
NOTES ON THE PROGRAM: ANDREI IONITA 
 

Cello Suite No. 1, BWV 1007                            Johann Sebastian Bach 
Composed: 1720 / Duration: 19 minutes                           (1685-1750) 
 

Over all composers looms Bach whose 
music, though often defined as 
quintessentially Baroque, knows no 
boundaries and somehow suffers few ills 
from its many treatments. In Bach, the 
whole is never a simple sum of the parts.  
His contrapuntal writing, for example, is 
more than a mere use of multiple voices at 
once, but rather a disciplining of those lines 
into profoundly expressive music that 

transcends style or technique.  We are reminded of what Carl 
Philipp Emanuel Bach said of his father: “He who possessed the 
most profound knowledge of all the contrapuntal arts (and even 
artifices) understood how to make art subservient to beauty.”  
 Bach stayed close to home, spending twenty-seven of his 
productive years in Leipzig (1723-50). Prior to that, however, six 
productive years in Cöthen brought such works as the Six Suites for 
Unaccompanied Cello, the Sonatas and Partitas for Solo Violin, and 
the Brandenburg Concertos. Within the vast volume of Bach’s work, 
it is meaningless to speak of one period as more creative than 
another. It is interesting to note, however, that 1720 brought not 
only the incomparable solo violin sonatas but also the solo cello 
suites. If that were not enough, 1721 saw the fourth and fifth 
Brandenburg Concertos. 
 The movement names of the cello suites (prélude, allemande, 
courante, sarabande, bourée, and gigue) are generally common to 
all six suites with the exception that the first and second include 
minuets, the third and fourth bourées, and the fifth and sixth 
gavottes. Definitions of these gallant dance forms hardly tell the 
whole story of Bach’s genius in employing them, but for what it’s 
worth: The prélude, as obviously indicated, is a musical 
introduction; allemande is French for a German dance of moderate 
tempo in duple or quadruple time; the courante is an old French 



dance in 3/2 time; sarabande indicates a stately dance and is 
traditionally the slowest movement of a suite; the bourée is a fast 
dance of French or Spanish origin; the gigue we associate with the 
simple Irish or English dance form, but in Bach becomes more 
complex and sophisticated because of the second subject 
presenting the first subject with the melody upside down. The 
minuet, occurring in the first two suites, is an early French dance 
form in triple time.  
 Along with its companion pieces, the Suite No. 1 was 
composed probably between 1717 and 1723 when Bach was 
Kapellmeister in Cöthen. And like all the suites, No. 1 is a challenge 
in both technical prowess and emotional content. Among the six 
suites, No. 1 is the most often performed.  
                                                                          ©2020 Lucy Miller Murray 
 
Eleven Oblique Strategies                                                       Brett Dean 
World Premiere: 2014 / Duration: 10 minutes                        (b. 1961) 
 

The term "oblique strategies" was coined jointly 
by British musician Brian Eno and German-born 
British visual artist Peter Schmidt to describe a 
series of printed cards they developed 
throughout the 1970s. The cards had their 
origins in sets of uncannily similar working 
principles that both artists had established 

independently, and featured aphorisms intended as a means of 
triggering inspiration or providing useful stimulus during the 
creative process, particularly when encountering difficulties of 
fatigue or time constraint. As Eno and Schmidt wrote in their 
introduction to the first edition in 1975:  
 They can be used as a pack (a set of possibilities being 
continuously reviewed in the mind) or by drawing a single card from 
the shuffled pack when a dilemma occurs in a working situation. In 
this case, the card is trusted even if its appropriateness is quite 
unclear. They are not final, as new ideas will present themselves, 
and others will become self-evident. 
 I chose eleven of Eno and Schmidt’s Strategies, ordering them 
in a way that revealed to me a logic and potential inter-relatedness 



within a hitherto disparate set of single ideas I had assembled for 
solo cello, each of them in turn a reflection upon the commission’s 
initial purpose of creating a test piece for the 2014 Emanuel 
Feuermann cello competition. 
 It’s my hope then that the resultant composition may provide 
not only an interesting test of the competitors’ talents but also 
offer the interpreter an opportunity to reflect upon the delights 
and pitfalls of creativity as he or she comes to terms with the 
various musical and technical challenges to be found within these 
ten minutes of music for solo cello. 
                                                                                      © Brett Dean, 2014 
Andrei Ioniță has recorded Brett Dean’s Eleven Oblique Strategies for 
Orchard Classics 
 
Black Run for Solo Cello                                               Svante Henryson 
Composed: 2001 / Duration: 3 minutes                                   (b. 1963) 
 

Swedish-born composer, cellist, bass 
guitarist, and double bassist Svante 
Henryson is known for his participation in 
multiple genres of music including 
classical, jazz, and hard rock. He left his 
hometown of Umeå at the age of 

fourteen to study music, notably at the Ingesund College of Music 
and the Academy of Performing Arts in Prague. Among his many 
musical associations, he served as bassist for the Norwegian 
Chamber Orchestra and performed often in chamber music duos 
and trios with such well-known artists as Martin Fröst and Anne 
Sofie von Otter. He is currently artistic director of the Umeå 
Chamber Music Festival and a member of the Royal Swedish 
Academy of Music.  
 Among Henryson’s many compositions is Black Run for Solo 
Cello composed in 2001. Be prepared for a brief but unforgettable 
three minutes of virtuosic challenges for the cello that explore the 
instrument in ways you may have never heard.  
 
 
 



Sonata for Solo Cello, Op. 8                                              Zoltán Kodály 
Composed: 1915 / Duration: 31 minutes                           (1882-1967) 
 

Kodály spent most of his life in his birthplace, 
Budapest, where he studied at both the 
University of Budapest and the Franz Liszt 
Academy of Music. The exception was his time 
in Paris where he studied with Charles Widor 
and was influenced by the music of Debussy.  He 
returned to Budapest in 1907 to teach at the 
Academy of Music and to champion the cause of 

Hungarian music. He also befriended Béla Bartók, and the two 
began their life-long study of Hungarian folk music. Like Bartók, 
however, Kodály was no simple imitator of folk melodies. In a 1955 
speech, his telling comment on this subject was: “The music of the 
people…can be lifted out from beneath the rubbish heaped on top 
of it, and a higher art can be built upon it.” Referring to his own 
work in another lecture, he stated: “Some day the ringing tower of 
Hungarian music is going to stand.  And if in its pedestal some of 
these stones will be lying and the rest destroyed, I shall regard 
without concern the night of my deep grave.” When he died in 
Budapest in 1967, he was one of the most respected figures in 
Hungarian music and remains so today. The vastly interesting 
landscape of Kodály’s music includes influences as diverse as 
Gregorian chant, Palestrina, Bach, and, in particular, Debussy.  
 Kodály’s excellence is evident in his extraordinary Sonata for 
Solo Cello. Fraught with emotional intensity as well as virtuosic 
challenges, the Sonata cannot help but suggest the troubled time, 
1915, when it was written. Kodály himself was ineligible for military 
service, but he served as a volunteer to protect the monuments of 
Budapest from the ravages of World War I. Because of the war, the 
Budapest premiere of the Sonata was delayed until May 7, 1918. 
 The dramatic and powerful opening casts the cello in its lowest 
and highest registers. Challenging string techniques also add to the 
many textures of the movement. The virtuosic display, however, is 
not at the expense of wonderful writing and the expression of 
profound emotion. One cannot help but feel the subtext of this 
music. 



 While the second movement has a contrasting tempo marking, 
there is a consistency of emotional intensity that will continue in all 
three movements. The ominous opening of the Adagio leads 
indeed to its indication of “great expression.” In this movement 
particularly, the cello can sound almost like two instruments with 
plucking in the low register while the upper register sings a 
mournful song. So is the movement filled with exclamatory 
statements that couple virtuosity with emotional expression. The 
movement concludes on a high note that fades away over the low 
plucking sound. 
 The dark race of the concluding movement gives us no relief 
from the intensity and anxiety expressed in the earlier ones. To this 
movement, however, Kodály adds the feeling of Hungarian dance 
form. But a dark dance it is. High screeches and low plucking again 
add to the dramatic effectiveness of the movement. We could 
mention its unusual and demanding string techniques, but to 
discuss only technique in Kodály seems almost an insult to his 
deeper implications. If there is any expression of hope in this 
movement, it comes in its musical excellence and an odd lightening 
in its final moments. 
                                                                          ©2020 Lucy Miller Murray 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



NOTES ON THE PROGRAM: POLANSKY-SHIFRIN-WILEY TRIO  
 

Trio for Clarinet, Cello, and Piano                                           Nino Rota 
Composed: 1973 / Duration: 16 minutes                           (1911-1979) 
 

Italian composer Nino Rota  is best known for 
his film scores, the most famous being the 
first two of Francis Ford Coppola’s Godfather 
trilogy for which he received an Academy 
Award for Best Original Score in 1974. He also 
wrote scores for films by Frederico Fellini, 
Luchino Visconti, and Franco Zeffirelli. 
 In the first movement Allegro, a strong 

rhythmic opening offered by the piano is quickly taken up by the 
clarinet and cello, but all three instruments soon take on the 
melodic qualities that mark this beautiful work. 
 The clarinet sings a mournful opening to the second movement 
Andante before the cello enters in a duet with beautiful 
underpinnings by the piano. After a startling trill by the clarinet, the 
cello offers a haunting melody soon undertaken by the clarinet. A 
dramatic silence is followed by exclamations from each instrument 
before a melody shared by all dramatically fades away.  
 A change of spirit is realized in the final Allegrissimo as the 
melody is shared by all three instrument with strong rhythmic 
qualities echoing the first movement but with new explorations. 
High spirits persist to a colorful conclusion. 
 One can easily understand why the Polonsky/Shifrin/Wiley Trio 
would choose to perform this work despite its formidable virtuosic 
challenges. A great balance of instruments is offered as well as 
splendid soloistic moments for each.   
 
 
 
 
 
 
 
 



Trio for Clarinet, Cello, and Piano, Op. 3   Alexander von Zemlinsky 
Composed: 1896 / Duration: 29 minutes                           (1871-1942) 
 

In Bruce Beresford’s 2001 film, Bride of the Wind, 
Alexander von Zemlinsky is portrayed attempting 
to seduce Alma Mahler during an apparent 
lesson in composition and piano, both fields of 
Zemlinsky’s expertise. Later in the film, Mahler’s 
infamous wife brags about her studies with 
Zemlinsky, but she is also quoted elsewhere as 
having described Zemlinsky as “a horrid little 

gnome – chinless, toothless and stinking of coffee houses.” Such 
contrasting reactions seem central to Zemlinsky’s problems as a 
composer. Although he died a forgotten man in America after 
fleeing Nazi oppression in 1938, his place in the complex world of 
fin de siècle Vienna was impressive. One could get lost in the great 
cast of artistic characters of that period: Mahler, Schoenberg, 
Webern, Klimt, Kokoschka, Schiele, Gropius, Werfel, and even Alma 
Mahler herself. Yet Zemlinsky triumphed both as pianist and 
composer and as a kind of consolidator of the troubled times. In 
the Wagner vs. Brahms dispute that divided Vienna, both sides 
admired Zemlinsky. Brahms championed his Clarinet Trio that we 
hear on this program and Mahler his operas. He founded a musical 
organization for young professionals and amateurs, Polyhymnia, 
where he met and befriended Arnold Schoenberg who would say of 
Zemlinsky, “I owe almost everything I know about composing and 
its problems to Alexander Zemlinsky…I always thought he was a 
great composer.” 
 Despite such testimony, Zemlinsky fell down a certain 
proverbial crack, probably because he was too radical for the 
conservative Viennese who favored the waning Romanticism of the 
1890s and not radical enough for the emerging Second Viennese 
School led by Schoenberg, Webern, and Berg. Still, he was 
instrumental with Schoenberg in founding the famous Society for 
Private Musical Performances, which fostered new music and led to 
the establishment of such other organizations as the International 
Society for Contemporary Music and the International Composer’s 
Guild of New York.   



 Zemlinsky’s work could be described as lushly Romantic with a 
sharp modern edge. Once the furor of Modernism died down, it 
was probably this combination of the best of both worlds that led 
to the recent and positive reassessment of his music. 
 
Trio for Clarinet, Cello, and Piano, Op. 120                  Gabriel Fauré                      
Composed: 1920-23 / Duration: 18 minutes                     (1845-1924) 
 

In light of the contrasting musical styles that 
flourished within his lifetime—Berlioz to 
Stravinsky—Fauré remained an ostensible 
conservative but at the same time created a 
bridge between Romanticism and the new 
music of the first quarter of the 20th century. He 
escapes any real categorization, however, 
because of a certain elusiveness that pervades 

his music. Yet it has its own form of sophistication and elegance 
that elicited the highest praise from the severest critics. In a 1924 
article in the Musical Quarterly, Marcel Proust called it “a mixture 
of lechery and litanies.” and, in an 1897 letter to Fauré, said: “I not 
only admire, adore and venerate your music, I have been and still 
am in love with it.” Debussy compared it to “the gestures of a 
beautiful woman,” and Albert Roussel said in a 1924 article in the 
French journal Comodia, “Without noise or fuss of meaningless 
gestures, he pointed the way toward marvelous musical horizons 
overflowing with freshness and light.” With its graceful beauty, 
wealth of musical ideas, generous Romanticism, and new sense of 
harmony, Fauré’s Op. 120 Trio justifies all of these comments. 
 Unlike his French colleagues, Fauré had a dislike of strong 
colors and dramatic effects which, according to musicologist Jean-
Michel Nectoux in his Gabriel Fauré: A Musical Life (Cambridge 
University Press), he considered “too commonly a form of self-
indulgence and a disguise for the absence of ideas.” Fauré, 
however, seemed to have invented his own sense of powerful color 
and drama as indicated in his Op. 120 Piano Trio. Hearing it leads to 
an understanding that, notably, he was a student of Saint-Saëns 
and a teacher of Ravel.  



 Fauré was not without his inner torments despite his success 
as a composer, as organist at the Madeleine, and as Director of the 
Paris Conservatoire. By 1916 he was completely deaf and had 
suffered severe depression. Although his marriage to Marie Femeit 
remained intact, he had various relationships including the singer 
Emma Bardac, the composer Adela Maddison, and finally with the 
pianist Marguerite Hasselmans who remained his companion from 
1900 until his death in 1924. One cannot help thinking that these 
situations affected his music, subtly masked though they may have 
been.  
 After his retirement as director of the Paris Conservatoire in 
1920, Fauré wrote to his wife, “I’ve started a trio for clarinet (or 
violin), cello, and piano.” He completed the work in Paris in 
February of 1923, and it was published the same year as a trio for 
piano, violin, and cello. The premiere was given at the Nationale 
Musique on May 12, 1923. How fortunate we are to hear the 
version with clarinet that was obviously part of his original 
intentions.  
 Fauré’s gift for melody is obvious in the first movement Allegro 
ma non troppo when it is fully developed for all three instruments. 
This continues in the second movement Andantino but with 
growing intensity. As lively as it is, the third movement Allegro vivo 
still retains the profundity of Fauré.   
  
Trio for Clarinet, Cello, and Piano, FP 43                   Francis Poulenc 
Composed: 1926 / Duration: 12 minutes                           (1899-1963) 
 

Poulenc’s Trio for Clarinet, Cello, and Piano was 
originally scored for piano, oboe, and bassoon in 
1926 and is an early example of his admiration for 
Classical style, as indicated by its three movement 
form. While the shadow of Mozart is evident in the 
Trio, so also is Poulenc’s love of French wind 
sonorities rooted in his love of the human voice. 

Not far beneath this are both his tragic sense and acerbic humor.  
 Strong and slow piano chords ring a solemn alarm before the 
winds enter in the same mood. In typical Poulenc style, the 
solemnity quickly gives way to merriment and a thorough 



exploration of wind sonorities before we return to the spirit of the 
opening with an added note of Romanticism suggested by the Le 
double plus lent marking. The slow-fast-slow-fast pattern is 
completed with an animated Presto giving us a merry conclusion to 
the movement.  
 The wonderfully sonorous second movement is gently sad 
throughout as the winds sing over a strong piano part. The melody 
is traded back and forth between oboe and bassoon before the 
movement simply evaporates.  
 The Rondo, marked Trés vif, might be considered Poulenc at his 
merriest except that you might ask just what lurks beneath that so-
called merriment? The answer lies in Poulenc’s gift for the 
tragicomic. Yes, he seems to have one foot in the salon and one in 
the grave. 
                                                                          ©2020 Lucy Miller Murray 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



NOTES ON THE PROGRAM: STUART & FRIENDS 
 
Liebeslieder Waltzes, Op. 52                                      Johannes Brahms  
for Four Voices and Piano                                                     (1833-1897) 
Composed: 1869 / Duration: 26 minutes                              
 
Neue Liebeslieder Waltzes Op. 65 
for Four Voices and Piano Four Hands 
Composed: 1874 / Duration: 19 minutes         
  

Let us begin simply: Brahms’ two sets of 
Liebeslieder Waltzes, Op. 52 and Op. 65, are 
love songs set in waltz time. That said, they 
are complex compositions offering challenges 
to the singers and pianists. Putting them 
together on one program is a formidable 
challenge for performers but a delight to 
listeners as the songs work their way through 
the many variations of romantic love. It is 
highly speculated that the songs were inspired 

by Brahms’ frustrated love for pianist Clara Schumann, wife of his 
fellow composer and friend Robert Schumann. Op. 52 was 
completed in 1869 and first performed on January 5, 1870. The 
highly successful Op. 52 set was followed six years later by Op. 65, 
known as the Neue Liebeslieder (New Love Songs) composed 
between 1869 and 1874. Except for the final song of Op. 65 which 
was written by Goethe, the lyrics for both sets come from Georg 
Friedrich Daumer’s Polydora, a collection of folk songs and love 
poems. Evident in both is Brahms’ use of the ländler, a slow waltz 
form inspired by a folk dance which was popular in Austria, Bavaria, 
German Switzerland, and Slovenia at the end of the 18th century. 
 Particularly notable in the Op. 52 Liebeslieder Waltzes is the 
influence of Franz Schubert. When Brahms served as editor to 
Schubert’s Twenty Ländler, it inspired him to compose the eighteen 
pieces of the Op. 52 Liebeslieder Waltzes. While Schubert may have 
originated the idea of the work, certainly Brahms added a depth of 
expression to the form. He also bowed within the set to Johann 
Strauss, the famous “Waltz King.” The contrast of moods within the 



Op. 52 Waltzes is remarkable and expresses all the possible feelings 
within the complexities of being in love. Despite the differences, 
however, the work bears a certain unity reflective of Brahms’ 
musical genius. According to history, the Op. 52 Waltzes 
contributed significantly to Brahms’ financial success since they 
were widely performed in both concert halls and private homes.  
 The Op. 65 Neue Liebeslieder Waltzes differ from the earlier 
Op. 52 set in that only seven of its fifteen songs are composed for 
the full ensemble. Of special note in both sets is the powerful four 
hand piano parts. In his extensive biography of Brahms, author Jan 
Swafford calls the Liebeslieder Waltzes “confectionery tunes with a 
large helping of whipped cream.” One might take exception to that 
description in the Op. 65 set due to the predominance of its serious 
moods. While the lively first song makes reference to “sailing on 
the sea of love,” there are numerable other darker moments such 
as in the sixth song when the lover is compared to a rose that “will 
bleed its leaves when it dies.” The ninth song also ominously sings 
that “a poisoned arrow infects the target of my heart.” Yet there is 
a touch of humor in the eleventh song when the vocalist sings, “I 
won’t hear another word about love; you’ll only let me down. You’ll 
never stop playing around. Leave me alone you sweet-talking 
clown.” While Brahms was only forty-one when he completed the 
Op. 65 songs, one wonders about his choice to treat the words, “Do 
youth and love go hand in hand so that I end up alone and pining?” 
Indeed, Brahms never married nor seemed to fully survive his 
longing for Clara Schumann and the other romantic misfortunes of 
his life, such as his withdrawal from of his engagement to Agatha 
von Siebold despite his declaration of love for her. The concluding 
song, “Zum Schluss,” with its reference to the failure to “heal the 
bloody holes arrows leave” also tells us much about Brahms. 
Neither life nor composing was simple for him as evidenced in the 
music we hear on this program.  
 
 
 
 
 
 



Bilder aus Osten, Op. 66                                             Robert Schumann  
Composed: 1848 / Duration: 19 minutes                            (1810-1856) 
  

Schumann’s six impromptus for piano four 
hands, Bilder aus Osten (Pictures from the East), 
were composed in 1848, only four years before 
his leap into the icy Rhine and his death two 
years later in a mental institution. The lovely six 
works are far from a testimony of that tragic 
situation but rather a statement of Schumann’s 
gift for musical expression in a great variety of 

moods as displayed in the work. Interestingly, the impromptus are 
split into three in major keys and three in minor keys—almost a 
reflection of his so-called split personality which he himself named 
his happy Florestan and his pensive Eusebius sides. These moods 
are reflected in such tempo markings as Lebhaft (lively, animated) 
and Nicht schnell (not fast). Within those definitions, however, 
Schumann employs great variety. In the final impromptu he 
employs a magnificent fugue of great solemnity and a final burst of 
energy before a quiet ending that leaves us astounded at this 
thrilling twenty minutes of four-hand music. Schumann’s reference 
to the “East” in the title of the impromptus was inspired by his 
reading of Friedrich Rückert’s translation of Arabic poems. Some 
listeners may even hear Eastern aspects in the music.  
 
Six Morceaux for Piano Four Hands, Op. 11     Sergei Rachmaninoff 
Composed: 1894 / Duration: 27 minutes                             (1873-1943) 
 

With Rachmaninoff’s Six Morceaux, we stand 
reminded of America’s persistent love affair with 
Russian music that belies the political 
disagreement that has beset the two nations. 
Even in the worst of times we never gave up our 
passion for Rachmaninoff, Prokofiev, Stravinsky, 
and Shostakovich, to say nothing of Tchaikovsky, 
Borodin, Glinka, Glazunov, and a host of minor 

masters with whom we continually flirt. The reasons for our 
susceptibility are both complex and simple. Surely the Romantic or 



neo-Romantic spirit which infuses Russian music since the 
nineteenth century is irresistible. That a common love of this music 
reflects other bonds between Americans and Russians is a more 
complicated idea, not the subject of program notes but interesting 
to ponder. It remains, however, that a Nutcracker, a Rite of Spring, 
and a Shostakovich Fifth Symphony have become standard 
American fare if not proverbial apple pie. So it is that 
Rachmaninoff’s music remains undeniably in the embrace of this 
notion as evidenced by his Six Morceaux composed in 1894 when 
he was a mere twenty-one.  
 The movements of the work are often played as single pieces, 
but we are fortunate in this program to hear all six together. Played 
as such, the work may give you a whole new concept of four-hand 
piano music. A sense of the tragic pervades the beautiful opening 
Barcarolle, the longest piece in the set. The following Scherzo is as 
cheerful as the Barcarolle was sad but still maintains the sense of 
power that pervades the entire work. As indicated by its very title, 
the Russian Song is essentially Russian in nature with its engrossing 
melody over powerful chords. Power remains even in the gay Valse 
that follows. The fifth piece, Romance, is indeed romantic, but a 
stern romance it is. Slava! (Glory) offers a thrilling conclusion to the 
set with its theme powerfully stated by both pianists. 
                                                                          ©2020 Lucy Miller Murray 
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