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WelLcome!

Thank you for joining us in our 17th year. Regardless of the concert or event
you are attending while reading this, we promise a wonderful roster of musicians
and programming masterminded by Peter Rejto, Artistic Director. We also hope
you look at page 3, which details some Festival “treats” you may have yet to
experience. Consider attending something new to you — whether it’'s Saturday
afternoon’s free Master Classes for flute and harp, 12 total hours of open dress
rehearsals, or the always musically delicious gala dinner and recital at the
Arizona Inn. There’s something for everybody, so why not also introduce a friend
to the joys of chamber music and so share the pleasures? We are most grateful
for the financial support of the Tucson Pima Arts Council, the Tucson Business
Community, and the many generous friends and volunteers who help make our
Festival a continuing success.

.

Jean-Paul Bierny

President of the Board

Arizona Friends of Chamber Music

commissioners circlLe

The Arizona Friends of Chamber Music created the Commissioners’
Circle for people who wish to sponsor new chamber works with us. Since
1997 we have featured World Premiere performances during the regular
season, our Piano & Friends series, and the Tucson Winter Chamber
Music Festival. Participation gives you the thrill of making a significant
contribution to the creation of important new chamber music and to
influence what will be composed in the 21st century. Please contact us if
you are interested in joining. Sponsorships are currently available for
upcoming commissions.

We thank the following who have joined to date: Fred & Diana
Chaffee; Tony & Ellen Lomonaco; Jean-Paul Bierny & Chris Tanz; Susan
Small; Anne Nelson; Richard & Judy Sanderson; John & Helen Schaefer;
Linda Friedman, Samuel & Jonathan Friedman, and Davina Friedman
Doby; Linda & Stuart Nelson; George & Eleanor Marcek; Marya & Robert
Giesy; Mr. & Mrs. Charles M. Peters; Mrs. Faria Vahdat-Dretler; Members
of Tucson’s Czech Community; Henry Weiss; Carla Rosenlicht; the Estate
of Maxwell Rosenlicht; Richard & Galina De Roeck; Bob & Connie Foster;
George & Eleanor Marcek; Paul & Dorothy Olsen; Joan Jacobson; Walter
Swap; Members of the Arizona Senior Academy & Academy Village; Dan
Coleman; the Aasheghan e Aavaaz Group; Harry & Lea Gudelsky
Foundation; Bill & Lotte Copeland; Hal Myers; Karen Sternal; Ghislaine
Polak; Herschel & Jill Rosenzweig; OMA; Helmut Abt; Harold G. Basser;
Milos & Milena Chvapil; and Sherrill Akyol.




SpeciAL events

Youth Concert

Thursday, March 11, 10:30am
Performance of excerpts from prior concerts with commentary by Festival musicians

Open Dress Rehearsals

9am — 12 noon
Tuesday, March 9
Wednesday, March 10
Friday, March 12
Sunday, March 14
Leo Rich Theatre

We invite families and friends of all ages to attend our free,
open dress rehearsals.

Master Class for Flute
Carol Wincenc

3:00pm - 4:00pm
Saturday, March 13

Leo Rich Theatre

Featuring students of Professor Brian Luce of the University of Arisona
School of Music.

Master Class for Harp
Katerina Englichova
4:00pm - 5:00pm
Saturday, March 13
Leo Rich Theatre

Featuring students of Professor Carrol McLaughlin of the University of Arisona
School of Music.

Attendance by the public is open and encouraged.

Gala Dinner and Recital at the Arizona Inn

Saturday, March 13, Evening

6pm — Cocktails

7pm — Musical selections by Festival musicians
8pm - Dinner

Call 577-3769 for reservations

Flowers courtesy of The Flower Market.

Repeat Performances

If you miss a Festival concert or simply want to hear one again, please note that
Classical KUAT-FM will broadcast recorded performances on 90.5/89.7 FM.
Festival performances are typically featured in the station’s Musical Calendar. See
http://radio.azpm.org/classical. Broadcast of the Arizona Friends of Chamber
Music's Festival concerts is made possible with the support of the Arizona Inn.



SundAy, mArcH 7 3pu

Pre-concert commentary at 2:30pm by James Reel

Ludwig van Beethoven
Quartet in C minor, Opus 18 No. 4
Allegro ma non tanto
Scherzo: Andante scherzoso
quasi allegretto
Menuetto: Allegretto
Allegro

In 1800 Beethoven (1770-1827) completed his first set
of six string quartets, the Opus 18, and dedicated them to
Prince Lobkowitz, a Viennese nobleman and generous
patron of the arts. A high point of his “first style period,” the
set was published in 1801. During the time he composed
his Opus 18, Beethoven found inspiration and guiding
principles in the works of Haydn and Mozart but steadily
pushed against their classical boundaries. Beethoven’s
originality is evident in all of these six string quartets,
each of which opens with a small generative idea that
gradually expands to form a large and brilliant design.

Beethoven’s early listeners were enormously impressed
by the inventive and deeply expressive Opus 18. Despite
Haydn'’s position as Beethoven'’s early mentor, it has been
said that when he heard these works performed at
Lobkowitz's palace concerts, he decided to abandon
quartet writing and devote himself to religious choral
music. Since Viennese composers typically tried not to
compete in genres mastered by colleagues, this observa-
tion most probably has truth.

A brief anecdote told about Opus 18 No. 4 in C minor
illustrates Beethoven’s revolutionary spirit. His pupil
Ferdinand Ries writes: “One day as | was walking with
him | mentioned an instance of the classically forbidden
parallel fifths in the quartet’s finale. Beethoven thought |
was mistaken, so | wrote out the passage on the ruled
paper he always carried. Beethoven remarked, ‘Well! Who
says that parallel fifths are wrong?’ | listed the many theo-
rists. Beethoven replied, ‘No matter. | allow use of them!" ”

Opus 18 No. 4, the only minor key work in the set,
emerges as the most Beethoven-like of the group because
of its heightened drama. Early in his career Beethoven
often used the key of C minor for works with a tragic cast,
such as the Opus 13 Sonata pathétique. It is possible that
his C minor quartet was written in response to his increas-
ing deafness, which he began to realize as early as 1796.

The passionately intense Allegro opens with a driving
theme in the first violin. The second violin states the
second subject (E flat major), derived from the latter part
of the opening theme. As this sonata form movement
develops, its themes achieve an orchestral effect through
repeated notes in the inner voices. The ideas are restated
with energetic syncopations, and the movement ends
with a coda that encompasses a long crescendo.

Miré String Quartet

A moderately paced Scherzo replaces the traditional
slow movement. Its three themes, developed through
imitation, all include a memorable figure of three repeat-
ing notes. The influence of Mozart is heard in the
Menuetto, in which alternating sforzandi in the opening
phrase echo the classical master’s K. 387 Menuetto. Its
middle section is a duet between the second violin and
viola, accompanied by triplets in the first violin. The
opening material returns in a faster tempo.

The C minor finale is a rondo in the style of Haydn.
The first theme suggests the popular Turkish style, and
the second idea provides a lyrical contrast. After three
returns of the material, the work concludes with a
prestissimo coda.

Dmitri Shostakovich

Quintet for Piano and Strings in G minor, Opus 57
Prelude: Lento Miré String Quartet
Fugue: Adagio Kevin Fitz-Gerald, Piano
Scherzo: Allegretto

Intermezzo: Lento

Finale: Allegretto

Shostakovich (1906-1975) wrote his Opus 57 Piano
Quintet in 1940, a year of calm between storms in Soviet
Russia. The Great Terror, during which hundreds of
artists and writers were arrested and often killed, had
mostly subsided, and Germany did not yet threaten to
invade. Shostakovich realized that he was fortunate to be
able to write. Stalin, the author of the Terror, had viewed
Shostakovich with suspicion ever since he angrily left a
1936 performance of the composer’s expressionist opera
“Lady Macbeth of the Mtsensk District.” Soon after, both
Stalin and Pravda vehemently denounced Shostakovich
for writing decadent music that lacked correct moral and
social values. The composer’s career was temporarily on
ice.

Stalin considered Beethoven to be the first “Social real-
ist” composer and insisted on an esthetic not far removed
from 18th-century tradition. Despite this constraint,
Shostakovich managed to achieve personal expression
through the more intimate medium of chamber music. To
insure his survival, he gained party favor by writing
deliberately simple and conventional large works that
commemorated various Soviet endeavors such as Stalin’s
reforestation plan. It is a measure of Shostakovich’s
successful musical diplomacy that when the Nazis invaded
Leningrad in 1941, Stalin insisted that Shostakovich be
airlifted to the relative safety of eastern Russia. Doubtless
this was a dubious honor for the patriotic Shostakovich,
who only three months earlier had stood on a rooftop
helping defend Muscovites from enemy bombs.
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Stalin admired the Opus 57 Piano Quintet, and awarded
it the 1940 “Stalin Prize.” This immense cash award of
100,000 rubles was perhaps justified by the enthusiastic
public response — at its premiere the ensemble repeated
the Scherzo and Finale to satisfy the cheering crowd.
However, Western critics were skeptical of a work so
strongly endorsed by the Soviet government. Despite its
conservative formal structure, the Quintet did eventually
win wide critical acceptance because of its excellent
ideas and fine craftsmanship.

Shostakovich wrote his Opus 57 at the request of the
Soviet Union’s Beethoven Quartet, which had asked him
to perform as their pianist. Prominent throughout the
quintet, the piano introduces and develops many of the
work’s thematic ideas. The contemplative three-part
Prelude leads without pause to the Fugue, influenced by
J. S. Bach and scored initially for strings. This contrapun-
tal movement opens with a somber theme that suggests
Russian folk origin. Momentum gradually builds to an
impassioned thematic statement then slowly subsides to
a hush.

Brilliantly colorful string effects — glissandos, pizzicatos,
upper register passages — give vibrancy to the explosive
Scherzo. This hard-driving movement propels to a stun-
ning conclusion.

The broadly melodic Intermezzo opens with a lyrical
passage in the first violin; drama increases as other
instruments enter. The rhapsodic finale follows without
pause. The piano introduces its two themes, first a
subdued motif then an angular second idea, famed as the
clowns’ entrance music in the Russian circus. The work
concludes quietly with a gentle statement derived from
the movement’s first theme.

# Intermission

Franz Schubert

String Quartet in G major, D. 887, Opus post. 161
Allegro molto moderato Miré String Quartet
Andante un poco moto

Scherzo: Allegro vivace

Allegro assai

Schubert’s D. 887 Quartet in G major is the last of his
15 string quartets and perhaps the most remarkable.
Within a 10 day period in June, 1826 Schubert (1797-
1828) created a towering work of astounding modernity
from the briefest of thematic ideas. Recognizing its
uniqueness, he chose to program the quartet’s first
movement on the breakthrough invitational concert
held six months before his death. Although the critics

present praised its “spirit and originality,” publishers
rejected the work because of its length and difficulty. The
quartet was eventually published posthumously 15 years
after its completion.

A restless, questioning atmosphere is established at
the outset. The quartet begins with a harmonically
ambiguous motif — a sustained opening chord in G major
abruptly resolves on G minor, followed by a staccato
response. The second theme, a poignant utterance played
in short, syncopated phrases by the violin, is repeated by
the cello. Freely cast in sonata form, the movement
unfolds within a framework of harmonies that continu-
ously alternate between the major and minor modes.
Agitated tremolos and virtuoso passagework contribute to
the orchestral quality of this extensive movement.

The last three movements of D. 887 reveal relationships
to Schubert’s D. 810 String Quartet in D minor (“Death
and the Maiden”), premiered in January of the same year.
While the earlier Andante is clearly based on the epony-
mous song in which Death comes to claim a young girl,
the dramatic Andante (E minor) of D. 887 also contains
intimations of mortality. The movement gained cinematic
fame when it was used to convey both irony and death in
Woody Allen’s Crimes & Misdemeanors (1989). In this
extended scene the female love interest, a devotee of
Schubert’s gentler songs, walks a deserted street as the
cello plays the wistfully melancholy opening solo. In the
second thematic area (G minor), a violent Schubert
emerges. Abruptly loud, jagged rhythms and vehemently
roiling melodic cells, made even more emphatic by their
separating rests, accompany the end of this hapless woman.

The Scherzo (B minor) returns to Schubert’s more
familiar world. A buoyant melodic idea is followed by a
central trio section (G major) that resembles a Landler, a
genial Austrian peasant dance. This slower and lilting
area offers one of Schubert’s characteristic glorious
modulations (here to B major) before the repeat of
the Scherzo.

The brilliant finale unfolds with relentless energy.
Formally this lengthy movement is a rondo with two
themes and two contrasting interludes. The harmonic
ambiguity heard in the opening movement now returns
as the key center continuously vacillates between major
and minor. As in the earlier “Death and the Maiden”
Quartet, its first subject resembles a tarantella, a fast
Italian dance originally intended to purge venom from a
spider’s victim. The strongly accented second subject
perpetuates the momentum of a feverish dance.

* Today's Concert Is
= Generously Underwritten by
Sandy & Elliott Heiman.
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Pre-concert commentary at 7:30pm by James Reel

Camille Saint-Saéns
Fantasy for Violin and Harp, Opus 124

Robert Davidovici, Violin
Katerina Englichova, Harp

A child prodigy who continued to compose until the
end of his long life, Saint-Saéns (1835-1921) enjoyed a
productive career that spanned nearly eight decades.
Much honored as a composer, the versatile Saint-Saéns
also achieved recognition as a teacher, an inveterate
promoter of new French music, and a piano virtuoso who
impressed even Lizst. Saint-Saéns wrote his Opus 124
Fantasy in 1907, shortly after his first tour of the US.
Although his chamber works often include a significant
piano part for his own performance, he was now eager to
explore new sonorities. Always obsessed with order and
clarity, in his late maturity Saint-Saéns came to love the
precise and transparent sound of the harp.

In Opus 124 the harp articulates lilting melodies that
gracefully balance the more assertive violin line. The
writing is virtuoso for both instruments, but reveals the
understated elegance characteristic of 19th-century
classicism. The Fantasy unfolds freely in five sections,
followed by a return of the opening material. In the fifth
section, a repeated figure in the harp accompanies the
impassioned and acrobatic violin line, which in turn
quietly supports the arabesques of the harp.

Maurice Ravel
Chansons madécasses
Nahandove

Méfiez-vous des blancs

Il est doux de se coucher

Christopheren Nomura, Baritone
Carol Wincenc, Flute

Steven Doane, Cello

Kevin Fitz-Gerald, Piano

Ravel (1875-1937) wrote his 1926 “Songs of Madagascar”
for the American patroness Elizabeth Sprague Coolidge,
who desired a song cycle based on his choice of poetry
but accompanied by flute, cello, and piano “if possible.”
Ravel was drawn to the sensual poems of Evariste-Désiré
de Parny (1753-1814), a Creole who claimed to translate
original Madagascan texts into French. However, since
Parny never visited Madagascar, he possibly invented the
verses himself. The matter of authenticity did not disturb
Ravel, who admired the atmosphere of the poems. He
wrote: “I believe the ‘Chansons madécasses’ introduce a
new dramatic — indeed erotic — element, resulting from
the subject matter of Parny’s poems. The songs form a
guartet in which the voice plays the role of the principal
instrument. Simplicity is all-important.”

Ravel had set a 1925 Paris premiere date for the cycle,
but by then had completed only “Méfiez-vous des blancs”
(Beware of the white men), which was performed by
itself. This anti-imperialist middle song created a scandal
at the event when one angered listener shouted that
Ravel was unpatriotic.

Nahandove

Nahandove, O beautiful
Nahandove! The bird of night has
begun its eerie calling, the full moon
pours down on my head, and the
earliest dew moistens my hair. This is
the hour; who can be detaining you,
Nahandove, O beautiful Nahandove?

Our bed of leaves is ready; | have
strewn it with flowers and spice-
odored herbs; it befits your charms,
Nahandove, O beautiful Nahandove!

She comes. | recognized the rapid
breathing of one who comes hurry-
ing; | hear the rustling of the cloth
wrapped around her loins; it is she!
It is Nahandove, the beautiful
Nahandove!

Oh, take breath, my young love,
rest on my lap. How bewitching your
gaze, how live and deliciously your
breast stirs under the hand that
presses it! You smile now,
Nahandove, O beautiful Nahandove!

Your kisses quiver their way to my
heart; your caresses bring fire to my
every sense: enough! Or | shall die!
Can one truly die of voluptuous
pleasure, Nahandove, O beautiful
Nahandove?

Our pleasure passes in a flash.
Now your sweet panting grows
gentler, your brimming eyes close,
your head droops in weariness, and
our rapture gives way to languor; yet
never have you been so beautiful,
Nahandove, O beautiful Nahandove!

You leave me, and | shall languish
alone in longing and desire, languish
thus until nightfall. You will come
back at nightfall, Nahandove,

O beautiful Nahandove!

Beware of the white men!

Aoua! Aoua! Beware of the white
men, dwellers along the shores!
In our fathers' time, white men set
foot on this island. They were told:
here is land, let your women work it;
be just, be good, make yourselves
our brothers.

The white men promised and yet
were building entrenchments. A
menacing fort arose with thunder
concealed in bronze mouths. Their
priests tried to give us a god we do
not know; they ended by speaking
of submission and bondage. Death
rather! The bloodbath was long and
terrible, yet for all the lighting bolts
they spewed out, slaying army after
army, they themselves were
destroyed. Aoua! Aoua! Beware of
the white men, dwellers along the
shores!

Then we saw new tyrants, stronger
even and in greater numbers, plant
their banners on our shores. The sky
took up our battle. It unleashed on
them rains, tempests, and poisonous
winds. They are dead and gone, and
we live, and we live free. Aoual
Aoua! Beware of the white men,
dwellers along the shores!

It is good to lie down

It is good to lie down in the heat
of the day under a leafy tree, and to
wait thus till the evening wind brings
a cooling breath.

Women, come to me. While | take
my rest under a leafy tree, delight my
ear with your soothing voice. Sing
again the song of the young girl
while she braids her hair or, seated
by the rice patch, chases off the
greedy birds.

This singing makes my heart glad.
Dancing for me is sweet almost as

a kiss. Move slowly; let your steps
mime the poses of pleasure and the
surrender to voluptuous bliss.

The evening wind wakes, the
moon begins to glimmer through
the trees on the mountainside.
Go now, prepare the meal.

Translation by Robert Wolf
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John Harbison
November 19, 1828: Hallucination in Four Episodes
for Piano and String Trio
Introduction: Schubert crosses
into the next world
Suite: Schubert finds himself
in a Hall of Mirrors
1. Theme
2. Eccocaise
3. Moment Musicaux
4. Impromptu
5. Valse
Rondo: Schubert recalls a rondo fragment from 1816
Fugue: Schubert continues the fugue subject
(S-C-H-U-B-E-R-T) which Sechter assigned him

American composer, conductor and teacher John
Harbison (b. 1938) studied composition at Harvard with
Walter Piston and at Princeton with Roger Sessions. He
has received numerous commissions from organizations
such as the Metropolitan Opera (The Great Gatsby) and the
Santa Fe Chamber Music Festival (String Quartet No. 4).
For many years Professor of Composition at MIT and
composer-in-residence with the Los Angeles Philharmonic,
Harbison now runs the Token Creek Music Festival
from his family farm in Wisconsin, where he continues
to compose.

Harbison discusses the work: “The date that forms the
title of this work is the death date of Franz Schubert. The
trumpets of death are heard three times. Schubert begins
his journey haunted by sounds that are not his music, but
pertain to his music in disturbing ways. In the Hall of Mirrors,
music sounds in a manner previously unknown to Schubert;
everything is played back immediately upside down.

“Emblematic of a storehouse of still-to-be-explored
ideas, needing centuries more, the short fragment that
begins this rondo is the only one in this piece composed
by Schubert in his first life.

“Shortly before his death, Schubert went to the theorist
Sechter to work on a very specific problem pertaining to
the tonal answer of the fugue subject, important to
Schubert in the composition of his masses. Sechter, well
aware that he was teaching the most extraordinary student
who ever came for a lesson, concluded by assigning
Schubert a fugue subject on his own name. Schubert was
unable to undertake the task; he died about a week later,
on November 19, 1828.

“The ‘medium’ for this tombeau for Schubert is grate-
ful for the generosity of Jim and Marina Harrison, at
whose home near Genoa the piece was realized. Their
library contained a book by Alfred Mann, ‘Theory and
Practice,” in which an account of Schubert’s lesson
with Sechter, and the lesson itself, appear. The piece
asserts Schubert’s relevance to our present, rather than
any nostalgia for the past.”

Axel Strauss, Violin
Roger Chase, Viola
Steven Doane, Cello
Bernadene Blaha, Piano

# [ntermission

Franz Schubert
String Quintet in C major, D. 956

Allegro ma non troppo Miré String Quartet

Adagio Steven Doane, Cello
Scherzo: Presto; Trio: Andante sostenuto
Allegretto

During the late summer of 1828, Schubert (1797-1828)
wrote his D. 956 Quintet, a work that stands as one of the
greatest of all chamber compositions. The Quintet unfolds
with warmly romantic lyricism and poetic intimacy.
Because of the addition of the second cello to the standard
string quartet format, the work glows with rich sonorities.
This unusual instrumental combination allows one cello
to share fully the thematic material, often in octaves with
the first violin, to create consistently strong melodic
lines. At moments a nearly orchestral effect is achieved.

The Quintet opens with daring simplicity, a C major
chord growing from very soft to loud. After the first violin
offers a brief melodic extension, the material is restated
in D minor. This unusual departure from the key area
both transforms the motive’s character and signals that
bold harmonic excursions lie ahead. The second subject,
a songful duet for the two cellos, creates the emotional
center of the exposition. After an expansive development
and a free recapitulation of themes, the movement
concludes with a brief coda.

The sublime Adagio (E major) moves with measured
slowness. Pizzicati in the second cello provide rhythmic
underpinning. A sudden trill signals the turbulent middle
section (F minor). The first violin and the first cello, now
in its highest register, sing the passionate theme as the
other instruments articulate agitated accompaniments.
The opening material, again in E major, returns with
prominent rhythmic elaborations in the second cello.

The Scherzo (C major) begins as an exuberant rustic
dance. Unexpected accents provide subtle rhythmic play.
“Horn fifths” lend orchestral character. Suddenly, at the
Andante sostenuto (D flat major), the atmosphere becomes
profoundly introspective. A harmonically free lament,
the Trio grows increasingly somber as the instruments
descend in their registers. A hushed transition leads to a
return of the extroverted opening material.

The buoyant sonata-rondo finale develops two themes,
one evoking Hungarian folk music and a second suggest-
ing Viennese dance. Near its conclusion the two cellos
sing a poignant duet, accompanied primarily by the viola
line, as a reference to the second subject of the first
movement. The tempo then accelerates and the Quintet
concludes with a brilliant coda.

Tonight's Concert Is
Generously Underwritten by
David & Joyce Cornell and
Philip Pappas Il, Sr. Financial
Advisor of Ameriprise Financial.
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Benjamin Britten

“Lachrymae,” Opus 48, Reflections on a Song of
John Dowland, Arranged for Viola and Harp
Introduction (Lento) Katerina Englichova, Harp
Allegretto molto commodo Roger Chase, Viola
Animato

Tranquillo

Allegro con moto

Largamente

Appassionato

Alla Valse

Allegro Marcia

Lento

L'istesso tempo

A fine amateur violist, Britten (1913-1976) wrote his
sole composition for the instrument as a distraction from
intense work on the opera Billy Budd, a project that con-
sumed his attention for nearly two years. He dedicated
his “Lachrymae” (Tears, 1950) to his friend, the viola
virtuoso William Primrose, and together they premiered
the work at the third Aldeburgh Festival; 25 years later he
rescored the work for viola and string orchestra. More
recently, Katerina Englichova has adapted the work for
viola and harp.

Britten revered England’s great artistic past, and he
often drew inspiration from its Renaissance music.
As homage to lutenist and singer John Dowland
(1563-1626), Britten based his Opus 48 “Lachrymae” on
two of his Elizabethan lute songs. “Flow, o my tears”
had been the foundation for Dowland’s 1605 variation
set “Lachrymae, or Seaven Tears, Figured in Seaven
Passionate Pavans.” Britten's Opus 48 “Lachrymae”
variation set alludes to the original “Flow, o my tears”
lutesong but more extensively explores a second Dowland
lament, “If my complaints could passion move” (1597):

If my complaints could passion move,

Or make love see wherein | suffer wrong,

O love, | live and die in thee,

Thy grief in my deep sighs still speaks;

Yet thou dost hope when | despair,

And when | hope thou mak'st me hope in vain.

Britten said of his homage: “Lachrymae darkly reflects
the introspective melancholy that was so much a part of
the Elizabethan temperament.” His variations follow an
unusual pattern in that the song is partially revealed at
the beginning of the composition and is heard in
complete form only at the conclusion. Bass lines intone
the song’s opening in the slow introduction (Lento). The
subsequent “reflections,” variations played without
pause, freely develop with pungent tone clusters and
colorful string effects. In variation six (Appassionato) a
guote from the Dowland song “Flow, o my tears” (E-flat
major) offers a thematic contrast. At the tenth variation
the work reflects a simpler Elizabethan atmosphere
through Dowland’s own harmonies and textures. An entire
statement of the ethereal “If my complaints” concludes

the work. Ms. Englichova comments: “At the end, when
the theme by Dowland comes, it is even nicer on the harp
because it sounds a little like the lute played by some
minnesinger or trouvere.”

David Alpher

Song of Witness for Baritone, Flute,

Viola, Cello, and Piano

Lento Christopheren Nomura, Baritone
Poco pit mosso Carol Wincenc, Flute
L'istesso tempo Roger Chase, Viola
Poco meno mosso Steven Doane, Cello
Pesante e ritmico Bernadene Blaha, Piano
Moderato cantabile

Andante sostenuto

David Alpher’s compositions are unique, eclectic
mixtures of influences including jazz, American folksong,
theater music, and the classical tradition. A prolific
composer of chamber music, songs, and solo piano
music, Alpher also is known for his multimedia works
that have been performed in locales as diverse as Zion
National Park, Finland, and Harvard University. A pianist
who performs at Lincoln Center and Tanglewood, he also
enjoys a lively career as a cabaret artist with his wife,
vocalist Jennie Litt.

Alpher writes: “Crossroads Arts Council commissioned
me in 2002 to compose a chamber piece based on 10
haiku by Japanese-Americans detained at World War 11
internment camps. | was given the haiku with the under-
standing that the sequence should remain unchanged,
and with a suggested title of Songs (plural) of Witness.

“Several thoughts occurred to me as | started work.
One was that these haiku exemplified the human spirit at
its most determined. The prisoners were innocent people
who managed to see beauty in the tiniest things — a
mustard blossom, a doll, a long-ago memory. While the
overall feeling of the poems is bleak, there is the occa-
sional word or phrase that suggested to me that total
despair was to be resisted; that as long as the poets could
experience an aesthetic sense, or a fond recollection, or
the most subtle humor, there was hope. So it seemed that
I might compose a somber piece of music that would be
alleviated with a ray of light now and then.

“Another thought was that, while the haiku were
written by several people, the overall effect to me was
that of a single voice; and that there was, however
sketchy, a natural timeline in the sequence of the poems,
following the passing seasons and ending in an anticipated
(fantasized?) return home. | did not envision 10 short
songs, but rather one substantial and multifaceted
expression. So | decided to call my piece Song (singular)
of Witness, to suggest this unity.

“You may notice that | reiterated the very last word of
the work, ‘home,’ several times, each time within a differ-
ent harmonic and dynamic context. This suggests to me
the possible reinterpretation of the concept of ‘home’ to



a person who has been unjustly detained in his or her own
country. Could ‘home’ ever again connote warmth, hap-
piness, security? If we can be herded away once, without
cause, could it not happen again? These are questions
that have remained all too pertinent for our times.”

in a distant tree autumn
the cicada from my window two men sharing one room
continues singing only the doll seems real

also in time unknown flowers

the green forest from spilled seeds
bids farewell small leaves sprout
parents misty moon

their sons called to service on my wedding night
first snow fall the same

summer near daybreak
passing without a glance
the guard tower

fragrant this evening
one miniature poppy
thinly clad wife

in this barren place on the white roof
even one mustard blossom the icy moon
pleasing coming home

Maurice Ravel

Sonata for Violin and Piano

Allegretto Robert Davidovici, Violin
Blues Kevin Fitz-Gerald, Piano
Perpetuum mobile

Ravel (1875-1937) began his Sonata for Violin and
Piano in 1923 and worked on it intermittently for the
next four years. He eventually dedicated the work to
violinist Madame Jourdan-Morhange, a friend and
companion of long standing, as well as a fellow devotee of
cats. During the early phase of composition, he wrote to
her: “It will not be very difficult, and it will not sprain
your wrist.” However, the completed sonata proved to be
extremely difficult. Madame Jourdan-Morhange was
unable to perform the sonata at its premiere due to
severe tendonitis, an affliction doubtless aggravated by
arduous practice of Ravel’s virtuoso work.

Ravel took a long time to compose the sonata not only
because of poor health and methodical work habits, but
also because its instrumentation challenged him. He
claimed that the opening Allegretto proved that “the violin
and piano were essentially incompatible instruments...
the sonata was not intended to sink their differences but
to accentuate this incompatibility to an even greater
degree.” Each instrument’s specific focus on the neighbor-
ing keys G and A flat in this flowing movement (with an
emphasis on G in the violin) suggests an edgy independence.

The second movement, Blues (Moderato), playfully
adapts jazz tempos and formulas. The finale (Allegro),
which Ravel indicates must be played “as fast as possible,”
is a demanding study in perpetual motion. At its climax
the violin articulates 12 sixteenth notes per measure —
for 179 consecutive measures!

WednesdAy, mArcH o, 8em

# [ntermission

Johannes Brahms

Quartet for Piano and Strings in G minor, Opus 25
Allegro Axel Strauss, Violin
Intermezzo: Allegro ma non troppo Roger Chase, Viola
Andante con moto Steven Doane, Cello
Rondo alla zingarese: Presto Bernadene Blaha, Piano

Brahms (1833-1897) intended for the bold and extro-
verted Opus 25 Piano Quartet to be the centerpiece of his
important Viennese debut, and he spent four years
perfecting it. Finally completed in 1861 and premiered in
1862, the quartet achieved popular and critical success
far beyond the composer’s expectations. “Truly this is
Beethoven'’s heir!” exclaimed one musician present.

The broadly scaled opening Allegro develops like
Beethoven’s sonata form movements, which expand and
extend small motivic units to create a large and coherent
structure. The movement grows to symphonic propor-
tions from two ideas heard at the beginning — a radiant
G minor theme and a B-flat major motif that miraculous-
ly spins off five distinct thematic areas over the course of
the movement.

Brahms originally entitled his capricious second
movement Scherzo, but renamed it Intermezzo because
of its more delicate character. The muted first violin cre-
ates a gently veiled tone color. Animated cross rhythms
enliven the central trio section.

Brahms wrote his poetic slow movement, Andante con
moto, in memory of Robert Schumann. However, he con-
fided to Robert’s widow Clara that “he thought of her in
every bar” — and she responded that “it is a piece after
my own heart.” This richly romantic movement is varied
at its center by a faster area that recalls Schumann’s
fondness for piquant marches.

Recently introduced to music of the Roma people by
his Hungarian violinist friends Remenyi and Joachim,
Brahms wrote his finale as a dynamic rondo in the gypsy
style. After he sent the score to Joachim, Brahms
received the reply: “You have defeated me in my own ter-
ritory!” A favorite of all 19th-century chamber music,
this multi-themed movement is reminiscent of Brahms’s
Hungarian Dances. After a recapitulation of themes and a
virtuosic piano cadenza, the movement propels to an
exhilarating conclusion.

Tonight's Concert Is
Generously Underwritten by
Drs. John and Helen Schaefer
and Casino del Sol.
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Pre-concert commentary at 7:30pm by James Reel

Gareth Farr
Taheke for Flute and Harp

Allegro Katerina Englichova, Harp
Allegro Carol Wincenc, Flute
Presto

New Zealand composer and percussionist Gareth Farr
(b. 1968) trained at the Victoria University in Wellington,
where the characteristic sounds of the Indian gamelan
became hallmarks of his own composition. He continued
postgraduate studies in composition and percussion at
the Eastman School of Music in Rochester, New York.
A prolific freelance composer, Farr's work reflects the
complex rhythms of Pacific Rim percussion music.

Farr writes about Taheke (2002): “Taheke is the Maori
word for waterfall. The three movements of this work are
each a musical depiction of a particular waterfall in New
Zealand. The first is the mighty Huka Falls near Taupo.
The broad and placid Waikato River is channeled
gradually into an increasingly narrow chute, ultimately
emptying into a waterfall of unbelievable power and fury.
Then, as quickly as it has built up, the water subsides
back into a calmly flowing river.

“In contrast to the Huka Falls with its famed reputa-
tion, the waterfall of the second movement is known only
to my family. It is on our land in the Marlborough Sounds,
utterly secluded in the bush and accessible on foot
through thick undergrowth. This waterfall is cool, dark
and mysterious. The finale represents the grandeur and
sprightly elegance of the Whangarei Falls in Northland, a
beautiful cascade of sparkling rivulets.”
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Zoltan Kodaly

Serenade for Two Violins and Viola, Opus 12
Allegramente Robert Davidovici, Violin
Lento, ma non troppo Axel Strauss, Violin
Vivo Roger Chase, Viola

Venerated by his countrymen as a composer whose
works embodied the spirit of Hungary, Kodaly (1882-
1967) drew inspiration from the folk roots of his native
music. Convinced that a nation’s art music should
develop from its indigenous material, Kodaly and his
colleague Béla Bartdk devoted years to scientific study of
hundreds of folk songs collected in the field. The free
melodies, supple rhythms and modal harmonies of these
songs pervade Kodaly’s music.

Bartok wrote about Kodéaly’s Serenade (1920): “In spite
of its unusual chord combinations and surprising
originality, the Serenade is firmly based on tonality, a
system that has not been exhausted, despite the ‘atonal’
inclinations of modern music. Superbly rich in instru-
mental effects and extraordinarily rich in melodies, the
work reveals a personality with something entirely new
to say. Especially in the slow second movement, where
the strangely floating passionate melodies of the viola
alternate with spectral flashing motifs in the violin, we
find ourselves in a fairy world not dreamed of before.”

The energetic first movement develops two strongly-
profiled subjects in sonata form. A movement with kalei-
doscopic color shifts, the Lento unfolds as a dialogue
between the first violin and viola over muted tremolo
chords in the second violin. Its two themes create an
AABA framework with the second theme (B) based on the
main idea of the previous movement. The high-spirited
and rhapsodic Vivo finale is a virtuosic set of variations
that mimic the improvisatory quality of folk music.

Kodaly’s numerous affective markings in the Serenade’s
score (such as “hopelessly” at the end of the second move-
ment) suggest a programmatic content. His Hungarian
biographer, Laszlo E6sze, hears “three musicians playing
a serenade beneath a woman’s window, then a song by
the lover, played by the viola. The second movement
opens with a dialogue between the lover and his mistress,
while the tremolos of the second violin suggest the
atmosphere of night. To the lover’s pleading the woman
responds with laughter, her coyness gradually turning into
passionate rejection. The lover dismisses the musicians,
whereupon the woman relents and the man now laughs.
The third movement portrays reconciliation, and the tale
is brought to an end with an invigorating dance.”

# [ntermission
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Maurice Ravel
Sonatine, arranged for Flute, Harp and Viola

Modéré Carol Wincenc, Flute
Mouvement de menuet Katerina Englichova, Harp
Animé Roger Chase, Viola

Ravel completed and published his Sonatine for piano
solo in 1905, but had begun it two years earlier. Needing
money, he then entered its first movement in a magazine
competition that offered a 100 franc prize for a piano
sonatina of 75 bars or less. Ravel’s contribution exceeded
this limit, and he was disqualified, but no winner was
declared because the magazine went bankrupt. At its
premiere the Sonatine was widely praised for its fine
classical design, ineffable harmonic structures, and
unique rhythmic patterns. However, Ravel worried about
the difficulty of the rapid third movement, which even he
did not dare perform publicly on his piano tours. He was
pleased when harpist and composer Carlos Salzedo
adapted the Sonatine for flute, cello, and harp, especially
since its technical problems could then be shared among
the ensemble. Later the work was also transcribed for viola.

Modéré, in sonata form, offers two contrasting themes,
the first animated and insouciant, the second more
introspective. The central movement, in triple time,
conjures a refined and elegant dance. The “perpetual
motion” finale is a virtuoso tour de force revealing all the
challenges of Ravel’s original piano version. Its material is
based on transformations of the Sonatine’s opening ideas.

Antonin Dvorak

Quintet for Piano and Strings in A major, Opus 81
Allegro, ma non troppo Miré String Quartet
Dumka: Andante con moto; Vivace Bernadene Blaha, Piano
Scherzo (Furiant): Molto vivace

Finale: Allegro

Dvorak’s Opus 81 Piano Quintet ranks as one of the
finest creations in the quintet repertoire. Completed in
1887, the work had incubated conceptually for years.
Dvorak (1841-1904) wrote his first three-movement
version of the A major Quintet 16 years earlier. Although
it was premiered and included in his catalogue as Opus 5,
he did not feel it was worthy of publication. As his
reputation grew and the demand for his chamber works
increased, Dvorak decided to revisit several earlier works
that had dissatisfied him. The publisher Simrock
welcomed all of these revised works, but the self-critical
Dvoréak still hesitated to submit his quintet. Finally he
decided to abandon recasting and write a four-movement
quintet in the same key. This new effort benefited from
his current nationalistic impulse, which had resulted in
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the fervently spirited “Dumky” Trio and the Slavonic
Dances. Opus 81 reveals not only Dvorak's mastery of
form but also his genius at incorporating Bohemian folk
idioms into his large structures.

Dvorak’s close friends described the Quintet as a
virtual portrait of its composer. A man who experienced
continuously changing nuances of mood, Dvorak wrote a
quintet that also moves through a wide emotional
spectrum — pensive brooding quickly changes to fierce
exuberance, which momentarily fades to serenity.
Dvorék, who was most at home in the countryside, wrote
Opus 81 at his new summer home at the edge of the forest
in Vysoka. The peaceful beauty of his rural surroundings
perhaps is reflected in the Quintet’s glowing sonorities.

The Allegro opens with a poignant cello statement that
hovers between the tonalities of A major and A minor.
After several episodes, the viola offers a second theme
in C-sharp minor. These two warmly lyrical themes are
continuously recast within a wide range of harmonic
colorings and tempos.

The second movement (F-sharp minor) is a Slavic
dumka, traditionally a rhapsodic form with an elegiac
atmosphere; lively, even jubilant, passages intervene to
relieve the melancholy. In the Opus 81 Dumka, the pen-
sive opening idea alternates with abruptly rapid sections
to create a rondo structure.

Dvorék termed the following Scherzo a furiant, perhaps
his favorite Bohemian dance. This vigorous form charac-
teristically moves with alternating duple and triple
rhythms, although in Opus 81 a triple meter prevails.
A softer central section marked “somewhat tranquil”
(F major) slows the momentum.

The exuberant finale develops with animated rhythms
and vivid Slavonic melodies. A fugal passage at its center
and a subdued chorale at the coda enhance the dimension
of this brilliant movement.

Tonight's Concert Is
Generously Underwritten by
Jean-Paul Bierny & Chris Tanz
and the DeGrazia Foundation.
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Pre-concert commentary at 2:30pm by James Reel

Erwin Schulhoff

Duo for Violin and Cello
I. Moderato

Il. Zingaresca

[Il. Andantino

IV. Moderato

Erwin Schulhoff (1894-1942) was born into a well-
connected, middle class Prague family that encouraged
his musical talent. After Dvorak assured the young
composer of his exceptional promise, Schulhoff sought
Europe’s finest musical education, which included
private tutorage from Debussy. Schulhoff developed into
both a virtuoso pianist and a versatile composer with a
full command of the various styles then current —
German late romanticism, impressionism, and expres-
sionism. Czech and Slavic folk music and even jazz
influences can be heard in the music of this cosmopolitan
composer. By 1918 Schulhoff had won the coveted
Mendelssohn Prize twice, once for piano and again for
composition. After military service in World War 1, he
settled in Germany and became involved with the
avant-garde art scene. In 1923 he returned to Prague,
where he taught at the conservatory and also became a
political activist. Because of his Jewish background and
his Communist views, he was imprisoned during the
Nazi occupation. He died of typhus in the Wurzburg
Concentration Camp.

Schulhoff wrote his Duo during a three-day period in
February, 1925 and revised it that November. The work is
dedicated “in deep admiration” to fellow Czech composer
Leos Janacek, whose highly expressive music was espe-
cially inspiring to Schulhoff. The Duo’s first movement
develops insouciant themes that recur throughout the
work. Its chromatic harmonies and asymmetrical meter
(five beats to a bar) conjure a modernist atmosphere. The
bravura second movement, “in gypsy style,” unfolds with
colorful effects — glissandi, harmonics, left hand pizzi-
catos, and passages played with the wood of the bow. It
concludes with a fiery Presto. The slow movement,
Andantino, is muted throughout. Its kaleidoscopic varia-
tions of short motifs suggest the influence of Janacek. In
the complex finale, calm and agitated passages alternate.
Wild abandon prevails at the Presto fanatico conclusion.

Axel Strauss, Violin
Steven Doane, Cello

Sylvie Bodorova
Terezin Ghetto Requiem
Christopheren Nomura, Baritone
Miré String Quartet

Czech composer Bodorova (b. 1954) writes: “Terezin
Ghetto Requiem is dedicated to the victims of the
Holocaust. Its inspiration is based on the 20 performances
of Verdi’s Requiem that took place in the Terezin Ghetto
during 1943 and 1944. Jewish and Catholic texts are
juxtaposed to represent the two cultures. Synagogue
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chant is used in each movement. The quotation of Verdi's
Lachrymosa becomes a theme for canonic work in the
strings in the first movement, while the singer creates an
independent layer using the synagogue chant Shema Yisrael.

“The second movement is based mostly on the strings,
while the voice part uses short quotations from the Latin
Dies irae from the Catholic Requiem Mass, and the
Hebrew ‘Redeemer of Israel’ as an exclamation of libera-
tion at the end of the movement. The third movement is
predominantly calm in mood.

“The legacy of the Holocaust doesn’t belong only to the
prisoners and victims, but to all of us who couldn’t or
wouldn’t help. | wanted to honor those who, under the
most extreme conditions and in the face of death, found
the courage to protest against their torture by means of
something as ultimately human as Verdi’s Requiem.”

|. Lachrymosa

Shema Yisrael adoshem elokeinu, Adoshem echad

Hu Elokeinu, hu avinu, hu malkeinu, hu moshienu (moishienu)
V'hu yashmienu b'rachamov

Shenis I'enei koi chai, lichyos lachem lelokim (leloikim)

Hear, O Israel, the Lord is our God, the Lord is One.

He is our God; He is our Father, He is our King; He is our Deliverer.

He will again, in His mercy proclaim to us in the presence of all the living:
"...to be your God...."

Il. Dies irae

Dies irae, dies illa, solvet saeclum in favilla:

Teste David cum Sibylla.

Quantus tremor est futurus, Quando Judex est venturus,
Cuncta stricte discussurus!

Gael, gael Yisrael!!

Day of wrath, that day, which dissolves the world into ashes:
As David foretold with the Sibyl.

How great a tremor will there be, when Judgement comes,
All those drawn together will be destroyed!

IIl. Libera me

Libera me, Domine, libera me Domine!
Dies irae, dies illa...

Elokei neshama, shenasata bi, tohoiru hi.
Requiem aeternam dona eis, Domine,
Et lux perpetua luceat eis.

Domine, libera me.

Free me Lord, free me Lord!

The day of wrath, that day...

My God, the soul which you have placed in me is pure.
Give to them eternal rest, Lord,

And let eternal light shine on them.

Lord, free me.

Translation from Hebrew by Philip Bimbaum
Translation from Latin by Christy Scott
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Patrick Zimmerli

Trio for Flute, Harp, & Viola (World Premiere)

Flowing Carol Wincenc, Flute
Molto moderato Katerina Englichova, Harp
Allegro energico Roger Chase, Viola

Patrick Zimmerli writes: “When [ was approached to
write this Trio, I knew that I would be taking a step into the
unknown. Although I have written fairly extensively for each
instrument (and played the flute when younger), the ensem-
ble, with its impressionist, French connotations, was not
something I had gravitated towards as a way of expressing my
quintessentially American musical ideas. To find the sound
[ was seeking, I decided to shun the idiomatic and coloristic
effects that Ravel and Debussy explored for the ensemble,
effects I felt bore those composers” stamps too explicitly. I
even resisted harp glissandos, only giving in to them at the
piece’s conclusion. I focused instead on more universal —
and less stylistically defining — musical devices such as
theme, harmony, and rhythms, with fairly simple textures
and traditional means of development.

“Like much of my work, the piece mixes jazz and classical
idioms. Formally, with its fast-slow-fast arch, it has much
more in common with chamber music of the 18th or 19th
century than that of the 20th. Its syncopations, melodic
sensibility, and overall emotional tone give it an aesthetic
cast unmistakably of the 21st century.

Flowing: A straightforward sonata form, featuring a three-
note opening motto spun out into an extended melody. The
middle section begins with rubato statements from the viola
and flute before the rhythmic character returns. A placid,
spacious version of the theme inaugurates the coda, and the
movement ends with the return of the motto.

Molto moderato: A slow opening theme in flute and viola
anchors this movement, appearing in various textural guises
throughout. The subsequent songlike contrasting section
recurs at the end, before a series of dreamy harp chords,
accompanied by viola pizzicato and light flute staccato,
close the movement.

Allegro energico: The movement begins with a repeating
rhythmic figure that sprouts several melodic ideas. A broad,
chorale-like theme follows, with all instruments playing in
rhythmic unison. After a middle section featuring virtuosic
interplay between the flute and viola reminiscent of jazz
improvisation, the chorale theme returns, blossoming via
harp glissandi, before the reappearance of the opening
figure leads to conclusion.”

The World Premiere of Zimmeli’s Trio for Flute, Harp,
& Viola was made possible by the following members of
the Arisona Friends of Chamber Music Commissioners’
Circle: Carla Rosenlicht and Jill & Herschel Rosensweig.

# [ntermission
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Ernest Chausson
Concerto in D major for Piano, Violin, & String
Quartet, Opus 21
Décidé; Calme; Animé
Sicilienne: pas vite
Grave

Trés animé

Robert Davidovici, Violin
Daniel Ching, Violin
Axel Strauss, Violin
Roger Chase, Viola
Joshua Gindele, Cello
Kevin Fitz-Gerald, Piano

During his brief career, Chausson (1855-1899) wrote
a small body of poetically refined works that contribute
significantly to French late-romantic repertoire. His con-
temporaries described him as a link between Franck, his
teacher and mentor, and Debussy, his close friend. Although
Chausson’s music develops with the lush textures of
Franck and the impressionist harmonies of Debussy, his
works reflect an individual atmosphere of passionate
reverie. A former disciple of Wagner, Chausson steadily
moved toward a subtly modernist style characterized by
pure, skillfully crafted lines. At the time of his early death
from a bicycle accident, he had earned a solid reputation
as a composer of opera and instrumental works.

Chausson’s Opus 21 Concerto (1891) is regarded as
one of his greatest works. Formally similar to an 18th-
century concerto grosso, the violin and piano create a
separate unit that is juxtaposed with the concertante
group of the string quartet. The three-note motto heard
in the introduction to the Décidé recurs throughout the
movement and evolves into three separate themes — the
flowing first theme heard in the Calme section; a
rhapsodic idea played as an extended duet by the violin
and piano; and a lyrical subject in the violin and cello. In
the classically graceful Sicilienne, the violin develops two
poetic ideas in a languorous 6/8 meter. Brooding and
chromatic, the Grave reveals the serious aspect of
Chausson, a somber man described as having “iris eyes
without a smile.” An extended duet between the violin
and piano develops its main ideas. A spirited gigue, the
finale develops through variation of its main theme.

Today’s Concert Is
Generously Underwritten by
Emma & Gerald Talen and the
Goldstein Family Charitable
Remainder Trust.
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ARTISTIC DIRECTOR PETER REJTO,
CELLO has performed throughout the
US and abroad in hundreds of perform-
ances as soloist and with the Los Angeles
Piano Quartet of which he is a founding
member. Mr. Rejto has appeared at the
summer festivals of Aspen, La Jolla,
Round Top, Carmel Bach, Marlboro,
Fairbanks, Sitka, Santa Fe, Grand Canyon, and BRAVO!
Colorado. His many honors include winning the Young
Concert Artists International Competition and the Debut
Award of the Young Musicians Foundation, Los Angeles.
He has recorded for Sony Classical, Silva Classics,
Summit, Music Masters, and Pickwick.

BERNADENE BLAHA, PIANO, has per-
formed recitals throughout Europe and
the Americas and has appeared as soloist
with numerous major orchestras. She
has received top prizes in several inter-
national competitions, resulting in two
highly acclaimed recital appearances at
Carnegie Hall and the Lincoln Center
Library. A highly regarded chamber musician, Ms. Blaha
has appeared at many festivals, including those in
Newport, La Jolla, Banff, and Round Top, among others,
and collaborates with major ensembles. Her first solo
recording of selected works of Chopin was praised by
Piano & Keyboard as having “integrity, with lovely sonori-
ties and total clarity of line.” Ms. Blaha is a graduate of the
Juilliard School and is currently on the Keyboard Faculty
of the University of Southern California.

ROGER CHASE, VIOLA, was born in
London and studied at the Royal
College of Music with Bernard Shore.
He also worked with the legendary
Lionel Tertis. Mr. Chase made his debut
with the English Chamber Orchestra in
1979. He has performed around the
788 \orld and has been a member of many
ensembles, including the Nash Ensemble, the London
Sinfonietta, the Quartet of London, Hausmusik of
London, and the London Chamber Orchestra. Currently
teaching at the Chicago College of Performing Arts at
Chicago’s Roosevelt University, he has also taught at the
Oberlin Conservatory, the Guildhall School of Music in
London, and the Royal Northern College of Music in
Manchester. Mr. Chase has recorded for EMI, CDR,
Hyperion, Cala, Virgin, and Floating Earth labels.
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ROBERT DAVIDOVICI, VIOLIN is
acclaimed internationally as a virtuoso
who combines spectacular technique,
wide-ranging repertoire, and magnifi-
cent artistry with a compelling stage
presence. The Boston Globe has said
that “His technique is of the ‘wow’
variety; his tone as huge as he cares to
make it.” Mr. Davidovici is the recipient of several distin-
guished First Prize honors, including the Naumburg
Competition and the Carnegie Hall International
American Music Violin Competition. Born in Rumania,
he studied with lvan Galamian at the Juilliard School,
where upon graduating he became a teaching assistant
to the Juilliard String Quartet. In addition to his
international solo, concerto, recital, and chamber music
performances, Mr. Davidovici is Artist-in-Residence and
Professor of Violin at Florida International University in
Miami. Additionally, he is Artistic Director of the
Chamber Music Society of Ft. Worth. He has recorded as
violin soloist with the London Symphony Orchestra for
Cala Records. Other recordings are available from New
World Records, Centaur, Clavier, and Meistermusic.

STEVEN DOANE, CELLO, has earned
an international reputation both as per-
former and teacher. Formerly principal
cellist of the Milwaukee Symphony and
Rochester Philharmonic, and a member
of the Naumburg Award winning New
Arts Trio during the 1980s, Mr. Doane
has since built a performance career as /
concerto soloist, recitalist, and chamber musician. He
holds the Eisenhart Award for Excellence in Teaching
from the Eastman School, where he has been on the cello
faculty since 1981, and the Piatigorsky Commendation for
teaching excellence from the New England Conservatory.
Mr. Doane was an Associate in Cello at the Royal College
of Music in London from 1995-99, and following a series
of Master Classes at the Royal Academy in London was
named Visiting Professor by that institution. His record-
ings have been lauded by the international music press
and are found on the Bridge, Pantheon, Daedmon,
Gasparo, and Sony labels. Most recently he has become
the cellist of the Los Angeles Piano Quartet.
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KATERINA ENGLICHOVA, HARP, a
resident of Prague, first came to the
US as a Fulbright Scholarship winner
in 1989 to study at the Curtis Institute
in Philadelphia. Since 1993 she has
performed internationally as a soloist
. with orchestras of Philadelphia, Prague,
Bhdrrass ﬁaﬁﬁ Hong Kong, San Francisco, and others.
She also appears with some of the world’s finest chamber
musicians, including Josef Suk, Cynthia Phelps, Eugenia
Zukerman, Jan Machat, the Prazak String Quartet, and the
Martinu Quartet. In 2000 she was awarded the Chamber
Music Association Prize of the Czech Philharmonic
Orchestra for her many contributions as performer and
teacher. She has been finalist for the Philadelphia
Orchestra Competition, a prize winner in the Elisabeth
Herbert Harp Competition in Trenton, and the top
winner of a Pro Musicis International Award in New York.
She has recorded for various record labels, including
Supraphon, New World, and Harmonia Mundi.

KEVIN FITZ-GERALD, PIANO, performs
frequently in recital and as soloist with
orchestras. A frequent guest at summer
festivals, Mr. Fitz-Gerald is also on the
faculties of Banff, Round Top, and the
International Chamber Music Institute
at Melbourne, Australia. He has collabo-
rated with international artists such as
Richard Stolzman, Camilla Wicks, and the Bartok,
St.Petersburg, and St. Lawrence String Quartets.
Mr. Fitz-Gerald has won several prestigious competitions,
including the CBC National Radio Auditions and the
Young Artists’ National Piano Competition. The
Blaha/Fitz-Gerald Duo performs extensively throughout
Canada under the auspices of the Piano Six and Cross
Country Classics programs. Mr. Fitz-Gerald also enjoys an
international reputation as a teacher, presenting Master
Classes, lectures, and symposiums throughout the world.
He is Professor of Piano at the University of Southern
California, with the distinction of having students who
are prize winners in many major international piano and
chamber music competitions.
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THE MIRO STRING QUARTET
is considered one of America’s
most dynamic chamber groups,
having risen to the top of the
international chamber music
scene in only a decade, capti-
vating audiences and critics .
around the world with its youthful intensity and mature
interpretations. Founded in 1995 at the Oberlin
Conservatory and named for the Spanish surrealist Joan
Mird, the ensemble attained nearly immediate success,
winning First Prize at the 50th annual Coleman Chamber
Music Competition (1996) and taking both the First and
Grand Prizes at the Fischoff National Chamber Music
Competition that same year. Other awards include First
Prize at the 1998 Banff International String Quartet
Competition and the prestigious Naumburg Chamber
Music Award in 2000. In 2005, the Quartet was the first
ensemble to be awarded both the coveted Avery Fisher
Career Grant and the Cleveland Quartet Award.

The quartet has performed both classical and contem-
porary repertoire worldwide, including the Chamber Music
Society of Lincoln Center, Amsterdam’s Concertgebouw,
the Berlin Philharmonic’'s Kammermusiksaal, the
Konzerthaus in Vienna, and at the Dresden Music
Festival, among others. Radio broadcasts include NPR’s
Performance Today and Saint Paul Sunday and radio
networks shows from Europe, Canada, and lIsrael. The
Quartet has appeared on PBS, NBC’s Today Show, ABC'’s
World News Tonight, and various programs of the CBC.

The Mird Quartet is currently the Faculty String
Quartet-in-Residence at the University of Texas at Austin.
Members include: Daniel Ching, Violin; Sandy Yamamoto,
Violin; John Largess, Viola; and Joshua Gindele, Cello.
Through the initiative of Mr. Gindele, the group recently
launched a new website (www.ClassicalLounge.com), the
first online networking community for classical music
lovers. He writes: “Through our teaching and touring, we
meet people all over the world who share our love of
music. This site will give us all a place to gather as a glob-
al community of classical music lovers.” The website
offers performance downloads, touring itinerary, and
inside information from the road. The group hopes other
musicians will choose to use their site as a way to share
recordings and to keep fans up-to-date on artists’ activities.

The Mir6 Quartet also serves on the Advisory Council
of Community MusicWorks of Providence, an organiza-
tion dedicated to enriching the lives of Rhode Island’s
inner-city youths and families through classical music.
The ensemble recently released the first of a planned
series of recordings of Beethoven Quartets, the six works
of Opus 18. They intend to perform and record the
remaining 10 quartets over the course of several years,
when the players are approximately the same age as
Beethoven when he wrote them.






