
Concert I 
 
 
J.S. Bach: Partita in A minor, BWV 1013 (1723)  
(7 minutes) 
Johann Sebastian Bach wrote this Partita for Solo Flute while he was the Kapellmeister at the Calvinist court in 
Cöthen, under Prince Leopold. The Prince had great enthusiasm for the arts, but Calvinist ideology forbade 
extravagant music as a part of religion and worship. As a result, Bach was commissioned to compose many 
secular works during his time there. During the 18th century, the flute saw a rapid rise in popularity among 
virtuosos as well as amateurs. With very little tradition of works for the flute to which Bach could refer, and with 
no personal experience playing the instrument, Bach was left with only his own inventiveness, and his Partita 
in A Minor was unprecedented for its time. Today it remains a musically and technically challenging piece for 
the flute. –Emily DePalma 
  
Lasse Thoresen: Quietly Turning, Op. 56A (2020)  
(8 minutes) 
Quietly Turning take a particular type of Norwegian fiddle music (listening tunes as opposed to dancing tunes) 
as its point of departure. These tunes have a particular quiet, peaceful and sunny atmosphere. The timbre of 
the violin should be silvery, i.e. with light bowing and normally without vibrato. The tuning of the music is not 
tempered; it approximates just intonation. The piece uses a scordatura: the third string is tuned up a major 
second, forming a pure fourth with the second string and an octave with the first string. The fourth string may 
be tuned slightly high so as to produce a pure major sixth with the third string. The rhythm of the piece can be 
characterized as mildly uneven. The note values are generally chosen from the Fibonacci sequence–2:3:5:8–
proportions which converge to the golden ratio. This piece is dedicated to the violinist Gregory Maytan. 
–– Lasse Thoresen, 2020   
     
Florence Price Songs: Fantasy in Purple, Hold Fast to Dreams, Songs of the Dark Virgin  
(7 minutes) 
Florence Beatrice Price (née Smith 1887–1953) was an American classical composer, pianist, organist and 
music teacher. Price is noted as the first African-American woman to be recognized as a symphonic 
composer, and the first to have a composition played by a major orchestra. Price composed numerous works: 
four symphonies, four concertos, as well as choral works, plus art songs, and music for chamber and solo 
instruments. Even though her training was steeped in European tradition, Price's music consists of mostly the 
American idiom and reveals her Southern roots. She wrote with a vernacular style, using sounds and ideas 
that fit the reality of urban society. Being a committed Christian, she frequently used the music of the African-
American church as material for her arrangements. At the urging of her mentor George Whitefield Chadwick, 
Price began to incorporate elements of African-American spirituals, emphasizing the rhythm and syncopation 
of the spirituals rather than just using the text. Her melodies were blues-inspired and mixed with more 
traditional, European Romantic techniques. The weaving of tradition and modernism reflected the way life was 
for African Americans in large cities at the time. – en.wikipedia.org/wiki/Florence_Price  
 
Claude Debussy : Violin Sonata (1917)  
(14 minutes) 
Towards the end of his life – and in the full knowledge that the end was not far – Debussy planned a group of 
six sonatas for different instruments. He lived to complete only three, of which the Cello Sonata, the first, was 
written in 1915, followed by the Sonata for flute, viola, and harp, and the Violin Sonata, completed in April 
1917. The Sonata is in G major and minor, the first movement firmly in minor. Neither themes, keys, nor 
tempos remain established for long, particularly in the middle of the movement when a certain dreaminess 
invades the predominantly vigorous pulse. As the conclusion approaches, the violin’s open G becomes a more 
magnetic tonic and the piece ends abruptly on it.The Intermède is all caprice and impulse, starting, it seems, 
right in the middle. There is an impish mood here, with sudden sentimental moments of ironic passion. G minor 
gradually gives way to a tranquil, wispy G major. The Finale (in the major) gives the piano a bravura opening 
to which the violin responds with the first movement’s theme, although apart from some wild figuration at the 
end this is its only appearance in the movement. The main impulse comes from a constant surge of notes, 
interrupted by a kind of drunken waltz in the middle. The final build-up surely reflects Debussy’s determination 
not to let his energies sag, whatever his bodily weakness. As Martin Cooper has written: “there is a certain 
breathlessness, an inability to rise to the old flights, as of a mortally wounded bird, which has a beauty and 
pathos of its own.” – www.hollywoodbowl.com/musicdb/pieces/4593/violin-sonata-in-g-minor 
 
 



 
Ludomir Różycki : Balladyna (1909)  
(12 minutes) 
Born in Warsaw, Ludomir Różycki (1883–1953) studied with Noskowski in Warsaw and Humperdinck in Berlin 
and was artistically active as a composer, conductor, and pianist. Notably, Różycki was a classmate and 
sometime rival of his now more famous compatriot Karol Szymanowski; together they attempted to modernize 
Polish music in the first decades of the twentieth century. Szymanowski eventually focused on absolute music 
and turned away from German models, while Różycki occupied the programmatic side of music and remained 
a neo-Romantic through and through, highly influenced by the New German School of Liszt, Wagner, and 
Strauss. In addition to numerous operas and symphonic poems, Różycki wrote the first Polish national ballet 
Pan Twardowski and a considerable body of interesting (if “merely” Romantic) piano music. Once incredibly 
popular, Różycki's music is virtually unknown outside of Poland where it is only recently receiving renewed 
attention. Różycki’s Balladyna, op. 25 is a virtuosic tone poem for piano built on several leitmotifs. The piece 
was composed in 1909 while Różycki worked a double stint in Lviv as the artistic director of the city’s opera 
house and professor of piano at the conservatory. The music is inspired by the 1834 drama Balladyna by 
Polish Romantic poet Juliusz Słowacki. The drama itself is full of magical and quasi-historical themes, but the 
main idea of the drama is the lust for power and its corrupting force—the story follows the heroine Balladyna 
going from poverty to royal power through a series of crimes. The narration of the music seems to follow the 
ark of the story, though the piece emphasizes the mysterious, the magical, and the heroic aspects of the play. 
Darker moments in the music are given a secondary importance in the overall narration. The music is notable 
for its tight motivic and harmonic unity based around pitch material derived from the first leitmotif; the use of 
“never-ending-melody”; motivic transformation and variation; and intentionally ambiguous, chromatic harmonic 
progressions that heighten the narrative tension. 
 
Balladyna becomes a princess by murdering her own sister in a competition for the prince’s hand and then 
concealing the murder. With her new husband away at battle, Balladyna commits adultery, renounces her own 
mother, murders her husband’s messenger, kills anyone who knows the truth and eventually even poisons her 
paramour. She then steals the rightful crown, which had been magically recovered, and when her husband—
who was in line to become king—dies on the battlefield, she claims the throne for herself. In the end, as her 
first royal act Balladyna is asked to render judgment on the “unknown” perpetrators of these horrible crimes—
the sole perpetrator having been her all along. When three of the most serious crimes are presented to her, 
she issues a death sentence for each one. As she utters the third death sentence, effectively sentencing 
herself for the third time, the punishment is carried out by God who strikes her down with lightning, killing her. 
“In all, Balladyna is one of Słowacki’s “cocktails,” blending characters and situations from Polish ballads, A 
Midsummer-Night’s Dream, Macbeth, King Lear, etc.”–Tomasz Robak, pianist 
    
 
 
 



Concert II 
 
 
Cesar Cui: Trio for Flute, Violin, and Piano, Op. 56 (1897)  
(11 minutes) 
César Cui was a member of Russia’s “Mighty Handful,” also known as “The Five.” 
These five Russian composers, also including Balakirev, Mussorgsky, Rimsky-
Korsakov, and Borodin, were a composer’s alliance operating from 1856 to 1870. 
Their mission was to create a distinctly Russian sound in the classical repertoire, 
with condescension thrown to the traditional formalists, such as Mozart and Bach, 
and praise granted to the composers, Glinka and Berlioz. It is all the more 
surprising that, in light of this lifelong mission, Cui would return to this very relaxed 
parlor style in the later year of 1897. It seems as though here, in the chamber 
setting, he found respite from the exhausting labor of reinventing a musical culture, 
which he attempted in his massive and mighty operas. 
www.auroracollaborative.com/blog/category/Program+Notes 
  
 
Jenni Brandon: Sequoia Trio (2009) 
 (11 minutes) 
Each movement of The Sequoia Trio (oboe, clarinet, bassoon) takes a quote about 
Sequoia trees from John Muir’s book The Yosemite and uses it to inspire the 
music. The opening waving pattern creates the gentle breeze as the growth of the 
tree starts in the bassoon, moving through the clarinet and is carried all the way to 
the top of the tree through the oboe. Movement two is sassy and jazzy, describing 
the kind of resilient attitude that young trees must maintain in order to survive. “The 
Three Graces” plays on the idea of the three instruments in the ensemble and 
Muir’s own reference to Greek mythology. Finally, in “The Noble Trees” the 
instruments play a hymn-like tribute to the largest living things on earth. The two 
“Tree Interludes” represent the individual voice of a tree and its story. –Jenni 
Brandon 
 
   
Leoš Janáček : In the Mists (1912)  
(12 minutes) 
Janáček’s piano cycle from 1912 presents an intimate, personal and emotionally 
immediate music that stands stylistically on the border between eastern and 
western Europe. Its sound world is that of the fiddles and cimbalom (hammered 
dulcimer) of Moravian folk music. Equally folk-like is its use of small melodic 
fragments, repeated and transformed in various ways. In the composer’s use of 
harmonic color. However, there is more than a mist of French impressionism, à la 
Debussy, but an impressionism as heard through Czech ears. The Andante sets 
the tone of introspection with its dreamlike repetitions of a tonally ambivalent 5-
note melody, set against non-committal harmonies in the left-hand ostinato.  A 
contrasting middle section brings in a less troubled chorale melody that alternates 
with, and then struggles against, a cascade of cimbalom-like runs, before the 



nostalgic return of its melancholy opening theme. The Andantino is similarly fixated 
on a single idea, presenting the gracious opening phrase in a number of different 
keys until it is interrupted by an impetuous development of its accompaniment 
figure, and then ends exactly as it begins. The last movement, Presto, with its 
many changes of meter, is reminiscent of the rhapsodic improvisational style of the 
gypsy violin. The cimbalom of Moravian folk music can be heard most clearly in the 
thrumming drones of the left-hand accompaniment and in the occasional washes 
of metallic tone color in the right hand. vanrecital.com/2013/11/program-notes-
kuok-wai-lio/ 
   
   
Florence Price: Night, Sympathy  
(6 minutes) 
Florence Price was an American classical composer, pianist, organist and music 
teacher. Price is noted as the first African-American woman to be recognized as a 
symphonic composer, and the first to have a composition played by a major 
orchestra. Price composed numerous works: four symphonies, four concertos, as 
well as choral works, plus art songs, and music for chamber and solo instruments. 
Even though her training was steeped in European tradition, Price's music consists 
of mostly the American idiom and reveals her Southern roots. She wrote with a 
vernacular style, using sounds and ideas that fit the reality of urban society. Her 
melodies were blues-inspired and mixed with more traditional, European Romantic 
techniques. The weaving of tradition and modernism reflected the way life was for 
African Americans in large cities at the time. 
– en.wikipedia.org/wiki/Florence_Price 
 
    
Dmitri Shostakovich: Five Pieces for Two Violins and Piano 
(12 minutes) 
In contrast to the brooding colors and sardonic motifs that characterize much of 
Shostakovich’s works, his Five Pieces, for two violins and piano, is a delightful 
suite of music (taking inspiration from many of Shostakovich’s incidental music) 
laden with melodic charm and lyrical warmth. The work opens with a nostalgic duet 
yearning with every phrase that flows with delicacy. The Gavotte and Elegy are 
unapologetic in rhythmic sunshine and genial melodies in close harmony. The 
Waltz dances in the same ballroom as his famous Jazz Suites, before the Polka 
cranks up the festival atmosphere with jolly fiddle playing and hopping chords on 
the piano. 
conwayhall.org.uk/wp-content/uploads/2017/04/May-7th-2017-Programme-for-
upload.pdf 
     
    
 
 
 
 



Concert III 
 
 
Aaron Copland: Four Piano Blues (1948) 
(11 minutes) 
Composed at various times between 1926 and 1948, these short pieces can be performed 
individually or together as Copland finally grouped them. The order does not follow the order of 
composition, nor are these "blues" in any strict sense. The first performance of Four Blues was by 
Leo Smit in a League of Composers concert in New York in 1950. Each Blues is dedicated to a 
pianist with a close connection to Copland's piano music: Leo Smit; Andor Foldes; William Kapell; 
and John Kirkpatrick. www.aaroncopland.com/works/four-piano-blues/ 
  
Wallace McClain Cheatham: Three Piano Preludes 
Joshua Fit the Battle of Jericho, Poor Mourner’s Got a Home, Didn’t It Rain 
(7 minutes) 
Wallace McClain Cheatham is an internationally recognized composer, performing artist, and 
scholar. His compositions, covering a variety of genres and published by prominent houses, have 
been programmed at festivals, symposiums, conventions, concerts, and recitals.  He has continued 
to grow as a musician, researcher, and teacher. From the podium, he has introduced major works 
of African-American composers to audiences in Wisconsin and Illinois. His compositions, which 
span a variety of genres, have been performed in national and international settings. Some of his 
scores have been published by Shawnee, Alfred, Master-Player Library, Oxford University Press, 
Southern Illinois University Press, and Jomar Press. –composers.com/wallace-cheatham 
   
Katherine Hoover: Canyon Echoes (1991) 
(15 minutes) 
Canyon Echoes (1991) was inspired by a book called The Flute Player, a simple and beautifully 
illustrated retelling of an Apache folktale by Michael Lacapa. It is the story of two young Apaches 
from different areas of a large canyon, where the streams ripple and the wind sings in the 
cottonwoods. They meet at a Hoop Dance, and dance only with each other. The next day, as the 
girl works in her father's field up on the side of the canyon, the boy sits below by a stream and plays 
his flute for her (flute-playing was a common manner of courtship). She puts a leaf in the stream 
which flows down to him, so he knows she hears. This continues for a time, until the boy is 
awakened one morning and told he is of age to join the hunt leaving momentarily  a journey of 
some weeks. The girl still listens each day for the flute until, feeling abandoned, she falls ill and 
dies. When the boy returns, he runs to play for her  but there is no leaf. When he learns of her 
death, he disappears into the hills, and his flute still echoes when the breezes blow through the 
cottonwoods and the streams ripple in the canyon. – Katherine Hoover 
     
Leonard Bernstein: Dream With Me (1950) 
(4 minutes) 
Peter Pan is a 1950 musical adaptation of J. M. Barrie’s play Peter Pan, or The Boy Who Wouldn’t 
Grow Up, with both music and lyrics written by Leonard Bernstein. The production was initially 
intended as a full-blown musical, with a complete score, but many of the musical selections 
(including “Dream with me” and about 45 minutes worth of music) were cut to accommodate the 
limited vocal ranges and abilities of the principles. In 2000, conductor Alexander Frey learned about 
the full score which had been intended by Bernstein, and contributed to a fully scored production, 
which premiered in the United States. In the original score, the boy who never grew up shows up to 
Wendy’s house, and takes the children to a wild, dreamlike fantasy. In the final scene, as the 
children are back home and under the covers, Wendy sings the enchanting “Dream With Me” song, 
hoping for her dream to last forever.–Esther Renee Rayo 
 
 
 



 
 
Daniel Cho: Anticipation (2019) 
2020 Beethoven Club Composition Contest, 2nd Prize 
(10 minutes) 
As the title suggests, I first began composing this piece with a particular emotion in mind--namely, 
that of anticipation. I felt this to be especially important because anticipation contains and is the 
starting point for an enormous variety of other emotions and feelings. To this end, I made sure to 
emphasize both of anticipation's primary sides: excitement (encapsulated in lighter, more joyful 
music) and worry (embodied through darker, brooding, and almost tragic music). Similarly, I chose 
to score the entire piece in a tempo that continuously moves forward to underline anticipation's 
fleeting nature: it manifests itself only to be rapidly ousted and replaced upon the arrival of reality. In 
an underhanded gesture to this idea of anticipation, I furthermore made quite a few implicit 
references (including one direct "word-for-word" reference) to several other pieces of music in the 
classical music repertoire of the past, and then proceeded to leave these references unfinished and 
"hanging." Overall, my ultimate goal in composing Anticipation was to explore the many nuanced 
emotional narratives that can all develop out of just one core feeling central to our human identity. 
–Daniel Cho 
 
     
Joaquin Turina : Circulo, Op. 91 (1936) 
(11 minutes) 
Joacquín Turina was born in Seville in 1882 where he began his musical studies. He was a child 
prodigy on the piano and moved to Madrid at the age of 20 to continue his musical studies. Only 
three years later in 1905, Turina moved to Paris with some of his classmates and enrolled in the 
Schola Cantorum where he became a student of Cesar Franck. It was here in Paris that Turina met 
fellow Spanish composers, Manuel de Falla and Isaac Albéniz, inspiring and influencing Turina to 
incorporate the sounds and rhythms of his native land back into his music. Though written in 1936, 
Círculo, Op. 91 wasn’t premiered until 1942 because of the outbreak of the Spanish Civil War. 
Círculo means Circle and here depicts the circular cycle of a day. The first movement, Amanecer or 
Dawn, begins softly, depicting a quiet first dawn before progressing to a full daybreak, followed by 
pizzicato strings starting off the second movement Mediodía or Noon. The finale Crepúscolo or 
Twilight, then ends the same way the Amanecer started, softly and serenely. –imfchicago.org/12-
02-lincoln-trio/  
 
 



Concert IV 
 
 
Scott Hines: Song Settings of Sandburg and Dickinson (2011) 
(12 minutes) 

Scott L. Hines received his Doctorate of Musical Arts from the University of 
Memphis in 2008. He was a student of John Baur, Kamran Ince, and James 
Richens. He has received commissions from Ballet Memphis and the Chicago 
Chamber Orchestra among others. He received his bachelor and master’s degrees 
from Southern Illinois University Carbondale where he studied with Frank Stemper, 
Kathleen Ginther and Eric Mandat. Dr. Hines is adjunct faculty in the theory 
department and teaches theory, electronic composition and sound design at the 
University of Memphis Rudi E. Scheidt School of Music.  

All is Fleeting was written to fulfill a commission for performance at the 2012 
International Society of Music Educators in Thessaloniki, Greece. It received its 
international premiere in July of that year at the conference. The poems come from 
the collections of Carl Sandberg and Emily Dickinson. I tried to find lesser-known 
poems or at the least poems that had not frequently been set to music. Fog, the 
first in the set of pieces, is a favorite of mine for many years. I discovered 
Sandburg's Between Two Hills while researching his collections of poetry. Emily 
Dickinson's Hope is a Thing With Feathers, Will There Really be a Morning are 
also favorites of mine.–Scott Hines, 2021 
    
Robert G. Patterson: Exits and Entrances (2020) 
(9 minutes) 
Exits and Entrances was commissioned by Michael Gilbert for his family (all violin 
players) and especially for his nephew Daniel Gilbert to premiere. Composed at 
the height of the 2020 pandemic, the piece started out as meditations on the five 
failed quests of the suitors described in the Japanese folk tale, Kaguyahime no 
Monogatari, “The Tale of the Moon Princess.” However, due to the difficult 
emotional period of the pandemic, the ideas quickly morphed into musings on how 
life changes through the years and how our friends enter and exit the different 
stages of it. This led to the Shakespearian titles and an abandonment of the 
association with Kaguyahime. Perhaps that connection will emerge again in 
another piece.– Robert G. Patterson 
 
Dmitri Shostakovich: Cello Sonata in D minor, Op. 40 (1934) 
(25 minutes) 
This was one of Shostakovich’s early works, composed in 1934 just prior to 
the censure by Soviet authorities of his music, notably the opera Lady Macbeth of 
Mtsensk, which was deemed too bourgeois and decadent for the Soviet people. Its 
premiere was in Moscow on 25 December with his close friend, the cellist Viktor 
Kubatsky, who was also the piece's dedicatee.  



 
I – Allegro non troppo 
The sonata form first movement contrasts a broad first theme in the cello, 
accompanied by flowing piano arpeggios, developed by the piano towards an 
intense climax. As tension abates, a ray of light appears with the tender second 
theme, with unusual tonal shifts, announced by the piano and imitated by the cello. 
In the development a spiky rhythmic motif goes through the flowing textures of the 
first theme. The recapitulation appears with the second theme rather than the first. 
Shostakovich introduces an unusual pianissimo texture for the first theme where all 
moves in slow motion, with staccato chords in the piano and sustained notes in the 
cello. 
II – Allegro 
The second movement has a perpetual motion energy, its thrusting repeated 
ostinato pattern relentlessly shared while a pointed first theme – almost 
incongruous – is presented by the piano in widely spaced octaves, a sonority often 
used by Shostakovich. The cello’s more light-hearted theme is later imitated, 
Pierrot-like up in the piano’s brittle high register. Piquant wit abounds in familiar 
classical gestures set askew, sudden lurches into unrelated keys, until the initial 
driving ostinato resumes, leading to a sudden conclusion. 
III – Largo 
The bleak expanses of Russia are evoked in the soulful slow movement, the piano 
providing a dark backdrop for the cello’s rhapsodic, vocal theme. It is one of the 
earliest examples of a mood that was to feature in many of Shostakovich’s most 
powerful works, reflective introspection through icy dissonances that touch yet do 
not settle on warmer consonances, until the music eventually fades into the 
impressionistic twilight. 
IV – Allegro 
Caustic with colors is the brief yet ebullient finale, a rondo in which the main playful 
theme appears five times, imitated by both instruments, interspersed by episodes 
full of sparking scales. In the second of these, the piano is let loose in a cadenza of 
helter-skelter zest, ebulliently veering into unexpected tonal highways. The theme 
returns, to round the movement off in abrupt yet decisive brilliance.–
en.wikipedia.org/wiki/Cello_Sonata_(Shostakovich) 
 
   
 
 



Concert V 
 
 
Mark Volker: Songs of the Wind (2013) 
(12 minutes) 

Who Has Seen the Wind? By Christina Rossetti 
Who has seen the wind?  
Neither I nor you:  
But when the leaves hang trembling,  
The wind is passing through.  
 
Who has seen the wind?  
Neither you nor I:  
But when the trees bow down their heads,  
The wind is passing by. 
 
The Snow Storm by Ralph Waldo Emerson 
Announced by all the trumpets of the sky,  
Arrives the snow, and, driving o'er the fields,  
Seems nowhere to alight: the whited air  
Hides hills and woods, the river, and the heaven,  
And veils the farm-house at the garden's end.  
The sled and traveler stopped, the courier's feet  
Delayed, all friends shut out, the housemates sit  
Around the radiant fireplace, enclosed  
In a tumultuous privacy of storm.  
 
Come see the north wind's masonry.  
Out of an unseen quarry evermore  
Furnished with tile, the fierce artificer  
Curves his white bastions with projected roof  
Round every windward stake, or tree, or door.  
Speeding, the myriad-handed, his wild work  
So fanciful, so savage, nought cares he  
For number or proportion. Mockingly,  
On coop or kennel he hangs Parian wreaths;  
A swan-like form invests the hidden thorn;  
Fills up the farmer's lane from wall to wall,  
Maugre the farmer's sighs; and, at the gate,  
A tapering turret overtops the work.  
And when his hours are numbered, and the world  
Is all his own, retiring, as he were not,  
Leaves, when the sun appears, astonished Art  
To mimic in slow structures, stone by stone,  
Built in an age, the mad wind's night-work,  
The frolic architecture of the snow. 

  
Alice Hong: l’oiseau qui entnd l’appel du vide 
“The bird who hears the call from the void” 
(9 minutes) 
1st Prize Winner of the 2020 
 

A caged bird dreams of freedom. 
Quiet submission turns into hope; hope turns into power: 
It bursts through the door and sings its song of freedom 
Drowning the sound of brass against brass as 
The empty cage swings, 
And then, the bird is gone.  
 
The cage was empty - 
At least, it appeared so. 
The stillness seemed too still. 
Something there 
on the floor of the locked cage: 
The bird. 



  
Jake Heggie: Soliloquy (2012) 
(5 minutes) 
This short piece is based on the song “Beyond” from Pieces of 9/11 by Jake Heggie, and was 
composed to remember Suzanne Makuch, the beloved sister of the composer’s dear friend Luci 
Janssen. The first performance was May 10, 2012 in Los Angeles with flutist Adrian Spence and 
pianist Warren Jones.   
  
Maria Thompson Corley: Lucid Dreaming, Blissful Ignorance, Willful Ignorance 
(12 minutes) 
Born in Jamaica and raised in Canada, Dr. Maria Thompson Corley began training as a pianist at a 
young age, making her first public performance at the age of 8. Her pursuit of her Masters and 
Doctor of Musical Arts degrees brought her to New York City to study with renowned pianist and 
pedagogue Gyorgy Sandor at Julliard. She leads an active performance career as a solo and 
collaborative artist, having given concerts in Budapest at the Liszt Academy, and in Carnegie 
Recital Hall, Aaron Davis Hall and Alice Tully Hall, all in New York City; she has collaborated with 
esteemed artists from the Metropolitan Opera, New York Philharmonic, and Philadelphia Orchestra, 
As a Black musician, she has placed an emphasis in Black music in her composition and 
performance, arranging many spirituals, and programming works by Black composers like Margaret 
Bonds, H. Leslie Adams, and Joseph Bologne  
  
David Crumb: Nocturne (2015) 
(7 minutes) 
My composition is inspired by Frederic Chopin's Nocturnes. I have always loved these works, and 
have been especially moved by Chopin's beautiful melodies and poignant harmonic language. 
Since I do not intend the piece to be a "homage," I avoid citing any particular Nocturne as a point of 
departure. In composing this new piece, I have strived to capture some qualities of mood, texture, 
and harmony that suggest the idea of Chopin and "night music." –David Crumb 
 
Jean Francaix: Divertissement (1947) 
(11 minutes) 
Jean Françaix was a French neoclassical composer, pianist and orchestrator, known for his prolific 
output and vibrant style. Françaix’s style of writing is marked by lightness and wit, as well as a 
conversational style of interplay between the musical lines. A student of Nadia Boulanger (who had 
been a pupil of Fauré and a teacher to Ravel, Copland and Bernstein), Françaix once said his aim 
in writing music was to ‘give pleasure’. This work manages to embody almost all the great virtues of 
Françaix’s work in its short length , engaging wit, melodic grace and classical clarity. In 1947, “I 
composed a ‘Reed Trio’ (a divertissement for oboe, clarinet and bassoon) which was quite an 
undertaking: the smaller the ‘Aeolian consort,’ the greater the danger of squeezing all the breath out 
of ones long-suffering performers by expecting them to play impossibly long musical phrases. Dear 
listeners, I know you may begin to doze off if a piece goes on too long, but my wish is that you 
should follow the example of the wise virgins and keep awake during my Trio. I hope you will also 
spare a kind thought or two for the efforts of my humble servants, the performers: their talents are 
easily underestimated, because their sensitive and intelligent artistry appears so perfectly easy and 
natural ...”–Celia Skrine 
   
 
 
 



Concert VI 
 
 
Dan Lazarescou: Baba Dochia (2020) 
(17 minutes) 

I. Thaw at Toaca 
II. The Lark 
III. Baba Dochia Climbing Up the Mountain 
IV. Ceahlau - The Mountain King 

(The four sections are performed without interruption.) 
Baba Dochia celebrates the legendary mountain Ceahlau, the "king" of the Carpathian Mountains 
in Romanian Moldova. In Romanian mythology, Baba Dochia is an old woman associated with the 
return of Spring. Spring is coming with thaw and freeze, hope and loss, joy and heartbreak, life and 
death. 
Thaw at Toaca begins with the compelling beats of the "toaca," a wooden board struck with wood 
mallets. The toaca is still used in Romanian monasteries for the call to prayer. Toaca is also the 
name of the majestic peak of Ceahlau. 
The Lark is inspired by the Romanian folk song Lie-Ciocarlie, a heartbreaking song about loss. 
 
There are several versions of the legend of Baba Dochia. I remember a sorrowful version of The 
Story of Baba Dochia told by a writer from Moldova.Disillusioned by her foster daughter, who chose 
life among the valley people instead of isolation, Baba Dochia [is] Climbing Up the Mountain , in the 
dark and freezing cold, back towards her lonely cabin on top of the mountain. Finally, after loss and 
death, the last section resumes the thaw and celebrates the crowning return of Spring on Ceahlau - 
The Mountain King. – Dan Lazarescou, composed for Luna Nova, 2020  
 
Francis Poulenc: Flute Sonata (1956) 
(13 minutes) 
The flute sonata was written in the winter of 1956-57 on commission from the Elizabeth Sprague 
Coolidge Foundation at the U.S. Library of Congress. It was first performed at the Scarborough 
Festival in June 1957, by flutist Jean-Pierre Rampal and Poulenc, and they played it frequently until 
Poulenc’s death six years later. In 1959, in fact, Poulenc selected the sonata for a 60th birthday 
concert of his favorite compositions. The sonata reflects Poulenc’s contrasting moods of 
melancholy and joy; the first movement is appropriately titled Allegro malinconico and the mood is 
mournful. But the melancholy is intermittent and offset by a middle section in better humor. Note at 
the outset the little rhythmic pattern of four 32nd notes followed by a quarter note; this pattern is 
repeated again and again, giving the music a flowing character. The slow movement is an extended 
song for the flute — slow in tempo but more introspective than depressed. The third movement is 
completely lively and spirited, with references to the main theme of the first movement and its 
rhythmic figure. – William J. Herz 
 
Mark Volker: Dragons of Memory (2011) 
(6 minutes) 
Memories can be elusive things.  When we experience fleeting thoughts of the past, we often have 
to consider how real they are.  That first sunset over water I saw as a child - was it really as 
magically stunning as it is in my memory?  Was the rock wall I climbed as a 12-year-old really as 
high as I remember?  Did the Halle-Bopp comet really fill the sky when I proposed to my wife? Are 
these merely things that we choose to remember? Are they nostalgic reinterpretations of a more 
prosaic reality?  As far as our inner life and creative vision is concerned, it really does not matter.  
Authentic history or reinterpretation, the memory is real, and the impact on our thoughts an lives is 
real.  As our personal memory, we can continue to experience these things, regardless of the 
objective reality.  Just like dragons, they may be a myth, or a remaining of a truth.  Regardless, they 
are powerful images and concepts that effect our creative vision and how we continue to 
experience the pasts that make us who we are. Dragons of Memory was inspired by this concept.  



The whimsical guitar "memory" at the opening is transformed into various "dragons" throughout the 
piece.  The relatively light character of the original idea is reinterpreted variously into bold, 
sweeping statements, a serious, constrained melody, and an agile dialogue between the 
instruments.  Depending on how you view it, the transformations either alter the memory theme to 
become more serious and significant, or they reveal the idea's rich, intrinsic value, present from the 
beginning. – Mark Volker 
 
Florence Price: Piano Sonata in E minor (1932) 
(12 minutes) 
Florence Beatrice Price (née Smith 1887–1953) was an American classical composer, pianist, 
organist and music teacher. Price is noted as the first African-American woman to be recognized as 
a symphonic composer, and the first to have a composition played by a major orchestra. Price 
composed numerous works: four symphonies, four concertos, as well as choral works, plus art 
songs, and music for chamber and solo instruments. Even though her training was steeped in 
European tradition, Price's music consists of mostly the American idiom and reveals her Southern 
roots. She wrote with a vernacular style, using sounds and ideas that fit the reality of urban society. 
Being a committed Christian, she frequently used the music of the African-American church as 
material for her arrangements. At the urging of her mentor George Whitefield Chadwick, Price 
began to incorporate elements of African-American spirituals, emphasizing the rhythm and 
syncopation of the spirituals rather than just using the text. Her melodies were blues-inspired and 
mixed with more traditional, European Romantic techniques. The weaving of tradition and 
modernism reflected the way life was for African Americans in large cities at the time. – 
en.wikipedia.org/wiki/Florence_Price  
 
Bohuslav Martinu: Duo for Violin and Cello, No. 1, H157 (1927) 
(14 minutes) 
Although the Czech composer Bohuslav Martinů spent much of his creative career away from 
his homeland, he retained his national identity through his music. Paris became Martinů's 
home in the 1920s and 1930s where he studied with Albert Roussel and also encountered the 
music of Stravinsky, Les Six, and jazz. The music of past centuries fascinated him, especially 
the English Renaissance madrigal and the Baroque concerto grosso. Later, after relocating to 
the United States, the symphonic output of Beethoven was his ideal in crafting his own cycle of 
symphonies at the behest of Koussevitzky. Martinů composed his Duo for violin and cello in 
1927, four years after settling in Paris. It was written over the span of a mere few days to be played 
by his friends and colleagues, violinist Stanislav Novàk and cellist Mauritz Frank. With their quartet, 
Novàk and Frank had given the premiere of Martinů’s First String Quartet in Prague and had been 
asked to repeat its performance in Paris. Novàk and Frank would include the new Duo on this 
concert of March 17, 1927. The Duo is in two movements, the first a Preludium marked Andante 
moderato and the second a Rondo with the tempo marking Allegro con brio. It is a format familiar 
from Franz Liszt’s Hungarian Rhapsodies as well as the final movement of the Duo for violin and 
cello by another Hungarian composer, Zoltán Kodály, which had been premiered a few years prior 
in 1924. Borrowed by these composers from Hungarian folk music, this movement plan and the 
accompanying stylistic traits could represent for Martinů a pan-Eastern European culture suited to 
the Czech players who would be introducing this music to Parisian audiences. Rather than 
exaggerate exotic-sounding traits, however, as Liszt might be accused, Martinů applies these traits 
as a substructure upon which he can establish a thoroughly cosmopolitan piece. In the Preludium, 
Martinů builds intensity through an imitative texture, initiated by the cello. Later, the cello supplies a 
folkish drone above which the violin can soar freely. The Rondo has all the exuberance and 
competition of a virtuoso showpiece for two players. – Jackson Harmeyer 
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