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PROGRAMME

PRELUDE ET FUGUE en la mineur Johann Sebastian Bach
BWY 897 (1685-1750)

FANTAISIE ET FUGUE en ré mineur Johann Sebastian Bach
BWV 905

SONATE en la mineur, Op. 164 Franz Schubert

i Allegro ma non troppo (1797-1328)

Allegretto quasi andantino
Allegro vivace

P E B MISSTON

INTERMEZZI, Op. 117 Johannes Brahms

I, Andante moderato (1833-1897)
II. Andante non troppo e con molto espressione
ITI. Andante con moto

VISIONS FUGITIVES, Op. 22 Serge Prokofieff

1891-1953
I Lentamente ( 1953)

ITI. Allegretto
V. Molto giocoso
VI. Con eleganza
VIL. Pittoresco
VIII, Commodo
X. Ridicolosamente
XI, Con vivacita
XIV, Feroce
XVII, Poetica
XVIII, Con una dolce lentezza
XIX, Presto agitatissimo e molto accentuato

2e LEGENDE. St. Francois de Paule Franz Liszt
marchant sur les flots (1811-1886)







CONCERT

Pollack Concert Hall
Saturday, September 19, 1987
4:00 p.m.




Comments by

Recital by

Guided Tour

PROGRAM

pr. Jdohn Rea
Dean,

Faculty of Music
McGill University

Ms. Maria Dolnycky
Pianist

Student of Ljerka Blume,
for the degree of Master
of Music in Performance

Tour guides will take you
on a visit of the Recording
Studio adjacent to Pollack
Hall and of the Clara
Lichtenstein Recital Hall,
with its Recording Studio,
both newly refurbished.




RECITAL

Johann Sebastian Bach (1685-1750)

CHROMATIC FANTASY AND FUGUE in D Minor, BWV 903

Ludwig van Beethoven (1770-1827)

SONATA No.23 in F minor, Op.57 ("Appassionata")

Allegro assai
Andante con moto
Allegro ma non troppo

Frédéric Chopin (1810-1849)

BALLADE in G minor, Op.23
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MCGill University
Faculty of Music

: [‘!‘ Pollack concert hall
Lt Salle de concert Pollack

Sunday, September 20, 19837
8:00 p.m.

BRE-GERALD DANDVYITCH

2R X OPHONE QUARTET

Soprano, Gerald Danovitch
Alto, Peter Freeman
Tenor, Abe Kestenberg
Baritone, Nancy Newman

QUEHT ARTITS:  LUBA Z UK and

I RENE-US Z:UXK, pranists

Yyiu'vin’y




PROGRAMME =/

SEVILLA Issac Albeniz
arr. by Marcel Mule

ITALIAN CONCERTO Johann Sebastian Bach
arr. by Michel Perrault
for The Danovitch Saxophone Quartet

Allegro animato
Andante molto espressivo
Presto giojioso

ELEGY TO ERIC DOLPHY Paquito D'Rivera
WAPANGO Paquito D'Rivera

EARTH PEACE I (Theme & Variations) Donald Patriquin
for Two Pianos and Saxophone Quartet

Theme - Genesis
Variation 1 - Arguement
” Opinions
Waltz
Memories
Marche gallante
Overture
Toccata I

8 - Toccata II
Theme - Shalom

N OO DWW
i

World Premiére

Dediec e i SR : oo
u?wiiated to the International Physicians for
the Prevention of Nuclear War.
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THE GERALD DANOVITCH SA

Kestenberg being the origina
Newman in 1978.

| Freeman

TheirPollack Concert Hall performances have been recorded
for such radio programs as "M

Music From Mo
"Concerts-Dimanches". They have record

11 Unive

McGi

University. Winner
tition in 1983,
The

Faculty of Music
“Search For

Each member of the quartet teaches
of the du Maurier Council for Per
The Gerald Danovitch Saxophone Quart
tet has been invited to perform at the 9th Wor
in Kawasaki, Japan in August 1988.

Visi
which will be held

quay

has appeared on national
Saxophone Congnr
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LUBA AND IRENEUS ZUK perform both as soloists and as a piano d

in Canada, the USA, Europe and the Far East. They have perfor
CBC Radio, Austrian National Radio and Polish Radio.

They have appeared

ied and recorded for

ian composers
for

Luba and her brother Ireneus have been active in prom Y
and have premiered many of their works. Several composers have written specially
the duo.

Luba Zuk is an Associate Professor in the Faculty of Music at McGill University and
Ireneus Zuk is an Associate Professor at Queen's University, Kingston, Ontario.

Fokkkokok

DONALD PATRIQUIN is one of Canada's finest composers. In 1986, his sax
composition “Trois Mois" was given its Montréal Premiére by The Danovitch
Pollack Hall. Tonight's performance of "Earth Peace I"for Two Pianos and
Quartet is the World Premiére.

one quartet
Quartet in

Saxophone

dekokkkok

MICHEL PERRAULT is the eminent Montréal composer, conductor and teacher who has com-

posed and aArfrraingPd numerous works especially for the Danovitch Quartet.

Fedkk Kok

PAQUITO D'RIVERA is the celebrated Cuban-American saxophone and clarinet virtuoso
who performed with such brilliance at this summer's Montréal Jazz Festival. His two
compositions, "Elegy to Eric Dolphy" and
by The Danovitch Saxophone Quartet in 19
Saxophone Quartet" compact disc on the (

ok kkokok

Wapango" were given their World Premi
and are also on the new "The Geralc
Enterprises label.

The art exhibited in the East Lounge this evening is that of EVA EGERSZEGI whose work
has been presented in solo and group exhibitions in Canada, the United States and
Europe. Eva Egerszegi spent considerable time in Haiti where she also took part in the
1982 International Art Exhibition. Her work focuses on two main elements - firstly,

the psychological and emotinal experiences imprinted onto our mind, and secondly, the
universe and its connection to the human race. Her art has been influenced by her
teaching, travelling and the work which she has done with the terminally i11. Her
paintings often explore the relationship between the geometric and the organic world, and
seek to integrate these presumed opposites. This is reflected in her work in which are
blended elements of technology, human psychology, nature and the universe.

Fokokokokk




et en Orient.
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GEORGIAN RHAPSODY Michel Perrault
(dedicated to Gerald Danovitch)

Gerald Danovitch, alto saxophone
Luba Zuk, piano

THREE PRELUDES George Gershwin

Prelude 1. arrangement Michel Perrault
Prelude 2. 5 Gerry Cappuccio
Prelude 3. . Michel Perrault

THE RAGTIME SAGA

The Entertainer Scott Joplin
arr. Michel Perrault

Le Petit Négre Claude Debussy
arr, Marcel Mule

Root Beer Rag Billy Joel
arr, Michel Perrault

GRAVE ET PRESTO Jean Rivier

Thits concert 1s being re
e , S :
broaacast on the rad

Producer: Frances Wai

7 ¢ R0, 1 o —— 7, g r B
raea by the CBC for future
"Music From Montréal'.

nwright.

) o IR R T B n i et A A s e T s S S S S L e e e
e econcexrt ae ce 8SoLr est en registre pour airjjusion
B AR S N atie G
futur sur 1'émission "Mus

e T o Lros
CBC. Reéalisateur: Fran

From Montréal" 4 la radio

Ll s ann Sima a5k
Wairnwright.




EARTH-PEACE I - Theme and Variations

Earth-Peace I was written for Luba and Ireneus Zuk during
the late fall and early winter 1986/87. It is dedicated
to the International Physicians for the Prevention of
Nuclear War, and to Istvan Anhalt, the composer's first
and most influential teacher of composition. The open-
ing theme, Genesis (of the earth) contains germinal
material for the eight variations which follow, Each va-
riation is pitched a tone or semitone below the previous
one, the final recurrence of the them, Shalom (Peace),
bringing the tonality and thus the symbolism of the four-
teen minute work full circle. Formally, thw work is in
two parts. Part I, Genesis and four variations, contain
programmatic and subjective elements. Part 2 1s By CONSE
trast abstract, culminating in the Shalom which resolves |
the accumulated energy of the two toccatas.

*kkkkk ‘

EARTH PEACE I (Paix terrienne I) - Théme et Variations

Earth-Peace I a été composé pour Luba et Ireneus Zuk en ‘
fin d'automme - début d'hiver 1986-1987. Cette piéce

est dédiée a l'association internationale des médecins |
pour la prévention de la guerre nucléaire ainsi qu'd
Istvan Anhalt, premier professeur de composition de
L'auteur et considéré par celui-ci comme le plus mar-
quant. Le theme d'ouverture GENESE (de la terre) ren-
ferme la matiére de départ pour les huit prochaines
var?ationst Chacune d'elle est attaquée un ton ou un
dem?jéon plus‘bas que la précédente, le retour final
du tneme,.Shalom (patx), amenant la tonalité. Ainst,
le Symbollﬁme du cercle complet de cette piéce de
qugtorze minutes, est réalisé. Formellement, 1'oeuvre
est en deux parties. La premilre, la gendse et les
quatre premiéres variations, contient des &léments
”prog{amﬁatiques” et subjectifs. Par contraste, la
deuxiéme est a@stralte et culmine dans le Shalom, qui

o o SR e e 2
résout l'énergie accumulée dans les deux toccates
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Friday, September 25, 1987
8:00 p.m.

S ACOUVES GIROUX , organ

student of JOHN GREW




PROGRAMME

MESSE D'ORGUE Nicolas de Grigny
Kyrie (1671-1703)
Kyrie en taille a 5
Fugue a 5

Cromonne en taille a 2

Trio en Dialogue

Dialogue sur les Grands Jeux
Gloria: Récit de Tierce en taille
Offertoire sur les Grands Jeux

LIVRE D'ORGUE, Book IV Bengt Hambraeus
Ouverture sur les Grands Jeux
Duo

Basse de Cromonne
Récit de Nazard

CHORALS FROM KAVIERUBANG ITI, Johann Sebastian Bach
BWV 671, 676, 680, 688
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MART A DOLNYLCKY | piang

student of: LJERKA BLUM

presentea
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PROGRAMME

CHROMATIC FANTASY AND FUGUE Johann Sebastian Bach
in D minor, BWV 903 (1685-1750)

SONATA NO. 23 in F minor, Op.57 Ludwig van Beethoven
"Appassionata" (1770-1827)

Allegro assai
Andante con moto
Allegro ma non troppo

BALLADE in G minor, Op. 23 Fredéric Chopin
(1810-1849)

Bl FERMISSTON

IN THE STYLE OF ALBENIZ Becion Shehadrin
BASSO OSTINATO (born 1932)

CARNAVAL, Op. 9 Robert Schumann
Préambule Chiarina (1810-1856)
Pierrot Chopin
Arlequin Estrella
Valse Noble Reconnaissance
Eusebius Pantalon et Colombine
Forestan Valse allemande
Coquette Paganini
Réplique Aveu
Sphinxes Promenande
Papillons Pause
AESECoH . - =SC CoHGA: Marche des "DavidsbiUndler"

(Lettres dansantes) contre Les Philistins

MeGill Records are on sale durin

Les disques McGill sont en ven
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Tuesday, September 29, 1987

8:00 p.m.

WINSTON PURDY , baritone

PAD L ST ENART v pland
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whole of the 'Winterreise'. At
than all the rest, and you'll
no finer German Lieder, and tt

he said to

“Die Winterreise" achieved criti
March 29, 1928 said, in part, S
the poet. He has truly appreci
them in music which none can sing

Another of Schubert's friends,
liked his songs to be sung.
Schubert's songs should be
mum possible if they perform thes
this end, as much as pos
held back etc...I heard him accor
particular, he always adhered to a
he had expressly indicated a ritar
he never permitt violent expres
nerely relates other people's experien

and emo

whose feelings he describes;poet,composer and
dramatically. With Schubert in particular, the
already embedded in the melody such, and a

ot

thing that blocks the flow of the
ment is thus exactly contrary to er-s
a good voice and simple, nat al presentation ha
these songs".

i
t

Fischer-Dieskau, arguably the greatest interpreter
Winterreise" in icul Is to Sonnleithner's
leading to insanity ps unify the interpretation
must seek to vary his interpretation, for a continuous
twenty-four songs would lead to monotony. The
effect which these songs can have, given the ¢
cessions to Austrian charm of maudlin sentimen
for his attitude.

a long, long way f

only please

*Dietrich Fischer-Dieskau,







teme
ent

'y




v ¥ + 0
; ty
£ . . e
S Y [; > 15 ! e

n, i f
and though it
£ )
> T 1d, her
( [ did r
I you find peace"

lut/Flood waters/Le

tear has fa
the ice and
the streets,




N ALk
RUCKD

ror bre

St/

WE

Frihlingstraum/Drean

when

the c

L1Ke
ous
SO w

ground DI

ire

I1CK/Backward

the sea, every sorrow

Rest/Repos

2dariness 1 not

tors
>Tor

helped blow

wounc

ror my

Ne

1

once more

amkeit/Loneline

a dark cloud through
life. Oh, the still
retched.

Int
ng torrent

rs
the

air,

OWr
[ Y
sing
turn
hold

ies, I

the Y

K ¢




rem in thought.
If it falls to

s grave.

In_the Vill

much they do not posse

Dogs bark, chains es
hed. Still, they have

refreshing thems
their share. [

Why Ti

t, I am finished with

them.

among the
nothing but

schung/Delusion/I1lusion
A kindly light dances ahead; nderer Anyone as |
1 derer, Anyone @

as I readi f

ice, night, and .

a warm hot




nn Y {
L I ro tak r 3
0 S nn, ou 10T i, I hen, tru
ge
If snow drives into my f t Bis peaks, I sing. I didn't
hear what it says, I have r feel what it 1la 5, lamenting is for fool
Merrily into the world, intc If ther n | on earth, we
jods oursel
ard 1 l1ooked tar
e de arbarie
Barefoot on the hurdy rd NO oOr heay I s 1Y
one sees him, you ar n y son your tune?







I PROGRAMME

DIE NI[TERREISE
(WiThelm 11

NO OB W) —

10.
| 1
12,
il
14.
154
16.
i
18,
18,
20.
'
g2,
e
24,

EPs
r)
Gute Nacht

Die Wetterfahne
Gefrorne Trdnen
Erstarrung

Der Lindenbaum
Wasserflut

Auf dem Flusse
RickbTick

rrdicht

Rast

Fridhlingstraum
Einsamkeit

Die Post

Der greise Kopf

Die Krdhe

Letzte Hoffnung

Im Dorfe

Der stlirmische Morgen
Tduschung

Der Wegweiser

Das Wirtshaus

Mut

Die Nebensonnen

Der Leiermann

911)
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Wednesday, September 30, 1987
8:00 p.m.

McGILL ALUMNI SERIES:

Bt L USSIER, harpsichord

L.Mus.'79 - High Distinction
Lyman Award

Concert Diploma '80 - Distinction

byt




PROGRAMME

OUVERTURE DE PYGMALION

(Adaptée au clavecin par

Claude Balbastre)

LA D'HERICOURT

LA SUZANNE

SONATA R.72 Dorian Mode
Allegro

SONATA R.77 F Sharp Minor
Andante

SONATA M.24 D Major
Allegro

TN RS S AT0N

SONATA in F Minor K.239
Allegro

SONATA in D Minor K.213
Andante

SONATA in G Major K.477

Allegrissimo

LA FORQUERAY

LA FORQUERAY

LA FORQUERAY

LA FORQUERAY

=

Jean Philippe Rameaul
(1683-1764)

Claude-Benigne Balbastre
(1729-1799

Claude-Benigne Balbastre

Padre Antonio Sole
(1729-1783

)
Padre Antonio So1e4
Padre Antonio So1e4

I

Domenico Scar]att#
(1685-1757)

Domenico Scar1attf
Domenico Scarlatti

Jean Baptiste Forqueray
(1699-1782)

Jacques Duphly
(1715-1789)

Francois Couperin
(1668-1733)

Jean Philippe Rameau
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IEric Lussier was born in rural Manitoba with which he
still retains strong ties. He began studying music at
'the age of 5 and entered the Faculty of Music at the
University of Manitoba in 1973. It was there, as a
talented 19 year old, that he first heard an authentic
harpsichord. It was a moment that was to decide his
career. He completed his Bachelor of Music Deqree in
1976 in piano and harpsichord in the course of which
_he won two James A. Richardson Awards. Immediately
‘Jthereafter he attended McGill University where, as a
student of the celebrated John Grew, he obtained a
Licentiate in Music in harpsichord performance in 1979
and a Concert Diploma in 1980. During these studies he
qwon several awards, among them the Jan Lynam Award for
- Performance by a Baroque Specialist.

With a grant from the Canada Council in 1981, Mr;
Alussier was able to complete his studies at the Cha-
teau Maintenon, near Paris, where he was a student

of the internationally renowned harpsichordist, scholar
qand recording artist, Kenneth Gilbert.

Mr. Lussier is a founding member of the newly formed
Harpsichord Association of Manitoba Inc,, an organiza-
tion dedicated to the advancement of the understanding
and performance of music for the harpsichord.

* Kk kk

‘Eric Lussier conserve
pagne manitobaine ol il naquit.
commencées a l'dge de cing ans,
L 'Université du Manitoba en 1973.
talentueux artiste de 19 ans enter

pour la premilre fois. Ce moment dev

SR e

carriére. Il compléta son baccalauréat en musique spé-
‘etalisé en piano et en clavecin en 1976, se méritant
deux prix James A. Richardson. Il poursuivit ses études

a l'université McGill oi,sous la tutelle du renommé
John Grew, il se vit octroyer une licence en musique avec
spécialisation en exécution au clavecin en 1979 et obtint
un diplome de concert en 1980. Au cours de ses
il se mérita de nombreux pris, notamment le prix Jan
Lyman qui reconnut son expertise comme artiste spécialiste

L L

lde la musique de 1la période Baroque.

| g . 4 o R .
Une bourse du Conseil des arts du Canada Ilui permii

de compléter ses études au chdteau de Main tenon,
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Friday, October 2, 1987
8:00 p.m.

NGEVIN, flute

Pk L AN By cello

EUGENE PLAWUT

KY , piano




ROBERT LANGEV. lut t
Joachim at theMontreal Conservatory
of these subjects. Winner of the
with Auréle Nicolet at the "Staa
many obtaining first nrize in 197¢
Budapest International Flute Comp

Since 1980, ROBERT

Symphony. He is also a
de la Société de musique contemp C
de Montréal. He records frequently for the

LANGEVIN has

= ar— — —— — —y ——— —

0 C as
of the province's ensembles.
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LI-KE ANG studied piano and cello at the

In 19 he became a student of
where he received a Master's Deg

nce Lesser at the

CHANG is a frequent recitali
He has performed throug
Hall. He has been a member

'
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, Since his debut at age 17 with the Monty

has appeared with New Music Concert SMCQ,
with Louis-Philippe Pelletier. A frequent
I pianist on the acclaimed recording, VIR
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PROGRAMME

TRIO (1960)

Largo misterioso - Allegro

Largo
Andante
Allegro molto

SONATA for violoncello and
piano, Op. 6 (1936)

Allegro ma non troppo

Adagio - presto - adagio
Allegro appasionato

ST ERMISSION

DUO for flute and piano (1971)

Flowing
Poetic, somewhat mournful
Lively, with bounce

VOX BALANAE (1971)

Ned Rorem

Samuel Barber

Aaron Copland

George Crumb

Vocalise (...for the beginning of time)

Variations on a Sea-time
Sea-theme
Archeozoic (Var. I)
Proterozoic (Var.II)
Paleozoic (Var. III)
Mesozoic (Var. IV)
Cenozoic (Var. V)

Sea Nocturne (...for the end of time)
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Monday, October 5, 1987
3:00 p.m.

MYAURAGEAVRTE T K AL L, - Soprano

with

CRHEAERSLE AR SR TR T NCE YRS -piang

and

THRENRAS WILLITAMS  violin

—Ras r—rme -

[Er———



MARGARET KALIL made her fon
winner of the Concert
wide ranging career
at several universiti
Voice in Verdi's Don
Fidelio with the New Haven
the Metropolitan Opera and
title role in "Aida".

ing "Donna Anna" and the

Her solo appearances with orchest
harmonic, The Boston Symphony a

include
Tanglewood,

erformances with the New York Phil-
he Detroit, 11as,

includi perfo

Orleans

Grand Rapids symphonies and the Israel Philharmonic

nces under

the baton of Leonard Bernstein and Zubin Mehta.

Professor Kalil is associate ssor of Voice at McGill Univers
and has recently returned from giving master classes in
sabbatical year.

ity since 1979,
during hey
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ALMA GRANDE - W.A. Mozart

Madame Laura chides her unworthy admirer and feels his conduct should not be for-
given, although she remains constant.

RIDENTE LA CALMA - W.A. Mozart

Return the calm. Awake the soul.

UN MOTO DI GIOIA
A tender emotion

W.A. Mozart
feel in 1

i

asure of 1life and love.
into joy.

' my heart which tells of the
ever banished and chang




L
OnT) orever with hea tured! None can
sever

maninoff

aind.  They remind me
bring memories of the
t you sing on - and again

IN SILENCE OF NIGHT S
In t ilence of night you g to me. I hear the whisper of your
voice, see youy ling smile. A the unfinished things we said come back to

ie again, near me

E JTY DWELLS -

Here beauty dwells,
No one is near but

the river flows thread of gold and flowers stud the green.

od and I, and you, my dream art nigh.

les +5 s '

OF SPRING - S. Rachmaninoff

FLOOD =
Tho' stw_H the fields are white with snow, the rushing of spring floods draws near.
The Spring is here. We are the heralds of her advance. The bright soft May days
come again, they gladly hasten to join in Spring's advance.

NI DT ~
GHRE = .1,

TATIANA'S LETTER SCE

ETTER SCI . haikovsky

_ = - - S g

Tatiana has fallen in Tove with Onegin after a visit he made to their house with

Lons»\i. LHL ;)Lr)et.“ w:at night she \.-_u‘wtes a long and passionate letter to Onegin

telling him how she feels and begging to m him. Even though she took the chance
} 1 A 4 - 3 ;

of being turned down, she outpours her heart to him with rapturous superlatives,

and asks h not to be offended, and speak a word of comfort to her

SR

|
‘,



NONE BUT THE LONELY KNOW -

None but the Tonely know my
the distance with tearful ey

and loves me.

WHY - P.I. Tchaikovsky

Why has the rose wilted so in the spring? Why is the little bird's song so sad
today? Why does the dew look like a funeral shroud upon the meadows? Why is the

sun cold, as if it were mid-winter? Why am I sadder each day? Why, tell me quickly,
Love you forgotten me?

AT THE BALL - P.I. Tchai kovsky

I saw you, by chance, at a ball, but your expression and your eyes were filled with
sadness. Your voice was like the sound of playful wave Your thoughtful appearance
and your sad laughter will Tive forever in my heart. During the lonely night, I see
those sad eyes and hear your voice. I do not know whether I love you, but I believe
I do!

PACE MIO DIO - G. Verdi
Don Alvaro, a young nobleman about to elope with Donna Leonora, daughter of the
Marquis, accidently shoots Leonora's father. Leonora flees to the monaste it over-
hearing her brother's threats. She comes from her desolate cave on a dark night

to pray, still tormented by the memories of her ill-fated love. She begs for peace
but finally exclaims while swearing vengeance that pea is in vain as she turns to
re-enter her cave.







PERTOSGRAT MM E

Concert aria: ALMA GRANDE Wolfgang Amadeus Mozart
(1756-1791)

RIDENTE LA CALMA

N MOTO DI GIOIA

Aria: L'AMERO, SARO COSTANTE (I1 Re Pastore)

II

0 CEASE THY SINGING, MAIDEN FAIR Sergei Rachmaninoff
(1873-1943)

IN THE SILENCE OF NIGHT
HERE BEAUTY DWELLS

FLOODS OF SPRING

ERTERMISSION

II1
Aria: TATIANA'S LETTER SCENE" Peter I. Tchaikovsky
(Eugene Onegin) (1840-1893)
NONE BUT THE LONELY KNOW
WHY?
AT THE BALL
| IV

|
Aria: PACE MIO DIO (La Forza del Destino) Giuseppe Verdi
(1813-1901)
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Tuesday, October 6, 19
8:00 p.m.
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student of JOHN GREW
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PROGRAMME

TOCCATA QUINTA (Secondo Libro, 1627) Girolamo Frescobaldi
(1583-1643)

CANZONE FRANCESE SECONDA (Libro Primo, Giovanni Salvatore
1641) (died c. 1688)

IOCCATA TERZA (Rome, 1657) Michelangelo Rossi
(1601-1656)

CONCERTO in D minor Antonts vt
(Allegro) - Grave (1675-1741)
Fuga
Largo e spiccato
Allegro

(Tr scription of Vivaldi's Concerto
Gross Op. III, No. 11, by J.S. Bach)

r B E RN I S SION

EINIGE KANONISCHE VERANDERUNGEN Johann Sebastian Bach
UBER DAS WETHNACHTSLIED "VON HIMMEL (1685-1750)

HOCH, DA KOMM' ICH HER" BWV 769

Canone all' ottava
Canone alla quinta

Canto fermo in canone
Canone alla settima
Canon per augmentationem

pbONATA IV in E minor BWV 528 Johann Sebastian Bach

Adagio-Vivace
Andante
Un poco Allegro

FASSACAGLIA in C minor BWV 582 Johann Sebastian Bach
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H ‘yl Pollack concert hall
Ll; Salle de concert Pollack

Wednesday, October 7, 1987

Thursday, October 8, 1987 R QORI

e S 1L L SYMPHONY ORCHESTERA

EHAMBER SINGERS

ECUHECERT CROIR

direction: FRED STOLTZFUS
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PROGRAMME

ACADEMIC OVERTURE

LIEUTENANT KIJE SUITE

MASS

The Birth of Kijé
Romance

Kijé's Wedding
Troika

The Burial of Kijé

N .TERMESS 1ON

in C major, Op. 86

Kyrie
Gloria
Credo
Sanctus
Agnus Dei

Johannes Brahms
(1833-1897)

al
|
|
I

Serge Prokofiev
(1891-1953) w

|
I

Ludwig van Beethoven
(1770—1827)!




o Prokofie
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Pastoral Symphony The prern e f the new n September
1807 was not ceess A the pr { < after the

performs

done?,

“But dear eéthmven, what this you have
P se 1 er of hi

conded by ti

s new

Kapell mme 1 ( nd, was
convinced wortth remained &
urite his thr 1 1 f ffered it to the
isher Breitkopf und Hartel in J 808 he proudly drew
i to novel har i of the t when the
publisher br t out an edit with a free

Y

rendering of the text in Ge

Y »d the new
German version with Breitkopf nis
musical intentions. Particular to

say about the Kyrie, the mus > f which frames t} lass as
whole: “The general character of the Kyrie is devout submission,
truly profound religious feeling, ‘God have mercy upon us’
without mournfulness. The basis of the whole is gentle,...”

for the Ma Frar St
certain s’cholz of esia In 1
econd versic to Beethoven A vl t.o
rapner Anton Sch the composer read the words
] 'D%Z':"A»"“*rvq'wt from his
s, that was what I felt when I wrote
S veracit has ften been questioned
d 3 ns faith in
n suff ng ind in Beethoven’s
diary. T of the Qu I 1 15 “He bears even the sinner

with gentle love, with true fatherly
graciously down from above. He is the support of the weak, the

help of those iIn affliction, the hope of those weary of rite he
Is the Lord; no cry to him is unheard,
vain..."

care, full of pity, he looks

no tear is shed in



BRAHMS: OUVERTURE POUR UNE FETE A(IADF‘,HIQUH

1 ma R é d res - e 3
€ f € naftr 3 e "pr o res
r s de musi érie P eur q voque liatement la
colére jalo ie R er. Méme ? 8 ste 3s 3 la cérémonie de
collation rades, B S m I reconnai ance en 1 ) en composant
une nouvel euvre 1iée 3 1'un sité. C'est 1'Ouverture pour une féte

académique.

Peu a €
voltes sa nouv

n te

me

rri de chansons &tudi

ad la Suppé".

Brahms de se moque

joyeux de

1'oeuvre:

estudiantines

forme

"Was kommt dort ASSONS

et aux haut-bois, et une ir tion entrafnante de "' itur".

SERGEI PROKOFIEV: SUITE LE LIEUTENANT KIJE

olution et de la
fidéle au lieu qui

s'il avait fort

Guerre civile qui s'ensui t rest

1'avait vu naitre. Contrai atriotes Stravinskj
'

Rachme

résidant officiellement a

inov, Prokofiev s rapproché de sa patrie. Dés 1933,

1e grande partie de son

anmoir

7

sovié

temps en tournée er 1 appartement

printemps de cette méme année, 1zimmer, de Leni

demande d Prokofiev de c

I mus film Le lieutenant
Kijé; c'est la premiére comma 1e regoit le compositeur de 1 ssie
soviétique. Il accepte avec plaisir et termine la partition pendant 1'été, 3
Paris. Non seulement compose-t-il t 'il admire beaucoup, mais le

scénario plait particuliérement &

mordant et caustiqu

211es.

inspire 1'une de ses oeuvres les plus

L'histoire se passe a g sbourg sous le régne du Tsar Paul
1T, monarque a demi-fou, cruel e Y ravé i fut assassiné en 1801.

Par suite de l1l'erreur d'un commis

personnage fictif, es
porté 3 la liste des effectifs itaires. Les bureaucrates saisissent im-
médiatement tout 1l'avantage . peuvent tirer de cette erreur. Aussi le

malheureux lieutenant devient-il le fort commode bouc-émissaire d'une sé

colére du

de déboires et d'échecs militaires, pour lesquels il encourt

Tsar et est exilé en Suéde. Mais le Tsar s'apaise et Kijé est r

pelé. Paul I®T demande alors naturellement 3 voir le tenant

™

mais avant que la rencontre ne puisse avoir lieu, Kij
On lui fait des fun
tiré de sa partition une suite symphonique en cinq mouvements racontant la

meurt mystérieusement.

railles de héros. Apr la sortie Prokofiev a

vie du lieutenant du berceau au tombeau, ou plutdt du premier trait de plume

au dernier coup de gomme 3 effacer.




BEETHOVEN: MESSE EN DO MAJEUR OPUS 86

de musique,

exécuter une

le jour od se

premiéres mes-—

par nul autre que
yell du Prince. L'excellence de ces oeuvres et la
nervosi

1807

le peu

1évitables que sa nouvel-

oeuvre de son ancien maitre,

beaucoup de mal pour
a Eisenstadt.

vigueur

printemps 1807, et poursuit son

3 Heiligenstadt, prés de Vienne.

nphonie pour remplir cette
I avangant, il retourne 3 la
ques idées pour sa Symphonie

fois le 13 septembre 1807, la Messe n'a

phon

pastorale. Donnée pc

tout ce que le Prince trouve 3 dire est

pas de succés. Apréds l'exécution

"Mais, mon cher Beethoven, qu'avez-vous donc &crit?", sarcasme auquel

fait écho le rire du nouveau ftre de chapelle, Hummel. Beethoven est quant
I ’
a

lui convaincu de la valeu > sa messe, qui est, de fait, restée toute sa

vie 1'une de ses oeuvres Lorsqu'il 1'offre & 1'éditeur Breitkopf
ierté l'attention de ce dernier sur

le texte e

und Hartel en 1808, avec

la nouvelle maniére avec
1'éditeur fait paraitre le
en allemand, Beethoven dis
allemande. Ses remarqu
mus

st rendu. Plus tard, lorsque
»

messe accompagnée d'une traduction libre du texte

cute avec Breitkopf de cette nouvelle version

s révélent en partie quelles étaient ses intentions
ales. Il est particuliérement intéressant de noter ce qu'il dit du
Kyrie, dont la musique encadre en quelque sorte toute 1'oeuvre: "Le
caractére général du Kyrie en est un d'humble soumission, de profonde ferveur
religieuse, 'Seigneur prends pitié', sans tristesse. L'ensemble exprime un
sentiment de douceur..."

Une autre version allemande du t

te fut rédigée aprés la publication de
1'oeuvre par un certain Benedikt Scholz, de Silesie. En avril 1823, cette

Anton

du "Qui Tollis" de 'l'Agnus Dei',
est gagné par les larmes et il s'exclame: "Oui, c'est ce que j'ai ressenti
en &crivant cela!™ Bien la véracité des dires de
souvent remise

seconde version est transmise 3 Beethoven. Selon son biograph
Schindler

» Beethoven, en lisant les paroles

“hindler ait été
question, les paroles de ce texte allemand font véritable-
pressions de foi en 1l'amour de Dieu et de patience dans la
souffrance que 1'on retrouve dans le journal de Beethoven. Le texte du Qui
Tollis est le suivant: "Méme au pécheur, il fait doucement sentir son
amour; avec une affection toute paternelle et une grande compassion, il se
penche tendrement sur nous; il soutient le faible et vient en aide aux
affligés; il donne espoir 3 ceux qui sont las de vivre; il est le Seigneur;
il n'est sourd 3 aucune plainte et pas un pleur ne lui &chappe..."

ment &cho aux e

Brian Black
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Brian Larson (Concertmaster ylvain Lachance (principal) Katherine Simons (principal)
Lmlm, Arcand Nathalie Beaulieu Sherry Langlois
slarc Béliveau Katherine Butler Debbie Stroh
oanne Buckley Rufus Cappadocia Olav Traa
ichéle Dumoulin Ma Pierre Comtoi
Kevin Filewy Kevin Fox Tru t
(mvmm(‘ Grégoire an1s laine hagnon iillian MacKay
lvie Harvey iroline Huot P .
v Jan roser
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1tch Huan j HOR Jens Lindemann (offstage solo)
Unurmm H S Allister Maclaine
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:(,«“,M renteau Emmanuel Tremblay Peter Christensen (principal)
nn Simons ean-Sebastien Tremblay Al Eggum
arma Tomm Shirley Wright Jeff Hal
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athalie Gauthier =
Mar Carpentier

Ginette Gibeault
Vanessa Goymour
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Ronald Li Bassoon

Jean-Marc Martel : : / )
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Pat McMullen
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direction: TOM TALAMANTES

'y




PROGRAMME

McGILL UNIVERSITY CHAMBER WINDS

QCTET Claude Pascal
Overture
Scherzo
Andante
Mouvement perpetuel

flute/prccolo
te, oboe
h, clarinet

José Morairs, bassoon

Samantha Duckworth, bassoon
Nathalie Fortin, horn
Mark Schneider, trumpet

MOODS Loris Tjeknavorian

Diane Lacelle, oboe
Percussion: Frangois Gauthier

Brian McCue

Mike Emenau

George Clarke

ELEGIKON Miroslav Hlavac

Protest
Meditace
Postludium

Jean Trottier, piano

PARADE Bengt Hambraeus




Piccolo

Mary-Ellen Swayne

Flute

Lana Betts

Katherine Prinz

Tamara Franz-Martin

Lora Nesbitt

Barbara Pike

Véronique Tétrault-David
Francois Collard

Oboe

Marc Ouellette
Cynthia Flower
Peter Gal

English Horn

Marie Veillette

Eb Clarinet

Gail Warren

Bb Clarinet
JiT1-Ann MacDowell
Mark Pihowich
Stephen Robb

Annie Grenier
Janice Finlay
Paylig Oltaci
Helen Dobrovolny
Elizabeth Day
Christy 0'Connor
Brendan Cassidy
Cynthia Winikoff
Bill Prouten

Contra Clarinet
L[inda Lee

Cornet
Holly Soucie
Deborah Smith
Dean McNeill
Kathleen Logan
Derek Kress
Douglas Grey
Darren Ritchie
Evan Champion
Holly Schile
Linda Cooper

CONCERT BAND

Trumpet

Shawn Spicer
Ron Pohl
Douglas Thrower

Bassoon

Suzanne Nelsen
William Davidson

Saxophone (section 1)
Joey Pietraroia, alto
Tim Lusher, alto

Peter Wightman, tenor

Peter Gemmell, baritone

Saxophone (section 2)
Ken Patterson, alto
Richard Groleau, alto
Andy Lusher, tenor
Koen Mys, tenor

Saxophone (section 3)
Calder Spanier, soprano
Chris Cosgrove, alto
Francois Dolbec, alto
Tim Brock, alto

Peter Zsebik, tenor
Anne Polito, baritone

French Horn
Melody Diachun
Stephen Woodside
Daniel Costello
Julia McRae
Tanya Davediuk

Trombone

Patrice Richer
Frangois Godere
Jackie Abbott
Stephen Ransom
David Labrecque
Patricia Jaansalu
Frederic Lair

Joe Soussan

Patr1c1a Jaansalu
Frederic Lair

Tuba
Moen Hossain

Percussion

Pierre Montplaisir
Cheryl Prashker
David Laing

Daniel Lemay

Chris Luce

Manager

Annie Grenier

Librarian

Peter Zsebik







ey L R°'MISSITON

CONCERT BAND

FESTIVE OVERTURE Dmitri Shostakovich/
Donald Hunsberger

SUITE FRANCAISE Darius MiTlhaud

TOCCATA MARZIALE Ralph Vaughan Williams

INCANTATION AND DANCE John Barnes Chance
*kkkkkk*k

McGILL CHAMBER WINDS

Flute/Piccolo Contra-Bassoon Tuba

Rhian Kenny * Patricia MacMullen Sylvain Picard
Sophie Lemieux French Horn Percussion

Oboe Melody Diachunn Francois Gauthier
Diane Lacelle * Nathalie Fortin *  Brian McCue
Maryse Fredette Daniel Moses Mike Emenau
bhetich Horn Olav Traa George Clarke
Robin Joss Trumpet G Ry

PR apinay Claude Barry

Jens Lindemann *

Simon Aldrich * Mark Schneider

Nathalie de Grace
Trombone

Bass Clarinet Breer=——s
: Pierre Tremblay
Beatrice Gratton Ed Shepley *

Sas SO Bass Trombone

Samgntﬁé Duckworth T T *denotes principal
Marie-José Morais *

G
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H ! Pollack concert hall
Lt Salle de concert Pollack

lTuesday, October 13, 1987
6:00 pm -~ 11:00 pm

S C T DES LANZA ¢ SOLO

A MARATHON CONCERT
with

Keyboards, Tapes, Film and Slides




PROGRAMME

LIBRO PARA EL PIANISTA (1961)

LYRA (1980), for piano and
tape recorder

DANS LE CREPUSCULE DU SOUVENIR
(1977-80), for piano

# 4
#5
DOORS (1976), for piano
..JUST A PULSE (1984), for piano

19:00
LO UNO Y LO OTRO (1977), for piano

(Canada; Argentina, b.

NUIT (1978), pour piano

+ PIANO MUSIC 1985

[-II-TII-1V

Cinema - ENTR'ACTE SYMPHONIQUE DE
"RELACHE" (1924) - music for the

Luis de Pablo
(Spain, b, 1930)

David Keane
(USA, b, 1943)

Brian Cherne
(Canada, b, 1942

Ann Silsbee (USA)

Claude Schryer
(Canada, 1959)

Mariano Etkin
1943 )

Jean Papineau-Couture

(Canada, b. 1916)

Gitta Steiner
(USA, b. 1943)

Eric Satie

(France 1866-1925)

film by René Clair and Francis Picabia

MIRRORS (1978), for pianist and
tape recordist (version 1)

PNT - ERM TS5 0N

Richard Bunger
(USA, b, 1943)




20:15
BACCHANALE (1938), for John Cage
prepared piano (USA, b. 1912)
12 TWELVE TONE PIECES for Otto Joachim
children (1959), for piano (Canada;

Germany, b. 1910)
March-Bless you-Full Moon-Snowy morning-
Plastic Soldier-I am tired- Gossip-
King Neptune- Timmy the dog- Catch-
Caught (or almost)- Mirror

(2) (3) PLECTROS III (1971-1), for alcides lanza
piano and synthesized sounds (Canada;
Argentina, b. 1929)

(2) FUSION (1977), for piano and tape Serge Perron
(Canada;
USA, b. 1954)

DISTANCIAS (1963), for piano Mariano Etkin

ASSEMBLAGES (1969), Micheline Coulombe-St. Marcoux
(Canada, b, 1938)

2l1:15

TRES CANONS EN Josep Maria Mestres-Quadreny
HOMENATGE A GALILEU (1965), (Spain, b. 1929)

for piano and three tape recorders
MYSTRAS (1962), for piano Bruce Mather
(Canada, b, 1939)
(4) PETITE MUSIOUE SENTIMENTALE Yves Daoust
(1984), pour piano et bande (Canada, b. 1946)




=

(5) ANY RESEMBLANCE IS PURELY (C@aYTQS Dodge
COINCIDENTAL (1980), for piano (USA, b, 1942)
and tape

ALBUM DE VALSES (1973), para Oscar Bazan
piano (Argentina)

6 YANTRA VI (1976-79), for Sergio Barroso
piano and tape (Canada;

Cuba, b. 1946)

22:16

(3) PLECTROS II (1966-I), for alcides lanza
piano and electronic sounds

PLAYER PIANO I (1977-78), for John Celona
piano and pre-recorded pianos (USA)

EVOLUCIONES (1963), para piano Alberto Villalpando
(Bolivia, b. 1940)

MOVIL I (1968-69), para piano Manuel Enriquez
(Mexico, b. 1926)

MIRRORS (1978), for pianist and Richard Bunger
tape recordist (Version II, with
prepared piano)
% % % %k % %k ok ok ok ok ok k
piano, digital synthesizer: alcides lanza
sonorisation: Eric Johnstone, Slobodan Popovic,
Laurie Radford

technical assistance: GEMS: Brent Lee, Frangois Gauthier
%%k kK kkkkkkkk

+ Canadian premiére

(1) Tape part realised at the Electronic Music Studio,
Queens University, Kingston, Ontario,

(2) Tape part realised at the Electronic Music Studio,
McGill University, Montréal, Québec.

(3) Taqe part realised at the Electronic Music Center,
Columbia-Princeton Universities, (N.Y, & N.J.)

(4) Tape part realised at the composer's private studio.

(5) Tape part realised at the Center for Computer Music,
Brooklyn College, N.Y,




3
o
_A‘ 3
1
.

s T

=

p
€
a0

IFFRBy
({272

L

TR
e




\—— CBC Radio in cooperation with
.’ the Faculty of Music at McGill University

presents

THE CANADIAN PIANO TRIO

Jaime Weisenblum, violin
Nina Tobias, cello
Stephanie Sebastian, piano

Pollack Hall, October 15, 1987 - 8:00 p.m.

The Canadian Piano Trio was formed during the summer of 1983, and
]: played its premiere performance at Carnegie Recital Hall the following
| November. The Canadian Piano Trio has toured major centres in Canada
| and the United States. In the spring of 1986, the ensemble visited Europe
| performing at the Vienna Festival, Paris, Lucerne and the Hague.
| The ensemble which is the Trio-in-residence at York University, has
| recorded for national radio broadcast in Canada, the United States and
\ Europe.
| In November of this year, the Trio will make it's London debut at Royal
Festival Hall.
| The Canadian Piano Trio records for Fanfare Records.
‘. Jaime Weisenblum is a graduate of the Juilliard School of Music, where
| he studied with Ivan Galamian.. Mr. Weisenblum has served as concert-
| master for many orchestras including the Festival Strings Lucerne, the
| Spoleto Festival, and the Canadian Opera Orchestra. He has toured with
Music From Marlboro, was a member of the Brooklyn College Trio, and has
| concertized as soloist throughout North America, South America, and
Europe.
Nina Tobias, a graduate of Indiana University, was a student of Janos
| Starker and Frank Miller. She has performed as associate principal cellist
| of the San Antonio Symphony Orchestra, principal cellist of the Chamber
| Players of Toronto and the Canadian Chamber Ensemble, associate
| principal cellist of Canadian Opera Orchestra, and was a founding
‘ member of the National Art Centre Orchestra in Ottawa. Her tours have
| taken her throughout North America, Europe and the Soviet Union

|

| Stephanie Sebastian, a former student of Earle Voorhies, Cesare
| Pascarella and Rosina Lhevinne, has performed as soloist with Leonard
|  Bernstein and the New York Philharmonic as well as major orchestras in
\ Canada. She has played recitals in Carnegie Hall, and London’s Wigmore
|

Hall. Miss Sebastian has toured Mexico and South America with the
Canadian Chamber Ensemble.

NEXT CBC/McGILL CONCERT
Monday, November 16 — 8:00 p.m.

Paul Stewast - piano
Michael MeMahon - piano
Music for Piano Solo and Piano Four Hands

Widor, Roussel, Ravel, Pierné, Gershwin & Szymanuwski
L ERSeaRgn s~




PROGRAMME |

Trio, in A major, HBXv/18 Joseph Haydn
(1732-1809)
Allegro molto
Andante
Allegro
Finale ‘
Trio, in G minor, Op. 26 Antonin Dvorak \
(1841-1904) ‘
Allegro moderato ‘
Largo ;
Scherzo
’ Finale
Bagatellen Kurt Schwertsik |
(1935- ) |
INTERMISSION
| Trio, No. 1 in D minor, Op. 63 Robert Schumann

; : (1810-1856)
I J Mit Energie und Leidenschaft

1 Lebhaft, doch nicht zu rasch
\ Langsam, mit inniger Empfinung
’.‘ Mit Feuer

This evening’s concert will be broadcast
on Thursday, November 4th,
on “Arts National”,
CBC Stereo 93.5 at 8:00 p.m.

Producer: Frances Wainwright
Production Assistant: Edward Wolk
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THE ROMANTIC VIOLIN SONATA

LA SONATE ROMANTIQUE

October 19, 1987 Johannes Brahms
November 23, 1987 Franz Schubert
February 15, 1988 Robert Schumann

April 25, 1988 Richard Strauss &
César Franck

MARTIN FOSTER, violin/ violon

i EUGENE PLAWUTSKY, piano
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October 19, 1987 le 19 octobre 1987
8:00 pm ZOhOO*

|

JOHANNES BRAHMS 1
(1833 - 1897)

SONATA in_G major/sol majeur, Op.78 (1878/79) |
Vivace ma non troppo

Adagio
Allegro molto moderato I

SONATA in A major/la majeur, Op.100 (1886)

Allegro amabile ;
Andante tranquillo - Vivace |
Allegretto grazioso (quasi Andante)

SOANTA in D minor/ré mineur, Op.108 (1886/88)

Allegro
Adagio
Un poco presto con sentimento
Presto agitato



The Violin Sonatas of Brahms

From the early 1860’s until his death, Johannes Brahms (1833
- 1897) spent most of his summers in various count ry retreats
throughout southern Germany, Switzerland, or Austria. It was
during these summer reprieves from the busy touring schedule
which occupied his winter months that Brahms composed most of his
finest music, including the three violin sonatas. As a
group these sonatas must rank among his most intimatelsy
impassioned work, though this is achieved by means specific to
each sonata. All three sonatas were premiered by Joseph Joachim,
Jrahms’ winter touring partner: the first two were even
dedicated to him, while the third was dedicated to conductor Hans
von Blilow.

In the summers of the years 1878-79, Brahms wrote his first
violin sonata, op. 78, the so called "Rain Sonata (Regen
Sonate)," in G major, at Portscach in southern Austria. "I must
send you a line to tell you how deeply excited I am over your
sonata," wrote Clara Schumann to Brahms. "After the first
delicate charming movement , and the second, you can not imagine
my rapture, when in the third T once more found my passionately
loved melody with the delightful quaver rhythm." The melody to
which Schumann refers is a direct quotation of Brahms’ own song
"Walle, Regen," op. 59, no.3 - hence the origin of the sonata’s
nickname.

Walle, Regen walle nieder Stream down, rain;
Wecke meine alten Lieder, awaken my old songs, which
Die wir in der Tire sangen we used to sing at the door

Wenn die Tropfen drauBen klangen! when the drops were pattering
I ¥ F
outside!

Moéchte ihnen wieder lauschen Would that I could listen to
Threm sussen, feuchten Rauschen, you again, hear vour sweet
Meine Seele sanft betauen plashing, and steep my soul
Mit dem frommen Kindergrauen - softly in the holy awe of

childhood.

Though the song theme is quoted in its entirety only in the
last movement, its spirit pervades the entire work. The
principal theme of the first movement, a fragmented, delicate
series of dotted up-beats anchored on a progression of quiet
block chords in the piano, borrows its ‘three D’s’ dotted rhythm
from the "Walle, Regen" theme in the third movement. The
secondary theme contrasts greatly by its singing lyricism, while
the transition between the themes, and much of the development. is
characterized by the kind of rhythmic - harmonic shifting and
hemiolas that appear so often in Brahms’ work. But it is the
ease and comfort. offered by the principal theme that impresses

the listener in this movement: its return at the beginning of




the development in the piano accompanied by pizzicato violin, and

in the tonic minor just before the recapitulation are two suc h
poignant moments.

The second movement, in E flat majol (Adagio piu
between a lyrical theme presented by the
idea closely

Andante),
explores the contrast
piano which begins the movement and a funeral march
related rhythmically to the dotted upbeat ‘three D’s’ idea of
"Walle, Regen" and the principal theme of the first movement.

The double-stopped horn-call idea in the violin that forms a coda
is also featured prominently in the third movement (Allegro molto
moderato). Now the "Walle, Regen" song theme is used as the
principal idea in a rondo: the insistent sixteenth note motion
in the piano (falling rain?) and the recurrent appearance of the
song theme with its constant repet ition of the dotted upbeat
tthree D’'s’ idea, help to create an almost hypnotic quality.

The summer of 1886 found Brahms in Thun, Switzerland working
on the cello sonata, op. 99, the C minor piano trio, op. 101, and
his second violin sonata, often called the ‘Thun’ sonata, op.

100, in A major. Op. 100 is similar to the G major sonata in
many ways, most notably the use of a song as thematic material:
the source for the principal theme of the first movement (Allegro
amabile) is Walther’s "Prieslied" in Wagner’s Der Meistersinger.
However, Brahms takes full possession of the borrowed melody
within the first few measures of the movement by, for example,
sharing the theme between piano and violin.

The second movement is a model of musical economy as it
juxtaposes a musing Andante tranqillo in F major with a scherzo-
like Vivace a la Hongroise in D minor, and all within 170
measures. But Brahms saves this sonata’s most impressive moments
until the third and final movement, a rhapsodic Andante grazioso
(quasi allegretto). Here the principal theme is a broad, soaring
jdea that unites the movement in an exuberant and joyful rondo.

The third sonata, Op. 108 in D minor, departs somewhat in
mood and formal structure from the first two. This four movement
sonata is more restless and impassioned than the others, thereby
making it far more suited to the concert hall than the salon.
The first movement (Allegro) presents a rising fourth (A - D)
motive in the violin as its principal melodic idea. As 1n the
other first movements, this movement is in sonata form, but with
some irregularities: for example, the secondary theme in F major,
an outburst of lyricism in this otherwise dark restrained
passion, reappears in the tonic major during the recapitulation.
The entire development is constructed on a dominant pedal note

(piano left hand) that creates most effective harmonic tension.

The second movement (Adagio) in D major, a ‘superb, grandly
conceived cantilena’ for the violin on the G string, forms a
matching pair with a whimsical Poco presto in F# minor. Both
movements help to prepare the sonata's finale (Presto agitato),
an agitated, turbulent affair that demands great technical
precision from its performers.
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bfter graduating with a Premier Prix in violin in 1970
rom the Conservatoire de musique du Québec, MARTIN FOSTER
studied with Dorothy Delay at Julliard, obtaining his diplo-
ra and Post Graduate Diploma. Recipient of several awards

e debuted at Carnegie Hall in 1973, followed by more than

Sixty recitals for Jeunesses Musicales throughout Canada
End the USA. He was first violin of the American String

uartet which won the Naumberg Chamber Music Award and the
oleman Chamber Music Competition. He has appeared as
oloist with the Montreal Symphony Orchestra and the McGill]

Ehamber Orchestra. Mr. Foster is presently Professor of
iolin at the Université du Québec & Montréal.

Aprés avoir obtenu son premier prix en violon du Conserva-
toire du Québec, en 1970, MARTIN FOSTER é&tudia avec Dorothy
Pelay a Julliard d'ou i1 obtint son Diplome de deuxiéme
Lycle. If fit ses débuts & Carnegie Hall en 1973, puis fit
Une tournée de plus de 60 concerts avec Jeunesses Musicales
au Canada et aux Etats-Unis. Ce fut quand il était pre-
hier violon du American String Quartet que le quatuor rem-
borta e Prix de musique de chamber Naumberg et celui de

la compétition de musique de chambre Coleman. Membre du

uo Foster-Brassard, i1 fit plusieurs tournées. 11 fut
Eembre fondateur du Trio Haydn de Montréal et se produit
comme soliste avec 1'Orchestre symphonique de Montréal et
E'Orchestre de chambre de McGill. Présentement, Martin

oster est professeur de violon & 1'Université du Québec
Montréal,
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Since his debut at age 17 as conductor and pianist with
the Montreal Symphony Orchestra, FUGENE PLAWUTSKY has
pursued a career with many of Canada's major musical
organizations, among them, the Stratford Festival, the
Canadian Opera Company and Les Grands Ballet Canadiens.
An active chamber musician, he has recorded frequently
for the CBC and was pianist on the acclaimed recording,
VIRTUOSO PROFILE. Mr. Plawutsky has conducted exten-
sively with 1'Orchestre des Jeunes du Québec, Jeunesses
Musicales du Canada, CBC and McGill University. A fre-
quent performer of contemporary music, he has premiered
works by John Hawkins, Harry Somers, Jacques Hétu and
Gilles Tremblay. Mr. Plawutsky is presently Associate
Professor of Piano and Chamber Music at McGill University

Depuis ses débuts de chef d'orchestre et de pianiste avec
1'Orchestre symphonique de Montréal a 1'age de 17 ans,
EUGENE PLAWUTSKY travailla pour quantité de grands corps
musicaux canadiens, parmi lesquels le Festival de Strat-
ford, la Compagnie d'opéra canadienne et les Grands
ballets canadiens. Passionné de musique de chambre, il
fit de nombreux enregistrements pour Radio Canada et
c'est lui qui tint la partie de piano dans le célébre
enregistrement VIRTUOSO PROFILE. Eugene Plawutskv di-
rigea a maintes reprises 1'Orchestre des jeunes du
Québec, 1'Orchestre des jeunesses musicales du Canada
pour Radio Canada et 1'université McGill. Grand inter-
préte de musique contemporaine, il créa des oeuvres de
John Hawkins, Harry Somers, Jacques Hétu et Gilles
Tremblay.

Eugene Plawutsky est présentement professeur agrégé de
piano et de musique de chambre a 1'université McGill.

|
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Tuesday, October 20, 1987
3:00 p.m.

MADELEINE PALMER, soprano

student of JAN SIMONS

ANDREA CARR, piano

This concert is presented in partial fulfilment of
the requirements for the degree of Concert Diploma.

Ce réeital fait partie des épreuves imposées pour
L'obtention d'un diplome de concert.
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LIEDER R. STRAUSS

Heinliche Aufforderung/Secret invitation/L invitation secréte

At a party, noisy with intoxicated babbling, the laver toasts his belaved across

the room, and plans a secret rendez-vous in the rose-strewn garden where they
l used to meet. 0 come, you wondrous longed-for night!

Leve Ia coupe & tes ldvres, et lance-nos un regard secret. He wéprise pas trop

la foule enivrée. Aprés le repas, sors dans le jardin, od je te rejoindrai pour
m t'esbrasser comme avant. Viens, 6 nuit werveilleuse!

fAch Lieb, ich muss/0 love, I aust now leave/0 mon anour, je dois vous quitter
The alders and willows are weeping, they cannot imagine one of us without the
other. If they weep, think how we two feel in our hearts about parting.
Je dois w'en aller. L'aulne et le saule pleurent. Ils nous ont toujours vus
g tosenble et ne peuvent pas covprendre que nous soyons ['un sans ['autre.

‘ Inaginez la souffrance dans nos coeurs.,

Fir_funfzehn pfennige/All for fifteen cents/Pour quinze sous
] A young girl checks one lad after another, looking for a suitor. She finds a
rich clerk who gives her anything she wants -- all for fifteen cents. But when
he proposes she rejects hia. Stung, he compares her heart to a pigeon cot, as one
flies out another flies inj it isn’t worth fifteen cents.
Une jeune fille se cherche un prétendant, Elle se trouve un comnis qui lui donne
" tout ce qu'elle veut, et tout pour quinze sous. Mais quand il se déclare, elle le
rejéte. Piqué au vif, il compare son coeur & un colosbier, od un pigeon en
reaplace un autre; il ne vaut pas quinze sous.

Ruhe, seine Seele/Rest, ay soul /Repose-toi, mon dae
| In a peaceful grove, where sunbeans steal through the leaves, rest, ay soul. Your
turmoil  has raged like the booming surf. These difficult tises bring distress.
Rest my soul, and forget what threatens yau.
Tout est calwe dans le bosquet od les rayons de soleil se glissent entre les
feuilles. Repose toi, aon dme, tu as déjd connu les orages, C(Ces tewps
difficiles nous apportent la peine. Repose toi, et oublie ce qui te menace.

Nichts/Nothing/Rien

You ask me about my love, I know less of her than you. s not the sun the source
of all life? And what does anyone know of it? Nothing!

Nowzez won amour, vous dites? Mais je le connals moins que vous. Le soleil est
la source de la vie, et nous n'en savons rien. Rien/

Die Georgine/The Dahlia/Le dahlia

Dahlia, why do you bloom o late? Are the nights not too cold? Like you, I come
to love late. Early or late, it is the same delight and the same pain.

Pourquoi si tard, dahlia? les nuits ne sont-elles pas trop froides? Conse vous,
i'al trouvé tard I'avour. HKais tot ou tard, c'est I3 néne Jote et la wéae peine,




‘\r)
lueignung/Devation/L adoration

Ah, dear Scul, you know that far from you, I languish. Once [ drank to freedon,
but you blessed the cup, and sanctified me with your love; all my thanks'

Tu sais, chére dse, que d'etre lor de ter ¥'angoisse. Auparavant, j'aimats la
liberté, nais tu n’as warquée de ton awour. HKille wercis!

THOMAS MOORE 'S IRISH HELODIES (1960) B. BRITTEN
In the early nineteenth century Thomas Moore wrote lyrics for a number of ancient
Irish folk tunes. Britten's charming arrangements of these melodies evoke with
the piana the traditional Irish instruments: for example, the Irish bag-pipes in
“At the mid hour of night", and horn and Irish harp in "The minstrel boy"

Au dix-neuvidae sitcle, Thomas Hoore a écrit des textes pour des aélodies
traditionnelles irlandaises. Lles arrangesents par Britten de ces chansons
évoquent des instruzents irlandais cosme la cornesuse (At the wid hour of
night*/*A ainuit”) ou la harpe (“The vinstrel boy*/"Le petit wénestrel”)

POEMES POUR MI (1936) 0. MESSIAEN
This work was a wedding present from Messiaen to his first wife. Both Messiaen's
and Strauss’ compositions are full of harmonic surprises: they create
expectations and then break them. Messiaen does this with harmonies built on his
own seven chromatic nodes. Rhythmically, his melodies sound natural and
singable; yet little of this cycle is written in standard meters. Like mediaeval
nusic, the notation is more complex than the resulting sound. "Thanksgiving", the
first song, is an inpressionistic outpouring of gratitude to God. In no. 2,
"andscape" the tortuous pilgrimage through life is contrasted with a beautiful
lake, glowing like a blue jewel. MNo. 3, "The house® and No. 6, "Your voice",
address the inevitability of his beloved wife's death, transforned with his
belief in eternal life, as exemplified in the following line from *The House"
"All the images of sorrow which [ see in your eye, you will not find again, when
we contemplate Truth, in young unblemished bodies, eternally lusinous.” MNo. 4,
“Terror”®, paints an impressive sound picture of hell, The relationship of
husband and wife, unified like Christ and His Church, and as two warriors of God,
is expressed in nos, 5 and 7, "The wife" and "Two warriors”. No. 8 is 4
seductive description of a beautiful necklace, which turns out to be "your two
arms 3bout my neck, this morning®. Finally, "A prayer heard", moves from
agonized grief, isploring healing, to an ecstatic exclamation “Joy has returned!’
Olivier HKessiaen a écrit le texte et la wusique de “Podaes pour Ni* comme cadeal
de noces pour sa premiére femne, Claire Delbos. Dans cette oeuvre il explore les
rhythaes assynétriques et utilise les sept wodes chronatiques qu'il a inventés,
Pour HMessiaen certains accords (construits sur ses modes) sont associés avec des
couleurs particulidres; il peint avec les sons., Deux de ces podes se panifestent
sisultanéaent (un pour chaque wain) dans la premidre chanson "Action de grdce”.
Ces podues expriment I3 foi mystique de Wessiaen. Dans *la waison”, ou il parle
de l'inévitabilité de la wort, il affirwe aussi sa croyance en la vie éternelle.
Dans ce cycle il explore égalexert !'expression d'un amour huzain profond, p3r
cxenple, dans le no. 8, une description séduisante d'un collier, ot [0 découvre
& la fin qu'il corsiste en "tes deux bras autour de mon cou, Ce patin.”
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LIEDER Richard Strauss

Heimliche Aufforderung (1864-1949)

Ach Lieb, ich muss
Flr funfzehn Pfennige
Ruhe, meine Seele
Nichts

Die Georgine
Zueignung

MOORE'S IRISH MELODIES Benjamin Britten

Avenging and bright (1913-1976)

Sail on, sail on

The minstrel boy

At the mid hour of night
0 the sight entrancing
Rich and rare

The last rose of summer

ENTERMISSTION

POEMES POUR MI Olivier Messiaen

Premier livre (b. 1908)

1. Action de graces
2. Paysage

3. La maison

4. Epouvante

Deuxiéme livre

5. L'épouse

6. Ta voix

7. Les deux guerriers
8

9

Sllevcollier
. Priére exaucée
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Wednesday, October 21, 1987
8:00 p.m.

JAN JARCZY K, piano & trombone

BILL MAHAR, trumpet

JANIS STEPRANS, saxophone
MICHEL DONATO, bass
MICHEL LAMBERT, drums




MUSIC FOR TRIO, QUINTET and QUINTET

(no intermission)
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Tuesday, October 27, 1987
5:00 p.m.

ENSEMBLE CLASS OF

EUGENE PLAWUTSKY

HERSHEY FELDER, piano
ANTONIO BATTISTA, guitar
EDDA BISSINGER, guitar
JOANNE TAIT, soprano




PROGRAMME

SONATE, SZ 80 (1926)

Allegro Moderato
Sostenuto e Pesante
Allegro Molto

SUITE for two guitars

Courant I
Almain
Courant II

HERMIT SONGS, Op. 29

L. At Saint Patrick’s Purgatory
II. Church Bell at Night

ITI. St. Ita’s Vision

IV. The Heavenly Banquet
V. The Crucifixion

VII. Promiscuity
VIII. The Monk and His Cat

X. The Desire for Hermitage

BALLADE in G minor, Op.23

Béla Bartok
(1881-1945)

William Lowes
(1621-1645)

Samuel Barber
(1910-1981)

Frédéric Chopin

(1810-1849)
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Thursday, October 29, 1987
8:00 p.m.

G EM S (Group of the Electronic Music Studio)

artistic director: alcides lanza

PROGRAMME
PLAYING FOR TIME (1981) Brian Cherney
Stephen Klein, oboe

Brian McCue, percussion
Frangois Couture, piano

* MINUIT CACHE (1987) Laurie Radford
(for two percussionists, tape .
and lights)

D’Arcy Gray, percussion I
Brian McCue, percussion 11

World Premiere/Création



PLAYING FOR TIME (1981) - Brian Cherney

Playing For Time was written in January and February of 1981 for my brother

Lawrence. Here is what some leading thinkers and critics have said about the
piece:

Dr. Oskar Liebfrau, noted analyst and adventurer: "Cherney’s fixation about the
past suggests that his early musical training (in Toronto - nota bene!) was too
strict. The tensions between players in this piece - e.g. the "one-up-man-ship"
- obviously represent a projection of subconscious anxieties about his ability to

play the piano. The ending implies, in musical terms, a journey back to the
womb. A classic case".

Luigi Pianissimo, musical and political theorist, author of Music _and Politics:
A_Set-Deterministic Approach: "'Fhe mere fact that so much of the pitch structure
of the piece is based on set 5-1(12) (Pes. ,1,23,4) strongly suggests a
relationship with the third of Alban Berg’s Altenberg Lieder. Cherney’s choice
of this particular set can be justified in theory only. In fact, Playing for
Time raises basic questions concerning the pitch-class ~ struggle, which can only
be resolved by throwing up the old order".

John Ragland, music critic and funeral parlour director:  "Iu Playing for Time,
by Montreal composer Brian Cherney, we were subjected to a seemingly endless
display of tasteless humour and bana scraps which, despite heroic efforts on the
part of the performers, never coalesced into a convincing whole. In short, a
nothing-new work".

Dr. Ellen Vogelkopf, musicologist and expert in nineteenth-century ornithological
etymology: "I detect an undercurrent of pessimism running through this piece, a
stream of irony which broadens and sweeps all before it as the work draws to its
tenuous close.  Obviously the mask and the waltz music where intended to refer
the listener to Flegeljahre - why otherwise the suggestions of Schumann mixed
with a little Brahms, a kind of Romantic cocktail? ~ -but the music of Wagner
would have provided a better vehicle through which to unleash this torrent of
Spenglerism. ~ Cherney seems to be bidding adieu to the world of yesterday. But
can he successfully navigate the treacherous waters of New Music and reach The
Music of the Future beckoning from distant shores?"

MINUIT CACHE (for two percussionists, tape and lights) - Laurie Radford

Fascination with the passing from day to night; the hour that marks the end of

the search by light, the beginning of the search within. The tolling, 12 times,
of the bell that calls us onward into the farthest reaches of which we know so
little. Two people, within the confines of their own lives, their personal

memories, dreams, fears and desires, each tries to reach personal memories,
dreams, fears and desires, each tries to reach out, is driven to search out the
other..a fleeting glance into another world before they are forced to
acknowledge the walls between them, the walls within themselves. Midnight, the
hour when illusion can transform, can carry us far ways..haltered swiftly by the
first blinding rays of morning sun.and we, hardly aware of the workings upon our
soul...
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for Time en janvier et ~ier 1981 pour mon

ymmentalres gque cette oeuvre a

kar Liebfr: & i er
La fixat ! chez Cherney semble
indiquer qt de s formation musicale {a Toronto
a bene nt éteé trop stricts. Les tensions entre les
interprétes de ce morceau par exemple le besoin impérieux
de maintenir sa supériorite - symbolisent ses angoisses
subconscientes au sujet de ses valeures de pianiste. La
conclusion évoque, en termes musicaux, un retour au sein

lassique.

maternel. {

Fianissimo, théoricien musical et politique, auteur de
and Politics: A Set—-Determin tic Approach:
4 fait gu’ ' une partie si importante de la structure
tonale de 1 'ceuvre s’ appuie sur S-1(12) (morceaux 1, 2, 3
4) donne fortement a penser qu’il existe un rapport entre

cette oeuvre et le troisieme chant des Altenberg Lieder
d ‘Alban Berg. On ne peut justifier gu’'en théorie le choix
de cet ensemble particulier. En réaliteé, Plaving tor Time

ncernant la lutte des

souleéeve des questions fondamentales
classes de tons qui ne peuvent étre résolues qu’'en rejetant
1 ‘ordre établi."

funebres:

Mme

Ragland, critique musical et entrepreneur de pompes
"Dans Playing for Time, du compositeur montréalais Brian
Cherney, nous avons été soumis & un deploiement apparemment
sans fin d humour, de mauvais goat et de banalités qui,
malgreé les ettorts héroiques des interpretes, ne parvi ent
jamais & former un tout convaincant. Bref, une oeuvre des
plu ordinaires."”

Ellen Vogel kop+t, musicol ogue et expert en étymologie
ornithologique du dix—neuvieme siécle:
"Je decele un pessimisme sous—jacent tout au long de
cette oeuvre, un courant d'ironie qui s’'élargit et
finit par emporter tout devant luil dans la conclusion
fragile de 1 'oeuvre. De toute évidence, le masqgue et
la musique de valse ont pour but de reporter 1 auditeur
au Flegeliahre . comment comprendre autrement
1 "évocation de Schumann 1iée quel que peu a Brahms en
une sorte de cocktail romantique mais la musiqgue ae
Wagner aurait éteé préferable pour laisser couler
librement ce torrent déchainé de spenglerisme. Cherney
semble dire adieu au monde d ' hier. Mais réussira-t-il

a naviguer dans les eaux dangereuses de la nouvelle

musi qu atteindre la mUsl gQue de 1 "avenir Qqui

P
1l ‘appelle depuis ses rivages eloignés.




I uit Caché

Laurie Radtford

pour deux percussionnistes, bande ietique et lumiéres
ascination pour le passaqge du jour & la nuit; heure gui margue
l1a fin de la recherche ¢ L a lumiere, le commencement de la
recherche intérieure. Horloge qui onne 1% fois pour nous
appeler a faire ce voyage intérieur ver des riv dont nous
connaissons si peu de chos . Deux personnes, dans le limites
de leur propre vie, leure propres souvenirs personnels, leurs
réves, leurt craintes et leurs désirs, chacune tente d'atteindre
1 autre, chacune menée inéluctablement a la recherche de
1 autre... coup d'oeil furtif sur un autre monde avant d’'étre
obligé de reconnaftre 1 'existence des murs qui les séparent, des
murs au f ond d’ eux-mémes. Minuit, 1 'heure ol 1'illusion peut
transformer, nous transporter au loin ... vayage interrompu par
les premiers rayons éblouissant du soleil matinal et nous, a

peine conscients de toutes ces influences sur notre ame.
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INTERMISSION

**ANY RESEMBLANCE IS Charles Dodge
PURELY COINCIDENTAL (1980), for
piano and tape)

alcides lanza, piano

... ADIEU (1967) Gerardo Gandini
(for piano, 4 percussion players
and conductor)

Chris Howard, piano
Brian McCue, Daniel Desjardins
Brent Lee, Emmanouelides, percussion
alcides lanza, conductor

PARADIGM (1969) Lukas Foss

Brent Lee, saxophone
Emmanuel Tremblay, cello
Laurie Radford, piano
Daniel Desjardins, electric guitar
Francois Gauthier, percussion }C'L;nductor

** Tape realized at the Center for Computer Music

l * Tape realized at the EMS of McGill University.
of Brooklyn College, New York.
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PROGRAMME

CHORALE PRELUDE "Nun Bach-BusoniI
komm’der Heiden Heiland"
|

|

ETUDE, Op.42 No.5 Alexander Scriabin.
SONATE, Op.53 No.5 Alexander Scriabin
ETUDE DE SONORITE No.2 Frangois Morel
INTERMISSION

POLONAISE-FANTAISIE, Op.61 Frédéric Chopin
3 MAZURKAS Frédéric Chopin

SCHERZO, Op.20 Frédéric Chopin
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Anna Szpilberg began piano studies in her native Poland
at the School of Music Bielsko-Biala in the class of
H.Lukasiewicz, Z. Tanewski and at the Warsaw Academy
with J. Lefeld. She graduated with distinction from
McGill University (class of Charles Reiner). She attended
the Banff advanced Music Program, Indiana University
Summer Sessions (class of M. Pressler) and completed a
Diploma in Advanced Music Performance Studies at
Concordia University (class of P. Cohen). She has
performed extensively as a soloist and chamber musician
in Canada, the United States, Mexico, France and Poland.
She has collaborated with the International Trio (with
members of the Fine arts Quartet), Duo Claudianna,
Vladimir Landsman, The Concordia Orchestra and the
Grenoble Orchestra.

Currently, she is a faculty member at the McGill
Conservatory of Music and Concordia University Music
Department. Since 1984, she has been an Associate
Director at the International Music Session in Grenoble,
France where she gives Chopin seminars and master
classes and performs solo and chamber music.
Xk K XK %k Xk X %k

C'est dans son pays natal, la Pologne, qu’Anna Szpilberg a
commencé ses études de piano a [lécole de musique
Bielsko-Biala dans la classe de H. Lukasiewicz, Z.
Tanewski et a I’Académie de Varsovie ou elle a été I'éleve
de J. Lefeld. Elle a obtenu son baccalauréat en musique
avec distinction a [luniversité McGill (classe de Charles
Reinrer), a suivi le programme de musique avancé de
Banff, le programme d’été de I’Université d’Indiana (classe
de M. Pressler) et obtenu un diplome en (interpréttion
avancée) a luniversité Concordia (classe de P. Cohen).
Elle a donné de nombreux concerts symphoniques et de
musique de chambre au Canada, aux Etats-Unis, au
Mexique, en France et en Pologne. Elle s'est produite
avec le trio intermational (avec les membres du Quatuor
Fine Arts), le duo Claudianna, Viadimir Landsman, et les
orchestres de Concordia et de Grenoble.

verso/...
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A [lheure actuelle, Anna Szpilberg est professeur auw
conservatoire de musique de McGill et au département de
musique de luniversité Concordia. Depuis 1984, elle est
directrice adjointe de la Session musicale internationale de
Grenoble en France ou elle donne des séminaires et des
cours de maitre sur Chopin ainsi que des récitals et des

concerts de musique de chambre.
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Monday, November 2, 1987
8:00 p.m.

KATHLEEN TUCKER.,piano
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jt--a struggle with and eventual acceptance of death. This
description is most aptly applied to the slow movement Here the
character of the music is that of a long lament over a
octave ostinato, so simple and yet so eloquently exp
grief. When the lament returns after the striving m i
it is transfigured by an unexpected and 1 turn from C#
minor to C major, and is brought to a conc on of eternal
peace, similar to the end of Der Tod und Das Madchen .

CHOPIN: FANTASIE OPUS 49

The Fantasie is one of the finest of Chopin’s late
compositions. It was written in Paris during 1841--a relatively
happy and productive period in the composer’s life, when his
powers were as yet unimpaired by ill health. Although Chopin has
often been criticized for his lack of formal inventiveness, the
Fantasie is a unique and highly original piece of music,
particularly in its overall design. The opening march in F minor
creates a heavy atmosphere of expectation with its first
portentous octaves. Out of its final cadence, the music grows
into a passionate storm of ideas, rushing on in breathless
succession and ending in an aggressive quick march. The storm
abates only briefly for a quiet lento sostenuto in B major before
resuming its course.

SKRYABIN: FEUILLE D’ALBUM, FIVE ETUDES

The pieces on tonight’s programme are all drawn from the
early and middle period of Skryabin’s career and reveal the

initial influence of Chopin on his music. The two etudes from
the opus 8 set were published in 1894. Here Chopin’s presence is
particularly strong: for instance the debt of Skryabin’s opus 8

#11 to Chopin’s opus 25 #7 is readily apparent. The later opus
42 etudes were written in 1903 during a time of radical change in
the composer’s style. In the summer of that year Skryabin rented
a dacha in the Russian countryside south west of Moscow. Among
his neighbours was the poet Boris Pasternak, then only thirteen
years old. The young boy would creep through the woods to listen
to the amazing music coming from the Skryabin house and for him
the composer became a hero, a modern Prometheus forging the
language of the old masters into new and wonderful creations.
Years later he wrote in his autobiographical sketch I Remember:
As, in the old language of Mozart and Field, Chopin said so much
that was astonishingly new in music that it seemed to be its
second beginning. So Skryabin also, with the means at his
disposal, renewed our sensation of music from its very
foundation... In the Studies of opus 8 and in his Preludes of
opus 11, everything is already contemporary...No sooner do the
melodies of those wmorks begin than tears start to your eyesS, ..«
and you cry not because you feel sad, but because the way to your
heart has been found so unerringly...

Brian Black




ERIK SATIE: TROIS GNOSSIENNES

lLes trois Bnossiennes sont parmi les ceuvres les plus popul airecs
d‘Erik Satie. Elles ont été écrites au début de la « wrriere du
compositeur, deux ans aprés les troic Gymnopédies non moins céle-
bres. lLes Bnossiennes suiven le méme mode "dépouillé" que 1ec
Gymnopédies o0 la musi que est réduite & 1 ‘état de mélodie irrégulie
rement phrasée sur un accompagnement d’accords. Dans les
Bnossiennes, les progressionce harmoniques ont un caractére modal
étrange tandis que les secondes augmentée omnipreésentes dans la
mélodie et 1 'absence de barres de mesure evoquent une monodie
orientale rhapsodique. Ce qui frappe surtout dans les Gnossiennes,
c'est que, malgré leur orientalisme délibér e, elles ne descendent
Jamals au niveau de kitsch que 1'on trouve si souvent dans 1a

musique de salon frangaise de 1’ époque. AL contraire, Satie a
réussi & leur instiller un sentiment de mystere et de nostalgie du
passe. lLe titre méme évoque le palais en ruines du Roi Mir 108 &
Cnossos et la civilisation crétoise di sparue, ensevelie sous les
brumes du temps et du mythe.

Les trois piéces inscrites au programme de ce soir sont en
realité tirédes de deux recueils de Gnossiennes. Les deux premieérec
sont tirées du recueil bien connu composeé en 1890, lLa troisieéme,
sans doute composée un an plus t6t, fait partie d'un groupe de trois
Gnossiennes découvert aprés la mort de Satie dans 1'un de ses vieux
cahiers.

SCHUBERT: SONATE EN SI BEMOL D 960

On a souvent comparé la derniére année de la vie de Schubert a
celle d'une étoile mourante explosant en un dernier sursaut d éner
gie avant de s 'éteindre. A la toute fin de cette année ol déferlent
des torrents de créativité, soit en septembre 1828, A& peine deux
mois avant sa mort, Schubert compose trois derniéres sonates
pour piano. La santé chancelante du compositeur 1'a amené a
s'installer dans la maison de son frére dans les faubourgs de
Vienne. On avait espéré que 1l'air frais de la campagne lui ferait
du bien, alors que 1 'humidité qui régnait dans la maison ne fit
qu aggraver son etat et précipita sa mort.

: trois sonates sont demeurées inédites jusqu’en 1838, année
ol elles ont été imprimées par Diabelli A& Vienne et dédiées & Robert
Schumann. En dépit de leur publication, elles sont demeurdées
largement ignorées et sous-estimées, en raison d’'une part de
1'intérét que suscitaient au dix-neuviéme siécle les piéces de
moindre envergure du compositeur, tels que les Impromptus et les
Moments musicals [(sicl, et d autre part de la tendance du public a

juger ces sonates par rapport aux sonates de Beethoven. Ce n'est
qu’au vingtieme siécle, et surtout depuis cinquante ans sy qQue ces
sonates ont regu toute 1 'attention gqu'elles méritent. fToutes sont

awjourd ‘hui considérées comme des chefs—d 'oeuvre, mais la palme
revient a la toute derniére, en si bémol.

Ce qui frappe dans cette ocoeuvre, c'est la sérénité et 1 'étendue
de son premier mouvement. Ces qualités sont incontestablement
presentes dans le premier théme lyrique, mais 1 oeuvre a un coté
plus sombre et menacant (qu ' évoque une trille récurrente et mysté-—
qui se manifeste dans 1 'apogée du développement
irconstanc gqui ont entouré la

rieuse a la basse),

- moment de pur désespoir. Les




sonate ont incité bien des critiques A& y voir

composition de cette
- spit la lutte et la résignation devant

un autre aspect temporel
la mort. Cette description convil ent particuliérement bien au
mouvement lent. La musique est une longue lamentation sur une
¢e, trés simple et en meme temps empreinte de

octave ostinato bri
douleur. A sa reprise, apreés la partie du milieu plus enjouée,
cette lamentation est comme tr ansfigurée par un passage 1mpr évu et
magique du do diése mineur au do majeur, et 1°'on en arrive a une
conclusion de paix éternelle qui rappelle la fin de

La Jeune Fille et la Mort.

CHOPIN: FANTAISIE OPUS 49

La Fantaisie est 1 une des plus belles compositions de la fin de
la vie de Chopin. Elle a été écrite a Paris en 1841 —— période
relativement heureuse et fructueuse dans la vie du compositeur,
alors que ses talents n’étaient pas encore entravés par sa sante
chancelante. Bien qu'on ait fr équemment critigueé Chopin pour son
mangue d esprit inventif, la Fantaisie est une oeuvre exceptionnelle
et fortement originale, surtout dans sa conception globale. La
marche d’ouverture en fa mineur créé une lourde atmosphére d’'espeé-
rance avec ses premiéres octaves solennelles. De sa cadence finale,
la musigue se mue en tempete, les idées se bousculant en une
succession rapide et se réunissant a la fin en une marche déchafnée.
La tempéte ne se calme que brieévement pour faire place a un lento
sostenuto tranquille en si majeur avant de reprendre sa Ccourse.

SCRIABINE: FEUILLE D ALBUM, CING@ ETUDES

Les piéces inscrites au programme de ce soir sont toutes tirees
du début et du milieu de la carriére de Scriabine, et elles révelent
1‘influence initiale de Chopin sur sa musique. Les deux études de
1‘'opus 8 ont été publieées en 1894. L'influence de Chopin y est
particuliérement marqueée: par exemple, la ressemblance entre 1 'opus
8 n® 11 de Scriabine et 1‘opus 25 n°® 7 de Chopin est tout a fait
manifeste. Les études de 1 'opus 42 ont été composees en 1903 a une
époque de changement radical dans le style du compositeur. Durant
1 ‘été 1903, Scriabine avait loué une datcha dans la campagne russe
au sud-ouest de Moscou. Parmi ses voisins, se trouvait Boris
FPasternak le poéte, qui n’avait alors que treize ans. Le Jjeune
gargon se faufilait dans les bois pour écouter 1 extraordinaire
musique qui s 'élevait de la maison de Scriabine, lequel devint pour
lui un véritable héros, une sorte de Prométhée moderne, transformant
; en de nouvelles créations

le langage des vieux maftr
merveilleuses. Des années plus tard, il écrivit dans ses
autobiographiques: Tout comme Chopin qui, reprenant le vieux
langage de Mozart et de Field, a écrit tant de choses étonnament
nouvelles en musique qu'elles semblaient vivre une deuxiéme vie,
Scriabine, avec les moyens dont il disposait, a renouvelé notre
perception de la musique dans ses fondements mémes... Dans les
études de l°opus 8 et dans les préludes de l'opus 11, tout est déja
moderne ... Les mélodies de ces oeuvres n’'ont pas plus tot commencé
que les larmes nous montent aux yeux, ... et l1'on ne pleure pas
parce que l'on est triste mais parce que notre coeur a été infailli-
blement mis & nu ...

écrits

Brian Hlack
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programme

THREE GNOSSIENNES for the piano Erik Satie
Nos. 1,2, & 5 (1866-1925)

SONATA in B® Major Op. Posth. (D.960) Franz Schubert
(1797-1828)
Molto Moderato
Andante Sostenuto
Scherzo
Allegro ma non troppo

intermission

FANTASIA in F minor, Op.49 Frédéric Chopin
(1810-1849)

Album Leaf in EP Alexander Scriabin
Etude Op.8 No.11 (1872-1915)
Etude Op.8 No.2
Etude Op.42 No.3
Etude Op.42 No.4

Etude Op.42 No.5
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Tuesday, November 3, 1987
8:00 p.m.

CLAIRE GUIMO N D, baroque flute

with the participation of

ALLAN LAFOREST, baroque flute
BETSY MacMILLAN, viola da gamba
HANK KNOX, harpsichord

programme

SONATA in E major, for flute Johann Sebastian Bach
and basso continuo (BWV 1035) (1685-1750)

Adagio ma non tanto
Allegro
Siciliano
Allegro assai




Bach (1685-175

took up his appointment to the court
of Prince Ludwig of Anhalt-Céthen in the fall of 17

. \¢

"
Kapellmeister, Bach was responsible for organizing all musical

events at court, everything from composing birthday and other
s

>ecial cantatas for festive occasions to leading the excellent
court orchestra the Prince so proudly cultivated. The Prince was

a keen and sensitive amateur musician, proficient on violin, bass

viol, harpsichord, and a good bass singe s well. Most of
Bach’s chamber music was written during at Cothen (
1723) and this is probably the case with his music for
flute, though it is difficult to date many of the pieces with any
certainty.

BWV 1 , the sonata in only in a nineteenth
century copy bearing a note was omposed in 1741

for M.G. Fredersdorf, an private secre of
King Frederick the Great ,» however, that this
sonata was composed during the othen yea as it resembles
stylistically the other sonatas for solo instruments and continuo
Bach wrote at that time. The pattern of movements in this work

is modeled after the standard four movement slow-fast-slow-fast
structure of the sonata da chiesa that Bach used in all his flute
and continuo sonatas. Of particular interest is the third

movement, a plaintive Siciliano in C# minor in which Bach
imitates the opening phrase of the flute two octaves lower in the
bass. Bach seems to prefer the siciliano in his flute sonatas -
this unusual dance form appears in two of his four sonatas for
the instrument.

The B minor sonata, BWV 0, is the most extensive and

1
ambitious of the sonatas for flute and a fine e

nple of a genre
which Bach almost single-handedly created: the sonata for solo

instrument and obligato harpsichord Instead of the normal

baroque practice of having the harpsichord player improvise and
realize standard chord progressions over a fundamental bass line
(as in the E major sonata), the now fully composed harpsichord
part makes the solo sonata into a kind of trio sonata; the right-
hand of the harpsichord part and the flute are both equally
independent upper voices and are supported by a bass line played
by the left-hand of the harpsichord.

Bach’s sonatas for solo instrument and obligato harpsichord
tend to follow the three movement form (fast-slow-fast) derived
from the Italian opera overture rather than the more common four
movement. sonata da chiesa structure of the E major sonata. Bach
seems to compensate for the intensity and length of the opening
Andante by having it followed by a relatively short and well-
structured slow movement and a vigorous Presto that is really two
movements in one.

The opening Andante of the sonata is one of the masterpiec
of the flute literature. The gentle insistence of the opening
riternello idea contrasts with melodic chromaticism reminiscent
of arias from the Matthew Passion; rhythmic and real canon, as
well as examples of invertible counterpoint, abound in this
movement. The result is a vast, impressive structure of poignant
beauty. Next follows a siciliana in binary form marked Largo e
dolce. The sonata finishes in a most unorthodox fashion: a




fugal alla breve Presto ends on a half cadence and is immediately
followed by a brilliant gigue in compound time. The contrast of
rhythmic incision in the fugal section and subtle syncopations in
the closing gigue makes an effective ending to this work.

The partita in A minor, BWV 1013, is Bach’s only composition
for solo unaccompanied flute. Indeed, the entire Baroque
repertoire for the genre is small: C.P.E. Bach, possibly in
response to his father’s piece, wrote a sonata in 1747, Telemann
has contributed a set of twelve fantasias, and Hotteterre has
included some Préludes for the instrument in a number of his
treatises. The partita poses some difficulties for the performer
as its writing for flute is not particularly idiomatic: it seems
to be best suited to the violin, which is not surprising when one
considers the vast repertoire for solo unaccompanied music for
violin by the composer. However, the work contains some very
beautiful music including a most elegant Sarabande and a lively
Bourrée Anglaise.

Most of Carl Philipp Emanuel Bach’s (1714-1788) music for
flute was written during his years as harpsichordist to the court
of Frederick the Great in Berlin. Though Frederick was an
enthusiastic amateur flutist and took great personal interest in
the musical affairs of his court, he had such arch-conservative
musical tastes that C.P.E. Bach eventually felt it necessary, in
1768 after almost 30 years of service to the King, to take up the
job of Kantor and Music Director at Hamburg, a job quite similar
to the position his father had held at the Thomasschule in
Leipzig. Besides the vast amount of Church music he composed
during this period, the other Hamburg works, mostly chamber music
and keyboard sonatas, were written with publication in mind and
therefore reflect the popular taste of the musical dilettantes
who so eagerly purchased his music. The "Hamburg' sonata in G
major (1786) for flute is one such work, and it is the only known
sonata for the instrument written after C.P.E. left Frederick’s
court.

The sonata’s airy Style Galant texture resembles that of
other pieces of chamber music from this period by the composer:

a simple continuo bass line acts as the foundation for a melodic
line in the flute part consisting of a series of delicate motivic
ideas. This style is quite different from C.P.E.’s more
"romantic" Empfindsamkeit writing found in the keyboard sonatas,
but is no less interesting to the listener. Like many of his
other sonatas, the opening Allegretto ends with a short, slower
coda that acts as a kind of second movement and bridges the gap
between the gentle motivic unraveling of the opening and the
dance-like Rondo that ends the sonata.




J+S. Bach (1685-1750) entre en fonction 3 la cour du Prince Leopold
d'Anhalt-Kéthen 3 1'automne 1717. En tant que Kapellmeister, Bach se doit
d'organiser tous les &vénements musicaux de la cour: depuis la composition
des morceaux d'anniversaire et des cantates spéciales pour les grandes oc-
casions jusqu'd la direction d'un excellent orchestre de cour dont le Prince
est fier 3 juste titre. Le Prince, musicien amateur enthousiaste et
sensible, joue du violon et de la viole de gambe et touche le clavecin;
c'est par ailleurs une bonne basse. La majeure partie de la musique de
chambre de Bach est écrite au cours de son séjour 3 Kéthen (1717-1723);
selon toute vraisemblance, il en va de méme de la musique pour flfite, bien
qu'il soit difficile de dater avec certitude bon nombre de ces oeuvres.

I1 n'existe qu'un exemplaire de la sonate en mi majeur, BWV 1035 et il
date du dix-neuvidme sidcle; selon 1'annotation, celle-ci aurait &té com-
posée en 1741 pour M. M.G. Fredersdorf, flfitiste amateur et secrétaire
particulier de Frédéric le Grand, Roi de Prusse. Il est plus vraisemblable
que cette sonate a &t& composée 3 Kdthen, puisqu'elle s'apparente de par son
style aux autres sonates pour instruments solo et basse continue que Bach a
écrites 3 cette 8poque. L'enchafnement des mouvements dans cette oeuvre
suit la structure habituelle de la sonata da chiesa soit quatre
mouvements lent-rapide-lent-rapide que Bach utilise dans toutes ses sonates
pour fliite et basse continue. Au troisidme mouvement, une Sicilienne
plaintive en do di&se mineur reprend 3 la basse, deux octaves plus bas, la
phrase d'ouverture de la fllite. Bach semble préférer la Sicilienne dans ses
sonates pour fllite - en effet on retrouve cette forme de danse inhabituelle
dans deux des quatre sonates pour cet instrument.

La sonate en mi mineur, BWV 1030, est la plus longue et la plus
ambitieuse des sonates pour fliite; c'est également un bel exemple d'un genre
que Bach a créé pratiquement 3 lui seul: 1la sonate pour instrument solo et
clavecin obligé. S'éloignant de la coutume baroque qui veut que le claveci-
niste improvise et réalise les progressions harmoniques habituelles sur une
ligne de basse fondamentale (comme dans la sonate en mi majeur), la partie
du claveciniste est désormais entidrement composée, transformant cette
sonate pour instrument solo en une sorte de sonate en trio: les parties de
la main droite au clavecin et de la flite sont les deux voix hautes tout
aussi indépendantes qui s'appuient sur une basse jouée au clavecin par la
main gauche.

Les sonates de Bach pour instrument solo et clavecin obligé suivent en
général la structure en trois mouvements (rapide-lent-rapide) dérivée de
1'ouverture d'opéra italien plutdt que la structure plus courante de la
sonata da chiesa, en quatre mouvements, que l'on retrouve dans la sonate
en mi majeur. Bach semble compenser 1'intensité et la durée de 1'Andante
d'ouverture en le faisant suivre par un mouvement lent relativement court
et bien structuré et un Presto vigoureux qui constituent vraiment deux
mouvements dans un.

L'Andante d'ouverture est 1'un des chefs d'oeuvre du répertoire
pour flite. La délicate insistence du ritornello contraste avec le chro-
matisme mélodique qui rappelle les airs de la Passion selon St-Mathieu; un
canon rythmique et réel de méme que des exemples de contrepoint réversible,
abondent dans ce mouvement odl Bach réussit 3 &laborer une structure impres-
sionnante et vaste d'une beauté &mouvante. Suit une sicilienne de forme
binaire marquée Largo e dolce. La sonate prend fin de fagon moins
orthodoxe: un Presto alla breve en forme de fugue se termine sur une
demi-cadence et est immédiatement suivi d'une gigue brillante en temps
composés. Le contraste de 1l'incision rythmique dans la section de fugue et
les syncopes subtiles de la gigue soulignent ce finale remarquable.
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SONATA in B minor, for flute Johann Sebastian Bach
and harpsichord (BWV 1030)

Andante
Largo e dolce
Presto

intermission

PARTITA in a minor, Johann Sebastian Bach
for solo flute (BWV 1013)

Allemanda
Corrente
Sarabande
Bourrée anglaise

SONATA in G major, for flute Carl Philipp Emanuel Bach
and basso continuo (Hamburg, (1714-1788)
1786, WotV 133)

Allegretto
Rondo, Presto

SONATA in G major, for two Johann Sebastian Bach
flutes and basso continuo (BWV 1039)
Adagio
Allegro

Adagio e piano
Presto
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(1583-1643)
Toccata per I’Elevatione
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SONATA V1in C Johann Sebastian Bach
(1685-1750)
I. Vivace
II. Lento
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McGILL CHAMBER WINDS

IL.M.C. FANFARE (1963) Ingolf Dahl

Trumpet:Gillian Mackay =~ Trombone:Peter Christensen

Dan Posen Al Eggum
Claude Barry Peter Collins
MORNING MUSIC (1962) Jiirgen Ulrich
Fanfare
March
Canon ‘
The Hunt

Peter Christensen, Al Eggum, Peter Collins Cathy Charlton ’

SEVEN PROMENADES (1878) Edward Elgar
Ed. R. McNicol
Moderato e molto Maestoso
Noah’s Ark
Moderato "Madame Taussaud’s"
Presto
Andante "Somniferous”
Allegro Molto
Allegro maestoso "Hell and Tommy"

Flute:Karin Patriquin Clarinet: Michael Maxwell
Kate Herzberg Bassoon: Marc Larouche
Oboe: Chantal Gosselin

CONCERTO FOR PERCUSSION AND

WINDS (1972) Karel Husa ]
Maestoso
Moderato molto ]

Allegro non troppo
Percussion: George Clarke
Michael Emenau ]
Francois Gauthier
Brian McCue
Claude Roy



intermission

JAZZ

ENSEMBLE 1

guest soloist:

Marvin Stamm, trumpet

YES OR NO Wayne Shorter/Steve Owen

SWING SHIFT Foley

SLO FUNK Mintzer

GEORGIA arr. Matteson

SECRET LOVE arr. Cortner
PERSONNEL

Saxes Trumpets

Calder Spanier, alto
Janice Finlay, alto
Billy Prouten, tenor
Peter Gemmell, tenor
Tim Lusher, baritone

Trombones

Brad Shigeta
Patrice Richer
Pierre Tremblay
Peter Christensen
Jeff Hall, bass tr.

Piano
Densil Pinnock

Benoit Glazer
Jens Lindemann
Dean McNeill
Ron Pohl

Doug Thrower

Bass
Mike Downes
Alec Walkington

Drums
Dave Robbins
Ted Warren

Guitar
Pierre Coté
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Wind Personnel - Husa Concerto

Flute /Piccolo:
Flute I:

Flute II:

Flute III:
Oboe I:

Oboe II:
English Horn:
EP Clarinet:
B Clarinet I:

BP ClarinetlI:
Bb ClarinetlII:

Bass Clarinet:
Alto Sax I:
Alto Sax II:
Tenor Sax:
Baritone Sax:
Bassoon I:
Bassoon II:
Contra Bassoon:
Horn I:

Horn II:
Horn III:
Horn IV:
Trumpet I
Trumpet II:
Trumpet III:
Trumpet IV:
Trombone I:
Trombone II:
Trombone III:
Baritone:
Tuba:

Karen Patriquin
Kate Herzberg
Lana Betts
Katherine Prinz
Chantal Gosselin
Peter Gal
Marie Veillette
Gail Warren
Michael Maxwell
Marc Carpentier
Jill-Ann MacDowell
Annie Grenier
Mark Pihowich
Janice Finlay
Beatrice Gratton
Joey Pietraroia
Tim Lusher
Peter Wightman
Peter Gemmell
Marc Larouche
Suzanne Nelsen
Patricia MacMullen
Olav Traa
Sherry Langlois
Melody Diachun
Stephen Woodside
Gillian Mackay
Dan Posen
Claude Barry
Holly Soucie
Al Eggum
Peter Christensen
Peter Collins
Frederic Lair
Cathy Charlton
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McGILL SYMPHONY ORCHESTRA

direction: TIMOTHY VERNON

soloist: JEAN TROTTIER, piano

CONCERTO pour piano et orchestre Maurice Ravel]
en sol (1875-1937 ;

Allegramente
Adagio assai
Presto

Jean Trottier, piano

intermission
SYMPHONY NO. 4 in E® Anton Bruckner
(1824-1896
Bewegt, nicht zu schnell v

Andante quasi allegretto
Scherzo: Bewegt
Finale: Bewegt doch nicht zu schnell

This evening’s soloist was selected on the basis of a Con- l
certo Competition, open to all Faculty of Music students, |
held annually.

Jean Trottier is a student of Dorothy Morton. '

Le soliste de ce soir a été choisi lors d’un concours (Con-
certo Competition) tenu annuellement réservé a tous les
étudiants de la faculté de musique.

Jean Trottier est un éléve de Dorothy Morton.



RAVEL: PIANO CONCERTO IN G MAJOR

The Piano Concerto in G major is Ravel’s last major work. In
October, 1932, a year after its completion, a car accident
precipitated the onset of a debilitating nervous disorder which
made composition impossible Despite a series of rests and
attempted cures, Ravel’s condition steadily worsened until even
signing an autograph was beyond his power. These final four years
of the composer’s life seem all the more tragic when compared to
the highly successful period in which the concerto was written.

According to his friend, Henri Gil-Marchex, Ravel originally
intended to write a "Basque Rhapsody" for his 1928 tour of
America. This was to have been for piano and orchestra with the
composer as soloist, but Ravel was too preoccupied with his
violin sonata and the opera L‘Enfant et les sortiléges and could

not write more than a few sketches before the tour. Concentrated
work on the project only began towards the end of 1928, after
Ravel’s return to France and a brief vacation in Spain. At that

time he also accepted a commission from the one armed pianist
Paul Wittgenstein, to write a piano concerto for the left hand.
Both concertos, then, were composed side by side--the Concerto in
G major being completed last. Despite heavy and determined
practising, Ravel soon realized the task of being the Concerto’s
first pianist was too much for him, and the honour fell to his
friend Marguerite Long, to whom the work was ultimately
dedicated.

In an interview for the Daily Telegraph given in 1931, Ravel
stated that his aim in writing the Concerto had not been
profundity or dramatic effect but gaiety and brilliance, and
that, in light of this, he had at first considered calling it a
Divertissement. Such gaiety and brilliance are immediately
apparent in the opening theme of the first movement. Gil-Marchex
maintains that this theme is one of the remnants of the intended
"Basque Rhapsodie."” For him it is a "bransle gay"” in double time
“such as Queen Margot liked to dance at the court of Navarre. "
The bright, pentatonic character of the melody and its lively
rhythm are in sharp contrast to the slow blues style of the
piano’s first solo entrance. The composer himself mentioned the
strong influence of jazz on the concerto in general. Such an
influence is apparent in many of his earlier works but it may
have been intensified here by his admiration for George
Gershwin’s Rhapsody in Blue, then the rage in Europe, and his
visits to Harlem to hear jazz during his American tour
The amazing slow movement reveals another influence--for it
inspired by the Larghetto of Mozart’s Clarinet Quintet K. 581

spite Ravel’s disclaimer concerning profundity in his Concerto,
this movement has such lyrical intensity that it has been called
"the perfect realization of a dream." On the other hand the wit
and verve of the last movement are reminiscent of L°Enfant et les
sortiléges, particularly the toy march fanfares which interrupt
the piano’s toccata-like passage work.




BRUCKNER: SYMPHONY #4 IN Eb MAJOR "THE ROMANTIC"

In 1868 Bruckner moved from Linz, where he was cathedral
organist, to Vienna. He was then forty-four, and had spent all
his life in the provinces, involved in church music. The move to
Vienna at first promised to be a success. He was acclaimed as an
organist from the start, and his fame spread to France and
England, where he performed to enthusiastic audiences, and was
accepted as a master by the musical establishments of both
countries. To his teaching position at the Vienna Conservatory
were added the post of organist of the Imperial Chapel and, in
1870, another position as teacher at the college of St. Anna.
Financially he was more secure than he had ever been before, and
to add to all this, his large F minor Mass was well received.
Despite the critical acceptance of his church music though,
Bruckner devoted himself almost exclusively to the symphony after
his arrival in Vienna. The Second to the Fifth were all created
between 1871 and 1876, and each was rejected by the Vienna
Philharmonic after a single rehearsal. It had taken only a few
years for the sweet promise of Vienna to sour.

Bruckner’s naivety helped to aggravate the worsening
situation. While in Linz he had fallen under the spell of
Richard Wagner’s music, and he came to revere Wagner as a dreat
master. Without realizing the ramifications of his action, the
composer dedicated his Third Symphony to his idol. This
immediately threw him into the midst of the Wagner-Brahms
conflict raging in Vienna and brought on the wrath of the pro-
Brahms faction, headed by the influential critic Eduard Hanslick.
From this point on Bruckner could not get a fair hearing for his
symphonies. In fact the premiére of the Third was an utter
fiasco.

Bruckner began his Fourth Symphony two days after completing
his Third, on January 2, 1874. The full score was finished by
November 22 of that year. As usual, the Vienna Philharmonic
rejected all but the first movement as idiotic. From 1878-80 the
composer returned to the score for a thorough revision, replacing
both the Scherzo and the Finale with new movements. In this form
it was premiéred under Hans Richter in 1881 and was one of
Bruckner’s few symphonies to be enthusiastically received by the
Viennese public. It has remained a favourite ever since.
Uncharacteristically, Bruckner provided his Fourth Symphony with
both a title, "The Romantic,"” and a programme. The first
movement, for example, supposedly represents: A citadel of the
Middle Ages. Daybreak. Reveille is sounded from the tower.
Knights on proud chargers leap forth. The magic of nature
surrounds them. The music stands on its own, but such a
programme does reveal the childishly naive side of the composer’s
character. The Fourth Symphony follows the usual Bruckner
prototype derived from Beethoven’s Ninth: a first movement of
great breadth, whose ‘elemental’ first theme emerges from silence
into a great climax, a long and lyrical slow movement (here
having the character of a funeral march), a forceful Scherzo
coupled with a diminutive Laendler trio, and an immense Finale.
Brian Black
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BRUCKNER : SYHPHONIE n 4 EN MI BEMOL HMAJEU ‘ROMANT IGUE”
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, Violin I
Brian Larson
(Concertmaster)
Monique Allen
Céline Arcand
Mdl’L Béliveau

Maya De Forest
Michéle Dumoulin

l Kevin Filewych
Sylvie Harvey
Héléne Hénault
Mitch Huang
Nancy Kershaw
Noel pr()rlc
Catherine Merklinger
Brett Molzan
Leah Roseman
Anne Simons
Rebecca Whiting

Violin II
Josée De sgagnés
(Principal)
Brigitte Amyot
Sophie Arbuckle
Joanne Buckley
Angélique Duguay
Nadia Francavilla
Claudine Gagnon
Isabelle Gosselin
Jonathan Hughes
Suzanne Labbé
Steven Larson
Pascale Parenteau
André Sirois
Karma Tomm

Viola

Nathalie Gauthier
(Principal)

Francois Bertrand
Suzanne Brown
Kay Cochran

Marie Corbeil
Ginette Gibeault
Vanessa Goymour
Linde Gregory
Jean-Frangois Groulx
Nathalie Leduc
Ronald Li

Johann Lotter
Jean-Marc Martel
Chantal Monastesse
Véronique Potvin

SYMPHONY ORCHESTRA

Cello
Emmanuel Tremblay
(l’rm(l ral)

Nathalie Beaulieu
Kathcrinc Butler
Rufus Cappadocia
Marie-Pierre Comtois
Kevin Fox
Ghislaine Gagnon
Eric Lariviére
Allister Maclean
Véronique Poulin
Guillaume Saucier
Shirley Wright

Bass

Ed Mustafa
(Principal)

Guy Boisvert
Lawrence Cutt
Mike Downes
Ian Fleet
Christine Ibbitson
Gilles Neault
Adam Over
Alec Walkington

Flute

Rhian Kenny
(Principal)
Sophie Lemieux

Oboe

Anne Dufresne
(Principal)
Maryse Fredette

English Horn
Maryse Fredette

Clarinet

Simon Aldrich
(l’rincipul)
Nathalie De Grace

Bassoon

Danielle Parent
(Principal)

Samantha Duckworth

Horn

Nathalie Fortin
(Principal)
Sherry Langlois
Daniel Moses
Katherine Simons
Olav Traa

g

Trumpet

Jens Lindemann
(Principal)
Gillian MacKay
Mark Schneider

Trombone
Ed Shepley
(Principal)
Pierre Tremblay

Bass Trombone
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