted rhythms. Mozart infuses intensity into his less 
forceful second theme with a spate of running fast notes against the repeated-chord 
idea, and by invoking a contrapuntal texture that creates great tension when cou-
pled with driving dotted rhythms toward the end of the exposition, in the hair-raising 
development, and again in the recapitulation. The ferocity of his drive to conclude 
the exposition—even though it is in the major mode—and especially to end the 
movement inspires awe.
 Poignant tenderness radiates from the slow movement, for which Mozart requests 
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written over a number of years. The second movement was composed in June 
1830, the first and third movements in June 1833 and the original demanding Finale 
in October 1835. The alternative finale, written after the objections of Clara Wieck 
that the original Presto passionato was far too difficult, was composed in Vienna in 
December 1838. The sonata was published the following year. 
 The first movement, So rasch wie moglich (as fast as possible), has a first 
subject melody based on the descending scale, with a broken chord left-hand 
accompaniment. The movement is in the established sonata-allegro form, with a 
central development and final recapitulation, ending in a rapid coda. The gentle 
Andantino offers a lyrical melody over a repeated chordal accompaniment. The 
Scherzo has all the energy of Florestan, the pseudonym used by Schumann to 
indicate the passionate and impulsive side of his character, in his writing and in his 
music, in contrast with the gentler and more sober Eusebius. The original finale, 
published posthumously in 1866, represents Florestan at his wildest, calling for the 
greatest dexterity, agility and passion. The alternative Rondo is not without technical 
demands, increasing in speed to a prestissimo, a cadenza-like passage, and a con-
clusion marked immer schneller und schneller (ever faster and faster). It should be 
added that Clara Wieck expressed the greatest admiration for a work which, for her, 
expressed so clearly Schumann’s whole being. Her criticisms of the original finale 
arose from her fear that the public and even connoisseurs would not understand it. 

© Frédéric Castello  

Chopin: 4 Mazurkas, Op. 24 (1833)
 The term ‘mazurka’ in fact refers to not one but three dances from the Mazovia 
region of Poland—the mazur, the oberek and the kujawiak. All three are in triple 
time, with strong accentuation on the second or third beat, but beyond that they 
encompass a vast range of moods, just as Chopin’s own mazurkas do. There’s a 
famous story of Meyerbeer hearing Chopin play a mazurka with such free rubato 
that he assumed Chopin’s timing was off. He pointed out that it sounded as if it was 
in 4/4, so prolonged was the first beat. Chopin insisted he was playing in triple time. 
When Meyerbeer (perhaps unwisely) labored the point by beating time to his play-
ing, the latter is said to have lost his temper completely, screaming with rage. 
 Mind you, that wildness and primitivism wasn’t to all tastes. The critic and poet 
Ludwig Rellstab had this to say: ‘In search of ear-rending dissonances, torturous 
transitions, sharp modulations, repugnant contortions of melody and rhythm, Chopin 
is altogether indefatigable. All that one can chance upon is here brought forward to 
produce the effect of bizarre originality, especially the strangest tonalities, the most 
unnatural chord positions, the most preposterous combinations in regard to finger-
ing. But it is not really worth the trouble to hold such long philippics for the sake of 
the perverse Mazurkas of Herr Chopin. Had he submitted this music to a teacher, 
the latter, it is to be hoped, would have torn it up and thrown it at his feet—and this is 
what we symbolically wish to do.’
 Rellstab penned that diatribe in 1833, the year that yielded Chopin’s first mature 
fruits in the genre—Opp. 17 and 24. No longer are they brief diversions—instead 
they begin to take on an altogether more profound musical expression and a sense 
of the epic that belies their duration. While the G-minor Mazurka that opens the 
set is technically undemanding, Chopin gives it a sly exoticism; this contrasts with 
the C-major Second, with its dainty music box theme and a secondary idea in the 
distant realm of D flat major. The confiding quality of the Third lends it great charm, 
and it fades away in a coda of the utmost delicacy. When Chopin was teaching 
the last of his Op. 24 set, in B flat minor, his demands were so specific in terms of 

a singing style, with expression. Yet the contrasts of soft and loud are extreme here, 
too, and agitation builds almost to turbulence in his development section. 
 The restless, shadowy Presto darts by almost without pause. Contrasts of dy-
namics abound here too, and Mozart’s ingenuity shows in his remarkable pianistic 
textures that often consist of four-part writing. He does insert an episode in folklike 
musette style, but the shadows return, propelled to a dark, tumultuous conclusion.

© Jane vial Jaffe

Beethoven: Sonata in A Major, Op. 101 (1816)
 In 1816, Beethoven had taken into his head not only to compose a piano sonata, 
but also to Germanize the Italian terminology traditionally used in musical litera-
ture, and even to create a German name for the piano. In this burst of nationalism, 
and operating on the false assumption that the instrument had been invented by a 
German (at that time Cristofori was not acknowledged as father of the piano), he 
searched seriously for a proper name. Would it be Hammer-Klavier, Hammer-Flügel, 
or what? His choice was for the former, Hammerklavier, and he used the term for 
the sonata of that year, Op. 101, and then for only one other sonata, Op. 106, which 
somehow is the only one to which the term has stuck.
 Poetry is the watchword of a first movement here that is notable for extremely 
lean textures and for a dynamic scheme that only once and briefly calls for a fortis-
simo. It opens with a warm, intimate melody. Etwas lebhaft, und mit der innigsten 
Empfindung—“Somewhat lively, and with the most heartfelt expression”—says the 
performance directive. This goes on to a gently pleading secondary subject, which in 
turn melts into a melodically static episode whose distinctive element is syncopation. 
The expansive Beethoven is in this movement very economical, dealing with these 
materials very concisely and always very lovingly. The intimacy of the first move-
ment is countered by a second movement that marches quirkily to fixated dotted 
eighth/sixteenth-note figures. There is something unnerving in the aggressiveness 
of this rhythmic idée fixe, and the effect is intensified by dissonances and trills that 
seem wildly out of place in context. Wonderfully in place amid this agitation is a brief 
episode where the action is smoothed out with welcome Beethovenian warmth.
 The poignant Adagio that follows the march purports to be a bona fide slow 
movement but in reality is an introduction to the finale. Beethoven’s noble expres-
siveness, in full thrall here, is heightened by the appearance of the first movement’s 
main theme. This is a truly poetic moment that proves that Romanticism was born 
with Beethoven. This halting apparition is broken off abruptly by a fast scale and 
then a set of trills, the last of which signals the beginning of a high-powered final 
movement that is in turn muscular, sprightly, and dynamic by way of a vital four-
voiced fugue with its subject an extended version of the movement’s main theme. 
The highly-developed movement ends, one is led to believe, with a quiet fading 
away, but the belief is shattered, Beethoven-style, by seven very loud A-major 
chords, an emphatic contrast to the serenity of the Sonata’s opening.
 © Orrin Howard
 

Schumann: Sonata in G Minor, Op. 22, No. 2 (1830-38)
 Much of Schumann’s piano music was written in the 1830s. Early attempts at 
writing piano sonatas were largely unfinished, until the Sonata in F-sharp Minor, 
published in 1836 with a dedication to Clara Wieck. In the same year Schumann 
published a Concert sans orchestre in F Minor, re-issued with an additional move-
ment in 1853 as his third piano sonata. The G-minor Sonata (No. 2), was apparently 
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voicing and control of colour that, as his student Wilhelm von Lenz had it: ‘One was 
barely allowed to breathe over the keyboard, let alone touch it!’ The very opening 
commands attention with its bold chromaticisms, something he subsequently uses 
to give the mazurka a gritty edge, an effect deepened by the almost violent juxtapo-
sition of different moods. Only in the final section is some kind of resolution reached.

© Harriet Smith

Chopin: Polonaise in A-flat Major, Op. 53 (1842)
 Chopin’s last polonaise, the Polonaise in A-flat Major, is one of his grandest 
works: exciting, dramatic, and harmonically adventurous. Composed in 1842, it 
is somewhat in the manner of the “Military” Polonaise, but this one is even more 
powerful, more dynamic. One feels this from the first instant, where the ominous, 
muttering runs create a sense of expectancy and of power tightly restrained. That 
power bursts out when this polonaise does begin to dance, but this is not the polite 
dance of the ballroom—this one explodes across the keyboard, driven along by 
thunderous runs, trills, and complex chording. A series of arpeggiated chords leads 
to the center section (sometimes compared to the pound of horses’ hooves): here 
the rapid left-hand octaves accompany a stirring right-hand melody that has been 
compared to trumpet calls (and it is easy to understand how this dramatic music can 
call forth such dramatic interpretations). This center section—quite lengthy and itself 
divided into further subdivisions—leads to a return of the fiery dance from the open-
ing section, but now Chopin abbreviates this dance and drives the polonaise directly 
to its exciting close.

© Eric Bromberger

RAFAŁ BLECHACZ, PIANO
 
 Polish pianist Rafał Blechacz 
is the winner of the Gilmore Artist 
Award in January 2014—one of 
the most prestigious music awards 
in the world, and awarded every 
four years to an extraordinary 
concert pianist. He has established 
himself firmly on the international 
concert scene, and is celebrated 
by both the audience and the press 
worldwide for his profound and 
virtuosic interpretations. In October 
2005, Blechacz won all prizes of the 
Frédéric Chopin International Piano 
Competition. 
 In the past two seasons Rafał 
Blechacz has performed with the 
Montreal Symphony and Bram-
well Tovey, Salzburg Mozarteum 
Orchestra and Sir Trevor Pinnock, 
and Amsterdam Sinfonietta on tour 
with concerts in Germany, Switzer-
land and the Czech Republic. In 
recital he performed in London’s 
Wigmore Hall, Cambridge, Southampton, Berlin, Frankfurt, and Vienna. In autumn 
2014 he gave his debut recital at Carnegie Hall, New York. In 2016 Blechacz em-
barked upon a sabbatical period to complete his Ph.D. dissertation in Philosophy of 
Music. In recital, he can be heard in London’s Wigmore Hall, Cambridge University 
and Southampton University series, in Berlin, Frankfurt and Vienna, and in October 
2014, he made his debut recital in Zankel Hall at Carnegie Hall. 
 Rafał Blechacz is an exclusive recording artist of Deutsche Grammophon. His 
debut CD of Chopin Préludes won the Platinum Record status in his native Poland, 
a German Echo Klassik, and French Diapason D’or Award. A recording of both 
Chopin concerti with the Concertgebouw Orchestra followed, winning the Preis der 
Deutschen Schallplattenkritik. In Spring 2012, Blechacz’s recording of works by 
Debussy and Szymanowski was released, winning “Recording of the Month” from 
Gramophone magazine and the Echo Klassik 2012 in the category “Solo Recording 
of the Year”. In February 2017, he presented his seventh album featuring works of 
Bach. 
 Born in 1985, Blechacz began his piano studies at age five, continuing his piano 
education at the Artur Rubinstein State School of Music in Bydgoszcz. In May 2007, 
he graduated from the Feliks Nowowiejski Academy of Music in Bydgoszcz, the 
piano class of Professor Katarzyna Popowa-Zydroń.
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Brentano String Quartet

Sunday, April 22, 2018 at 3:00 p.m.

Quartet in B Minor, Op. 64, No. 2 (1790)
 Allegro spirituoso
 Adagio ma non troppo
 Minuetto: Allegretto
 Finale: Presto 

Quartet in C Minor, Op. 18, No. 4 (1798-1800)
 Allegro ma non tanto
 Andante scherzoso quasi allegretto
 Menuetto: Allegretto
 Allegretto—Prestissimo

Franz Joseph Haydn
(1732-1809)

Ludwig van Beethoven
(1770-1827)

UCCS Commission (2017) 

Quartet No. 12 in D-flat Major, Op. 133 (1968)
 Moderato—Allegretto
 Allegretto—Adagio—Moderato—Allegretto 

Intermission

Matthew Aucoin
(b. 1990) 

Dmitri Shostakovich
(1906-75)

AEON RECORDS
By arrangement with: DAvID ROwE ARTISTS 

24 Bessom Street, Marblehead, MA 01945

www.BRENTANOquARTET.COM

Mark Steinberg, violin 
Serena Canin, violin 
Misha Amory, viola 

Nina Lee, cello

PROGRAM NOTES

Haydn: Quartet in B Minor, Op. 64, No. 2 (1790)
 The string quartets of Opus 64 constitute a second set of six quartets for the vi-
olinist Johann Tost, who had led the second violins of Haydn’s orchestra at Ester-
háza from 1783 until his departure for Paris in 1788, although he was mentioned 
as music director for the Seipp theatre company in Pressburg (the modern Slovak 
capital of Bratislava) in the previous year. 
 The first violin opens the second quartet, Opus 64, No. 2, in an apparent D 
major, before the third bar establishes the key of B minor in a movement of deep 
feeling. The second movement Adagio is in B major, its effect enhanced by the 
accompanying patterns provided by the second violin and cello. The Minuet and 
Trio in B minor and B major respectively, lead to a lively Finale, with an unexpect-
ed ending, as the violins ascend to the heights.

© Frédéric Castello

Beethoven: Quartet in C Minor, Op. 18, No. 4 (1798-1800)
 In his sixteen string quartets, the first set of six published in 1801 and the last 
completed in 1826 and published in the year of his death, Beethoven was as 
innovative as ever, developing and extending a form that seemed already to have 
reached a height of perfection in the later work of Haydn and Mozart. The first 
group of string quartets by Beethoven, published in 1801 as Opus 18 with a ded-
ication to Prince Lobkowitz, consisted of six quartets written between 1798 and 
1800. The third of these was apparently the first in order of composition, followed 
by Nos. 1, 2 and 5 and Nos. 4 and 6, the last two not to be found in Beethoven’s 
surviving sketch-books, which in general give a possible idea of chronology and 
an insight into his methods of composition.
 The fourth quartet of the set, the String Quartet in C Minor, has a strongly char-
acterized first subject to its opening Allegro, with an E-flat major second subject 
entrusted first to the second violin, then handed to first violin and viola an octave 
apart. The melody reappears in the cello during the central development and in 
the key of C major in the first violin part in recapitulation. Beethoven experiments 
with the now traditional form by providing a second movement that is both slow 
movement and scherzo. The delicate C-major subject announced by the second 
violin is imitated by the viola and then by the first violin, while the cello has to be 
content with the opening figure of the subject, only to introduce another element 
for contrapuntal imitation in a movement where counterpoint has an important role. 
The third movement is a Minuet, the opening of the principal theme motivically 
related to the opening of the quartet. The C-minor Menuetto frames an A-flat major 
Trio and is followed by a final rondo in which the C-minor principal theme returns 
to punctuate a series of contrasting episodes. 

© keith Anderson

Matthew Aucoin: UCCS Comission (2017)
 Note to be inserted in the program. 

This performance is generously co-sponsored by 
Sherley and Roger Hannay

and
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Shostakovich: Quartet No. 12 in D-flat Major, Op. 133 (1968)
 The last ten years of Shostakovich’s life were dogged by ill health. In Sep-
tember 1967, he broke his right leg in a fall, as a consequence of the mysterious 
degenerative disease that had plagued him for nearly a decade; this was later 
tentatively diagnosed as a form of polio and later still, definitively, as motor neuron 
disease. A second heart attack followed in 1971, and the proximate cause of his 
death was lung cancer. These infirmities necessitated long periods of inactivity in 
hospitals and sanatoria. Not surprisingly Shostakovich’s thoughts turned increas-
ingly to the topic of mortality, as his choice of texts for song-settings in these 
years confirms. Coincidentally or not, this was also the period when he started to 
work with twelve-tone themes. He was not attempting to emulate or even build 
on the famous method established in the early-1920s by Schoenberg, for whose 
music and attitudes he had expressed some enthusiasm 40 years previously as 
a student but which later left him cold. Rather, Shostakovich was looking back 
to an earlier tradition of using twelve-tone themes and chords to represent some 
kind of absolute, often inimical quality, such as the reckless thirst for power and 
knowledge. In Shostakovich’s case, the prime association is clearly with Death, as 
exemplified by his Fourteenth Symphony (1969)—comprised of settings of eleven 
poems on this topic positively saturated with twelve tone themes. 
 The sinuous solo cello opening of the Twelfth Quartet is one such theme, cov-
ering all twelve notes of the chromatic scale without repetition or recursion, and 
in this case without rhythmic or dynamic differentiation. Its polar opposite comes 
25 minutes later with the Quartet’s concluding bars, which assert an unequivocal 
D-flat major in a fast, energetic fortissimo for all four instruments. To conclude from 
this that the Quartet is essentially a progression from Death to Life, symbolized by 
the move from atonality to tonality, would be too simple-minded. But it is certainly 
much concerned with the relationship between musical polarities. This is immedi-
ately suggested by the continuation of the cello’s opening gambit, which unwinds 
pure D-flat major scale patterns from the initial 12-tone theme. And taken together, 
the Quartet’s two movements clearly present a journey from torpor to physical 
assertiveness. 
 As with the Ninth Quartet, this journey can be understood symbolically as a 
return to creative vigor. In general, the instrumental theater of Beethoven’s late 
string quartets is the single most important precursor for Shostakovich’s cycle. 
Characteristically for his later works, the opening movement of the Twelfth Quartet 
has a tentative, provisional quality, oscillating between the brooding material of 
the opening and a slightly faster would-be waltz led off by the first violin, also built 
around twelve-tone themes. The massive second movement begins as a gritty 
Scherzo with Janácekian trills, extensively worked out and overflowing into a man-
ic Trio section in which twelve-tone scale-segments are thrown wildly between the 
instruments. Condensed repetitions of Scherzo and Trio eventually collapse, via 
a low-lying cello monologue, into a funereal slow section whose middle section s 
overlaid with a return of material from the first movement (starting with the first vio-
lin’s determined pizzicati). First movement themes then return, apparently untram-
melled, and eventually some kind of peaceful coexistence with the Scherzo seems 
to be in prospect. Instead, the friction between them ignites into fiery intensity, 
leading to one of the rare unequivocally assertive conclusions in Shostakovich’s 
late works.

© Daniel Fanning

BRENTANO STRING QUARTET
 
 Since its inception in 
1992, the Brentano String 
Quartet has appeared 
throughout the world 
to popular and critical 
acclaim. Within a few 
years of its formation, 
the quartet garnered the 
first Cleveland Quartet 
Award and the Naumburg 
Chamber Music Award; 
and in 1996 the Chamber 
Music Society of Lincoln 
Center invited them to be 
the inaugural members of 
Chamber Music Society 
Two. The quartet also enjoys a close relationship with pianist Mitsuko Uchida, ap-
pearing with her on stages in the United States, Europe, and Japan. Succeeding the 
Tokyo Quartet in 2013, the quartet is now the quartet-in-residence at Yale University, 
and serves as the collaborative ensemble for the Van Cliburn Competition. 
 In addition to performing the standard quartet repertoire, the Brentano Quartet 
has a strong interest in both very old and very new music. It has performed many 
musical works pre-dating the string quartet as a medium, among them Madrigals of 
Gesualdo, Fantasias of Purcell, and secular vocal works of Josquin. The quartet has 
also worked closely with composers Elliott Carter, Charles Wuorinen, Chou Wen-
chung, Steven Mackey, Bruce Adolphe, and György Kurtág. 
 The Brentano Quartet is known for especially imaginative projects combining 
old and new music. Among the Quartet’s latest collaborations with contemporary 
composers is a new work by Steven Mackey, “One Red Rose,” commemorating the 
50th anniversary of the assassination of President John F. Kennedy on November 
22, 1963.
 In 2013 the second of three recordings featuring the late Beethoven Quartets 
was released on Aeon. They have recorded the Opus 71 quartets of Haydn, and 
have also recorded a Mozart disc for Aeon Records with violist Hsin-Yun Huang. 
The quartet has also released a disc of the music of Steven Mackey on Albany 
Records, among others. 
 In 1998, cellist Nina Lee joined the quartet, succeeding founding member 
Michael Kannen. The following season the quartet became the first quartet-in-res-
idence at Princeton University. The Quartet is named for Antonie Brentano, whom 
many scholars consider to be Beethoven’s “Immortal Beloved,” the intended recipi-
ent of his famous love confession.
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Berkenblit Artist Fund
2014-2017

APPASSIONATA CIRCLE ($25,000+)
Anonymous

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

PATHÉTIQUE CIRCLE ($10,000) 
Sonja Goodwin** 
Pauline Holmes and Michael Bishop
New York State Council on the Arts**
Marguerite J. Schaefer
UCALL**

WALDSTEIN CIRCLE ($5,000)
Sidney and Beatrice Albert Foundation
General Electric 
Mary and William Kahl
Werner L. Feibes

HAMMERKLAVIER CIRCLE ($2,500) 
Linda Doyle and Nick Zabawsky 
Emilie Gould and Robert Scher
K. Drew Hartzell, Jr. 
Bruce Senn, in memory of Irene Senn**
Lourdes and Henry Sobell
Anonymous

TEMPEST CIRCLE ($1,000)
Gregory Anderson and William Tuthill 
Rhonda and Donald Ballou 
Birkmayer Travel
Carolyn Callner
Derek Delaney
Elizabeth and Scott Delaney
Judy and Tony Evnin
Ann Githler and George Martin 
Felice and David Gordis
Jeanette and Stephen Gottlieb
Alane and Paul Hohenberg 
David C. Horton
Robert J. Krackeler
Esther and Morris Massry
Sigrid and Raymond Naar
Isabel and Ricardo Nirenberg
Joy Pinnell and William Schilling 
Marilyn and Josef Schmee

Adele and Daniel Seaver
Judith Stein
Roberta and Don Steiner
Stewarts Shops**
Jill Taylor and Paul Masters
Rose-Marie Weber and Peter Ten Eyck
Amy K. White** 
Margery and Michael Whiteman

LES ADIEUX CIRCLE ($500)
Lynn Ashley and Lawrence Snyder 
Phoebe and Matthew Bender, IV 
Anna Berkenblit
Susan and David Cathers
Marcia and Findlay Cockrell
Ellen-Deane Cummins
Marjorie Elitzer
Gail Flanery and Glenn Breuer
Edward Gifford
Joan and George Gould
Elana and Ephraim Glinert
Marty Gottron and John Felton
Wu Han and David Finckel Jean and Walter 
Hayes
Jane and Don Lipkin
Alan Miller
Joyce and Charles Muckenfuss
Maryalice O’Brien-Smith and 
  Owen Smith 
Jennifer and Paul Nelson
Meme and William Pittman
Sandra Ray 
Pauline and Alvin Schwartz
Jonathan Skinner
Delanne Stageman
Cynthia and Clifford Tepper
Evan Tublitz
Nancy Walden
Anonymous

GRAND CIRCLE ($100)
Jo and Phil Adams 
Elizabeth Angle and Frank King
Gloria and Alan Arnold
Maria Arroyo 
Josephine and Chip Ashworth
Sharon Awramik
Barbara and Joseph Baggott 

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, 2017.

Carol and Ronald Bailey
Sheelagh and Frederick Baily
Jane Baker
Anne and Hank Bankhead 
Betty and Lyle Barlyn
Frank Barrie
Judith and Eric Block
Boeing Company
Martha Bond
Naomi Bristol
Kenneth Browall 
Esther and Jerram Brown
Mary Lou Bryan
Kathleen Buckley
Patty and Tim Burch
Elizabeth Burns 
Miriam Butzel and Richard Junge*
Sharon and Richard Chu
Beverly and Russell Clark 
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
Nathan Gibson
Victoria Gold 
Alice Gorowitz 
Dorothy Gray
Rohdel Green
Lois and Richard Groskopf
Robert Grossman
Scott Halle 
Joan Ham
Handelman Family Foundation
Lynne and David Harding
Susan Haswell
Susan and David Hayes
Marjorie and Harold Herzog
Analine Hicks and L. Ann Bish
George Hofmann
Karen and D. Graham Holmes
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
Mary LaFleur
Tina and Murray Levith
Janet and Carl Linkinhoker
Ann and Thomas Locke
Joann Locke
Katharine Lowe
Michael Marko
Maxine and Arthur Mattiske
Catharine and Robert McHugh
Terri and Mark McLeod
Lois and Richard Mendelson
Anita and Arthur Merims
Linda Miner
Deborah Mintz
Robert Montgomery
Michael Morgan
Sybil and Alfred Nadel
Vaughn and Hugh Nevin
Timothy O’Brien
Jenny Overeynder
Jeanne Peck, David Hennessy, 
  & Lyle Vanvranken
Margaret and A. John Popp
Jean and Robert Poppei
Ann* and Alan Posner
Dorothea and Frank Potochnik
Richard Propp
Alma Pusateri
Helen Rack
Margaret and Paul Randall
Carol Randles
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
Glenna Spitze and Paul Nance
Morag and Donald Stauffer 
Gail and Sanford Sternstein
Pearl and Carl Strock
Abigail Sugarman
Christopher Trombley
Judith Twombly
Margaret Tucker
Jacobus van Heerden 
Ann and Emile Walraven
Jean and John Wilkinson
Wheelock Whitney, III
Susan and Theodore Wright
Felix Zager
Anonymous
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PASTORALE CIRCLE  ($99-)
Bijan Ahmadi
Jose Alarcon
James Aldrich-Moodie
Katherine Armstrong and 
  Chester Harvey
Eleanor Aronstein
Yadja Bacher
Andrew Bania
Christine Barton
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
Leslie Carsewell
Terri and John Cerveny
Ann Connolly
Rose Cooper
Robert Coppola
Mary and Edward Cummings
Irvin Dana 
Marjorie Danish
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
Rohdel Green
Cynthia Grob
Walter Hatke
Julia and Joel Helfman 
Thomas Hickmott
Evelyn Incitti
Hugh Jenkins
Nancy and Timothy Johnson 
Selma and Robert Josell
Janet Krahn
Rose Kriss
Susan and Robert Leach
Margaret Levine
Kenneth MacDonald
Irit and Gerry Magnes
Arline Mallimson 
Ruth and Benjamin* Mendel
Arlene and Harvey Mendelson
Max Mendelson

Anita Meyer
Mary Militano
Linda Miner 
Bebe Moorehead
Karen Norton
Anne and Thomas Older
Carol Owens
Zlata Phillips
Joan and Richard Platt
Samuel Press
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
Helen Steiner
Jennifer and Richard Sulkow
Natalie Tinkelman
Thomas Tracz
Maureen Versaci 
Peg Wallingford
Antonia Walsh
Linda and James Weinman
Dawn Weinraub 
Natalie Weinstein
Sandra Welter 
Ryan Wineinger
Karen Zack
Joanna Zangrando
Paul Zegger
Linda Zenner
Anonymous

* Deceased
** 17-18 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 third 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



78 79

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 support.
��

Sherley and Roger Hannay for their co-sponsorship 
of our Brentano Quartet concert.

��
Valerie D’Amario and the UCALL Steering Committee 
for their sponsorship of our Modigliani Quartet concert.

��
Sonja Goodwin for her sponsorship of our

Apollon Musagète concert in memory of Walter Goodwin. 
�� 

Sondra and Robert Howe ‘58 for their sponsorship 
of our Jennifer Koh/Shai Wosner concert.

��
Bruce Senn for his sponsorship of our

Llŷr Williams concert in memory of Irene Senn. 
�� 

Robert Altman, Rob Brown, Ann Madeo, and Chris Wienk of WMHT
for their co-sponsorship of our Brentano Quartet 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 
assistance with the series.

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

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

Albany Pro Musica, Tanglewood, Troy Friends of Chamber Music, 
Troy Chromatic Concerts, and our other valued community partners.

Special Thanks We’re not
just in your

neighborhood,
we’re your
neighbor.

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

Discover all the benefits of elegant, independent living at our resort style
55+ retirement community. Daily walk-in tours are weekdays at 11am.

(includes a complimentary lunch)

Call us for more information and upcoming special events!

518-243-6312

Life’s better here.
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44 Third Street, Troy, NY 12180

First United Methodist Church
603 State Street • Schenectady, NY

518-374-4403 • www.fumcschenectady.org

2017-2018 CONCERT SERIES
Celebrating 40 years of concerts

October 1, 2017, 3:00 - Harmonic Brass
Munich, Germany

March 11, 2018, 3:00 - Cantus
A cappella male vocal ensemble

May 6, 2018, 3:00 - Vincent Dubois
Organist, Cathedral of Notre Dame, Paris

The concerts are free and all are welcome.

Lake George’s Premier Musical Arts Festival  
August 10-23, 2018 

 
LakeGeorgeMusicFestival.com   518.791.5089 

Union College Concert Series
H 4.25” x W 5.25”
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Celebrating 48 years of extraordinary chamber music

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

seth knopp,  
artistic director
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Index of Advertisers

BUSINESS  PAGE  
    
Albany Pro Musica  2
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Birkmayer Travel  Inside Front Cover
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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 18-19 program book, 
please send an email to mail@unioncollegeconcerts.org.

 
 Ulster Chamber Music Series 

SAVE THE DATES for our 2018 season  

Tickets and Information 845-340-9434 
www.UlsterChamberMusicSeries.org 

 

Chiara String Quartet 
Sunday, February 25, 2018  3:00 pm 
Church of the Holy Cross, 30 Pine Grove Avenue, Kingston, NY 12401 

Strata (clarinet, violin/viola, piano) 
Sunday, March 25, 2018  3:00 pm 
Church of the Holy Cross, 30 Pine Grove Avenue, Kingston, NY 12401 

NEXUS Percussion with Garry Kvistad 
Sunday, April 22, 2018  3:00 pm 
Redeemer Lutheran Church, 104 Wurts Street, Kingston, NY 12401 
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UNION COLLEGE CONCERT SERIES
Abbe Hall Carriage House

807 Union Street
Schenectady, NY 12308

Box Office: 518-388-6080
Office: 518-388-6574

www.unioncollegeconcerts.org

Derek Delaney, Artistic Director
Daniel Berkenblit, Director Emeritus

Staff

Daniel Czernecki, Recording Engineer
Aleksandr Markovich, Piano Technician

Fred Barker, usher
LanYing Fan, usher

Michael Marko, usher
Bob Scher, usher

Carolyn Doty, Intern
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