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McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



r~onday, September 14, 1937 
8:00 p. m. 

L 0 U I S E L AT U L I P P E , pianist 

student of CHARLES REINER 

This recital is presented in partial fulfilment of 
the requirements for the degree of Master of Music 
in performance. 

Ce recital fait partie des epreuves imposees pour . 
l'obtention d'une mait-v-.A·. en musique en interpretatton. 



P R 0 G R A M M E 

PRELUDE ET FUGUE en la mineur 
B~~v 897 

FANTAISIE ET FUGUE en re mineur 
Bt~V 905 

SONATE en la mineur, Op. 164 
Allegro ma non troppo 
Allegretto quasi andantin9 
Allegro vivace 

I N T E R M I S S I 0 N 

INTERMEZZI, Op. 117 

I. Andante moderate 

Johann Sebastian Bach 
(1685-1750) 

Johann Sebastian Bach 

Franz Schubert 
( l 79 7 ~ 132 3) 

Johannes B rahms 
( 1833-1897) 

I I. 
I I I. 

Andante non troppo e con molto espressione 
Andante con moto 

VISIONS FUGITIVES, Op. 22 

I. Lentamente 
I I I. A 11 egret to 

V. Molto giocoso 
VI. Con eleganza 

Yll. Pittoresco 
VIII. Commode 

X. Ridicolosamente 
XI, Con vivacita 

XIV. Feroce 
XVII. Poetica 

XVIII. Con una dolce lentezza 
XIX. Presto agitatissimo e molto 

2e LEGENDE. St. Fran~ois de Paule 
marchant sur les flats 

Serge Prokofi eff 
( 1891-195 3) 

accentuate 

Franz Liszt 
( l 811 - l 886 ) 
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CONCERT 

Pollack Concert Hall 

Saturday, September 19, 1987 

4:00 p.m. 



Comments by 

Recital by 

Guided Tour 

PROGRAM 

Dr. John 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 

Frederic Chopin (1810-1849) 

BALLADE in G minor, Op.23 

* * * * * * * * * * 



The Gradu tes' Society 
of cGil UJ iversitg 



Me ill University 
Faculty of Music 

&;U;J Pollack concert hall W Salle de concert Pollack 

Sunday, September 20, 1987 
8:00 p. m. 

T H E G E R A L 0 0 A N 0 V I T C H 

S A X 0 P H 0 N E Q U A R T E T 

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

GUEST ARTITS: L U B A Z U K and 

I R E N E U S Z U K, pianists 



P R 0 G R A M M E 

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 gi oji oso 

World Premiere 

ELEGY TO ERIC DOLPHY 

WAPANGO 

Paquito D'Rivera 

Paquito D'Rivera 

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

Theme - Genesis 
Variation 1 - Arguement 

11 2 - Opinions 
3 - ~~altz 
4 - Memories 
5 - Marche gallante 
6 - Overture 
7 - Toccata I 
8 - Toccata II 

Theme - Shalom 

Wo11ld Premiere 
Dedicated to the International Physicians for 
the Prevention of Nuclear War. 



THE GERALD DANOVITCH SAXOPHONE QUARTET was founded in 1968. Gerald Danovitch and Abe 
Kestenber9 be1ng the or1g1nal members were joined by Peter Freeman in 1976 and by Nancy 
Newman in 1978. 

TheirPollack Concert Hall performances have been recorded by the CBC and Radio-Canada 
for such radio programs as "Music From Montreal", "Arts National", "Two New Hours" and 
"Concerts-Dimanches". They have recorded on the lkGill University and CBC labels . 

Each member of the quartet teaches at the Faculty of 1·1usic at t1cGill University. \~inner 
of the du Maurier Council for Performing Arts "Search For Stars" competition in 1983, 
The Gerald Danovitch Saxophone Quartet has appeared on national television. The quar­
tet has been invited to perform at the 9th World Saxophone Congress which will be held 
in Kawasaki, Japan in August 1988. 

****** 
LUBA AND I RENEUS ZUK perform both as so 1 oi s ts and as a pi a no duo. They have appeared 
1n Canada, the USA, Europe and the Far East. They have performed and recorded for 
CBC Radio, Austrian National Radio and Polish Radio. 

Luba and her brother Ireneus have been active in promoting music by Canadian composers 
and have premiered many of their works. Se vera 1 composers have written especially for 
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. 

****** 

DONALD PATRIQUIN is one of Canada's finest composers. In 1986, his saxophone quartet 
composition "Trois ~1ois" was given its t1ontreal Premiere by The Danovitch Quartet in 
Pollack Hall. Tonight's performance of "Earth Peace I"for Two Pianos and Saxophone 
Quartet is the World Premiere. 

****** 

MICHEL PERRAULT is the eminent Montreal composer, conductor and teacher who has com­
posed and arranged numerous works especially for the Danovitch Quartet. 

****** 

PAQUITO D'RIVERA is the celebrated Cuban-American saxophone and clarinet virtuoso 
who performed with such brilliance at this summer's Montreal Jazz Festival. His two 
compositions, "Elegy to Eric Dolphy" and "Wapango" were given their World Premieres 
by The Danovitch Saxophone Quartet in 1986 and are also on the new "The Gerald Danovitch 
Saxophone Quartet" compact disc on the CBC 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 ill. 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, 

****** 

The tot al commi ssion from the sales of the art wor k and recDrdings this evening will be 
cDntroibuted to the IPPNW. 

You are i nvited to view the ar t exhib i tion in the East Low1ge during the inter·mission and 
t o mee t t he musicians over a gZarw of wine after the concer t . 



LE QUATUOR DE SAXOPHONES GERALD DANOVITCH a ete cree en 1968., Ger~l? Da~ovi tch et Abe 
Kestenberg en etaient les membres originaux. Peter Freeman s est JOlnt a eux en 1976 

et r~ancy Newman en 1978. 

Le Quatuor a recemment enregistre "Esquisses/Sketches" ~ur etiqu~tt~ McG~l~. L~s quatre 
membres du quatuor sont professeurs a la faculte de mus1que ?e l un1ver~1te ~cG1ll. _Par 
ailleurs, ils donnent de frequents concerts de musique class1que et de Jazz a Montreal. 

Le Quatuor de saxophones Gerald Danovitch a remporte le concours des "Etoi les du Maurier" 
en 1983. Grace a cette prestigieuse distinction, le Quatuor s'est produit a la tele-
vision nationale. ****** 

LUBA ZUK et son frere IRENEUS ZUK se sont produits comme solistes et comme pianistes 
duettistes. Ils ont donne des concerts au Canada, aux Etats-Unis, en Europe et en Orient. 
Ils ont presente des recitals et fait des enregistrements pour la radio de Radio Canada, 
la Radio nationale autrichienne et la Radio polonaise. Les Zuk ont beaucoup contribue 
a faire conna1tre la musique des compositeurs canadiens et ils ont interprete en pre­
miere bon nombre de leurs oeuvres. 

Plusieurs compositeurs ont ecrit des oeuvres specialement pour eux. Luba Zuk est pro­
fesseur agrege a la faculte de musique de l 'universite McGill. Ireneus Zuk est professeur 
adjoint au departement de musique de l 'universite Queen's. 

****** 

DONALD PATRIQUIN est un des plus grands compositeurs canadiens. En 1986, sa piece 
"Trois Mois", un quatuor pour saxophone, fut jouee a Montreal pour la premiere fois par 
le Quatuor Danovitch a la salle Pollack. Ce soir, vous allez assister a la premiere 
mondiale de "Earth Peace I", une piece pour deux pianos et un quatuor de saxoohones. 

****** 
HICHEL PERRAULT est l'eminent compositeur, chef d'orchestre et professeur montrealais qui 
a compose et fait les arrangements de plusieurs pieces, surtout pour le Quatuor Danovitch. 

****** 

PAQUITO D'RIVERA est le celebre saxophoniste et clarinettiste virtuose d'origine cubaine­
ameri caine qui a joue si brill amment au derni er Festival de Jazz de r4ontreal. Ses deux 
compositions, "Elegy to Eric Dolphy" (Elegie a Eric Dolphy) et "Wapango" on ete jouees 
pour la premiere fois en 1986 par le Quatuor Danovitch; on peut aussi les entendre sur 
le nouveau disque compact "The Gerald Danovitch Saxophone Quartet" sur etiquette CBC Enter­
prises. 

****** 

Les oeuvres exposees dans le Salon Est, ce soir sont d'Eva Egerszegi dont le travail a 
ete presente deja, en solo ou en groupe, au Can~da, aux Etats-Unis et en Europe. 

Durant S?n long sejour a ~aHi' ~va Egerszegi a participe, en 1982, a l'exposition d'Art 
Internat10nal: Son tr~va1 ~ gra~1 te _ autour de deux elements. Premi erement, les experien­
ces psycholog1ques et emot1ves_1mpregnees dans nos pensees et deuxiement, 1 'univers et 
ses rapports avec la rac~ huma1~e. Son art a ete influence par son enseignement, ses 
voyag~s et par son trava1l aupres .des malades mentaux. Ses toiles explorent souvent la 
relat1on entre les mondes geometr~ques et organiques et vise a integrer ce qui apparem-
ment oppose c~smo~d~s. Cec1 se reflete dans son travail; il s'y melange aussi 
des ~lements lnsplres de la technologie, de la psychologie humaine de la nature et de 
l'umvers. ' ' 

****** 

Ce .;oil' la comrrrission totale des ventes des oeuvres et des enregistrements sera vercer) 
en contribution) a l'Association internationale des ~d 
guerre nurJUaire. me ecins pour la prevention de la 

Nous vous invitons a arJ:nirer l 'e:r:position dans le Salon E.-t durant l 'entr'acte et venir 
partager un verre de v~n avec les musiciens apres le concert. 



GEORGIAN RHAPSODY Mi che l Pe rrau l t 
(dedicated to Gerald Danovitch) 

Gerald Danovitch, alto saxophone 
Luba Zuk, piano 

THREE PRELUDES George Gershwin 

Prelude l. arrangement Michel Perrault 
Prelude 2. 11 Gerry Cappucci o 
Prelude 3. 11 r,1i che l Pe rrau l t 

THE RAGTit~E SAGA 
The Entertainer 

Le Petit Negre 

Root Beer Rag 

GRAVE ET PRESTO 

Scott Joplin 
arr. Michel Perrault 

Claude Debussy 
arr. Marcel Mule 

Billy Joe l 
arr. Michel Perrault 

Jean Rivier 

This concePt is being recoPded by the CBC foP future 
broadcast on the radio program "Music From Montreal". 
Producer: Prances WainwPight. 

Le concert de ce soir est enregistre pour diffusion 
futur sur l 'emission "Music From Montreal" 2i la radio 
CBC. Realisateur: Prances Wainwright. 



EARTH-PEACE I - Theme and Variations 

Earth-Peace I was written for Luba and Irene~s Zuk.during 
the 1 ate fa 11 and ear 1 y w i n te r 19 86 I 8 7 . I t 1 s ~e d 1 c ate d 
to the International Physicians for the Prevent1on 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, Sh~lom (Peace), 
bringing the tonality and thus the symbol1sm of th~ f?ur­
teen minute work full circle. Formally, thw work 1s 1n 
two parts. Part I, Genesis and four variations, contain 
programmatic and subjective elements. Part 2 is by con­
trast abstract, culminating in the Shalom which resolves 
the accumulated energy of the two toccatas. 

****** 

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

Earth-Peace I a ete compose pour Luba et Ireneus Zuk en 
fin d'automne - debut d'hiver 1986-1987. Cette piece 
est dediee a l'association internationale des medecins 
pour la prevention de la guerre nucleaire ainsi qu'a 
Istvan Anhalt~ premier professeur de composition de 
l'auteur et considere par celui-ci comme le plus mar­
quant. Le theme d'ouverture GENESE (de la terre) ren­
ferme la matiere de depart pour les huit prochaines 
variations. Chacune d'elle est attaquee un ton ou un 
demi-ton plus bas que la precedente~ le retour final 
du theme~ Shalom (paix)~ amenant la tonalite. Ainsi~ 
le symbolisme du cercle complet de cette piece de 
quatorze minutes~ est realise. Formellement l'oeuvre 

~ 

est en deux .~arties. . L~ premiere~ la gene se et les 
quatre prem~eres var~at~ons~ contient des elements 
"programmatiques" et subjectifs. Par contraste la 
deuxieme est abstraite et culmine dans le Shalo~ qui 
resout l'energie accumulee dans les deux toccate~. 
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Friday, September 25, 1987 
8:00 p.m. 

J A C Q U E S G I R 0 U X , organ 

student of JOHN GREW 

Ce recital fait partie des epreuves imposees pour 
L"obtention d'une maitrise en musique en inter­
pretation. 

This recital is presented in partial fulfilment of 
the requirements for the degree of Master of MUsic 
in Performance. 



P R 0 G R A M M E 

~1ESSE D' ORGUE 

Kyri e 
Kyrie en taille a 5 
Fugue a 5 
Cromonne en taille a 2 
Trio en Dialogue 

Nicolas de Grigny 
(1671-1703) 

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

LIVRE D'ORGUE, Book IV 

Ouverture sur les Grands Jeux 
Duo 
Basse de Cromonne 
Reci t de Nazard 

" 

Bengt Hambraeus 

CHORALS FROM KAVIERUBANG Ill, Johann Sebastian Bach 
BWV 671, 676, 680, 688 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Friday, September 25, 1987 
8:00 p.m. 

M A R I A D 0 L N Y C K Y , piano 

student of: LJERKA BLUME 

This recital is presented in partial fulfilment of 
the requirements for the degree of Master of MUsic 
in Performance. 

Ce recital fait partie des epreuves imposees pour 
l'obtention d'une maftrise en musique en inter­
pretation. 



P R 0 G R A M M E 

CHROMATIC FANTASY AND FUGUE 
in D minor, BWV 903 

Johann Sebastian Bach 
(1685-1750) 

SONATA NO. 23 in F minor, Op.57 
11 Appassionata 11 

Ludwig van Beethoven 
( 1 7 70- l 82 7) 

Allegro assai 
Andante con moto 
Allegro ma non troppo 

BALLADE in G minor, Op. 23 

I N T E R M I S S I 0 N 

IN THE STYLE OF ALBENIZ 
BASSO OSTINATO 

CARNAVAL, Op. 9 
Preambule 
Pi er rot 
Arlequin 
Valse Noble 
Eusebius 
Fares tan 
Coquette 
Replique 
Sphinxes 
Papillons 
A.S.C.H. -S.C.H.A. 

(Lettres dansantes) 

Chiarina 
Chopin 
Est re 11 a 

Frederi c Chopin 
( 1810-1849) 

Radian Shchedrin 
(born 19 32) 

Robert Schumann 
( 181 0- 1856) 

Reconnaissance 
Pantalon et Colombine 
Valse allemande 
Paganini 
Aveu 
Promenande 
Pause 
t1arche des 11 Davi dsbUndler 11 

contre Les Philistins 

McGiZZ Records are on sale during intermission. 
Les disques McGiZZ sont en vente a Z'entr'acte. 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Tuesday, September 29, 1987 
3:00 p.m. 

W I N S T 0 N P U R D Y , baritone 

P A U L S T E W A R T , piano 



I 
DIE WINTERREISE - Franz Schubert 

The poet Wilhelm f1llller (1794-1827) would not be known today had Schubert not immortalized 
his "Die Sch~ne r~Ullerin" and "Die ~/interreise". The poems, which were written as parodies 
on Biedermeir folk poetry, were published in a collection entitled "Gedichte aus den hinter­
lassenen Papieren eines reisenden IJaldhornisten" (Poems from the posthumous papers of a 
travelling horn player), with the subtitle "Im Winter zu lesen" (To be read in winter), 

I which appeared in 1820. Those who dismiss MUller as senti~ental do him an injustice. 
Dietrich Fischer-Dieskau has written, "His poems have form, imagination and, above all, 
they are singable. One must remember, too, that he lived in an age when it was not con­
sidered ridiculous to be tender of heart and to dissolve easily into tears".* 

I If the emotions expressed in "Die Winterreise" seem extreme by modern standards, never­
theless they inspired Schubert to write his best songs. The first twelve songs were com­
pleted in February 1827 and the last twelve in October of that year. They caused Schubert 
great physical strain but may have offered him some relief from the severe headaches he 
suffered at the time . One of his closest friends, Joseph von Spaun wrote in his memoires 

I 
of Schubert, "For some time Schubert had been in a rather gloomy mood, and seemed fatigued. 
When I asked him what the matter was, he just said 'Well, you'll soon hear and understand 
WhY'· Then one day he said to me, 'Come along to Schober's today, and I'll sing you a cycle 
of terrifying songs. I am curious to see what you'll have to say. They have cost me more 
effort than any other songs ever did'. Then, with a trembling voice, he sang through the 
whole of the '~/interreise' . At this, all that Schubert said was, 'I like these songs more 
than all the rest, and you'll get to like them too'; and he was right ... there are probably 
no finer German L ieder, and they were his true swansong". 

"Die Winterreise" achieved critical accalim too. A review in the "Theaterzeitung" on 
11arch 29, 1928 said, in part, Schubert has displayed his genius in his interpretation of 
the poet. He has truly appreciated the emotions expressed in these poems and reproduced 
them in music which none can sing or hear without being deeply moved". 

Another of Schubert's friends, Leopold von Sonnleithner, sheds some light on how Schubert 
liked his songs to be sung. "Nowadays some strange views are held about the way in which 
Schubert's songs should be presented. Most people believe they have achieved the maxi­
mum possible if they perform these songs in what they imagine to be a dramatic manner. To 
this end, as much as possible is to be declaimed, even whispered, cried out passionately, 
held back etc ... I heard him accompany and rehearse more than a hundred of his songs. In 
particular, he always adhered to a strictly even tempo, except for the few cases in which 
he had expressly indicated a ritardando, morendo,acceJerando etc. in v~riting. t1oreover, 
he never permitted violent expression in their presentation. As a rule, the Lieder singer 
merely relates other people's experiences and emotions--he does not represent the person 
whose feelings he describes;poet,composer and singer must approach the Lied lyrically, not 
dramatically. With Schubert in particular, the true expression, the deepest feeling, is 
already embedded in the melody as such, and admirably elevated by the accompaniment. Any­
thing that blocks the flow of the melody and disturbs the even progress of the accompani­
ment is thus exactly contrary to the composer's intentions ... thus it is that singers with 
a good voice and simple, nat al presentation have frequently achieved a great effect with 
these songs". 

Fischer-Dieskau, arguably the greatest interpreter of Schubert Lieder in general, and "Die 
Winterreise" in particular, adds to Sonnleithner's remarks by saying that the unending agony 
leading to insanity helps unify the interpretation but, "The singer of 'Die Winterreise' 
must seek to vary his interpretation, for a continuous flow of lovely tone spread over 
twenty-four songs would lead to monotony. The singer must have no fears about the chilling 
effect which these songs can have, given the correct interpretation; he must make no con­
cessions to Austrian charm of maudlin sentimentality, and must be prepared to be criticised 
for his attitude. If these songs only please us, or stir us, or frighten us, then we are 
a long, long way from fully understanding Schubert' s personal statement".* 

*Dietrich Fischer-Dieskau, "Schubert's Songs, A Biographical Study" (1977). 



~P VOVi~' ~ 1 hlVPr 

le poete \Jilhell ! 1 iilll•r _ 'l7<J,: -~ ,;7) I'P <;~,..a!,t 1 <; r';,:~l ll:i'lli"q 
Scht.hert n'ava1t i"''"'ortalise sa 11elle ··eun1er~ e sor .O''aCJe rJ n1vr>r . 
Les poenes, qui sont des parodies de la po~sie populaire Biederre1er , ont 
ete publies dans un recueil intitul~ "Gedichte a.Js, den hinterlassenen 
Papieren eines reisenden \Jaldhorn1sten" ("Poer1es tir~s des papiers posthu:1es 
d'un corniste itin~rant"), et portant la llention "In \:inter Zll lesen" ("a 
lire en hiver"), qui parurent en 1820. Ceux qui classent "1uller parni _les 
sentir1entaux, ne lui font pas justice . nietrich Fischer -Dieskau a ~cr1t: 
"Ses poemes ont de la forme, de l'imagination et surtout, ils se chantent. 
On se rappelera, par ailleurs, qu'il vivait a une ~poque ou l'attendns­
senent et les larmes n'~taient nullement ridicules.* 

S1 les ~not1ons exprim~es dans "Le voyage d'hiver" senblent extr~nes 
nos ames nodernes, elles inspirerent neanmoins a Schubert ses meilleurs 
Lieder. En fevrier 182 7, Schubert a d~ja termine les 12 preniers chants. 
Bien qu'ils lui aient demande des efforts physiques intenses, ces Lieder 
1 'ant cependant soulag~, dans une certaine nesure , des penibles maux de t~te 
dont il souffrait alors. Un des amis les plus intines de Schubert, Josef 
van Spaun, relate dans ses Souvenirs: "Schubert ~tait depuis quelques tenps 
d'huneur sombre et semblait epu1se. Cor1ne je lui demandais ce qui se pas­
sait en lui, il me r~pondit: "Vous l'entenderez et le col'lprenclrez bientot." 
Un jour il me dit: "Viens chez Schober aujourd'hui. Je vous chanterai une 
serie de Lieder qui vous donneront le frisson. Je suis curieux de voir ce 
que vous en direz. Ils m'ont empoiqne plus que ne l'ont jamais fait 
d'autres Lieder." Et il nous chanta d'une voix ~f'lue tout "Le voyaoe 
d'hiver". ~ous fUnes stupefaits de la sombre tonalite de ces Lieder, et 
Schober dit qu'un seul d'entre eux, "Der Lindenhaun" (Le tilleul) lui avait 
plu. Ce a quoi Schubert se contenta de repondre: "A moi, ces Lieder 
plaisent plus que taus autres et un jour ils finiront par vous plaire aussi; 
et il avait raison .•• Il n'existe surenent pas de plus beaux Lieder 
allenands et ils etaient son veritable chant du cygne." 

"Die \linterreise" ravit a son tour la critique. Une critique qui parait 
dans le "Theaterzeitung" du 29 nars 1828 souligne, entre autre, que Schubert 
a compris son poete de la maniere geniale qui lui est propre. Il a pro­
fond~ment ressenti les sentiments exprines par les poemes et rendu en 
nusique ces emotions d'une fa~on qui ne peut laisser aucun ~tre sensible les 
chanter ou les entendre sans ~tre profondement touche." 

Un autre a~! de Schubert, Leopold von Sonnleithner, nous ~claire quelque 
peu su~_la nan1ere_dont ~chubert air.1alt voir ses chants interpretes. "Sur 
la man1ere dont do1vent etre interpr~tes les Lieder de Schubert existent 
aujourd'hui ••. de singulieres opinions. La plupart des interpretes croient 
avoir atteint l'art supr~me en concevant et en rendant les Lieder de la 
n~niere ~ont ils entendent le sentinent rlramatique, avec si possible force 
declamations, ~h~chotenents alternant avec cris de passion, retardenents 
etc._ .• Je 1 ~~ entendu (Schubert) plus de cent fois accompagner et 
exp~1quer ses_L1eder. Avant tout, il s'en tenait toujours a une mesure 
str1~te~ent r1~oureuse, sauf dans les cas ou il avait expressenent r:1entionne 
pa~ e~r1t_un r1tardando, morendo, accelerando, etc. En outre il ne permet­
t~lt Jana1s une expression v~hemente dans l'in erpr~tation. Le chanteur de 
L1~der_ne con~un1que en regle g~nerale que des experiences et des sentiments 
q~1 ~u1 sont_etr~ngers, !1 ne repr~sente pas lui-l'l~ne la personne dont il 
depe1nt _les en?t1ons; poete, musicien et chanteur doivent avoir du Lied une 
conception lynque, et non dra11atique. Chez Schubert, particulierenent, 



1 'expression autl]entique, 1 'emotion la pltJs profonde sont dejd presentes 
rlans la f"elodie et parfaitenent soulignees par 1 'ncconrarJnerent. Tou ce 
qui paralyse le flot de la nelodie et la progresslOn n?~juliere de l'ac­
co~paqnenent est par suite contraire ~ 1 'intention du conpositeur •.• C'est 
pourquoi des chanteurs dotes d'une bonne voix et offrant une 1nterpretat1on 
s~nplenen~ naturelle ont frequennent produit un grand effet avec ces 
L 1 ecter ••• 

nietrich Fischer-D1eskau, certainenent le plus grand interprete des 
Lieder de Schubert en general et plus particulierenent du "Voyage d'hiver", 
et aye l es renarques de Sonnl eithner en affi rnant que l 'agoni e 1 ncessante qui 
precede la folie aide~ unifier ]'interpretation mais, "le chanteur du 
"Voyage d'hiver" doit tenter de varier son interpretation, puisque le choix 
systenatique d'un joli tinbre, si agreable soit-il, pour les vingt-quatre 
Lieder ne peut que susciter la 1~onotonie. Le chanteur ne craindra pas 
l 'effet terrifiant que ces chants peuvent avoir, quand ils sont interpretes 
correctenent; il ne doit rien conceder au charne autrichien ou ~ une 
sentinentalite lar~oyante, il doit etre dispose~ faire face aux critiques 
que pourront inspirer cette attitude. Si ces Lieder ne parviennent qu'~ 
nous plaire, ou ~ nous enouvoir, ou ~ nous effrayer, alors nous somnes loin, 
tres tres loin de conprendre parfaitenent la pensee de Schuhert. "* 

*Dietrich Fischer-Dieskau, "Schubert's Songs, A Biographical Study" {1977) 



Gute Nacht/Good Night/Bonne Nuit 
I came here as a stranger, and as a s t ranger go . May brought me fl owers, the girl 
spoke of love; now the world is bleak and the road deep i n snow . I ' ll not distrub 
your dreams, I'll softly close the door. I ' ll write "Good ni gh t" on the gate so 
that you may see that I have thought of you . 
. re vi~.-ns un etr•anger. La jeune fille parla d 'amOul', la mer. ie mariagc .t'J.i ,; 
l 'amour aime voyager de sorte q,<e je s,1is parti eerivunt. ,; r la elotcJ.l'· l ... : r;ai':Jle::: 
"Bonne nuit ". 

Die Wetterfahne/The Weathervane/La Rose a Vent 
Th e wind plays with the vane on my beloved's house. I thought in my delusion it 
mocked me. Had I seen it sooner I never would have loo ked to find a true love there. 
££ v~nt ;ait tourner la PQSe} Vint Jur le toit de ma bicn- a~mfe . Par c" si]ne 
j 'tzurai.; du savoir que l ' amour . · ~diJle n 'y loge pas . 

Gefrorne Tr~nen/Froze r. Tears/Lannes congelees 
Frozen drops fall from my cheeks. My tears, are you so lukewarm that you freeze 
to ice? And yet you well so scalding from my breast as if to melt all the winter's 
ice. 
Des larmes glaqons tombent de mon visage . Est- ce que mes larmes sont froides pour 
se changer aussi en glace? Cependant elles brulent en moi aomme si elles pouvaient 
:ondr•e tout le gel de l 'hiver . 

Ers ta rrung/Numbness/Moi teur 
Vainly I scan the snow for traces of her steps. I want to kiss the ground and pierce 
the ice with my tears until I see the earth. Where to find a flower or grass? They 
are all dead. Am I to take no remembrance of her as I go? Her image is frozen in 
my heart; if my heart should melt, her image will go. 
En vain je aherche l'empreinte de ses pas sous ~a neige . <re voudrais baiser la 
terre 6t fondre la glace de mec la1mes h?Ulantes . OU trouverais-je une fleu r, de 
l ' her>b~ verte:• Tout est mort . Si mon coeur gele devait fondre , meme son image 
fondra~t . 

Der Lindenbaum/The Linden Tree/Le Tilleul 

~;r~:e ~o~ntai~ s~ands a linden tree; I dreamt sweet dreams in its shade and carved 
my eye~. ~~~ ~~u~~~ ~~~~i di pa~~ed it _ to~ay,too, and thoug~ it was dark, I closed 
find peace". The cold win~ b~!w\nc~ll~ng. Come to me, fnend,_here you shall 
many an hour away I still h "t Y l~ce, ~Y hat blew off; I dld not turn, Now • ear 1 rust 1ng, There would you find peace" 
Fres de la f antaine devant l 'entree se trouve un "ll , reves dan · ~ t~ eul , J 'ai bien sculpt{ des 

s~n ecorce . Maintenant quE- .·e suis au z · ·, d 
feuillage : liJ. tu trouverais la paix ". o~n , J enten s murmurer son 

Wasserflut/Flood waters/Le Courant 

Many a tear has fallen into the snow When th 
breaks the ice and melts the snow Snow you ~ gras~ is ready to grow, a mild wind 
through the streets. When you fe~l my t~ars glnowow,.nog, my longing. Follow my tears 

Mes ~arme~ ~rUl~tes fondent la neige a mes pieds ~ · 
ma b~en-a~ee su~s le courant du rui~seau · ' al~ 

u qu~ parte a 

that will be my beloved's house. 

tu veux trouver la mai .;on de 
neige fondue et mon chagr•in . 



Aut dem Flusse/ On the stream/Sur l a Ri vi ere 

You who chattered so merrily, how si lent you are now. A hard curs t cove rs you, 
y~u lie cold and st i ll. Into you r surface I carve my deare st 's name, t he day we 
f1rst met and the day I went away. My heart, do you see yourself in thi s brook ? 
Is there such a raging torrent under it s cru st too? 

t?i, . t, l'e me-bile tu (' ·t rnaintenan~ fig( fat' le gel. .re c'u..<lpte lt nom k ma l:icn-
a·met- J:Jr. ,' la ,;,.n•_fa~..·e I · i,]~ck et entow• n 1m et date l ' v~n u'"'r"l F.·t-e.: - Qu t:< 
Jl'Ondt f' et iYl.JC8 c'?ll3 la glace ';.)17'/C le twnulte Jan,; f11vr! ,·eir,'} 

RUckblick/Backward Glance/Regard en Arriere 

The ground blazes beneath my feet though I walk on ice and snow; but I ' ll not pause 
for breath till I no longer see the spires . How differently the town greeted me; 
the lark and nightingale sang, two maiden eyes glowed and my fate was sealed. 
Remembering that day I'd like to stumble back and stand quietly in front of her 
house. 

· c n 'U:1'l';;tei'ai · pc~.; avant avair• perdu 1.e vue la ville it m~o.;: ..;ouj'_rr::mc::s . "vnb~en 
liJ: '(r"11te etait mvn J.1'1'ivfe: tout j'leuris;;u:it pour me r•ece air>. Maint nant: .i 
voudra7

;,· retownei' et stationner•, silencieux, levant la maison d la tien - aim((. 

Irrlicht/Will-o' - the wisp/Feu-Follet 
Into the deepest chasms, will-o'-the wisp has lured me, How to escape does not 
concern me. I'm used to straying, all roads lead to the goal. Every stream wi ll 
find the sea, every sorrow, its grave . 

lJn ;'eu- '-:~lletm'a .;onduit dans une cave1ne , mais j 'ai l ' habitudc d 'etr>e [gar< 
Faeilement je retr•ou e le chemin . Tout chemin conduit en acJant , chaqe leu e t1•ouvc 
la mer, ·haque chagr·in ;;on tombeau, 

Rast/Rest/Repos 

My weariness I notice only as I lie down to re st. It was too cold to stand still; 
the storm helped blow me along. In a coalburner' s hut I found lodging but no re­
pose for my wounded limbs. 

Maint nant que j 'ai cesse de voyager> mon ,~orps ne tr>ouve pas de repos . Il r6;;,;ent 
s1,..; plaie:> b1':i1Antes et mon ecprit re..;.;ent scs douleurc . 

FrUhlingstraum/Dream of Spring/Reve de Printemps 

I dreamed of spring flowers and the singing of birds, but woke to hear the cock crow. 
When shall the leaves on the windows turn green? I dreamed of love, but woke to hear 

I 
the crowing once more. When will I hold my beloved in my arms? 

·.re revai de fleur.; pr•intanier>cs et de chants d 'oi;;eau.r. , mais me r>cveillai pow• en­
tendre la voix du coq. Quand est- ee-que les feuillp,· reprendront leur verdur>e? 
k revai d 'amour, mais me rfveillai encore au son du eoq . Quand tiendrai - je ma 
bien-aif1!i'e dan:J me bras? 

Einsamkeit/Loneliness/Solitude 
Like a dark cloud through clear skies, I go my slow, lonely way through bright joy­
ous life. Oh , the still air, oh, the bright world; while storms raged, I was not 
so wretched . 

Seul cor.me le vent dans leD cimes de: · pins , je me 'f'l'omene pal' le monde de lum~e1•e 
et de e:1lme . Quand la tempete rugeait encore je n 'ttais pa;; si malheur>eux . 



Die Post/The Poste/La Poste 
From the road a post horn sounds . Why do you l eap so, my he art? There is no letter 
for you. Why this surg i ng, my hea r? But t he pos t is f rom t he town where I once 
had a true love, my heart . Do you want t o ask how t hings are there, my heart? 

Pourquoi mon caeur sursaute.;-tu a..t ~on du ~or l~ la iiU] nr.:a pc.;tale? Il n ' :J au1•:1 
pas de 7,ettre pour toi: La po.;te vtent de la Vtlle ou tA as per~ ta bien-aim(~ . 
Que tu aimeraia a oir de ses nouvel~~J. 

Der Greise Kopf/The Grey Head / La Tete Grise 
The f rost has turned my hair grey; I thought I was an old man, and rejo~ced. But 
it melted, my hair is black again and I shudder at my youth ; ho~ far st1ll to ~he 
grave ~ From sunset to dawn many a head has truned grey, yet m1ne has not, th1s 
whole journey. 
Le givre a teint mes che eux en gris et j ' ctais ~ontent pensant que j ' wJa~s vielli . 
Mais le dCgel les a de nouveau noir•i. Q"vte je suis don.: Zein de la tomte .' 

Di e Kr~he/The Crow/La Cor neille 
A crow has followed me today, circ l ing my head. Crow, you strange creature, do you 
re f use to leave me ? Do you hope, as prey, to seize my body? Not far to go then. 
Crow, let me at last see faithfulness unto death. 
Une corneille m'a s..tiui de la ville et ne me quitte plus . Patience , corneille , 
~on voyage touche a sa fin . Montre -moi la fidelite jusqu 'a la tombe . 

Letzte Hoffnung/Last Hope/Dernier Espoir 
Here and there on trees are many bright leaves. I often stop by them in thought. 
I attach my hope to one leaf; if the wind toys with it I tremble, If it falls to 
earth, my hope falls with it. I too will fall and weep on my hope's grave. 

Par- ci par la il reste encore des .euilles sur les branches denudces et je pend un 
voeux a chacune et t remble de peur qu 'elle ne tombe . Et J quand elle tombe j e pleure 
sur la tombe de mon espoir . 

Im Dorfe/In the Village/Dans le Village 
Dogs bark, chains rattle, folk are asleep dreaming of much they do not possess, 
refreshing themselves. By morning, all will have vanished. Still, they have enjoyed 
their share. Bark, dogs, send me away. Let me not rest, I am finished with dreaming. 
Why linger among sleepers? 

Les chiens aboyent et tirent leurs chaines pendant que les hommes do1"'Jent . 
s 'eveillent essayant de trouver le monde de leurs raves sous les oreiller s . 
chiens , laissez-moi quitter le monde de ceux qui r~uent . 

Der StUrmische r~orgen/Stormy ~1orning/~1atin de Tempete 

Ceux-ci 
Aboyez 

How the storm has rent the grey sky; clouds flit about· red flames flash among them. 
T~at's what I call _a morning~ In that sky my heart se~s its own image; nothing but 
w1nter, cold and w1ld~ 

La tempete a dechire le aiel gris . Mon coeur voit dans Zes cieux sa propre ima3e : 
Z 'hiver , roid et feroce .' 

T~uschung/Delusion/Illusion 

~kindly light dan~es ahead; I follow and see it misleads the wanderer. Anyone as 
wretched as I read1ly falls for the trickery that shows, beyond ice, night, and 
horror, a warm house and a sweet soul within. Delusion is what I gain. 

Une ~umier~ m'app1dle ~c loin . Malheureux que je su ·3 , "·e ais avec plai;;ir vel'.: le 
but tlluso-z..re : une ma-z..~on et dedans une &ne tendre . 



Der Wegwe i ser/T he Si gn- post/L' ind icateur 

Why do I avoid the ways of other wande re rs and see k out hidden pa th s? I hav e done 
no wrong that I should shun men. On roads stand s i gn-post s point i ng to towns, and 
I wander on, restlessly in search of rest. One sign-post I see standing. One road 
I must tread by which no one has yet returned. 

JUl'[cAO~ C,;t - t •c - .;ue J '( •itt.. l( ' ehf'"'lin,• qo-~e le~· l;_dp c' -Jnt pr•i,;:' .T fv?,· "'1<1 • ·hu• 
.; m ,· tr •.' ,;c; .;ur• u;,' raut .;u:r...; l'.Jtv•n• . 

Das Wirtshaus/The Inn/L'Auberge 

To a graveyard my way has brought me; here I wi 11 lodge. You green 1vreaths mu s t be 
signs inviting weary travellers into the cool inn. Are all the rooms taken? I am 
tired enough to drop . Pitiless inn, do you turn me away? Well, on, then, my trusty 
staff . 

• re m 1J.:l'P.?te a un cimetiere . J ' y a- t - il pas le plac"' row· mvi , VOYr.lJeUI· . C:J.t:i.:m~'? En 
avmt 'llor:J "la canne de ;oyage , t'?u.j'?uJ·s en avant ! 

Mut/Courage 

If snow drives into my face, I shake it off, When my heart speaks, I sing. I didn't 
hear what it says, I have no ears; nor feel what it laments, lamenting is for fools. 
Merrily into the world, into wind and weather. If there is no God on earth, we are 
gods ourselves . 

. re :JeeDUe la n.eige de mon i 'age ... t ne consiJere paa le coeur craintij', mai ,' :ie 
t:ha:nte en face du temps mau.;,;ade . 

Die Nebensonnen/Mock Suns/Faux Soleils 
Three suns I saw in the sky, long and hard I looked. They also stopped and stared 
as if unwilling to go away. You are not my suns, you look others in the face . I 
had three but the best two are now down. Would the third go too ; in the dark I'd 
fare better . 

• Te vois th•is s c>~eils dan..; le ciel . Vou.; n 'etes pas me;; ::oleiz .~ . J 'ai ;:eriu lee 
deux meilleurc . Puissai-je perll"e le troisieme , Je .;erai.~ mieux duns le noir . 

Der Leiermann/The Organ-grinder/Le Joueur d'orgue de Barbarie 
Barefoot on the ice an organ grinder grinds his hurdy-gurdy. No one hears him, no 
one sees him. Strange old man, shall I go with you and sing my songs to your tune? 
!rv~.-pied.; sur la glace un .ioueur jcrv~.e de Z 'or3ue . Perr;onne n.c l 'en tends , peY',;onn.e 
ne le voit: . Dr•5le de vieu::; , puis-je t 'aucompagn.er et t.'h'111.ter• roe.-: chant a il ta rrJtlo­
di :' 





P R 0 G R A M M E 

DIE WINTERREISE (D. 911) 
( l~ i 1 he 1 m MU 11 e r ) 

1. Gute tiacht 
2. Die Wetterfahne 
3. Gefrorne Tr~nen 
4. Erstarrung 
5. Der Lindenbaum 
6. Wasserf1ut 
7. Auf dem F1usse 
8. ROckb 1 i ck 
9. Irr1icht 

10. Rast 
11. Frt1h1ingstraum 
1 2 . E i n s am k e i t 
13. Die Post 
14. Der qreise Kopf 
15. Die Kr~he 
16. Letzte Hoffnung 
17. Im Dorfe 
18. Der sttlrmische Morgen 
19. T~uschung 
20. Der Wegweiser 
21. Das Wi rtshaus 
22. Mut 
23. Die Nebensonnen 
24. Der Leiermann 

Franz Schubert 
( 1 7 9 7- 1 82 8) 

McGill Records are on sale during intermission. 
Les disques McGill sont en vente a l'entr'acte. 
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OUVERTURE DE PYGMALION 
(Adaptee au clavecin par 
Claude Balbastre) 

LA D 1 HERI COURT 

LA SUZANNE 

SONATA R.72 Dorian Mode 
Allegro 

SONATA R.77 F Sharp Minor 
Andante 

SONATA M.24 D Major 
Allegro 

I N T E R M I S S I 0 N 

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 

Claude-Benigne Balbastre 
(1729-1799 

Claude-Benigne Balbastre 

Padre 

Padre Antonio Sole 

Padre Antonio Sole 

Domenico Scarlatti 
( 1685-1757 

Domenico Scarlatt 

Domenico Scarlatt 

Jean Baptiste Forquer 
( 1699-1782 

J a c q u e s Du ph 1 Yl 
( l 71 5- l 7 89) 

Fran c;o is Cou peri n 
(1668-1733) 

Jean Phi 1 i ppe Rameau 



Eric Lussier was born in rural Manitoba with which he 
still retains strong ties. He began studying music at 
the aae 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. Ri chards on Awards. Immediately 
hereafter he attended McGill University where, as a 

student of the celebrated John Grew, he obtained a 
Licentiate in t1usic in harpsichord performance in 1979 
and a Concert Diploma in 1980. During these studies he 

n several awards, among them the Jan Lynam Award for 
Performance by a Baroque Specialist. 

With a grant from the Canada Council in 1981, Mr. 
lussier was able to complete his studies at the Cha­
teau Maintenon, near Paris, where he was a student 
of the internationally renowned harpsichordist, scholar 
and 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. 

***** 
Eric Lussier conserve des liens puissants avec la cam­
pagne manitobaine ou il naquit. Ses etudes de musique 
commencees a l'age de cinq ans~ furent poursuivies a 
l'universite du Manitoba en 19?3. Ce fut la qu~ ce 
talentueux artiste age de 19 ans entendit le clavecin 
our la premiere fois. Ce moment devait decider de sa 

re. Il completa son baccalaureat en musique spe­
cialise en piano et en clavecin en 19?6~ se me"flitant 

ux prix James A. Richardson. Il poursuivit ses etudes 
l'universite McGill ou~sous la tutelle du renomme 

John Grew~ il se vit octroyer une licence en musique avec 
specialisation en execution au clavecin en 1979 et obtint 

diplome de concert en 1980. Au cours de ses etudes~ 
il se merita de nombreux pris~ notamment le prix Jan 
Lyman qui reconnut son expertise comme artiste specialiste 

la musique de la periode Baroque. 

une bourse du Conseil des arts du Canada lui permit 
de completer ses etudes au chateau de Maintenon~ pres de 



Paris. Son maitre y fut Kenneth Gilbert) claveciniste de 
reputation internationale en tant qu'expert et artiste 
enregistre sur microsillon. 

M. Lussier est l'un des membres fondateurs de la Harpsi­
chord Association of Manitoba Inc. Get organisme nouvel 
lement forme a pour but de conscientiser la population 
au clavecin et a la musique qui lui est dediee. 

Next McGill Alumni Series: 

Friday~ October 30, 1987 at 8:00 p.m. 

ANNA SZPILBERG, piano 

works: Bach-Busoni, Skriabin~ Morel~ Chopin 
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E U G E N E P L A W U T S K Y , piano 



I 
t 

ROBERT LAi~GEVIN studied flute \~ith Jean-Paul 11ajor and Chamber Music with Otto 
Joachim at thel1ontreal Conservatory where he was awarded a fi rst prize i n each 
of these subjects. Winner of the "Prix d'Europe" in 1976,he pursued his studies 
with Aurele Nicolet at the "Staatliche Hochschule fUr tlusi k" in Freiburg, Ger­
many obtaining first prize in 1979. In 1980, he won the second prize at the 
Budapest International Flute Competition. 

Since 1980, ROBERT LANGEVIN has been associate principal flute of the Montreal 
Sy1nphony. He is also a member of "Musica Camerata Montreal" and "L'Ensemble 
de la Societe de musique contemporaine du Quebec" and he teaches at 1 'Universite 
de Montreal. He records frequently for the CBC and has been a soloist with most 
of the province's ensembles. 

RObERT LANGEVIN a re.'71port6 'leJ premiers prix de .+' lute dam; la c'lasse de oTean-Pcrv~l 
Major et de Nusique de Chambre dans la c'lasse 1 'Otto ,Toachim au Con:;err;atoir•e cte 
Mon t real . "Prix d 'Europe " 1 J76, i'l devient 'l 'e'leve d 'Aure'le Nico'let a la "Staat ­
U che Hoahschu le ftlr Nusik " de Preibur3, en A Uemagne , qui 'lu i d£cerne un pre­
mier pri x en 1979. En 1980, il r empor te le deuxieme prix au Concours International 
de Budapes t . 

Depuis 1980, ROBERT LANCEVIN est premiere flute associ{e a l 'Orahestre Symphoniquc 
de MOntreal . I'l f ait ega'lement partie de MUsica Camerata !Wntreal et de '[ 'Ensem­
ble de la Societe de musique aontemporaine du Quebe en plus d 'enseigner a 'l 'Uni ­
vers i te de Mont real . I'l enregistre regu'lierement pour la Societe Radio-Canada et 
a etc so'li ste avec 'les pr incipaux ensembles du Quebec . 

****** 

LI-KE CHANG studied piano and cello at the Central Conservatory, Beijing, China. 
In 1979, he became a student of Lawrence Lesser at the New England Conservatory 
where he received a Master's Degree. 

CHANG is a frequent recitalist and was a member of the Laurentian String Quartet. 
He has performed throughout the United States including Tanglewood and Carnegie 
Hall. He has been a member of 1 'Orchestre Symphonique de Montreal since 1934. 

LI- KE CHANC a f ait ses Ctudes en piano et en violonae'lle au Conservatoire Central 
de Bei j i ng, en Chine. En 1979, i'l est devenu 'l 'e'levc de Lawrence Lesser au New 
England Conservatory d 'oU i'l obtient une maftrise en musique . 

CHANC s'es t produi t frequemment en recital aux Etats uni~ , notamment a Tang'lewood 
et au Carnegie Hall . l'l fut auc<-i membre du Laurentian String Quintet . Il est 
membre de 'l 'Or ahestre Symphonique de Montreal depuia 1984 . 

****** 

Since his debut at age 17 with the t1ontreal Symphony Orchestra EUGEiiE PLAWUTSKY 
has appeared with New Music Concerts, SMCQ, Gropus VII, as well as duo-pianist 
with Louis-Philippe Pelletier. A frequent performer for the CBC, he was also 
pianist on the acclaimed recording, VIRTUOSO PROFILE. 

over/verso 



Mr. Plawutsky has conducted extensively with l'Orchestre des Jeunes du Quebec , 
Jeunesses Musicales, CBC and the McGill Symphony Orchestra, Concert Choir and 
Contemporary Music Ensemble. Among the compose rs whose works he has premiered 
are John Hawkins, Walter Buczyns ki, Harry Somers, and Jacques Hetu . As well , 
he has worked with the Stratford Festival, Canad i an Opera Company and Co -Opera 
Theatre. ~1r . Plawutsky is presently Professor of Contemporary Chamber f1usic 
at McGill Univ ersity. 

Der-ui.; .;e,; d'Sbut.; a l 'Orcrze.;tre Syrnphonique de Montr(aZ a l 'agr- de 17 an.:; , 
EUGENE ?LA'dUTSKY a jowi avec New Music Concerts , S JCQ, Gropus Vli et il a ega lernent 
jouJ en duo avec le pianiste Louii!-Philippe Pelletier . Il a ,;Qu ent jou{ p,1ur 
la CBC et c 'est; ~:Jmme pianiste qu ' il s 'est fait entenlr•e sur l ' enregistremen t 
si populaire de VTRTUOSO PROFILE. 

M. FlaLJutsky a dirige l 'Or hstre -le..: Jeune.- du Qu[be , Jeune..:ses Nusicales, 
la CBC, l 'Orchestre symphonique ~e McGiZZ , le Concert Choir eT Z' Ens embZe de 
nzusique contemporaine de McGill . PaY'mi les ompositeui'S dont il a donn{ l a 
premiere des ovuvres , mentionnon:; ,Tohn HaLJkins , Walter Buc:Jynski, HarY:J SomerD 
et Jacques H{tu . Il a egalement travaille pour le Festival de St rat! or d, la 
compagni~ uandienne d 'opcra et le Theatre Go- opera . M. PlaLJutsky enseigne 
actuellement la musique de chambre ~ontemporaine a l 'universite UcGilZ . 



P R 0 G R A M M E 

TRIO (1960) 

Largo misterioso - Allegro 
Largo 
Andante 
Allegro molto 

SONATA for violoncello and 
pi an o, Op. 6 ( 1 936) 

Allegro ma non troppo 
Adagio - presto - adagio 
Allegro appasionato 

I N T E R M I S S I 0 N 

DUO for flute and piano (1971) 
Flowing 
Poetic, somewhat mournful 
Lively, with bounce 

Ned Rorem 

Samuel Barber 

Aaron Copland 

VOX BALANAE (1971) George Crumb 
Vocalise( ... for the beginning of time) 
Variations on a Sea-time 

Sea-theme 
Archeozoic (Var. I) 
Proterozoic (Var.II) 
Paleozoic (Var. III) 
r·1e s oz o i c (V a r. I V) 
Cenozoic (Var. V) 

Sea Nocturne ( ... for the end of time) 
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Monday, October 5, 1987 
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M A R G A R E T K A L I L , soprano 

with 

C H A R L E S R E I N E R , piano 

and 

T H 0 M AS W I L L I A M S , violin 

McGill Records are on sale during intermission. 
Les disques McGill sont en vente a l'entr'acte. 



t1ARGARET KALIL made he r formal New York debut i n Town Hall i n Decembe r 1963 , as a 
winner of the Concert Artists Guild Award . Since that t ime she has es tabl is hed a 
wide ranging career as a singer, as well as a teacher hav i ng been Res ident Sopran o 
at several universities. She made her Metropolitan Oper a debut as the Celest ial 
Voice in Verdi ' s Don Carlo. She performed the role of Leonora i n Beet hoven 's 
Fidelio with the New Haven Ope r a Company and has s i nce performed majo r roles with 
the Metropolitan Opera and Seattle Opera companies includin g "Donna Anna " and the 
title role in "Aida". 

Her solo appearances with orchestras include performances with the New Yo rk Phi l­
hannonic, The Boston Symphony at Tanglewood, The Detroit, Dallas, New Orleans , 
Grand Rapids symphonies and the Israel Philharmonic including performances unde r 
the baton of Leonard Bernstein and Zubin Mehta. 

Professor Kalil is assoc i ate professor of Voice at McGil l University sin ce 1979, 
and has recently returned from giving master classes i n t~exico City during he r 
sabbatical year. 

C'e3t a New York que MARGARET KALIL a fait ses debuts officiels au Town Hall cm 
decembre 1963 alors qu 'elle se mcritait le grand prix de l 'acsociation ~ec artistes 
de concert (Concert Arti ts Guild Award) . Ce fut le point de depart d 'une brillante 
arriere de chanteuse et plus tard de professeur, Madame Kalil ayant 6te soprano 
r~sident dans plusieurs univeraitev . 

MARCARET KALIL fait sa premiere apparition au Metropolitan Oper>a dans le role de 
la Voix Celeste de l I opera Don Carlo de Verdi . Elle a egalement interprete le role 
de Leonora dans le "Fidelio" de Beethoven avec la rorrrpagnie d 'opera de New Haven . 
Depuis , on a pu la retrouver dans mainte role pr'n ·ipaux au Metropolitan Opera ainsi 
qu 'a l 'opera de Seattle . Citons entre autre la"u, •nna Anna"ainsi que role titre dans 
"Aida". 

Parmi les recitals qu 'elle a donne avec orchestre, soulignons ceux avec l'Orchestre 
philharmonique de New York , l 'Orchestre symphonique de Boston , ceux de Detroit, 
Dallas , Nouvelle Orleans , Grand Rapids , ainsi que l 'Orchestre philharmonique d ' IsraMl . 
Egalement elle s 'est proudite sous la baguette de Leonar:l Bernstein et Zubin Mehta . 

Professeur de chant a l 'universite McCill , depuis 1979 , MARCARET KALIL nous revient 
tout juste d 'une annee sabbatique , annee durant laquelle elle s 'est rendue a Mexico 
afin d 'y donner des cours de ma£trise . 

****** 
ALMA GRANDE - W. A. Mozart 
Madame Laura chides her unworthy admirer and feels his conduct should not be for­
given, although she remains constant. 

Mada>71e Laura reprimande son indigne soupirant et bien qu 'elle croit que sa conduite 
ne devrait pas etre pardonnee , elle demeure impassible . 

RIDENTE LA CALMA - W.A. Mozart 
Return the calm. Awake the soul. 
Retour au calme . Eveil de l '&ne . 

UN MOTO DI GIOIA- W.A. Mozart 
A tender emotion I feel in my heart which tells of the pleasure of life and love . 
I hope that all fears may be forever banished and changed into joy . 

Une tendre emotion que celle que ;ie sens en mon coeur• et qui me par•le des plaiair:: 
de la vie et de l 'amour. Pui3::ent toutes ce;; peurc etre chacr.ee.c; a ,iamai.--; et etre 
tt•QnJ , or·'11eeJ en bonheur. 



L' AMERO, SARO COST AfHE - W. A. Mo za rt 
Only one can hold me captured, Faithful f oreve r with heart enrapt ured : None can 
sever my love from me, my joy, my be l oved. 
Un seul peut me garder captive, . ·idi!le pour toujours le coeur ra·tJi ! Nul ne peut 
me separer de man amour, ma joie, mon bien-aime. 

II 

0 CEASE THY SINGING, ~1AIDEN FAIR - S. Rachmaninoff 
Oh, cease Thy singing Maden Fair - tho se songs of Georgian Land. They remind me 
of another life on a distant shore. Your piercing melodies bring memories of the 
steppes, the night and her sad face in t he moonlight - But you sing on - and again 
that vis i on returns to me. 
Cesse ce chant belle jeune fille , ces chants de la Terre Georgienne . Ils me rappel­
lent une autre vie sur un rivage lointain . Tes melodies per9xntes me font souvenir 
des steppes de la nuit , et de son visage triste sous le clair de lune . Mais ton 
chant continue et ces visions me reviennent. 

IN THE SILENCE OF NIGHT - S. Rachman i nof f 
In the silence of night your image comes again to me. I hear the whisper of your 
voice, see your beguiling smile. All the unfinished things we said come back to 
me again, near me in my dreams. 
Dans le silence de la nuit , ton image me revient encore . J 'entends le chuchotement 
de ta voix et vois ton sourire si enchanteur. Taus ces projets irrealises dont 
nous avions parlt me reviennent a l 'esprit , tout pres dans mes reves . 

HERE BEAUTY DWELLS - S. Rachmaninoff 
Here beauty dwells, the river flows thread of gold and flowers stud the green. 
No one is near but God and I, and you, my dream art nigh. 

C'est ici que la beaute demeure , la riviere coule d 'un doux fil d'or et un tapis de 
fleurs recouvre la verdure . Personne aux alentours , que Dieu , moi et toi , man reve 
inespere. 

FLOODS OF SPRING - S. Rachmaninoff 
Tho' still 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 f•1ay days 
come again, they gladly hasten to join in Spring ' s advan ce. 

Les champs sont encore tout blancs , couverts de neige. L 'arrivee des inondations 
printanieres se dessine . l-e printemps est a notre parte.' Nous sommes les messagers 
de son arrivee . Les doux et clairs jours de mai se hatent gaiement pour s 'unir a 
ce printemps qui nait . 

III 

TATIANA'S LETTER SCENE- P.I. Tchaikovsky 
Tatiana has fallen in love with Onegin after a visit he made to their house with 
Lens ~ i, t~e poet. That night she writes a long and passionate letter to Onegin 
tell1~g h1m how she feels and begging to meet him. Even though she took the chance 
of be1ng t~rned down, she outpours her heart to him with r apturous superlatives, 
and asks h1m not to be offended, and speak a word of comfort to her. 

Tati~a est ~ombee amoureu~e d ' Dnegin apres une visite qu'il fit chez elle avec 
L~sk~ .le poete . Cette nu~t , ~ll~ ecrit une longue lettre paJsionnee a l ' intention 
d Dneg~n dans laquelle elle lu~ d~t combien impatiente elle es~ de le rencontree . 
Sachant meme qu ' el~e risque d 'etre dtsillusionnee , elle lui ouvre son coeur , lui 
demande de ne pas etre offense et le prie de lui mander quelques paroles de re­
contort . 



NONE BUT THE LONELY KNOW- P.I. Tchaikovsky 
None but the lonely know my languish - alone from joy and gladness. I stare into 
the distance with tearful eyes and search for the one who knows and loves me. None 
but the lonely can understand my suffering, my longing. 

Lui seul sait mon desespoir, seule, loin du bonheur et de la Jo-ie . 
l ' horizon, les larmes aux yeux , a la recherche de celui qui m'aime . 
comprendre ma souffrance, mais .. . 

WHY - P. I. Tchaikovsky 

Je regarde a 
Lui seul peut 

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? 

P~urquoi la rose du printemps s 'est-elle fletrie? Pourquoi le chant de Z'oiseau 
est- il triste aujourd 'hui? Pourquoi la rose ressemble- t - elle a un suaire recouvrant 
Za prairie? Pourquoi le soleil est- iZ si froid comme en plein coeur de l 'hiver? 
Pourquoi sui- je plus triste chaque jour? Pourquoi~ dis -moi vite , amour, m'as-tu 
oubliee . 

AT THE BALL- P.I. Tchaikovsky 
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 waves. Your thoughtful appearance 
and your sad laughter will live 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~ 

Je t 'ai rencontre au baZ par hasard, ton visage et tes yeux etaient remplis de tris­
tesse . Ta voix ressembZait a la chanson des vagues . Ton air pensif et ton rire 
triste vivront a jamais dans mun coeur . Pendant la nuit , je vois ces yeux meZanca­
liques et entends cette voix si gaie . Je n 'en suis pas certaine, amis je crois que 
je t 'aime . 

V 

PACE MIO DIO - G. Verdi 
Don Alvaro, a young nobleman about to elope with Donna Leonora, daughter of the 
r~arquis, accidently shoots Leono.ra's father. Leonora flees to the monastery at 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 peace is in vain as she turns to 
re-enter her cave. 

Don AZvaro, un jeune homme de Za noblesse qui s 'apprete a s 'en"uir avec Donna Leonora 
la fille du Marquis , tue ce dernier accidentellement . Leonora s 'enfuit au monastere 
apres avoir supris son frere proferant des menaces . Elle revient de son reuge par 
une nuit noire pour prier, tourmentee qu ' eZZe est a la pensee de son amour dechu . 
Elle prie que Ze aiel lui apporte la paix interieure mais s 'ecrie finalement que 
c 'est en vain qu 'elle cherche la serinite et crie a la vengeance . 





P R 0 G R A M M E 

Concert aria: ALMA GRANDE 

RIDENTE LA CALMA 

UN MOTO DI GIOIA 

I 

Wolfgang Amadeus Mozart 
(1756-1791) 

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

I I 

0 CEASE THY SINGING, MAIDEN FAIR 

IN THE SILENCE OF NIGHT 

HERE BEAUTY DWELLS 

FLOODS OF SPRING 

I N T E R M I S S I 0 N 

I I I 

Aria: TATIANA'S LETTER SCENE" 
(Eugene Onegin) 

NONE BUT THE LONELY KNOW 

WHY? 

AT THE BALL 

IV 

Sergei Rachmaninoff 
(1873-1943) 

Peter I. Tchaikovsky 
( 1840-1893) 

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

S T I L L M A N M A T H E S 0 N , organ 

student of JOHN GREW 

This recital is presented in partial fulfilment of the 
requirements for the degree of Master of MUsic in 
Performance. 

Ce recital fait partie des epreuves imposees pour 
l'obtention d'une mattrise en musique en inter­
pretation. 



P R 0 G R A M M E 

OCCATA QUINTA (Secondo Libra? 1627) Giro1amo Frescoba1di 
( 1 5 83 .. l 6 43 ) 

CANZONE FRANCESE SECONDA (_Libra Primof 
1641) 

Giovanni Salvatore 
(died c. 1688) 

JOCCATA TERZA (Rome, 1657) 

ONCERTO in D minor 
(Allegro) - Grave 
Fuga 
Largo e spiccato 
Allegro 

Michelangelo Rossi 
(1601-1656) 

Antonio Vivaldi 
(1675-1741) 

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

N T E R M I S S I 0 N 

11 

INIGE KANONISCHE VERANDERUNGEN Johann Sebastian Bach 
UBER DAS WEIHNACHTSLIED "VON HH·1~1EL ( 1685-1750) 
HOCH, DA KOt·1~1' I CH HER" BWV 769 

Canone all' ottava 
Canone alla quinta 
Canto fermo in canone 
Canone alla settima 
Canon per augmentationem 

ONATA IV in E minor BWV 528 
Adagio-Vivace 
Andante 
Un poco Allegro 

ASSACAGLIA in C minor BWV 582 

Johann Sebastian Bach 

Johann Sebastian Bach 





Me 111 Un ·versi y 
Faculty of Music 

Q~ Pollack concert hall 
&)~;! Salle de concert Pollack 

Wednesday, October 7, 1987 
Thursday, October 8, 1987 8:00 p.m. 

M c G I L L S Y M P H 0 N Y 0 R C H E S T R A 

C H A M B E R S I N G E R S 

C 0 N C E R T C H 0 I R 

direction: FRED STOLTZFUS 



P R 0 G R A M M E 

ACADEMIC OVERTURE 

LIEUTENANT KIJE SUITE 
The Birth of Kije 
Romance 
Kije•s Wedding 
Troika 
The Buri a1 of Kije 

Johannes Brahms 
(1833-1897) 

Serge Prokofiev 
(1891-1953) 

I N T E R M I S S I 0 N 

MASS in C major, Op. 86 
Kyrie 

Ludwi g 

G1oria 
Credo 
Sanctus 
Agnus Dei 

soloists: Madeleine Palmer~ soprano 
Maren Nelson~ alto 
Fe lipe Carvaj a l ~ tenor 
Winston Purdy~ bass 



I 

I 

BRAHMS : ACADEMI C FESTI VAL OVERTURE 

!)n MarC'b 11. 1878 +,he Untversi y of Br~slRu conf~rred upon 
BrRhms an honorary doctorate in recognition ot his position as 

t irst among r·ontP.mporary mas+Prs of SPrious TTillSlr:: --an honour 
which immedi.<ttt=>ly provokt=·rl the ,lealotH' wrath of Rir-hard Wagner. 
Whil~ Brahms did not attend the degre~ r~remony, he ~hawed his 
apprer-1a 1on in lBAO hy writ1ng a new work dedicated to the 
llniversity--The Ac ade111 ic Fe stival Ov er ture 

Shortly after its completion, the composer flippantly 
referred to h1s recent creation as 'a cheerful potpourri of 
student ~ongs a la SuppeL " This comment is typical of Brahms · s 
self-denigrRting humour, but it is also indicative of the 
over ure's high spirits. There are four such student songs in 
the work: "We have built a Stately House.' which first appears 
in a s1mple chorale-! ike set,t.ing; the lyrical ' Der Landsvater" ; 

Was kommt dart van der Hoh'," a humorous freshmen's song first 
g iven to the bassoons and oboes; and a final rousing rendition of 

Gaudeamus Igitur." 

SERGE! PROKOFIEV: SUITE FROM LT . KIJE 

Although Prokofiev left Russia during the turmoil of the 
revolution and the ensuing civil war, his heart remained true to 
Hs bi rt.hpl Rce. Unlike his fellow r.ountrymPn Stravinsky and 
Rachma ninov, Prokofiev gradually gravitated back towards his 
home land. By 193~ he was officially fl resident of Paris but 
spent a great deal of time on tour in the Soviet Union, where he 
had an apartment in Moscow. In t',he spring of that year the 
Len ingrad director A. Feinzimmer asked Prokofiev to write music 
f o r his film Lt. Kiie --the composer's first commission from 
Sov iet Russia He accepted gladly and completed the score during 
the summer in Paris. Not only was the work for a medium Prokofiev 
g reatly admired, but the story appealed particularly to his 
b iting sense of humour and sarC'asm and inspired some of the 
composer's wittiest WJsic. 

The film is set in St.. Petersburg during the reign of the 
half-mad Tzar Paul I, whose harshness and depravity led to his 
assassination in 1801. Through a clericaJ error. the name of a 
non-existent Lt. Kije is entered in the military roles. The 
bu r eaucrats soon seize upon the advantages in this slip, for the 
unfortunate Lieutenant becomPs a convenient scapegoat for a host. 
of military errors and failur~s. which ear s him the displeasure 
of the Tsar and exile in Sweden. The Tzar relents though, anrl 
Kije is reC'alled . Then. quit.P naturally, Paul I PXpresses a 
desi r P to see the famous lieutenant, but before the interview can 
take plare, poor KijP mysteriously dies and receives a hero's 
burial. AftPr the rel~asP. of the film, Prokofiev extracted a 
fiv~ movement symphonic s11i P enC'apsulating the lieutenant-'s life 
trom the cradlP to the gravP--or, more appropriately. from the 
t 1 rst slip of th~ p .... n .n the lA.st. strnke r,f bP erasPr. 



BEETHOVEN: MASS IN C MAJOR OPUS 86 

Pr1nce Nikolaus IJ Esterhazy was a rlf'vnt.eP .-,f musir,, 
particularly church music. It was his custom to have a new Mass 
performed each year in the Esterhazy palace at Eisenstadt in 
celebration of his wife's name day. ThP first six. from 179b to 
1802. were composed by none other than Joset Haydn, the prinre's 
Kapellmeister. The high quality of these works and the fame of 
their composer may account for Beethoven's unusual nervousness 
when Prince Nikolaus approa~hed him in 1807 for that year's Mass 
Yet, despite his lack of experience with r-h11rch music. and t.hP 
inevitable comparisons of his new Mass with those masterpieces of 
his former teacher, Beethoven undertook the task, taking great 
pains to assure that his music fit the conventions at Eisenstadt. 

The Mass was begun in the spring of 1807 and the project 
continued into the summer, first at Baden, then 1'1. Heiligenstadt, 
near Vienna. Beethoven had interrupted work on his Fifth 
Symphony to accept the commission, but as the Mass progressed he 
returned to the Fifth and even sketched some ideas for his 
Pastoral Sy•phony. The premiere of the new work on September 1~. 
1807 was not a success. All the prince could say after the 
performance was: "But •Y dear Beethoven, what is this you have 
don~?," and his sarcasm was seconded by the laughter of his new 
Kapellmeister Hummel. Beethoven, on the other hand, was 
convinced of the worth of the Mass. In fact, it remained a 
favourite of his throughout his life. When he offered it to the 
publisher Breitkopf und Hartel in June 1808 he proudly drew 
attention to his novel handling of the text. Later. when the 
publisher brought out an edition of the Mass with a free 
rendering of the text in German, Beethoven rliscussed the new 
German version with Breitkopf. His comments reveal in part his 
musical intentions. Particularly interesting is what he had to 
say about the Kyrie, the music of which frames the Mass as a 
whole: "The general character of the Kyrie is devout sub•ission, 
truly profound religious feeling, 'God have •ercy upon us" 
without •ournfulness. The basis of the whole is gentle, ••• " 

Another German text. was wri tt.en for the Mas;, ttfter i t'.s 
publication, by a certain Benedikt Scholz of Silesia. In April 
1823 this second version was brought to Beethoven. According to 
his biographer Anton Schindler, when the composer read the words 
to the 'Qui Tollis' of the 'Agnus Dei' tears streamed from his 
eyes and he exclaimed: Yes, that was what I felt when I wrote 
this!" Although Schindl~r·~ veracity has often bePn quPstioned, 
the words of this German text do echn the expressions of fA.ith in 
the love of God and patience in suffering found in Beethoven's 
diary. The text of the Qui Tollis is: "He bears even the sinner 
with .gentle love, with true fatherly care, full of pity, he looks 
graciously down fro• above. He is the support of the weak, the 
help of those in affliction" the hope of those weary of l~fe. he 
ls the Lord; no cry to hi• is unheard, no tear is shed in 
vain .... " 

RriF1n BlA.ck 



BRAHHS: OUVERTURE POUR UNE F'tTE ACADtMIQUE 

Le 11 mars 1879, l'universite de Breslau confere a Brahms un doctorat 
honorifique afin de reconnaitre son rang de "prenier parni les r.~aitres 
contecporains de musique serieuse", honneur qui provoque immediatement la 
colere jalouse de Richard Wagner. feme s'il n'assiste pas a la ceremonie de 
collation des grades, Brahms montre sa reconnaissance en 1880 en composant 
une nouvelle oeuvre dediee a l'universite. C'est l'Ouverture pour une fete 
acadeaique. 

Peu apres en avoir termine la composition, Brahns decrit en termes desin­
voltes sa nouvelle oeuvre comme "un joyeux pot-pourri de chansons etudiantes 
a la Suppe". Cette remarque est caracteristique de la tendance qu'avait 
Brahms de se moquer de lui-meme, mais elle reflete egalement le caractere 
joyeux de l'ouverture. On trouve de fait quatre chansons estudiantines dans 
l'oeuvre: "We have built a Stately House", qui apparait d'abord sous une 
forme rappelant un simple choral, "Der Landsvater", au caractere lyrique, 
"Was kommt dort von der Hoh", joyeuse chanson de "verts" confiee aux bassons 
et aux haut-bois, et une interpretation entrainante de "Gaudeamus Igitur". 

SERGE! PROKOFIEV: SUITE LE LIEUTENANT ItiJt 

Meme s'il avait quitte la Russie au plus fort de la Revolution et de la 
Guerre civile qui s'ensuivit, Prokofiev etait reste fidele au lieu qui 
l'avait vu naitre. Contrairement a ses compatriotes Stravinsky et 
Rachmaninov, Prokofiev s'etait peu a peu rapproche de sa patrie. Des 1933, 
residant officiellement a Paris, il passe neanmoins une grande partie de son 
tenps en tournee en Union sovietique, et occupe un appartement a Moscou. Au 
printemps de cette meme annee, le realisateur A. Feinzimmer, de Leningrad, 
demande a Prokofiev de composer la musique de son film Le lieutenant 
Itije; c'est la premiere commande que re~oit le compositeur de la Russie 
sovietique. 11 accepte avec plaisir et termine la partition pendant l'ete, a 
Paris . Non seulement compose-t-il pour un art qu'il admire beaucoup, mais le 
scenario plait particulierement a son esprit mordant et caustique, et lui 
inspire l'une de ses oeuvres les plus spirituelles. 

L'histoire se passe a Saint-Petersbourg sous le regne du Tsar Paul 
rer, monarque a demi-fou, cruel et deprave qui fut assassine en 1801. 
Par suite de l'erreur d'un commis, un lieutenant Kije, personnage fictif, est 
porte a la liste des effectifs militaires. Les bureaucrates saisissent im­
mediatement tout l'avantage qu'ils peuvent tirer de cette erreur. Aussi le 
malheureux lieutenant devient-il le fort commode bouc-emissaire d'une serie 
de deboires et d'echecs militaires, pour lesquels il encourt la colere du 
Tsar et est exile en Suede . Mais le Tsar s'apaise bientBt et Kije est rap­
pele . Paul rer denande alors naturellement a voir le celebre lieutenant, 
mais avant que la rencontre ne puisse avoir lieu, Kije meurt mysterieusement. 
On lui fait des funerailles de heros . Apres la sortie du film, Prokofiev a 
tire de sa partition une suite symphonique en cinq mouvements racontant la 
vie du lieutenant du berceau au tombeau, ou plutBt du prenier trait de plume 
au dernier coup de gomme a effacer . 



BEETHOVEN: HESSE EN DO KA.JEUR OPUS 86 

Le Prince Nicolas II Esterhazy etait un fervent amateur de musique, 
particulierement de musique d'eglise. Il avait coutume de faire executer une 
nouvelle messe chaque annee, au palais Esterhazy, a Eisenstadt, le jour ou se 
celebrait la fete de la Sainte Patronne de sa femme. Les six premieres mes­
ses executees ainsi de 1796 a 1802 avaient ete composees par nul autre que 
Josef Haydn, maitre de chapelle du Prince. L'excellence de ces oeuvres et la 
reputation de leur compositeur explique peut-etre la nervosite inhabituelle 
de Beethoven lorsque le Prince Nicolas lui demande en 1807 de composer la 
messe devant etre executee cette meme annee. Malgre le peu d'experience 
qu'il a de la musique d'eglise et les cooparaisons inevitables que sa nouvel­
le composition allait susciter avec les chefs-d'oeuvre de son ancien maitre, 
Beethoven se met cependant a la tache et se donne beaucoup de mal pour 
s'assurer que sa musique respecte les conventions en vigueur a Eisenstadt. 

Il en entreprend la composition au printemps 1807, et poursuit son 
travail pendant l'ete d'abord a Baden, puis a Heiligenstadt, pres de Vienne. 
Il avait cesse de travailler a sa cinquieme Symphonie pour remplir cette 
conmande, mais, la composition de la messe avan~ant, il retourne a la 
cinquieme Symphonie, et note meme quelques idees pour sa Sy.phonie 
pastorale. Donnee pour la premiere fois le 13 septembre 1807, la Messe n'a 
pas de succes. Apres !'execution, tout ce que le Prince trouve a dire est: 
"Hais, mon cher Beethoven, qu'avez-vous done ecrit?", sarcasme auquel 
fait echo le rire du nouveau maitre de chapelle, Hummel. Beethoven est quant 
a lui convaincu de la valeur de sa messe, qui est, de fait, restee toute sa 
vie l'une de ses oeuvres preferees. Lorsqu'il l'offre a l'editeur Breitkopf 
und Hartel en juin 1808, il attire avec fierte !'attention de ce dernier sur 
la nouvelle maniere avec laquelle le texte est rendu. Plus tard, lorsque 
l'editeur fait paraitre la messe accompagnee d'une traduction libre du texte 
en allemand, Beethoven discute avec Breitkopf de cette nouvelle version 
allemande. Ses remarques revelent en partie quelles etaient ses intentions 
musicales. Il est particulierement interessant de noter ce qu'il dit du 
Kyrie, dont la musique encadre en quelque sorte toute l'oeuvre: "Le 
caract~re general du Kyrie en est un d'huable souaission, de profonde ferveur 
religieuse, 'Seigneur prends pitie', sans tristesse. L'enseable expriae un 
sentiaent de douceur ••• " 

Une autre version allenande du texte fut redigee apres la publication de 
l'oeuvre par uncertain Benedikt Scholz, de Silesie. En avril 1823, cette 
seconde version est transmise a Beethoven. Selon son biographe Anton 
Schindler, Beethoven, en lisant les paroles du "Qui Tollis" de 'l'Agnus Dei', 
est gagne par les larmes et il s'exclame: "Oui, c'est ce que j'ai ressenti 
en ecrivant eels!" Bien que la veracite des dires de Schindler ait ete 
souvent remise en question, les paroles de ce texte allemand font veritable­
ment echo aux expressions de foi en l'amour de Dieu et de patience dans la 
souffrance que l'on retrouve dans le journal de Beethoven. Le texte du Qui 
Tollis est le suivant: "Keme au pecheur, il fait douceaent sentir son 
aaour; avec une affection toute paternelle et une grande coapassion, il se 
penche tendreaent sur nous; il soutient le faible et vient en aide aux 
affl~ges; il donne espoir a ceux qui sont las de vivre; il est le Seigneur; 
il nest sourd i aucune plainte et pas un pleur ne lui echappe ••• " 

Brian Black 
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M ill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

Friday, October 9, 1987 
8:00 p.m. 

M c G I L L C H A M B E R W I N D S 

direction: ROBERT GIBSON 

C 0 N C E R T B A N D 

direction: TOM TALAMANTES 



P R 0 G R A M M E 

OCTET 
Overture 
Scherzo 
Andante 

r~cGILL U!HVERSITY CHAMBER WINOS 

Claude Pascal 

Mouvement perpetuel 
Rhian Kenny~ flute 
Sophie Lemieux~ flute/piccolo 
Maryse Fredette~ oboe 
Simon Aldrich~ clarinet 
Marie-Jose Morais~ bassoon 
Samantha Duckworth~ bassoon 
Nathalie Fortin~ horn 
Mark Schneider~ trumpet 

~~ooos Lori s Tjeknavori an 

Diane Lacelle~ oboe 
Percussion: Franqois Gauthier 

Bria:n McCue 
Mike Emenau 
George Clarke 
Claude Roy 

ELEGIKON Miroslav Hlavac 
Protest 
~~edi tace 
Postludium 

Jean Trottier~ piano 

PARADE Bengt Hambraeus 



I 
Piccolo 
Mary:rllen Swayne 

Flute 
Lana Betts 
Katherine Prinz 
Tamara Franz-Martin 
Lora Nesbitt 
Barbara Pike 
Veronique Tetrault-David 
Franc;ois Collard 

Oboe 
t1arc Ouellette 
Cynthi a Flower 
Peter Ga 1 

-~_1 ish Horn 
Marie Veillette 

Eb Clarinet 
Gai 1 Warren 

Bb Clarinet 
JlTl-Ann MacDowe 11 
t1ark Pi howi eh 
Stephen Robb 
Annie Grenier 
Janice Finlay 
Payl i g Oltaci 
Helen Dobrovolny 
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Brendan Cass i dy 
Cynthia Winikoff 
Bill Prouten 
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Kath 1 een Logan 
Derek Kress 
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CONCERT BAND 

Trumpet 
Shawn Spicer 
Ron Poh 1 
Douglas Thrower 

Bassoon 
Suzanne Nelsen 
William Davidson 

?axophone (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 
Franc;ois Dolbec, alto 
Tim Brock. a 1 to 
Peter Zsebik, tenor 
Anne Polito, baritone 

French Horn 
Melody Diachun 
Stephen Woodside 
Dan i e 1 Coste 11 o 
Ju 1 i a McRae 
Tanya Davediuk 

Trombone 
Patrice Richer 
Franc;ois Godere 
Jackie Abbott 
Stephen Ransom 
Dav id Lab recque 
Patricia Jaansalu 
Frederic Lair 
Joe Soussan 

Euphonium 
Patricia Jaansalu 
Frederic Lair 

Tuba 
Moen Hossain 

Percussion 
Pierre Montplaisir 
Cheryl Prashker 
David Laing 
Dan i e 1 Lemay 
Chris Luce 

!1anage':_ 
Annie Grenier 

Librarian 
Peter Zsebik 





I N T E R M I S S I 0 N 

CONCERT BAND 

FESTIVE OVERTURE 

SUITE FRANCAISE 

TOCCATA t~ARZIALE 

Dmitri Shostakovich/ 
Donald Hunsberger 

Darius Milhaud 

Ralph Vaughan Williams 

INCANTATION AND DANCE John Barnes Chance 

******** 
McGILL CHAMBER WINDS 

Flute/Piccolo 
Rh i an Kenny * 
Sophie Lemieux 

Oboe 
Diane Lacelle * 
r~aryse Fredette 

I.Q_gl~ Ho ri!_ 
Robin Joss 

Clarinet 
Simon Aldrich * 
Nathalie de Grace 
Bass Clarinet 
Beatrice Gratton 

Bassoon 
Samantha Duckworth 
t1a r i e- J os e ~1o r a i s * 

Contra-Bassoon 
-Patri ci a r.1ad-1Llllen 

French Horn 
Me 1 ody Di achunn 
Nathalie r-ortin * 
Daniel Moses 
Olav Traa 

}rum~ 
Claude Barry 
Jens Lindemann * 
Mark Schneider 
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-Pi er re Tremb lay 
Ed Shepley * 

Bass Trombone 
Peter Collins 
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Sylvain Picard 

Percussion 
Fran~ois Gauthier 
Bri an ~1cCue 
Mike Emenau 
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Cl aude Roy 

*denotes principal 
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M ill University 
Faculty of Music 

•~ Pollack concert hall W Salle de concert Pollack 

Tuesday, October 13, 1987 
6:00 pm - 11:00 pm 

A L C I 0 E S L A N Z A SOLO 

A MARATHON CONCERT 

I with 

I Keyboards, Tapes, Film and Slides 



P R 0 G R A M M E 

18:00 

LIBRO PARA EL PIANISTA (1961) 

LYRA (1980), for piano and 
tape recorder 

DANS LE CREPUSCULE DU SOUVENIR 
(1977-30), for piano 

# 4 
# 5 

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

19:00 

Luis de Pab1o 
(Spain, b. 1930) 

Davi d Keane 
(USA, b. 1943) 

Brian Cherney 
(Canada, b. 1942) 

Ann Silsbee (USA) 

Claurie Schrver 
(Canada, 1959) 

LO UNO Y LO OTRO (1977), for piano Mariano Etkin 
(Canada; Argentina, b. 1g43 ) 

NUIT (1978), pour piano 

+ PIANO MUSIC 1985 

I-II-III-IV 

Jean Papineau-Couture 
(Canada, b. 1916) 

Gitta Steiner 
(USA, b. 1943) 

Cinema - ENTR'ACTE SYMPHONIQUE DE Eric Satie 
"RELACHE" ( 1924) - music for the (France 1866-1925) 
film by Rene Clair and Francis Picabia 

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

I N T E R M I S S I 0 N 

Richard Bunger 
(USA, b. 1943) 



BACCHANALE (1938), for 
prepared piano 

20:15 

12 TWELVE TONE PIECES for 
children (1959), for piano 

John Cage 
(USA, b. 1912) 

Otto Joachim 
(Canada; 

Germany, b. 1910) 
Harch-8less you-Full Moon-Snowy morning-
Plastic Soldier-! am tired- Gossip-
King Neptune- Timmy the dog- Catch-
Caught (or almost)- Mirror 

(2) (3) PLECTROS III (1971-I), for 
piano and synthesized sounds 

alcides lanza 
(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) 

21:15 

TRES CANONS EN Josep Maria Mestres-Quadreny 
HOMENATGE A GALILEU (1965), (Spain, b. 1929) 
for piano and three tape recorders 

MYSTRAS (1962), f.or piano Bruce Mather 
(Canada, b. 1939) 

I ( 4) PETITE t~1USIOliE SEi'JTH·1ENTALE 
(1984), pour piano et bande 

Yves Daoust 
( Can ad a , b . 1 9 46 ) 

I 



(5) ANY RESEMBLANCE IS PURELY 
COINCIDENTAL (1980), for piano 
and tape 

ALBUM DE VALSES (1973), para 
piano 

6 YANTRA VI (1976-79), for 
piano and tape 

22:16 

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

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

EVOLUCIONES (1963), para piano 

MOVIL I (1968-69), para piano 

MIRRORS (1978), for pianist and 
tape recordist (Version II, with 
prepared piano) 

Charles Dodge 
(USA, b, 1942) 

Oscar Bazan 
(Argentina) 

Sergio Barroso 
(Canada; 

Cuba, b. 1946) 

alcides lanza 

John Celona 
(USA) 

Alberto Villalpando 
(Bolivia, b. 1940) 

Manuel Enriquez 
U·1ex i eo, b. 1926) 

Richard Bunger 

************* 
piano, digital synthesizer: alcides lanza 
sonorisation: Eric Johnstone, Slobodan Popovic, 

Lau ri e Radf ord 
technical assistance: Gn1S: Brent Lee, Fran~ois Gauthie 

************* 
+ ~ Canadian premiere 
(_l) Tape part realised at the Electronic ~1usic Studio, 

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

McGill University, Montreal, Quebec. 
(3) Tape 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, 

Rrooklyn College, N.Y, 



CBC~McG·I 
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CBC Radio in cooperation with 

the Faculty of Music at McGill University 
presents 

THE CANADIAN PIANO TRIO 

Jaime Weisenblum9 violin 

Nina Tobias9 cello 

Stepluuaie Sebastian9 piano 

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

The Canadian Piano Trio was formed during the summer of 1983, and 

played its premiere performance at Carnegie Recital Hall the following 

ATOl:ember. The Canadian Piano Trio has toured major centres in Canada 

and the Cnited 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 Xovember of this year, the Trio will make it's London debut at Royal 

FestiL'al Hall. 

The Canadian Piano Trio records for Fanfare Records. 

Jaime Weisenblum is a graduate oftheJuilliard 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 

A-I usic From M arlboro, was a member of the Brooklyn College Trio, and has 

concertized as soloist throughout North America, South America, and 

Europe. 

1Vina Tobios, 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. Iler tours have 

taken her throughout North America, Europe and the Soviet Union 

Stephanie SeiHutian., 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 CO~CERT 

~1onday, November 16 - 8:00p.m. 

Paal Stewa.rt - piano 

Mlehael MeMahon - piano 

ltlusle for Piano Solo and Piano Four Hands 

Widor. Roussel, Ravel, Pieme, Gershwin & Szymanowski 



PROGRAMME 

Trio, in A maJor, HBxv/18 

Allegro molto 
Andante 
Allegro 
Finale 

Trio, in G minor, Op. 26 

Allegro moderato 
Largo 
Scherzo 
Finale 

Bagatellen 

INTERMISSION 

Trio, No. 1 in D minor, Op. 63 

~lit Energie nnd Leidenschaft 
Lebh~ doch nicht zu rasch 
Langsam, nlit inniger Empfmung 
)lit Feuer 

Joseph Haydn 
( 1732-1809) 

Antonin Dvorak 
(1841-1904) 

liurt Sehwe:rtsik 
(1935- ) 

Robert Sehumann 
(1810-1856) 

This evening's concert will be broadcast 
on Thursday, November 4th, 

on "Arts National", 
CBC Stereo 93.5 at 8:00p.m. 

Producer: Prances Wainwright 
Production Assistant: Edward Wolk 



YOUR KEY TO I\IIORE GOOD MUSIC 
RADIO GUIDE is 

a lively, 
entertaining 

monthly guide 
to all that•s new 

on CBC Radio 
and CBC Stereo, 

including 
day-at-a-glance 

program listings 
... in-depth 

features and 
profiles ... and 

previews of 
upcoming 

programs of 
special interest. 

RADIO GUIDE also delivers invaluable consumer tips each 
month in Listening, a special column in which music critic 

and broadcaster Clyde Gibnour reviews the latest recordings 
and audio equipment. And beginning with our October issue, 

you'll find regular columns by more of your favorlte on-air 
personalities, like Peter Gzowskl, not to mention our new 
previews section and a monthly calendar of live concerts 

sponsored by the CBC across Canada. 

You'll appreciate the exciting new dimension that RADIO 
GUIDE adds to your listening. Subscribe now at a special 

promotional price of $18.95 and get your first issue free. Just 
call 285-4040 and ask for operator # 192. Or write to us at: 

RADIO GUIDE 
CBC Enterprises 
P.O. Box 6440 
Station A 
Montreal, Quebec 
H3C 3L4 



McGill Unive 
Faculty of Music 

&;J.~ Pollack concert hall W Salle de concert Pollack 

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 & 
Cesar Franck 

MARTIN FOSTER, violin/ violon 

EUGENE PLAWUTSKY, piano 



October 19, 1987 
8:00 pm 

JOHANNES BRAHMS 
(1833 - 1897) 

1 e 19 

SONATA in G major/sol majeur, Op.78 (1878/79) 

Vivace ma non troppo 
Adagio 
Allegro molto moderato 

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

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

SOANTA in D minor/r~ mineur, Op.l08 (1886/88) 

Allegro 
Adagio 
Un poco presto con sentimento 
Presto agitato 



I 

I 
The \ ' iolin Sonatas of Orahms 

Ft·om the earl\ 1860's unti 1 his death, Johannes Brahms ( 1833 
- 1897) spent most of his summers in various countr:v retreats 
throue:hout southet·n Germanv, Switzerland, or Austria. It 1.-as 
durine: these summer reprieves from the busy tourin.g schedule 
l"hi.ch ocr-upied his winter months that Brahms composed most of his 
finest. music, including the three violin sonatas. As a 
~ruup these sonatas must ranJt among his most intimateh 
impassioned h"Ork, t.hough this is achieved by means specific to 
each sonata. All three sonatas were premiered by Joseph Juat:him, 
Brahms' winter touring partner: the first two were e\·en 
dedicated to him, while the third was dedicated tu conductor Hru1s 
von Bi.ilow. 

In the summers of the years 1878-79, Brahms wrote his first 
violin sonata, op. 78, the so called ''Rain Sonata (Regen 
Sonatel," in G major, at Portscach in southern Austria. "I mus1 
send you a line to tell you hoh" deeply excited I am over your 
sonata," wrote Clara Schumann to Brahms. "After the fi.n.t 
delicate charming movement, and t.he second, you can not ima.gin 
my rapture, ~. . .-hen in the third I once mort=> found m~ passionate},\ 
loved melody with the delightful quaver rhythm." The melody to 
which Schumann refers is a <.lirect quotation of Brahms' own song 
"Walle, Regen, ·· op. 59, no.3 - hence the origin of t.he sonata's 
nickname. 

\valle, Regen walle nieder 
Wecke meine alten Lieder, 
Die h"ir in der Ti.ire san~en 
Wenn die Tropfen drauBen kl~en! 

~achte ihnen h"ieder lauschen 
Jhrem sussen, feuchten Rauschen, 
~~ine Seele sanft betauen 
Nit dem frommen T\.inder~rauen -

Stream down, rain; 
awaken my old son~s, which 
we used to si~ at the door 
when the drops were pattering 
outside! 
Would that I could listen to 
you again, hear your s1..;eet 
plashing, and steep my soul 
sufUy in the hu l y a~·e of 
childhood. 

Though the soru! theme is quoted in its entirety onh· in the 
last mm·ement., its spirit pervades the entire work. The 
principal theme of the fit·st mm·ement, a fragmented, delicate 
seriPs of dotted up-beats anchored on a progression of quiet 
block chords in the piano, lx:n-rows its 'three D' s' dotted rhvthm 
from the ''V.'alle, Regen ·· theme in the third movement. The 
sPcondar~· theme c1mtt·ast.s great 1;-.· b:-. its sutging l;>Ticism, ~.:hi le 
t.he transition bet.hePn the themes, and much of the developnent is 
ehar·a, ' teriz.P~l bv t.he !rind of rh,\thmic - harmonic shifting and 
hemiolas that. appear so often in Brahms' 1-10rk. But it is the 
easP. and c'omfl;t't. offet·ed by the pr·incipal theml~ that impresses 
Lhe listener in t h i.s mm cment: its retut' n at t.he beginning of 



the de\·elopment in the piano arcompanied b:. pizz i cato violin, and 
in the tonic minor just before the recapi tulat.ion are two such 
poi~nant moments. 

The s econd movement, in E flat major (Ada,a.:;iu- pi.u AndaniPl, 
eA~lores the contrast between a lyrical theme presented by the 
piano which begins the movement and a funeral marc h idea closel~' 
related rhythmically to the dotted upbeat 'three D's' idea of 
"Walle, Regen" and the princ ipal 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 (Alle~ro molto 
moderate) . Now the "Walle, Regen" song theme is used as the 
princ ipal 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 repetition of the dotted upbeat 
'three 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 
idea that unites the movement in an eA~berant 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 - Dl 
motive in the violin as its principal melodic idea. As in 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 agitatol, 
an agitated, turbulent affair that demands great technical 
precision from its performers. 



I 
Du r:h?but. de·<;.; dl"llldH,-•c; u::u,o) )lLof.IU 'n Sd mur·i ' .JohdiHlF..'!S 

ltr·ahm:;; (ltJ.::.~.-1H"i'7) p..:ts•-n Jd plttp<~t~t cle> "•PS E:"ll0•- rc-tJrl'·' .;:l lc,t 
C<1mpaqne E~n St . .ll c'>~SI?, en r-ktt.t- 1. <:he uu Clans l t? c;ulJ eh~ .l ' ~~I. 1 Pm.< -
qne. L' est. a.u cuut· s dr cr;:s men =:. d t:~t1.'>, qu1 mar quent un 
r·epil. par r-,3ppcwt .• ,~u:-: i·Durru:~es d•2 •:nnc-pr·t 6pttt'"'"''''l"~'"' qut 
oc:cupent I_ 'hlVPt', que? [trahms cc>mpc•se c:;a pJ.u< belle rnu:'>lqtH?., 
nnt..ammE?nt. lr:>"> tr·n.t•:; c.;;urt<'lt>.!s pour vtolnn. i "nsr?mbl.r;!, ces 
sonates dcnvent flqurpr parm1 LE-~~• oE>uvr·t-'!~-· l£~s plt\•, J.rttimP::, 
et l!?~.; plu!.; pasc,lonrH2tO'?":; du cnmpo•:;lh?Ltr·, LilC"f• qt.l 1l .=ut 
F~mpl oy12 des moyE:ns.; ciJ f+€•r.-~rd .. s dans ch<:HiUP SCJflc>tP puur c:r-r'"F>t-
Le clunat. LE'S tro:Lt? ::;uned:Ps nnt 12h2 .iottl.:>r~~> pnt.tr la 
pr l"llll f!l''e t rn s pi:.'ll'" aoE",Pph ,)oachJ m, ll'? Pdl' tr··nai r·e dP tounlf2F' 
de Brahms: les deux premt~res lui sent meme d8d16es tand1s 
que la trcHsiem•~ l 'c•st au chef d 'or·chestre llan~_; vun Bi.tlow • 

. 'est. ~ F'or t scac h dans le ~~ud de 1 '(1utr 1 c he.:>, qu 'au 
cnurs des ~t~s 1878 et 1879, Brahms ~cr1t sa prem1~r8 
sonate pour violon opus 78 en sol maJeur, appel~e aussi 
"Sonat.e dE? la plul£~" <Reg~.:~n Sonate). ",h= me dois d!? vous 
~cr1re pour vous fa1re part de l 'enthous1asme profond qu'a 
susci tli• E!n mot votr·e son<.'lh?," Cl ard Sc.humann ~cr·1 t d.~ 
Etr·ahms. "f~pres 1 E! prPml et- mouve?ment c.har·m;;c~nt. r:et cll2l i cat~ 
et le Sl?cond, vous pouvez vous 1mag1ner mon envoOtement, 
qu;and je r·etrouve au tr·cnsit~me mouvl?ml~nt c:.eltf? mf.!iod1e que 
j'a1me passionnement, cette medodif? au rythme de c:r·oches." 
La melodie ~ laquelle Clara Schumann fait allus1on est 
t.u·~e d'un lied de Brahms intitul~ "Wallf!, f~eqen," 
opus 59~ n• 3- d'ou la sonata t1re son surnom. 

Walle, Regen walle n1eder 
Wecke meine alten Lieder, 
Die wir 1n der Tilre sangen 
Wenn dte Tropfen drau8en klangen· 

M6chte 1hnen w1eder lausLhen 
Ihrem si.tssen, teuchten f~auschen, 
t·1ei ne Se1::-l e san f t b£.~tauen 
t·1it dem fr·omrnen f<Inder·grau£?n 

Tomb!?, plu1e ; 
r~vetl!e mes vteux 
chants, ces chants que 
nous chant i ems i!il 1 a 
porte quand les gouttPs 
de pluie faisa1ent 
entenrJr·e let.w c:lapot.1<; 
c'lU dehc.r·s 1 

Oh que j'atmer·als vous 
ent enrJr·e• encnre, 
entendre votre doux 
clapot1s et rPplonger 
mon <?!trne da.ns la douceur 
et 1 '8merve1llement de 
l 'en+<HiC:P. 

Bil~n quf::> le thE?Illl::! du l1ed ne sent: cLte inb?gralement. 
que clans l P der·ni er· rnouvE:ment, son espr·1 t peru?tr P tout e 
l 'oeuvre. Le theme pr1nc1pal du premier mouvement~ unR 
s~r1e d'anacrouses pointl2es anLr~e sur une progress1on 
har·mon1que <<u p1anu, li?mpr·unte sor1 r·ythmF.? pcnntr~ "a tro1s 
r~" au theme de "Walle, Reqen" du tr--olsleme n.ouvernPnt.. Lf~ 
S(:>t:ond l.hem1? c:ontr aste st nqttl i eremen t p.ar ~;on l yr· L smr? 
chant ant, t.andi ~, quE., 1 << t.r c,>nc,,l t.i r.:m entre .I 1'-'S tht.·mF'S a1 ns1 
qu'une bonn12 par--tiP du devf'..Jlopp!2mE?nt·., C::>F.! t:drat:.ter1sent par· 
CE~ qenr P ci£~ pc>.S<::ii:<CJP ryth1111 qttE' hi:'lr"ffiDfll qUP l~t d 'tl£?111lU]lC'\S 

SI t::h!~r·p<,;; a br.::<l;m•:;. t.'est. tr:?p!."lidai\t" ld ·t'1<:1JJ.i..l'> C:![~ l<'~ 



r{'C ur1for t clu thf~!mF' pr-1 ncJ. pal qu1 t.ouc:hte,ltt l 'audi t.eur· d<:~ns 
CE' mm1Yf:~rne11L: ~:.cn1 r ·r"'r.Dl.lr' dU df~~but. clu d~vt:::~loppemt~nt. au 
pie:1no ac.:compaqn€, p,c;<r urt pi:>~''~-'<-'<<Je p1zzic:ato .::~u v1olon ainsi 
que p<H un r-el.ot.w a la toniq• .. lt~ nnneLwe just.e <.=>.v<:>.nt la 
r~LapituiatJ.on sont. deux ciP ces instants poiqnants. 

lJ<MlS .l.e second mouvement., en nn b€>mol m<,deur· <Adagio­
p1u AndantE!), B1··ahms E~:-:plor-E;? lE! contraste ent.r·e lP theme 
lyr1que pr-~sente par le p1ano au d~but du mouvement. et une 
marche fun~bre qu1 rappelle ~tranqement sur le plan 
r·ythmi qtH? 1 '.::<n<..\cr·ouse poi ntf':!e de "Wal. l. <e?, Regen" et le th~me 
principal du prern1er mouvement. La sonner-1e de cor a 
double<:. cur-df?'5 JOU€~E~ 211.1 v1olcH1 f?t +cwmant cocla est ~qale·­
ment 1mpor-tante au trois1~me mouvement <Alleqro molto 
mocler-ato). t·la1nt.e~nant, le themf:! du l1ed "Walll?, Rec~gen" 
Sf~r· t de ba~.;e au r·ondo: le mouvement en doubles cr·oches 
joue au p1ano \plu1e qui tomb£;?) et la reappar-1tion du theme 
du lied mar-quee par- une repet1t1on constante de l 'anacr-ouse 

po1ntee conferent a 1 'oeuvr-e une qual1te pr-esque 

hypnotique. 

Au cour-s de l'ete 1886, Brahms se tr-ouve a Thoune, en 
Suisse, o0 1l tr-avallle a sa senate pour- violoncelle, 
opus 99, au trio pour p1ano en do mineur, opus 101 ainsi 
qu'a sa seconde senate pour violon opus 100, en la majeur, 
appel•e souvent la senate de Thoune. L'cpus 100 r-appelle 
la senate en sol maJeur· sOilS de nombr-eu:-: r-appor-ts, et plus 
part i CUll e;rement. par· l 'empi"Llnt dLI m.:~ter-1 el themati que a un 
l1ed: la sour-ce du theme principal du premier- mouvement 
<Allegr-o amabile) est le "F'riestlied" de t.>Jalt.her clans Les 
Ma~tres chant.eur-s de Wagner-. Toutefois Br-ahms pr-end 
ple1nement possession de la m~lodie empr-unt~e des les 
prem1eres mesur-es du mauvement, en par-tageant, par- exemple, 

le theme entr-e le piano et le violon. 

Le second mouvement est un modele d'econom1e mus1cale, 

pu1sque Brahms y juxtapose un mouvement romant1que, un 
Andante tr-anqu1llo en fa majeur-, et un Vivace ~ la hon­
qroise de type scherzo en r-~ tnlneur-, le taut a 1 'J.nt~rieur 
des 170 mesures. Mais Brahms r~ser-ve les moments les plus 
imposants de cette senate pour- le tro1s1eme et der-n1er 
mouvemE-?.nt., un f':lndant.F.? qr.:~·z1o~;.o au c:arac:t.er-e r·ha.psodique 
Cquas1 allegretto>. lci, le theme pr-1ncipal s'~panou1t 
larqement en une idee enlevante qu1 unit le mouvement en un 

rondo Joyeux et exub~r-ant. 

La trois1eme senate opus 108 en r-• mineur s'elo1gne 
quelque peu des deux premieres, par- son climat et sa 
structur-e. Cette senate en quatr-e mouvements est plus 
f~br-ile et passionnee que les autr-es, ce qu1 en fait une 
oeuvr-e qui conv1ent davantaqe ~ une salle de concer-t qu'A 
un salon. Le pr-em1er- mouvement marqu~ Allegr-o, pr~sente un 
motif a quartes aSLendantes (la - I"~) que 1~ violon 
explo1te comme princ1pale id~e melodique. A 1 'instar- des 
autres pr .. F.?mler·£", mouvemE"~nts, c.eluJ.·-ci adnpt.E·? J a forme 
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LCJflc~t:c, dVPC qtH·~lqtr.p~·, lrl'""f~CJlll.i.H·JtE'h L!.·•pPnci<•nt: f.lc\r F~:·:Pifr[OI.lC', 
le~ l .. h(?mc' !'>f?c.uncl.nr-•~ f'l"l fd flld]<.~ur qui c•.;I· l.HlE' e:·:pln<.:c;Jon dp 
] \/1' l ~->Ill!! ddnc; C:f·!t i l.' pdS'c>l un p<-11' dll ·1 PUr c; Ub~,r-trr f:! Pt r l"t. f?flUP 
r·!:.ap[h...r .. d·i.·t dc~rrs, le< t.c-.r-r1qur:: ITidJPur·p rL:<rrs id rE?prlSf~ .. fuut 
1,.,.., nF~VF~lDppernf.!nr f"St cunstru1i: •;,u.r UfH" fDncidmPnt.:di.P 
d<Hnirr<:~ntp (mcnn q<HH~~lE' dU f'li'lflOJ qui pruvDque uno i.:ensJ un 
h.:.r· mur; 1 qLte r emar '1Udb 1 e. 

L12 s,L·c ond r!lut•V£'Hrerll:. Pn 1'""1~2 flki.JE•ur nrdr que Adc.\\Ji o t"lst t!fll~ 
r_;c~nLJlt">li'-' supE?r·LJp, ~~r~m.;~rqtc<blt?fllE~rlt cnnc::ut.~ pCJur le vJolun, 
<:,ur i <c< cor de dE< suJ qu1 s c.H .. t. Ol'""de c<VE!C un poc.u f' E",>t.o 
t.:u1 t.ctl s1 sl:t? err fo:.~ til ~>se mi nPur·. '-F'!3 dr?u>: rnouvr:.>mr::?n1 <-, 
c::undttJ:;ent au tlrlal.E· elF· li:o\ c:,onc•tF· •:f-'rf?S',tu C'\Lflt.ato) I un 
muuv~ment dCJ1t8, vu1re turbulent, qut exige des 1r1terpr~tes 
Vl r t. LlU">J tl~ Pt pr t?t i E,J Ulr. 





fter graduating with a Premier Prix in violin in 1970 
rom the Conservatoire de musique du Quebec, MARTIN FOSTER 

studied with Dorothy Delay at Julliard, obtaining his diplo­
a 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 

~
nd 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 

foloist with the Montreal Symphony Orchestra and the McGill 
hamber Orchestra. Mr. Foster is presently Professor of 
iolin at the Universite du Quebec a Montreal. 

~pres avoir obtenu son premier prix en violon du Conserva­
toire du Quebec, en 1970, MARTIN FOSTER etudia avec Dorothy 

~
elay a Julliard d'ou il obtint son Dipl6me de deuxieme 
ycle. If fit ses debuts a Carnegie Hall en 1973, puis fit 
ne tournee de plus de 60 concerts avec Jeunesses Musicales 

au Canada et aux Etats-Unis. Ce fut quand il etait pre­
~ier violon du American String Quartet que le quatuor rem­
~orta le prix de musique de chamber Naumberg et celui de 
la competition de musique de chambre Coleman. Membre du 
puo Foster-Brassard, il fit plusieurs tournees. Il fut 
~embre fondateur du Trio Haydn de Montreal et se produit 
comme soliste avec 1 'Orchestre symphonique de Montreal et 

tl 'Orchestre de chambre de McGill. Presentement, Martin 
ost~r est professeur de viol on a 1 'Universite du Quebec 
Montreal. 



Since his debut at age 17 as conductor and pianist with 
the ~1ontrea 1 Symphony Orchestra, EllGENE PLAWUTSKY has 
pursued a career with many of Canada 1 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 1 0rchestre des Jeunes du Quebec, Jeunesses 
~1us i ea 1 es du Canada, CBC and t1cGi 11 University. A fre­
quent performer of contemporary music, he has premiered 
works by John Hawkins, Harry Somers, Jacques Hetu and 
Gilles Tremblay. Mr. Plawutsky is presently Associate 
Professor of Piano and Chamber Music at McGill University 

Depuis ses debuts de chef d'orchestre et de pianiste avec 
1 1 0rchestre symphonique de Montreal a 1 '~ge de 17 ans, 
EUGENE PLAWUTSKY travailla pour quantite de grands corps 
musicaux canadiens, parmi lesquels le Festival de Strat~ 
ford, la Compagnie d'opera canadienne et les Grands 
ballets canadiens. Passionne de musique de chambre, il 
fit de nombreux enregistrements pour Radio Canada et 
C 1 eSt lui qui tint la partie de piano dans le celebre 
enregistrement VIRTUOSO PROFILE. Euqene Plawutskv di­
rigea a maintes reprises 1 'Orchestre des jeunes du 
Quebec, 1 1 0rchestre des jeunesses musicales du Canada 
pour Radio Canada et l'universite ~1cGill. Grand inter­
prete de musique contemporaine, il crea des oeuvres de 
John Hawkins, Harry Somers, Jacques Hetu et Gilles 
Tremb 1 ay. 

Eugene Plawutsky est presentement professeur agrege de 
piano et de musique de chambre a 1 'universite McGill. 
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LIEDER 
R. STRAUSS 

H!!!Li_~ ~-~- -~~f f ~~ ~~~~n._gf.~~c r e!_j_~ ·d ~~ i!.YB!J: ~ i_n_Y.g ~ t L~~-~~S ~-H~ At a party, noisy with intoxicated babbling, the lover toasts his beloved across 
the room, and plans a secret rendez-vous in the rose-strewn garden where they used to ~eel. 0 come, you Nandrous longed-far night! 
L~ve la coupe ~ tes l~vres, et Jance-aol un regard secret. He alprise pis trop 
la foule enlvr~e. Apr~s le repas, sors dans le iardin, o~ Je te r£ioindrai pour 
t'etbrasser coate avant. Viens, 6 nuit terveilleuse! 

~-~ h.!.~~~~ IDuss/0 lave~ust now l~avej_Q__mon afi~~~-J!~s vo~!_~ter:_ 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 t'en aller. L'aulne et le saule pleurent. Ils nous ont toujours vus 
I~Sitble et ne peuvent pas co•prendre que nous soyons l'un sans J'autre. 
Iaaginez la souffrance dans nos coeurs. 

[~i~~ L!.~~~.f_e~!ig~ I A~r__ f if t e e~n t s /P_Q_~f_!U i nz _¥_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 him. Stung, he co~pares her heart to a pigeon cot, as one flies out another flies in; it isn't Horth fifteen cents. 
Une jeuhe fille se cherche un pr~tendant. [Jle se trouve un co11is qui lui donne tout ce qu'elle veut, et tout pour quinze ;ou$. Hais quand il se dlclarr, elle le 
te}~te. Piqu~ au vif, il coapare son coeur ~ un coloabier, o~ un p1geon en 
retplace Uh autre; il ne vaut pas quinze sous. 

~l!h~L~_ein~_~e~l~[Rert 1 ~l____!!~uljj!epose-toJ.L~on h~ 
In a peaceful grove, where sunbea~s steal through the leaves, rest, my soul. Your 
tur~oil has raged like the booming surf. These difficult times bring distress. Rest my soul, and forget what threatens you. 
Tout est calae dans le bosquet oa les rayons de soleil se glissent entre Jes 
feuilles. R~po;e toi, •on ate, tu as d'j~ connu les orages. Ces te1ps difficiles nou5 apportent la peine. Repose toi, et oublie ce qui te aenace. 

~ ~ t~~ ~~t,~! ~ ~LBi~~ 
You ask 111e about m·; love, I know less of her than you. Is not the sun the source of all life? And what does anyone know of it? Nothing! 
Hoaaez ton aavur, vou; dites? Xals je le connais aoins que vous. Le soleil est 
la ;oiJrce de la I'H', et nou;; n' er' savor,s rien. Rien/ 

Qi e.J~or gin~/T~e ___ Da_h.!!~LL~~~ !J ~ 
Dahlia, why do you bloom so late? Are the nights not too cold? Like you, I come 
to love late. Early or late, tl is the same delight and the sa~e pain. 
Pourquo1 si tard, dahlia? les ~uitJ ~e soht -elles pas tr~p froides' Coare vnus, 
_i'a1 trout~ tarJ J'arour. ffaH tot ou tard, c'est 13 I~H jn1e et la a~H pen,e. 



~~~i 9~u~gjQ_e~ot_!_o~~~!d_o!~-- ~~n_ 
Ah, dear Soul, you kno1~ that far from ~~o1.1 1 I languish. Onte I drank to freedom, 
but you bles;ed the cup, and sanclificd me with your love; all ~Y thanks' 
Tu ·;a1s, chhe he, que d'~tre lo111 de t1:i a'ar1goJ;se. Aupararant, j'ail11) la 
Jiberf~, JellS tu a·a~ aarqufe d~ ton ift~Ur. niJJe Dercis! 

THOMAS MOORE'S IRISH HELOOIES (1960) 
In the early nineteenth century Tho~as Moore wrote lyrics for a number of ancient 
Irish folk tunes. Sritten's charming arrangements of these 1elodies evoke with 
the piano the traditional Irish instruments: for example, the Irish bag-pipes in 
uAt the mid hour of night•, and horn and Irish harp in •The Minstrel boy•. 
Au dix-neuvi~ae si~cle, Thoaas Hoore a fcrit des textes pour de$ •~ladies 
traditionnelles irlandaises. Les arrangetents par Britten de ces chansons 
~voqueot des instrutents irlandais co11e la cornetuse (*At the aid hour of 
night*I*A ainuit*J ou la harpe ('The ainstrel boy*I'Le petit •~nestrel'l. 

POEMES POUR Ml (19361 -----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 brea~ them. Messiaen does this with har~onies built on his 
own seven chromatic ~odes. Rhythmically, his 1elodies sound natural and 
singable; yet little of this cycle is written in standard ~eters. like ~ediaeval 
music, the notation is •ore complex than the resulting sound. •Thanksgiving•, the 
first song, is an i~pressionistic outpouring of gratitude to God. In no. 2, 
"Landscape• the tortuous pilgrimage through life is contrasted Mith a beautiful 
lake, glowing like a blue jewel. No. 3, •rhe house• and No. 6, •vour voice", 
addrfss the inevitability of his beloved wife's death, transformed with his 
belief in eternal life, as exemplified in the following line from 'The House": 
•Ail the i1ages of sorrow which I see in your eye, you will not find again, when 
we contemplate Truth, in young unble~ished bodies, eternally lu1incus.• No. 4, 
•rerrcr•, 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 a 
seductive description of a beautiful necklace, which turns cut to be "your two 
arms about my neck, this 111orning'. Finally, 'A prayer heard", moves fro11 
agonized grief, i1ploring healing, to an ecstatic excla1aticn 'Joy has returned!' 
Olivier Kessiaen a tcrit le texte et la tusique de *Polaes pour Ni* coaae cadeau 
de noces pour sa pr~aitre feate, Claire Delbos. Oans cette oeuvre if explore les 
rhyfhtes assyt~triques et utilise les sept aodes chroaatiques qu'il a inventls. 
Pour Hessiaen certains accords (construits sur ses aodesJ sont assQcils avec des 
couleurs particuli~res: il peint avec Ies sons. Deux de ces todes se tanifestent 
siaultan,aent (un pour chaque 1ainJ dans la preai~re chanson *Action de gr~ce*. 
Ces po~•es expriaent I~ foi aystique de Hessiaen. Oans *La 1aisonN, ou il parle 
de l'infvitabilit' de la tort, if affir•e aussi sa croyance en la vie lternelle. 
Dan; ce -:ycle il explore ~galeaer:t I'expreJSior' d'un aaour hu:ain profond, par 
c~e1ple, dao; le no. 8, unc descr1pt1on ;~duisante d'uo collier, o~ l'Jn d4couvre 
~ la ftn qu'il conszste En "tes dEux bra; autour d~ avn cou, ce tatin,* 



P R 0 G R A M M E 

LIEDER 

Heimliche Aufforderung 
Ach Lieb, ich muss 
Far funfzehn Pfennige 
Ruhe, meine Seele 
Nichts 
Die Georgi ne 
Zueignung 

MOO RE Is IRISH t1ELOD I ES 

Avenging and bright 
Sail on, sail on 
The minstrel boy 
At the mid hour of night 
0 the sight entrancing 
Ri eh and rare 
The last rose of summer 

I N T E R M I S S I 0 N 

POEr·1ES POUR ~11 

Premier 1 i vre 
1. Action de graces 
2. Paysage 
3. La maison 
4. Epouvante 

Deux i erne 1 i v re 
5. L'~pouse 
6. Ta voix 
7. Les deux guerriers 
8. Le collier 
9. Priere exaucee 

Richard Strauss 
( 1 86 4 - 1 9 4 9 ) 

Benjamin Britten 
(1913-1976) 

Olivier Messiaen 
(b. 1908) 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Wednesday, October 21, 1987 
8:00 p.m. 

J AN J ARC Z Y K , piano & trombone 

BILL MAHAR, trumpet 
JANIS STEPRANS, saxophone 

MICHEL DONATO, bass 
MICHEL LAMBERT, drums 



MUSIC FOR TRIO, QUINTET and QUINTET 

(no intermission) 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Tuesday, October 27, 1987 
5:00p.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 
AI main 
Courant 11 

HERMIT SONGS, Op. 29 

I. At Saint Patrick's Purgatory 
11. Church Bell at Night 

Ill. 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 

Bela Bartok 
(1881-1945) 

William Lowes 
(1621-1645) 

Samuel Barber 
(1910-1981) 

Frederic Chopin 
(1810-1849) 





I McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Thursday, October 29,1987 
8:00p.m. 

G E M S (Group of the Electronic Music Studio) 

artistic director: alcides lanza 

PROGRAMME 

PLAYING FOR TIME (1981) 

Stephen Klein, oboe 
Brian M cCue, percussion 
Franf;ois Couture, piano 

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

D :4.rcy Gray, percussion I 
Brian M cCue, percussion II 

World Premiere/Creation 

Brian Cherney 

Laurie Radford 



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 Al?l?roach: ''The mere fact that so much of the pitch structure of the piece is based on set 5-1(12) (Pes. ,1,2,3,4) strongly suggests a relationship with the third of Alban Ber~'s Altenberi Lieder Cherney's choice of this particular set can be justified m 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 Playin~ for Time, by Montreal composer Brian Cherney, we were subjected to a seemmgly 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 Flegeliahre - 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... 



Playlng for Tlme (19811 - Br1an Cherney 

J'a1 ~crit PlaylnQ for Tlme en janvier et f~vr1er 1981 pour man 
+rere Lawrence. Vo1c1 ies commenta1res que cette oeuvre a 
1nspir~ ~ quelques cr1tiques et penseurs: 

M. Oskar Liebfrau, c~lebre analyste et aventur1er. 
"L_a fi>:ation c.'lu pass€! que 1 'on note chez Cherney semble 
ind1quer que les d~buts de sa format1on mus1cale (~ Toronto 
-nota bene!) ant ~t~ trap stricts. Les tens1ons entre les 
1nterpretes de ce morceau - par exemple le beso1n 1mp~r1eux 
de mainten1r sa supt!!riorit~ symbolisent ses angoisses 
subconsc1entes au sujet de ses valeurs de pianiste. La 
conclusion ~voque, en termes musicaux, un retour au se1n 
maternel. Cas class1que." 

Luigi P1an1ssimo, th~or1cien musical et politique, auteur de 
Husic and Polltzcs: A Set-Determlnlstlc Approach: 

"Le seul fait qu une part1e si 1mportante de la structure 
tonale de 1 'oeuvre s'appu1e sur 5-1<121 (morceaux 1, 2, 3, 
41 donne fortement ~ penser qu'1l existe un rapport entre 
cette oeuvre et le troisieme chant des Altenberg Lzeder 
d'Alban Berg. On ne peut justifier qu'en th~orie le cho1x 
de cet ensemble part1cul1er. En r~al1t•, Playing for Tlme 
souleve des quest1ons fondamentales concernant la lutte des 
classes de tons qui ne peuvent ~tre r•solues qu'en reJetant 
1 'ordre t!!tabli." 

John Ragland, 
funebres: 

crit1que musical et entrepreneur de pompes 

"Dans Playing for Time, du cornpositeur montr~ala1s Brian 
Cherney, nous avons •t~ soum1s ~ un d~ploiement apparemment 
sans f1n d'humour, de mauvais goOt et de banal1t~s qui, 
malgr~ les efforts h~raiq~es des interpretes, ne parv1ent 
jamais ~former un tout convaincant. Bref, une oeuvre des 
plus ordina1res." 

Mme Ellen Vogelkopf, mus1cologue et expert en ~tymolog1e 

orn1tholag1que du dlx-neuvieme siecle: 
"Je d~cele Lln pess1misme sous-Jacent tout au long de 
cette oeuvre, un caurant d'iron1e qu1 s'~largit et 
f1nit par emporter tout devant lui dans la conclusion 
frag1le de 1 'oeuvre. De toute ~vidence, le masque et 
la musique de valse ant pour but de reporter 1 'auditeur 
au Flegel;ahre comment comprendre autrement 
1 ·~vocation de Schumann li~e quelque peu ~ Brahms en 
une sorte de cockta1l ramantique - ma1s la musique de 
Wagner aura1t ~t& pr&f~rable pour laisser couler 
l1brement ce torrent d~chatn~ de spenglerisme. Cherney 
semble dire adJeu au monde d'h1er. Mais r~ussira-t-11 
~ naviguer dans les eaux dangereuses de la nouvelle 
mus1que pour atteindre la musique de l'avenlr qu1 
1 'appelle depu1s ses rivages ~laign~s. 



J 

t·ll nu! t Cache 
l_aurie F:adford 

pour deux percuss1onn1stes, bande magnetique et lum1~res 

fascination pour le passage du jour ~ la nu1t; heure qui marque 
la fin de la recherche ~ la lumier·e, le commencement de la 
recherche 1nter1eure. Horloge qu1 sonne 12 fois pour nous 
appeler ~ fa1re ce voyage 1nter1eur vers des rives dont nous 
connaissons s1 peu de chases. Deux personnes, dans les l1m1tes 
de leur propre v1e, leurs propres souven1rs personnels, leurs 
r@ves, leurs cra1ntes et leurs des1rs, chacune tente d'attelndre 
1 'autre , chacune menee ineluctablement ~ la recherche de 
1 'autre.. . coup d'oe1l furt1f sur un autre monde avant d'@tre 
obl1ge de reconna~tre 1 'existence des murs qui les separent, des 
murs au fond d'eux-m@mes. M1nuit, 1 'heure o~ 1 'illusion peut 
transformer, nous transporter au loin ... voyage interrompu par 
les premiers rayons eblouissants du sole1l mat1nal et nous, ~ 

peine consc1ents de toutes ces 1nfluences sur notre Ame ... 





INTERMISSION 

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

alcides lanza, piano 

... L'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) 

Brent Lee, saxophone 
Emmanuel Tremblay, cello 

Laurie Radford, piano 

Lukas Foss 

Daniel Desjardins, electric ~itar 
Fran~ois Gauthier, percussion; conductor 

* Tape realized at the EMS of McGill University. 
* * Tape realized at the Center for Computer Music 

of Brooklyn College, New York. 





Friday, October 30, 1987 
8:00p.m. 

McGill Unive 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

McGILL ALUMNI SERIES: 

ANNA SZPILBERG,piano 



PROGRAMME 

CHORALE PRELUDE "Nun 
komm'der Heiden Heiland" 

ETUDE, Op.42 No.S 

SONATE, Op.53 No.S 

ETUDE DE SONORITE No.2 

INTERMISSION 

POLONAISE-FANTAISIE, Op.61 

3MAZURKAS 

SCHERZO, Op.20 

Bach-Busoni 

Alexander Scriabin 

Alexander Scriabin 

Fran~ois Morel 

Frederic Chopin 

Frederic Chopin 

Frederic Chopin 



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 
tn 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. 

******** 
C'est dans son pays nata~ la Pologne, qu'Anna Szpilberg a 
commence ses etudes de piano a l'ecole de musique 
Bielsko-Biala dans la classe de H. Lukasiewicz, Z. 
Tanewski et a l'Academie de Varsovie ou elle a ete l'eleve 
de l Lefeld. Elle a obtenu son baccalaureat en musique 
avec distinction a I 'universite M cGill ( classe de Charles 
Reinrer ), a suivi le programme de musique avance de 
Banff, le programme d'ete de l'Universite d'lndiana (classe 
de M. Press/er) et obtenu un diplome en (interprettion 
avancee) a I 'universite Concordia ( classe de P. Cohen ). 
Elle a donne 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 international ( avec les membres du Quatuor 
Fine Arts), le duo Claudianna, Vladimir Landsman, et les 
orchestres de Concordia et de Grenoble. 

verso/ .. 



A l'heure actuelle, Anna Szpilberg est professeur au 
consen;atoire de musique de M cGill et au departement de 
musique de l 'universite Concordia. De puis 1984, elle est 
directrice adjointe de la Session musicale intemationale de 
Grenoble en France oil elle donne des seminaires et des 
cours de maftre sur Chopin ainsi que des recitals et des 
concerts de musique de chambre. 



McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Monday, November 2, 1987 
8:00p.m. 

KATHLEEN TUCKER,piano 



I 

I 
ERIK SATIE: THREE GNOSSIENNES 

The three Gnoss i ennes ttre cunnng Eri k S "tt- iF·· s rnn~ · t-. J,JOplll ;-n· 
works. Tbo=-y wer-= wri tt-Pn Pl:lr ly in thP 1mposer · s caret"'r. wo 
vears a 'ter thP thrPP Pqual]y farnotJ~- Gy11mopedies. As thP lat,f:r 
se . the Gnossiennes fnllow ~he 'strippPd-rlnwn' st-yle cf tno=­
Gy•nopedies , where the music has been reducerl to an irregularly 
phrased melody over a chordal accornpanimPPt. In the Gnossiennes 
the chord prngressions have a strange modal character, while the 
pervasive augmented seconds in the melody and the absen0e of bar 
lines suggest a rhapsod1c oriental monody Wh is particularly 
striking about the Gnossiennes is t-hat, despite their deliberate 
orien alisms, they never rles~end t-o the }pvel nf kitsch found in 
so much French salon music of the period. Instead Sati e has 
mansged to project a feeling of mystery and nostalgic longing for 
the past. The very title conjures up the ruined palace of King 
Minas at Knossos and the vanished civilizatinn of Crete. shrouded 
in the mists of time and myth. 

The three pieces on t-nnight-'s programme are actually drawn 
from two collections of Gnossiennes . The first two are from the 
well-known set composed in 1890. The third. probably written a 
year earlier, is part of a grotJp of three f01..md after Satie' s 
death in one of his old notebooks. 

SCHUBERT: SONATA IN Eo D. 960 

Schubert's last year of life has often been compared to that 
of a dying star burning itself out in one last burst of energy. 
At the very end of that years torrent of creativity stand the 
last three piano sonatas, written in September 1828, scarcely two 
months before Schubert's death. By this date the composer's 
declining health had induced him to move into his brother's housP 
in the suburbs of Vienna. It was hoped that the fresh air of the 
new surroundings would be beneficial, but the dampness of the 
house only aggravated his condition and hastened his death. 

The three sonatas remained unpublished until 1838 when they 
were printed by Diabelli in Vienna and dedicated to Robert 
Schumann. Despite the publication. they remainPd largely 
neg] ected and undervalued, due to a rd netef'nth CPntury 
preoccupation with s~hubert's smaller character pieces, such as 
the I•pro•ptus and Hmtents Husicals [sic], anrl a t.endPney to 
judge the sonatas in terms of the achievements of Beethoven. It 
is only in this century, and par i~uJarly the last fifty years, 
that these works have receivPd the attention they desPrve. All 
are now considered to he great-, wnrks of ar . hnt the palm goes 
ahove all to the very last sonata in ~ 

Most discussions of this sonata ~oncentratP on .hP sereni y 
and breadth of its first movement. Such quali ies are certainly 
present. in the lyrical first subjert" .. hnt". there is a. darker. 
·hreatening side to ~hP work, (suggested by a mysterious 
recurring hass trill). which ultimatPly reveals i self in he 
great climax of the development section--a moment of pure 
desperation. The conditions under which the scnutb was wri ~Pn 
have encouraged many writers tn find Etn otherworldly Cl.spec to 



it--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. broken 
octave ostina.to, so simple and yet so eloquently expressive of 
grief. When the lament returns after the striving middle section 
it is transfigured by a.n unexpected and magical turn from C# 
minor to C major, and is brought to a conclusion of eternal 
peace, similar to the end of Der Tod und Das Hadchen. 

CHOPIN: FANTASIE OPUS 49 

The Fanta.sie 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 Re•e•ber: 
As, in the old language of Hozart and Field, Chopin said so •uch 
that was astonishingly new in •usic that it see•ed to be its 
second beginning. So Skryabin also, with the •eans at his 
disposal, renewed our sensation of •usic fro• its very 
foundation ••• In the Studies of opus 8 and in his Preludes of 
opus 11, everything is already conte•porary ••• Ho sooner do the 
•elodies of those works begin than tears start to your eyes, ••• 
and you cry not because you feel sad, but because the Nay to your 
heart has been found so unerringly ••• 

Bria.n Black 



I 
I 
I 

ERIK SATIE: TROIS GNOSSIENNES 

l_es tro1s Gnossiennes sont parmi les oeuvres les plus populaires 
d'Frtk Satie. Elles onl ~t~ ~cr1tes au d~but de la c arri.re du 
compositeur, deux ans apr~s les trois Gymnop~dies non moins c•l~­
bres. l.es Gnossiennes suivent le m~me mode "df2pouille" que lE!S 
Gymnop~dies o~ la musique est r~duite ~ 1 'etat de m~lodie irreguli•­
rement phras~e sur un accompagnement d'accords. Dans les 
Gnossiennes, Jes progressions harmoniques ont un caract~re modal 
etrange tandis que les secondes augmentees omnipresentes dans la 
mi?J. oth e et 1 'C.\bsence de-! bar I' es c1e me surf! evnquent une monoc:li e 
orientale rhapsodique. Ce qui fr·appe surtout dans les Gnossiennes, 
c'est que, malgr~ leur orientalisme d~lib~r~, elles ne descendent 
jamais au niveau de kitsch que l 'on trouve si souvent clans la 
musique de salon fran~aise de l ·~poque. Au contra1re, Satie a 
reussi ~ leur tnstiller un sentiment de myst•re et de nostalgie du 
passe. Le titre m~me ~voque le palais en ruines du Rei Mines ~ 
Cnossos et la civilisation cr~to1se disparue, ensevelie sous les 
brumes du temps et du mythe. 

l.es t .r·o1 s pi •ces i nscr·i t .es au progr·amme de ce soi r· sent en 
realit~ tirees de deux recueils de Gnossiennes. Les deux premi~res 
sont tirees du recueil bien connu compose en 1890. La troisi~me, 
sans doute composee un an plus tOt, fait partie d'un groupe de trois 
Gnossiennes decouvert apr•s la mort de Satie dans 1 'un de ses vieux 
c.ah1er·s. 

SCHUBERT: SONATE EN SI BEMOL D 960 

On a souvent compare la derni.re annee de la vie de Schubert A 
celle d'une etoile mourante explosant en un dernier sursaut d'~ner­
gie avant de s'eteindre. A la toute fin de cette annee o~ deferlent 
des torrents de cr~ativit~, soit en septembre 1828, ~ peine deux 
mois avant sa mort, Schubert compose les trois derni.res senates 
pour piano. La sante chancelante du compositeur 1 ' a amen~ ~ 
s'installer dans la maison de son fr.re dans les faubourgs de 
V1enne. On avait esp~r~ que 1 ' air frais de la campagne lui ferait 
du bien, alors que 1 'humidite qui regnait dans la maison ne f1t 
qu'aggraver son ~tat et pr~cipita sa mort. 

Les trois senates sont demeurees in~dites Jusqu en 1838, ann~e 
o~ elles ant et~ imprim~es par Diabelli ~ Vienne et d~diees ~ Robert 
Schumann. En depit de leur publication, elles sent demeurees 
largement ignorees et sous-estimees, en raison d'une part de 
1 'inter~t que suscitaient au dix-neuvi.me si•cle les pi•ces de 
moindre envergure du compositeur, tels que les lmpromptus et les 
Moments musicals [sicJ, et d'autre part de la tendance du public~ 
juger ces senates par rapport aux senates de Beethoven. Ce n'est 
qu'au vtngt.ieme siecle, et surtout depu1s c.inquante ans, que ces 
senates ont re~u toute 1 'attention qu'elles meritent. Toutes sont 
aujourd'hul considerees comme des chefs-d'oeuvre, mais la palme 
rev1ent ~ la toute dern1ere, en si b~mol. 

Ce qui frappe dans cette oeuvre, c'est la ser~nit~ et 1 ·~tendue 
de son premier mouvement. Ces qualit~s sent incontestablement 
pr•sentes dans le prem1er tt1•me lyrtque, ma1s 1 'oeuvre a un cOte 
plus sombre et mena~ant (qu'~voque une trille recurrente et myste­
rieuse A la bassel, qu1 se manifeste dans l 'apogee du developpement 
- moment de pur desespoir. Les c1rconstances qu1 ant entour~ la 



comrosition de cette s enate cnl incil~ bien des critiques ~ y voir 
un autre aspect temporel -- s oit la lutte et la r~signation devant 
la mort. Cette description convient particuli~remenl bien au 
mouvement lent. La mus1que est une longue lamentation sur une 
octave ostinato bris~e, tr~s simple et en mAme temps empreinte de 
douleur. A sa repr1se, apr~s la partie du milieu plus enjou~e, 
cette lamentation est comme transfigur~e par ttn passage impr~vu et 
magique du do di•se mineur au do majeur, et 1 'on en arrive~ une 
conclusicm de paix •ternelle qui rappelle la fin de 
La Jeune Fille et la Hort. 

CHOPIN: FANTAISIE OPUS 49 

La Fantaisie est 1 'une des plus belles compositions de la fin de 
la vie de Chopin. Elle a ~t~ ~crite ~ Paris en 1841 -- p~riode 
relativement heureuse et fructueuse dans la vie du compositeur, 
alors que ses talents n ' ~taient pas encore entrav~s par sa sant~ 
chancelante. Bien qu'on ait fr~quemmenl critiqu~ Chopin pour son 
manque d'esprit inventif, la Fantaisie est une oeuvre exceptionnelle 
et fortement originale, s urtout dans sa conception globale. La 
marche d'ouverture en fa mineur er~~ une lourde atmosph~re d'esp~­
rance avec ses premi~res octaves solennelles. De sa cadence finale, 
la musique se mue en tempAte, les id~es se bousculant en une 
succession rapide et se r~unissant ~ la fin en une marche d~chatn~e. 
La tempAte ne se calme que bri~vement pour faire place ~ un lento 
sostenuto tranquille en si majeur avant de reprendre sa course. 

SCRIABINE: FEUILLE D'ALBUM, CINQ ETUDES 

Les pi•ces inscrites au programme de ce soir sent toutes t1r~es 
du d~but et du milieu de la carri•re de Scriabine, et elles r~v•lent 
1 'influence initiale de Chopin sur sa musique. Les deux ~tudes de 
1 'opus 8 ant ~t~ publi~es en 1894. L'influence de Chopin y est 
particuli~rement marqu~e: par exemple, la ressemblance entre l'opus 
8 n• 11 de Scriabine et 1 'opus 25 n• 7 de Chopin est tout ~ fait 
manifeste. Les ~tudes de 1 'opus 42 ont ~t~ compos~es en 1903 ~ une 
~poque de changement radical dans le style du compositeur. Durant 
1 ·~t~ 1903, Scriabine avait lou~ une datcha dans la campagne russe 
au sud-ouest de Moscou. Parmi s es voisins, se trouvait Boris 
Pasternak le po•te, qui n'avait alors que treize ans. Le jeune 
gar~on se faufilait dans les bo1s pour ~cauter 1 ' extraordinaire 
musique qui s'•levait de la maison de Scriabine, lequel devint pour 
lui un v~rilable h~ros, Ltne s orte de Prom~th~e moderne, transformant 
le langage des vieux ma~lres en de nouvelles cr~ations 
merveilleuses. Des ann~es plus tard, il ~crivit dans ses ~crits 
autobiographiques: Tout coa•e Chopin qui, reprenant le vieux 
langage de Hozart et de Field, a ~crit tant de choses etonnaaent 
nouvelles en ausique qu'elles seablaient vivre une deuxieae vie, 
5criabine, avec les aoyens dont il disposait, a renouvele notre 
perception de la ausique dans ses fondeaents •~•es... Vans les 
etudes de l'opus 8 et dans les pr~ludes de l'opus 11, tout est deja 
aoderne ••• Les aelodies de ces oeuvres n'ont pas plus tnt co••ence 
que les lar•es nous aontent aux yeux, ••• et l'on ne pleure pas 
parce que l'on est triste aais parce que notre coeur a ete infailli­
ble•ent ais a nu ••• 

Brian Black 



programme 

THREE GNOSSIENNES for the piano 
Nos. 1, 2, & 5 

SONATA in Bb Major Op. Posth. (D.960) 

Molto Moderato 
Andante Sostenuto 
Scherzo 
Allegro ma non troppo 

intermission 

FANTASIA in F minor, Op.49 

Album Leaf in Eb 
Etude Op.8 No.11 
Etude Op.8 No.2 
Etude Op.42 No.3 
Etude Op.42 No.4 
Etude Op.42 No.5 

Erik Satie 
(1866-1925) 

Franz Schubert 
(1797-1828) 

Frederic Chopin 
(1810-1849) 

Alexander Scriabin 
(1872-1915) 
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Tuesday, November 3,1987 
8:00p.m. 

C LA I RE G U I M 0 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 
and basso continua (BWV 1035) 

Adagio ma non tanto 
Allegro 
Sicilian a 
Allegro assai 

J oh ann Sebastian Bach 
(1685-175 



I 
I 

J.S. Bach (1685-1750) took up his appointment to the court 
of Prince Ludwig of Anhalt-Cothen in the fall of 1717. As 
Kapellmeister, Bach was respons]ble for · organi z ing all musiral 
e\.ents at court, everything from composing birthday and other 
special cantatas for festi \·e occasions to leading the excellent 
court orchestra the Prin e so proudly cultivated. The Prince was 
a keen and sensitive amateur musician, proficient on violin, bass 
"i ol, harpsichord, and a good bass singer as !.'ell. ~lost of 
Bach's chamber music was written during his stay at Cothen (1717-
1723) and this is probably the case with most of his music for 
flute, though it is difficult to date many of the pieces with any 
certainty. 

B~'' 1035, the sonata in E major, exists only in a nineteenth 
rentury copy bearing a note that suggests it was composed in 1741 
for ~!.G. Fredersdorf, an amateur flutist and private secretary of 
King Frederick the Great. It is more likely, however, that this 
sonata was composed duri~ the Cothen years as it resembles 
stylislically the other sonatas for solo instruments and continua 
Bach wrote at that time. The pattern of movements in this work 
is mudeled after the standard four movement slow-fast-slow-fast 
structure of the sonata da chiesa that Bach used in all his flute 
and continua 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 fonn appears in two of his four sonatas for 
the instrument. 

The B minor sonata, BW\' 1030, is the most ex~ensive and 
ambitious of the sonatas for flute and a fine example 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 theE 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 fonn (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 masterpieces 
of the flute literature. The gentle insistence of the opening 
riternello idea contrasts with melodic chromaticism reminiscent 
of arias from the ~atthew Passion; rhythmic and real canon, as 
Hell as examples of invertible counterpoint, abound in this 
mo\·ement.. The result is a vast, impressive structure of poignant 
beauty. 1'-:ext follows a siciliana in binary fonn marked Largo e 
dolce. The sonata finishes in a most unorthodox fashion: a 



fugal alla breve Presto ends on a half cadence and is invnediately 
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 Preh.rles 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 
Bourree 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 continua 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. 



I 
I 
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J.S. Bach (1685-1750) entre en fonction a la cour du Prince Leopold 
d'Anhalt-Kothen a l'automne 1717. En tant que Kapellmeister, Bach se doit 
d'organiser tous les evenements musicaux de la cour: depuis la composition 
des morceaux d'anniversaire et des cantates speciales pour les grandes oc­
casions jusqu'a la direction d'un excellent orchestre de cour dont le Prince 
est fier a 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 ecrite au cours de son sejour a Kothen (1717-1723); 
selon toute vraisemblance, il en va de meme de la musique pour flGte, bien 
qu'il soit difficile de dater avec certitude bon nombre de ces oeuvres. 

11 n'existe qu'un exemplaire de la sonate en mi majeur, BWV 1035 et il 
date du dix-neuvieme siecle; selon !'annotation, celle-ci aurait ete com­
posee en 1741 pour M. M.G. Fredersdorf, flGtiste amateur et secretaire 
particulier de Frederic le Grand, Roi de Prusse. 11 est plus vraisemblable 
que cette sonate a ete composee a Kothen, puisqu'elle s'apparente de par son 
style aux autres sonates pour instruments solo et basse continue que Bach a 
ecrites a cette epoque. L'enchatnement 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 sea sonates 
pour flGte et basse continue. Au troisieme mouvement, une Sicilienne 
plaintive en do diese mineur reprend a la basse, deux octaves plus bas, la 
phrase d'ouverture de la flute. Bach semble preferer la Sicilienne dans ses 
sonates pour flute - 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 flute; c'est egalement un bel exemple d'un genre 
que Bach a cree pratiquement a lui seul: la sonate pour instrument solo et 
clavecin oblige. S'eloignant de la coutume baroque qui veut que le claveci­
niste improvise et realise les progressions harmoniques habituelles sur une 
ligne de basse fondamentale (comme dans la sonate en mi majeur), la partie 
du claveciniste est desormais entierement composee, transformant cette 
sonate pour instrument solo en une sorte de sonate en trio: les parties de 
la main droite au clavecin et de la flGte sont les deux voix hautes tout 
aussi independantes qui s'appuient sur une basse jouee au clavecin par la 
main gauche. 

Les sonates de Bach pour instrument solo et clavecin oblige suivent en 
general la structure en trois mouvements (rapide-lent-rapide) derivee de 
l'ouverture d'opera italien plutot 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 l'intensite et la duree de !'Andante 
d'ouverture en le faisant suivre par un mouvement lent relativement court 
et bien structure et un Presto vigoureux qui constituent vraiment deux 
mouvements dans un. 

L'Andante d'ouverture est l'un des chefs d'oeuvre du repertoire 
pour flGte. La delicate insistence du ritornello contraste avec le chro­
matisme melodique qui rappelle les airs de la Passion selon St-Mathieu; un 
canon rythmique et reel de meme que des exemples de contrepoint reversible, 
abondent dans ce mouvement ou Bach reussit a elaborer une structure impres­
sionnante et vaste d'une beaute emouvante. Suit une sicilienne de forme 
binaire marquee Largo e dolce. La sonate prend fin de fa~on moins 
orthodoxe: un Presto alla breve en forme de fugue se termine sur une 
demi-cadence et est immediatement suivi d'une gigue brillante en temps 
composes. Le contraste de !'incision rythmique dans la section de fugue et 
les syncopes subtiles de la gigue soulignent ce finale remarquable. 



La partita ~n la mineur BWV 1013 est la seule oeuvre que Bach ait 
ecrite pour flute solo. Au reste, le repertoire baroque pour ce genre est 
restreint: earl Philipp Emanuel Bach, peut-etre en reponse a ce morceau de 
son pere, ecrit une sonate en 1747; Telemann contribue une serie de 12 
fantaisies et Hotteterre inclut quelques Preludes pour l'instrument dans 
un certain nombre de ses traites. La partita presente quelques difficultes 
pour le musicien, dans la mesure ou son ecriture n'est pas particulierement 
propre a la flute: elle semble davantage convenir au violon, ce qui n'est 
pas etonnant quand l'on pense au vaste repertoire de musique pour violon 
solo qu'a compose Bach. Toutefois, l'oeuvre renferme quelques tres beaux 
passages et notamment une Sarabande des plus elegantes et une Bourree 
Anglaise enlevee. 

La majeure partie de la musique pour flute de earl Philipp Emanuel Bach 
(1714-1788) est ecrite au cours des annees passees a la cour de Frederic le 
Grand a Berlin ou il est claveciniste. Bien que Frederic soit un flutiste 
amateur enthousiaste et qu'il s'interesse grandement aux affaires musicales 
de sa cour, il a des gouts musicaux si conservateurs que e.P.E. Bach decide 
en 1768, apres quelque 30 ans a son service, d'accepter le poste de Kantor 
et directeur musical a Hambourg, un poste assez semblable a celui que son 
pere avait occupe a la Thomasschule de Leipzig. Mis a part la quantite 
impressionnante de musique sacree qu'il compose durant cette periode, les 
autres oeuvres de Hambourg, surtout de la musique de chambre et des sonates 
pour clavier, ont ete ecrites pour etre publiees et elles refletent done les 
gouts populaires des amateurs qui achetent si volontiers sa musique. La 
sonate pour flute, en sol majeur (1786), dite de "Hambourg", est l'une de 
ces oeuvres, et c'est la seule sonate pour cet instrument ecrite apres son 

depart de la cour de Frederic. 
Par sa tessiture de Style Galant, cette sonate etheree ressemble 

aux autres morceaux de musique de chambre du compositeur datant de la meme 
epoque: une ligne basse simple a la basse continue sert de fondement a la 
ligne melodique de la flute ou s'enchainent de delicats motifs. ee style 
differe singulierement de l'ecriture plus "romantique" de e.P.E. Bach dans 
ses sonates pour clavier, reflet de la sensibilite de l'epoque, mais il n'en 
est pas moins interessant pour l'auditeur. A l'instar de nombre de ses 
sonates, l'Allegretto d'ouverture se termine sur une coda courte et plus 
lente qui sert de deuxieme mouvement et de pont entre l'exposition delicate 
des motifs du mouvement d'ouverture et le Rondo en forme de danse sur 
lequel la sonate se termine. 



SONATA in B minor, for flute 
and harpsichord (BWV 1030) 

Andante 
Largo e dolce 
Presto 

intermission 

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

Allemanda 
Corrente 
Sarabande 
Bourree anglaise 

SONATA in G major, for flute 
and basso continua (Hamburg, 
1786, WotV 133) 

Allegretto 
Rondo, Presto 

J ohann Sebastian Bach 

J oh ann Sebastian Bach 

Carl Philipp Emanuel Bach 
(1714-1788) 

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

Adagio 
Allegro 
Adagio e piano 
Presto 





Redpath Hall 

Wednesday, November 4, 1987 
12:15 p.m. 

M I C HA E L C A P 0 N , organ 

Student of JOHN GREW 

Faculty of Music 

programme 

MESSE DE LA PEN1EC01E Oliveier Messiaen 
(b~1908) 

V. Le Vent de !'Esprit 

MESSA DELLA MADONNA Girolamo Frescobaldi 
(1583-1643) 

Toccata per l'Elevatione 
Bergamasca 

SONATA VI in C 

I. Vivace 
II. Lento 

SORTIE in Eb 

McGill University 
Montreal 

J ohann Sebastian Bach 
(1685-1750) 

Louis J ames Alfred Lefebvre-W ely 
(1817-1869) 



The Redpath Hall Organ of McGill University, Montreal 

Les grands orgues de l'Universite McGill, Montreal 

Grand-Orgue 
(2ieme clavier, C-g'' ') 
Bourdon .................... 16' 
Montre ...................... 8' 
Bourdon ..................... 8' 
Prestant ..................... 4' 
Grosse Tierce ............. 3-1/5' 
N azard ................... 2-2/3' 
Doublette .................... 2' 
Tierce ................... 1-3/5' 
Fourniture ................... 2' 
Cymbale ................... 1/2' 
Cornet ...................... V 
Trompette ................... 8' 
Clairon ...................... 4' 
Voix humaine ................ 8' 

Positif (1 er clavier, c-g" ') 
Dessus de flute ................ 8' 
Bourdon ..................... 8' 
Prestant . . . . . . . .............. 4' 
Nazard ................... 2-2/3' 
Quarte de N azard .............. 2' 
Tierce ................... 1-3/5' 
Larigot .................. 1-1/3' 
Fourniture ................... 1' 
Cymbale ................. 1-1/3' 
Cromorne ................... 8' 

Recit (3ieme clavier, f-d"') 
Bourdon ..................... 8' 
Prestant ..................... 4' 

Accouplements et Accessoires 
Positif sur Grand-Orgue Tremblant fort 
Tirasse Grand-Orgue Tremblant doux 
Tirasse Positif Rossignol 

Cornet ...................... Ill Pression: 75mm. 
Hautbois .................... 8' Temperament selon d'Alembert, a= 415Hz. 

Pedale (C-f, anches AA-f) 
Bourdon .................... 16' 
Flute ....................... 8' 

Facteurs d'orgues: 
Hellmuth Wolff & Associes, Laval, Que., 1981 

Gros N azard .............. 5-l /3' 
Flute ....................... 4' 
Grosse Tierce ............. 3-1/5' 
Flute ....................... 2' 
Bombarde .................. 16' 
Trompette ................... 8' 
Clairon ...................... 4 
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McG'II Unive ty 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

Wednesday, November 4, 1987 
8:00p.m. 

McGILL CHAMBERS WINDS 

direction: ROBERT GIBSON 

and 

JAZZ ENSEMBLE I 

direction: GORDON FOOTE 



I.M.C. FANFARE (1968) 

Trumpet:Gillian M ackay 
DanPosen 
Claude Barry 

Trombone:Peter Christensen 
AlEggum 

MORNING MUSIC (1962) 

Fanfare 
March 
Canon 
The Hunt 

Peter Collins 

Peter Christensen, Al Eggum, Peter Collins Cathy Charlton 

SEVEN PROMENADES (1878) 

Moderato e molto Maestoso 
Noah'sArk 
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) 

Maestoso 
Moderato molto 
Allegro non troppo 

Percussion: George Clarke 
Michael Emenau 
Franr;ois Gauthier 
BrianMcCue 
Claude Roy 

Karel Husa 



I 

intermission 

JAZZ ENSEMBLE I 

guest soloist: M a!Vin Stamm, trumpet 

YES OR NO 

SWING SHIFT 

SLOFUNK 

GEORGIA 

SECRET LOVE 

Saxes 
Calder Spanier, alto 
Janice F1nlay, alto 
Billy Prouten, tenor 
Peter Gemmell, tenor 
Tim Lusher, baritone 

Trombones 
Brad Shigeta 
Patrice Richer 
Pierre Tremblay 
Peter Christensen 
J eff Hall, bass tr. 

Piano 
Densil Pinnock 

Wayne Shorter/Steve Owen 

PERSONNEL 

Foley 

Mintzer 

. arr. Matteson 

arr. Cortner 

Trumpets 
Beno1t Glazer 
J ens Lindemann 
Dean MeN eill 
Ron Pohl 
Doug Thrower 

Bass 
Mike Downes 
Alec Walkington 

Drums 
Dave Robbins 
Ted Warren 

Guitar 
Pierre Cote 



Wind Personnel - Husa Concerto 

Flute/Piccolo: 
Flute I: 
Flute II: 
Flute Ill: 
Oboe I: 
Oboe II: 
English Horn: 
Eb Clarinet: 
Bb Clarinet I: 

Bb Clarinet!!: 

Bb Clarinetiii: 

Bass Clarinet: 
Alto Sax I: 
Alto Sax II: 
Tenor Sax: 
Baritone Sax: 
Bassoon I: 
Bassoon II: 
Contra Bassoon: 
Horn I: 
Horn II: 
Horn Ill: 
Horn IV: 
Trumpet I: 
Trumpet II: 
Trumpet Ill: 
Trumpet IV: 
Trombone I: 
Trombone II: 
Trombone Ill: 
Baritone: 
Tuba: 

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



McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Friday, November 6, 1987 
Saturday, November 7, 1987 - 8:00p.m. 

McGILL SYMPHONY ORCHESTRA 

direction: TIMOTHY VERNON 

soloist: .JEAN TROTTIER. piano 

CONCERTO pour piano et orchestre 
en sol 

Allegramente 
Adagio assai 
Presto 

intermission 

Jean Trottier, piano 

SYMPHONY NO. 4 in Eb 

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

Anton Bruckner 
(1824-1896 

This evening's soloist was selected on the basis of a Con­
certo Competition, open to all F acuity of Music students, 
held annually. 
Jean Trottier is a student of Dorothy Morton. 

Le soliste de ce soir a ete choisi fors d'un concours (Con­
certo Competition) tenu annuellement reserve a taus les 
etudiants de la faculte de musique. 
Jean Trottier est un eleve de Dorothy Morton. 



I 
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'EnTant ~t les sortil.ges and could 
not write more than a few sketches before the tour. Concentrated 
work on the project only began towards the end of 1928, afte~ 
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 
Divertisse•~nt. Such gaiety and Lrilliance 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 
pjano'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 Blu~, 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 
was inspired by the Larghetto of Mozart's Clarinet Quintet K.581. 
Despite 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'EnTant et les 
sortil.ges, particularly the toy march fanfares which interrupt 
the piano's toccata-like p~ssage 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 great 
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 premiere 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 premiered 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 
Hiddle Ages. Daybreak. Reveille is sounded fro• the tower. 
Knights on proud chargers l~ap forth. The •agic of nature 
5urrounds the•. 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 



I 
RAVEL: LE CONCERTO POUR P IANO EN SOL MAJEUR 

I !<> <-n,,crorto puur· ptanu f..>.n <:;Dl maie•tt ~~st. 1.,~ dernll\>t·e oeuvre 
cl 1 mptli' ' "t c\nc f.' ue f ave I • Ln r2 f f c·l , en or:t obr r.-> 1 '-1 .2, un an i.\pt es avcn r 
mts ld df.?n·ner<'> ma1n au concpr·to, Je cnmpostlm.tr est v1ctime d un 
eH c «.lent df.? vcn tur l~ qu1 va prec· qn t .cr l • .:~pp.;u-1 t 1 on d 'une at tf-?I rd: e 
<H~rveuse deh1l1tant.e qut rend t.oute compo~.;lttun tmpossible. Repos 
fnr { e Pt t.Tdl lPrnE~nt.s n y peuvent 1-l en E~t l . ~~t.<~t. de Ravr=>l t'lliPl re 
pnJC)tE!SSlVI~ITlPnt i.\U p0111t OIJ 11 lt ' arrlVE! meml~ piUS a Signer· une 
autoqrapha. Les quatre dernt~res annees de la vie de Ravel semblent 
d c1llt<Jnt plus tr·i,Hpques quand on les c·ornpare a i 'r,'>puque gJ.or··1euse O(l 

l l ecr1-\ lE>C:oncer-1-.o. 

Selon bUn ami, Henr1 GJl-Mar~hex, ~avel avait tout d'abord eu 
IntentHJn d'ct?crire une "rh·psDdl£~ ba!:;que" pour sa tournee d!? 19'28 

en Amer1que. On avait prevLt une oeuvre pour piano et orchestre o~ 
le compostteur aurait fatt figure de sol1ste, mais Ravel est alors 
s1 prP.oc cup£.~ par sa ~,on ate pour· v1 ol on et par 1 ·opera L · £n'fant et 
Jes SOrtiJege s que c.'est t011t. JUSte S IJ. parVIf~rtt a tracer· quelqueS 
esqu1sses avant la tourn~e. Ce n'est qu ' apr~s son retour en · ranee 
et de c.ourtes vacances en Espaqne que Ravel se met~ travailler 
d arrache-pted ace pro<et. A la merne epoque, 11 accepte d'ecrlre, 
sur commande, un c.oncerco de plane pour la main gauche pour le 
PI an1 st.e fJ.o~ul l.>ii ttqe:>nst.E'l r1 qui a pe1··du un bra•'; b 1 a querre. Les 
deux Loncertos sent composes en parall~le, le concerto en sol ma]eur 
etant lE~ det~rner termine. i'1aiqr·e dE'S hf~L.WeS de r·epetltlOrl ac:harnef~, 
Rav1?l SE? rend rap1 d•~ment compte qu ' 1l ne Sf?r·a pas en mesure de JOUer 
le c: oncnrto iors de sa creation. Il cen-fie cet honnE>ur ~ une amlf~, 
Marguerite Long, ~ qu1 11 fin1t par dedier l oeuvre. 

Dans une entrevue accordee au Daily Telegraph en 1931, peu 
apres avotr mts la derniere main au concerto, Ravel en resume le 
caracter·l' en 1nchquant qu'Il n ava]t pas vise la pr·ofondeur ou les 
effets the~traux, mais qu'il avait avant tout recherche la ga1ete et 
la br1llance; c'est d'ailleurs pourquot, tl avait tout d'abord 
env1sage d'appeler 1 'oeuvre un Diverti sse•ent . Cette gaiete et cet 
eclat sont d'emblee apparents dans le theme d ouverture du premier 
muuvement. Gil-MarLhex sout1ent que ce theme est l 'un des vestiges 
de la "rhapsedie basque" q11e l'<avel ava1t seuh.cnte ecr·ire. Pour lu1 
1 1 s 'acp t d 'un "bransl e qdy" a deu>: temps c.omme 1 a Rei ne 1'1argot 
a1mait en dan~er • la cour de Navarre.• Le caract•re pentaton1que 
lum1neux de la m6lod1e ~t son rythme enleve contrastent Slnqull~re­
ment avec le prem1er passaqe au p1anD, un passaqe lent qu1 evoque le 
blue"'. Le c:omposJtE-ul- l.ui-m{~me terd allu~.J.Dn a Ja forte influenc.r! 
~J · ~ 8Xerc~ le 1azz sur 1 ' ecr 1ture de ce c:Dncerto. Cette m@me 
tnfluer.ce l~·-:;t marn+e~;i'.e dans t.J<Jn nombr·f2 de ses nt~uvres ant.erieL.WE.~~;, 
malb ellF·' a pu f.•t.l'l"? ;~cc\2nt. ut~e par 1 admir.;"d:. lon du c.on•po!::,itPcll· pour 
l<1 Rhap s ody in Blue de GecwqP (·)Pr•~,hwln, qu1 ceonnait ,71lors un suc:c:~s 
toil Pll ~-ur·apr:.! <nnsi que pdr· •;••s VISlr.es '• l~cwlem nu 11 all.;dt 
enter,drf' du jazz lc:<t-s ciP sa tourr.1~e amer1ca1nf..>.. 

Ln 10 l.lvemern: ei.orHl'' P<'•rCo:! ql_l ll revele une ·•.llre Influence--
'11 Ptf •t, lJ ur,t lrl'"'Plr·· e du l c:rqltPttu c.lu qllllltPttP pour Clc,\l'"inPtte 

de 11o.::ar ·· f .58i. i•l•'mP s1 ~avr~J nl.P tuute pr ofondetlr t{ son concerto, 
t- e mot1vement •?st d urH:.! Lel .lrc.? tnr:ensite lyr1que qu'or. l 'a app~:le "la 
Parh.utf rf:'> .. dl"'i:\lll.ln c1 ur. rt•vE • . ~-'J.r contrl•, 1'~1sprit et ld ver··vf2 
<.iu l1ernP.?r rnc.Rtvement .. r· appellnnt L' en'fant et le s s ortileges, f~t. plus 
pcH tll 1.11 ter PmPnt· J.p~, tdnf.ar f.?'i <iF' J" m-~r-chP dPs .1L1Ul~l.; qu1 lntl'?r r·om 
pcont l•·e p •. ,~>"dl"IF' Pn +r:ll'lnE' Cif·! t-ucr,Jtp <CHH'·• au p.1ano. 



BRUCKN ER: SY HPHONIE n• 4 EN HI BEHOL HA J EUR DI TE • ROHANTIQUE n 

En l~jDi:3, l.lr"uckner· q• .\JJtc~ i _ J.rl Z o•~t 1l f?!:;t. I ' or<]<:•nl !:;t(? ne id 

cathc,dr·ai e pour ~- ~? I' endr-~:. <'1 '.J 1 F,nn r'. ll "'' quar .;u·d. E• -· qu.:.tr <! <Jros Pt 11 
a c..onsdcrf~ toute S d v1e !:?n pr· nvtnce .) fa1re de la mus1qu<·< ~:;acr·ee. 
Sa venue~ V1enne <.•.ppar.:dt d'abor·d l. nmme un <·uc..ce~= .. D'r.?rnblee on 

acclame sp~, t.alents cJ ut qan.1. s Le et sa r· enommee ·,;,;'et.end en Fran<:e et 
en i;ngletel~ re ou 1l Jour:? pour des audJ.tc,ir· E"~S t:ntnuusla~o;tes et. ui.1 les 
m1lteux mustcaux l 'acLueJ.llent comme un maitre. A ses responsab1-
l1tes pedagogtques au c..unservato1re de V1enne, s ' a]outent le poste 
d'orqanistE? de 1.:1 chapelle 1mpf'r ·1alP et. en 1870, un autre poste 
d'en•;elgni:'lnt au Cnlleqe St. Anna. Sa !:;lt.uar. ion f1nancier .. e est 
meilleure qu'elle n'a 1arna1s ete et., en outre, son 1mport.ante messe 
en fa mineur est bien accueill1e des sa prem1ere execution. B1en 
que sa musique sacree qagne la faveur des cr1t1ques, apr~s son 
arr-ivee ~'"~ Vir?nne, Br·uckllF,?r· ~; e consacre pr-esqu<'! e>:clus1vement ~ la 
symphon1e. routes les symphonies n° 2 ~ 5 sent cre~es entre 1871 et 
1876 et toutes sont. reJet~es par la philharmon1que de V1enne apr~s 
une seule repetition. En quelques annees seulernent les promesses de 

Vienne tnurnent au vinaigre. 

La naivet~ de Bruckner contr1bue ~ aggraver une situation deJ~ 
comprom1se. Alors qu'1l ~ta1t encore~ L1nz, Bruc~ner est tombe 
sous le charme de la mus1que de Richard Wagner. Sans saisir toutes 
les ramif1cat1uns de son qeste, le compositeur dedie sa tro1s1~me 
symphon1e ~ l 'hnmme qu'il appelle le Ma~tre. Bruckner se retrouve 
aussltdt au milieu d'un confl1t Wagner-Brahms qu1 Fait rage~ V1enne 
et s'att1re la colere de la fact1on pro-Brahms menee par le cr1tique 
influent Eduard Hansl1c~. U~s ce moment, Bruckner ne peut. esperer 
soumett.re ses symphon1es ~ une ~coute objective. De fait, la 
premi~re execut1on de la t.roisi~me symphonie est un fiasco sans 

precedent. 

Bruckner entreprend sa quatr1~me symphonie deux JOurs apr~s 
avo1r termine la troisi~me, soit le 2 janvier 1874 et il termine la 
partitton le 22 novembre de cette annee-1~. Comme d'habitude , la 
Philharmonique rejette toute 1 'oeuvre ~ 1 'exception du prem1er 
mouvement et la qualifie de b~te. De 1878 ~ 1880, le composit.eur 
reprend la partition et la modifie compl~tement, rempla~ant ~la 
fois le schnrzo et le finalE? p<~r rje nouveate·: mouvements. C'est sous 
cett.e forme qu'elle est jouee pour la prem1ere fois sous la direc­
tion de Hans R1chter en 1881 et c · esl une des rares symphon1es de 
Bruckner qu1 rer;:o1t. un acc\H:!il c:haleureu:-: du publ1c v1enno1s. 
Deplus lor·s, elle demeui'E"~ l l.\flP de ses oeuvr·es les plu~.> popu.la1res . 
Contra1rement ~ son habitude, Bruckner donne ~ sa quat.r1~me sym­
phonie un titr-E?, "F~omantique", et un proqrammP. Le pr·PmlBI' moU·IP­
ment, par e~emple, est rense repr~senter: une c itadelle ~oyen~­
qeuse. Aube. On sonne le r•veil depuis la tour . Les chevaliers 
sur de s montures fi~res s' avan c ent. Haqie de la nature environ­
nante . 81en que 1 on pu1.esp s'u;tF•rroqer· sur ] ut1l1le dun tel 
programme pour comprendre la mus1que, son ex1stence rav~le le Lbt~ 
naif vo1rri! t:.>nfantJ.n c:lu cnmpos1t.eur. L.a quatr-ll~,?n.r~ syrnphonlP su1t le:> 
prototype halntue1 que Br·u~~' nl?r · a der·1ve d!? l<:\ f>.ipuv1eml:! symphonlP de 

Beethoven, ~ savoir, un prem1er mnuvement. t.r~s ample, dunt 1~ 

prem1 er thernf:? "t·l ernPnt'-d r·e" emer· qe du .-,11 enrrz pour parvPnl r· ~ une 
conclus1on nrand1ose, un mouvr.:!mF~nt lent., l.onq Pt lyr·1que \c,ul a clans 
le cas pr·f,'>o:_;ent, te car··actr!r·p cl 1tne m;.u·che +un~~brPJ ., un c;c:h.::~rzn 

pl.nsse.nt JOJnt. io\ un pPt.Jt tr1o Pn lrn•""rnP <Je l..nt.mdle:>r r2t un monurnPntal 
f1nal.e. 

Br 1 an rn. i.H k 
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LITTLE FAIRY TALE 
RIDING A PONY 

Maykapar 
Greehaninov 

Kim-Chi Tran, piano, Elementary IV 
(Student of Bella Pugachevsky) 

WALTZ Shostakovich 
Laura Green, piano, Elementary V 

(Student of Lucile Johnstone) 

TWO-PART INVENTION NO. 8 in F major 
Andrea Lew, piano, Elementary VI 

(Student of Margaret-Rose Etienne) 

MY DREAMS 
LARGHETTO 
DOLLS DANCE 

Cindy Cheung, piano Elementary VI 
(Student of Bella Pugachevsky) 

MINUET NO. 3 in G major 
OLD FRENCH SONG, Op.39 No.16 
BALLADE, Op.lOO No.15 

J.S. Bach 
Tchaikovsky 
Burgmuller 

Benjamin Hung, piano, Secondary I 
(Student of Lothar Kilian) 

ARIA in C major 
THEME AND THREE VARIATIONS in C major 

Ravi M enezes, piano, Secondary I 
(Student of Elfriede Laufer) 

PETIT AIR VARIE, Op.123 
M ariko M ontpetit, violin, Elementary V 

(Student of Anca Grad) 
Eva Csarnay, piano 

SONATINA 
BOUREE 

Marie-Helene Giguere, flute, Secondary I 
(Student of Pierre-Louis Coallier) 

Paul-Andre Giguere, piano 

ETUDES SIMPLES, Nos.I, II, and V 
M ark Chodan, guitar, Secondary I 

(Student of Garry Antonio) 

Couperin 
Mozart 

Dane la 

Beethoven 
Handel 

Brouwer 
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McGILL CONSERVATORY OF MUSIC 

The McGill Conservatory of Music, in collaboration with the 
Faculty of Music of McGill University, is pleased to present 
its second annual Gala Concert. This concert features the 
top candidates in the 1987 practical examinations in all 
instruments and signifies that each performer tonight 
obtained a mark of 85% or higher. 

To each of them we offer sincere congratulations and every 
good wish for continued success in their musical studies. 

Le conse!Vatoire de musique de M cGill, en collaboration avec 
la faculte de musique de l 'universite M cGill, a l 'honneur de 
presenter son deuxieme concert gala annuel. Le concert 
reunit les candidats qui ont obtenu les meilleurs resultats fors 
des examens d 'interpretation de 1987 pour taus les 
instruments; chaque musicien que vous entendrez ce soir a 
done obtenu une note egale ou superieure a 85%. 

Nous offrons nos plus sinceres felicitations a chacun d'entre 
eux et nous leur souhaitons tout le succes possible dans leurs 
etudes de musique. 

Peter Freeman 
Director 
M cGill Conse!Vatory of Music 



The following list denotes the top candidates in the 
Conservatory's theory and ear training examinations in the 
spring of 1987. For their outstanding results, each of these 
candidates received a recording produced by McGill 
University Records. 

La liste suivante comprend les cnadidats qui ont obtenu les 
meilleurs resultats aux examens de theorie et de solfege du 
conservatoire au printemps 1987. En guise de remerciements 
pour ces resultats remarquables, chaque candidat a requ un 
disque produit par McGill University Records. 

Elementary V Theory John Sussman 

Secondary I Theory Bram Goldstein 

Secondary Ill Theory Susan Yee 

Secondary Ill Ear Training Silvio Furino 

Secondary IV Theory Benjamin Raby 

Secondary IV Ear Training Ken Bibace 

Secondary V Theory Samson Yip 

Secondary V Ear Training Elijah Breder 

Collegial I Theory Heather Roberton 

Collegial I Ear Training N athaniel Pink 

Collegial II Theory Helen Richard 

Collegial II Ear Training Helen Richard 

Collegial Ill Theory Marc Couroux 
James Higgins 



CONCERTO No.36 in D major -(Third movement) 
M elanie Prud 'homme, violin, Secondary I 

(Student of Monique Alien) 
Lucie Dextradeur, piano 

' SOLVEJG'S SONG 
Danyl Pike, clarinet, Secondary I 

(Student of Peter H. Pike) 
Peter H. Pike, piano 

HABANERA (CARMEN) 
Valerie Tremblay, flute, Secondary I 

(Student of Danielle Barro) 
Sydney Vrana, guitar 

PRELUDE 
HUMORESQUE 

SOLFEGGIO 
ANHANG 

Shu-Ki Ho, piano, Secondary If 
(Student of Bella Pugachevsky) 

PIRATES BRA YE AND BOLD 
Rebecca Reich, piano, Secondary If 

(Student of Ljerka Blume) 

Grieg 

Bizet 

Schurousky 
Kosenko 

C.P.E. Bach 
Chopin 

Payer 

CONCERTO in A minor -F.I.No. 176 Vivaldi 
Guillaume Descamps, violin, Secondary If 

(Student of Michael Simon) 
Isabelle Couture, piano 

Alberta Passarelli, guitar, Secondary Ill 
(Student of Pietro Rossi) 

Carulli 

VIOLIN CONCERTO NO.l in E major Mozart 
Amelie Marsolais, violin, Secondary Ill 

(Student of Sylvie Allaire) 
Isabelle Couture, piano 

IMPROMPTU, Op.90 No.2- (Allegro) Schubert 
Cheryl Grossman, piano, Secondary Ill 

(Student of Dorothy Morton) 

CONCERTINO in G major- (Allegro moderato) Mokry 
Frederic Dubois, viola, Secondary Ill 

(Student of Sylvie Allaire) 
Isabelle Cou 



TWO-PART INVENTION N0.8 in F major 
Ruth Annano, piano, Secondary IV 

(Student of Lucile Johnstone) 

intermission 

SONATA in F major- (First movement) 
ANDALOUSE 

Julia Katnick, flute, Secondary W 
(Student of Louise Bouchard) 

Danielle Boucher, piano 

TARANTELLA in D minor, Op.23 
Catherine Saucier, cello, Secondary IV 

(Student of Robert Bardston) 
Jean Marchand, piano 

SUITE in Bb major 
Daniel Spira, french horn, Secondary V 

(Student of Pam Putnam) 

SONATA N0.2- (First movement) J.S. Bach 

TOCCATA 

Genevieve Cote, flute, Secondary V 
(Student of Claire Marchand) 

Madeleine Lemaire, piano 

Helene Caron, piano, Secondary V 
(Student of Margaret-Rose Etienne) 

UN SOSPIRO 
Jenny Perron, piano, Collegial I 
(Student of Dorothy Morton) 

Poulenc 

Liszt 

TOCCATA Khachaturian 
Caroline Veevaete, piano, Collegial I 

(Student of Dorothy Morton) 

THREE PIECES for clarinet solo Stravinsky 
Richard Handfield-Jones, clarinet, Collegial /I 

(Student of Tom Talamantes) 

PRELUDE in G minor, Op.23, No.5 Rachmaninoff 
Luc Sauve, piano, Collegial // 
(Student of Fred Sheppard) 



McGill University 
Faculty of Music 

~ Pollack concert hall 
&)~;! Salle de concert Pollack 



Tuesday 10 November 1987, 5:00pm 

S T U D E N T S 0 L 0 I S T S 

p r o g r a m m e 

SONATA Op.54 in F major 
In tempo ct•un Menuetto 
Allegretto 

ETUDE Op.25 No.9 in Gb major 
ETUDE Op.lO No.5 in Gb major 

Beethoven 

Tom BUONASSISI, piano 
(student of Dbrothy Morton) 



11 DORMIRO SOL NEL MANTO MIO REGAL 11 

recitative and aria 
from 11 Don Carlo 11 

RECITATIVE AND ARIA of the Count 
from 11 Le Nozze di Figaro 11 

.Je[[rey CARL~ bass-baritone 
(student of Betty JiJroschuk) 
Hersh Felder, piano 

11ALL THAT GOLD 11
, aria 

from 11Amahl and the Night Visitors .. 

11 COMME AUTRE FOIS 11
, aria 

from 11 Les Pecheurs de Perles 11 

Joanne TAIT, soprano 
(student of Betty Lbroschuk) 
Hersh FeZder, piano 

Verdi 

Mozart 

Menotti 

Bizet 

Next STUDENT SOLOISTS: Tuesday 17 November, 5:00 pm 
pianists with works by Bach-Busoni, Beethoven, 

Mendelssohn, Sviridov 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Tuesday, November 10, 1987 
8:00p.m. 

ZINAIDA IDLIN,piano 

Student of ESTHER MASTER 

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

Ce recital fait partie des epreuves imposees pour 
['obtention d'un diplome de concert. 



programme 

PARTITA NO. VI in e minor, 
BWV830 

Toccata 
Allemanda 
Corrante 
Air 
Sarabande 
Tempo di Gavotta 
Gigue 

SARCASMS, Op.17 {1912) 

Tempestoso 
Allegro rubato 
Allegro precipitato 
Smanioso 
Precipitatissimo 

intermission 

SONATE, No. 2 in g minor, Op.22 

So rasch wie moglich 
Andantino 
Scherzo 
Rondo 

HUNGARIAN RHAPSODY, N0.12 

Johann Sebastian Bach 
{1685-1750) 

Sergei Prokofiev 
(1891-1953) 

Robert Schumann 
{1810-1856) 

Franz Liszt 
{1811-1886) 





Faculty of Music 

Wednesday, November 11, 1987 
12:15 p.m. 

N I C H 0 LA S S T RAT H Y , organ 

Student of JOHN GREW 

programme 

A.M.D.G. 

PRELUDE AND FUGUE in e minor 

FAT ASIA (with echo effect) 

PRELUDE AND FUGUE in a minor 

MEDITATION: "Of the Father's love begotten" 

TOCCATA: "Blessed be the Lord who strengthens 
my fingers for battle" 

McGill University 
Montreal 

Buxtehude 
(1637-1707) 

Sweelink 
(1562-1621) 

J.S. Bach 
(1685-1750) 

Strathy 
(b. 1958) 

Strathy 



The Redpath Hall Organ of McGill University, Montreal 

Les grandes orgues de l 'Universite McGill, Montreal 

Grand-Orgue 
(2ieme clavier, C-g' " ) 
Bourdon ......... . .......... 16' 
Montre ...................... 8' 
Bourdon .................. . .. 8' 
Prestant ..................... 4 ' 
GrosseTierce ............. 3-115' 
Nazard .. . ................ 2-2/3' 
Doublette .................... 2' 
Tierce ................... 1-3/5' 
Fourniture ................... 2' 
Cymbale ................... 1/2' 
Cornet ...................... V 
Trompctte ................... 8' 
Clairon ..................... 4' 
Voix humaine ................ 8' 

Positif (ler clavier, c-g"') 
Dessus de tlute. . . ............ 8' 
Bourdon .................... 8' 
Prestant ..................... 4' 
Nazard. . . . .............. 2-2/3' 
Quarte de Nazard ... . . . . . . .... 2' 
Tierce ............ . . .. ... 1-3/5' 
Larigot ........ . .. . .. . ... 1-1/3' 
Fourniturc ......... . . . ....... I' 
Cymbale . .... . .... . ...... 1- 1/3' 
Cromornc ...... . . . .......... 8' Accouplements et Accessoires 

Recit (3ieme clavier, f-d"') 
Bourdon .... . .. . . . . . .... .. ... 8' 
Prestant .. .... . . . . .. .... . .. . . 4' 

Positif <;ur Grand-Orgue Tremblant fort 
Tirasse Grand-Orgue Tremblant doux 

Tirasse Positif Rossignol 

Cornet . ........ .. ... . . . ..... Ill Pression: 75mm. 
Hautbois .... .. . . . .. ..... .. . . 8' Temperament selon d'Alembert, a= 415 Hz. 

Pedale (C-f, anches AA-f') 
Bourdon . . .. . . . . . .... . ...... 16' 
Flute ... . . . ... . .. .... ..... . . 8' 

Facteurs d'orgues: 
Hellmuth Wolff & Associes, Laval, Que., 1981 

Gros Nazard . .. . . . .... .. . . 5- l /3' 
Flute . ... ... . .... .. .. ..... . .4' 
Grosse Tierce . . ....... ... . 3-115' 
FlUte ... . ... ... . ....... . .... 2' 
Bombarde . ... ....... . . .. . .. 16' 
Trompette .... .. . . . . . . ..... . . 8' 
Clairon . .. . . ... .. . . . . ... .. . . . 4 



McGill Univ ity 
Faculty of Music 

~ Pollack concert hall 
&)~;! Salle de concert Pollack 

Wednesday, November 11, 1987 
8:00p.m. 

CAROL ZONNEVELD,piano 

Student of LUBA ZUK 



programme 

PRELUDE AND FUGUE in 
B minor, Bk.I, No.24 

SONATA GIOCOSO 

Allegro 
Adagietto 
Tempo di Menuetto 
Presto 

Johann Sebastian Bach 
(1685-1750) 

Clifford Crawley 
(b.1928) 

Montreal Premiere 

SIX BAGATELLES, Op.126 

Andante con moto 
Allegro 
Andante 
Presto 
Quasi allegretto 
Presto - Andante amabile e con moto 

Ludwig van Beethoven 
( 1770-1827) 



intermission 

PRELUDES 

Brouillards 
Voiles 
Les Collines d' Anacapri 

INTERMEZZI, Op.117 

Andante moderato 

Claude Debussy 
(1862-1918) 

J ohannes Brahms 
(1833-1897) 

Andante non troppo e con molto espressione 

SONATA para piano 

Allegro marcato 
Presto misterioso 
Adagio molto appasionato 
Ruvido ed ostinato 

Alberto Ginastera 
(1916-1983) 

This recital is presented in partial fulfilment of the requzre­
ments for the degree of M aster of Music in Performance. 

Ce recital fait partie des epreuves imposees pour !'obtention 
d 'une m aft rise en musique en interpretation. 



SONATA GIOCOSO was written in the 1950's while the 
composer was still resident in England. The first per­
formance was given by J oan Newton and broadcast by the 
BBC in 1953. This short sonata is in four movements: 
Allegro leading to Adagietto, Tempo di minuetto and Presto. 
The final movement recalls, in a light-hearted way, some of 
the material from previous movements. At present, Clifford 
Crawley is a professor of composition at Queen's Univesrsity 
in Kingston, Ontario. 

SONATA GIOCOSO a ete composee dans les annees '50, alors 
que Clifford Crawley vivait encore en Anglete"e. La pre-
miere Jut executee par loan Newton et retransmise par la 
BBB en 1953. Cette oeuvre de courte duree est en 4 mou­
vements: !'Allegro, qui mene 'a l'Adagetto, Tempo di 
Minuetto, et Presto. Le demier mouvement reprend de faqon 
enjouee le materiel thematique des mouvements precedents. 
Clifford Crawley est professeur de composition a l'Universite 
Queen's de Kingston, Ontario. 
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Friday, November 13, 1987 
8:00p.m. 

BRASS QUINTET 

Class of: ROBERT GIBSON 

Trumpets: Gillian Mackay, Claude Barry 

Horn: Catherine Simons 

Trombone: Edward Shepley 

Tuba: Jean-Fran~ois Cotnoir 



programme 

Paul Dukas FANFARE from "LA PERI" 

CONTRAPUNCTUS IV from 
the Art of Fugue 

J ohann Sebastian Bach 

3 PIECES 
Maestoso all marcia 
Andante con moto 
Allegro gracioso, un poco agitato 

EXHIBITION 

CONCERTO FOR TUBA 
(Transcription from Horn Concerto N o.1 
in £b) 

1st and 3rd Movements 

pause 

Ludwig Maurer 

Fisher Tull 

Richard Strauss 

16th CENTURY CARMINA Ed. John Glasel 
(In 4 movements from various composers) 

ALLEGRO AND AIR from King Arthur Anthony Holborne 
PAVANE 

INVENTION for Brass Quintet M.E. Hogg 

FOUR SONGS Charles E. Ives 
On the Counter 
The Side Show 
Slow March 
Tarrant Moss 

LE PETIT NEGRE Claude Debussy 





McGill Univ ity 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

Friday, November 13, 1987 
8:00p.m . 

.JAZZ COMBOS 

direction: KEVIN DEAN 

J A Z Z E N S E M B L E Ill 

direction: BENOIT GLAZER 

J A Z Z E N S E M B L E 11 

direction: GORDON FOOTE 





programme 

JAZZ COMBOS 

intermission 

J A Z Z E N S E M B L E Ill 

BASlE, STRAIGHT AHEAD 

COUNT ME IN 

Sammy Nestico 

Bill Byers 

Thad Jones THE WALTZ YOU SWANG FOR ME 

SHINY STOCKING Arr. Frank Foster 

J A Z Z E N S E M B L E 11 

Selections to be chosen from the following: 

PEG AS US 

DOUBLE FAULT BLUES 

PEACE 

GROOVE MERCHANT 

CORRECHICA 

STOLEN MOMENTS 

Hank Levy 

Ray Brown 

Silver 
Arr. Mantooth 

Thad Jones 

Bill Prince 

Nelson 
Arr. Watanabe 



McGILL .JAZZ ENSEMBLE 11 
direction: Gordon Foote 

Saxophones 
Tim Lusher, alto 
Bob Cazabon, alto 
Chris Cosgrove, tenor 
Craig Hodgson, tenor 
Samantha Duckworth, baritone 

Trumpets 
Philippe Hudon 
Darren Ritchie 
Derek Kress 
Debbie Smith 
Holly Soucie 

Trombones 
Steve Ranson 
J acqueline Ab bott 
David Labrecque 
Randy Wilk, bass trombone 

Bass 
TomLyne 

Drums 
Dave Laing 
George Clarke 

Piano 
John Stechishin 

Guitar 
Jimmy Di Stefano 

I 



CBC·McGill 
adio Concerts 



CBC Radio in cooperation with 
the Faculty of Music at M cGill University 

presents 

Paul Stewart -piano 

Riehael ReRahon -piano 

Pollack Hall, November 16, 1987-8:00 p.m. 

Paul Steii'Ort9 born inN ova Scotia in 1960, studied music there from the 

age of six, then moved to Montreal to work with Charles Reiner at McGill 

University, graduating with a Bachelor of Music in Performance in 1982. 

He continued his studies in London before embarking upon his active 

performing career. 

His orchestral debut took place in April, 1981, with the Toronto Symphony. 

Since that time Mr. Stewart has performed regularly with the Toronto 

Symphony, l'Orchestre Symphonique de Montreal and the Winnipeg Sym­

phony as well as other Canadian orchestras. As a recitalist, chamber 

musician and accompanist he has appeared throughout Canada, the Uni­

ted States and Europe. A frequent performer on CBC Radio and Television, 

his most recent project being a musical tribute to George Gershwin for CBC 

Stereo's ·~rts National". 

In addition to his active performing life, Paul Stewart satisfies his love for 

opera as a coach in McGill's Opera Studio. 

RichaelRc.Rahon is best known to Canadian audiences as an accompa­

nist. A 1978 graduate ofMcGill University where he studied under Charl~.s 

Reiner, he later studied at the Franz Schubert Institute and Hochschule fur 

Musik in Vienna and later at the International summer Academy at the 

Mozarteum i~ Salzburg, working with Erik Werba, Ely Ameling, Hans 

Hotter and Jorg Demus. 

A frequent performer on both networks of the CBC, Michael McMahon has 

also recorded an album with mezzo-soprano Catherine Robbin. He has 

performed all over Europe and this past September gave a recital in Poland 

with alto Alan Fast. 

As a vocal coach, Michael McMahon divides his time between the Atelier 

Lyrique de l'Opera de Montreal and McGill University where he teaches 

song interpretation. 

NEXT CBC/McGILL CONCERT 

'Thursday, November 26 - 8:00p.m. 

'Ibe Ariou Ensemble 
with Mariou Verbruggeu - recorder 

Vivaldi, Dornel & Telemann 



PROGRAMME 
lntroduetlon and Allegro 
for Harp, Strings, Flute & Clarinet 

(tmnscribed by the composer) 

lllelaaeli"ellalwn &: Paul Ste111art 

Noeturne en forme de Va.J.se, 
Op.40 no. 2 

Mauriee Ravel 
(1875-1937) 

Gabriel Pierne 
(1863-1937) 

Sonata, Op. 36 no. 3 
(one movement) 

Iiarol Szym.anowsld 
( 1882-1937) 

Paul Ste111art 

INTERMISSION 

V a.lse, Op. 26 no. 4 Charles Marie Widor 
(1844-1937) 

Evoeation d'un jour d'angoisse, 
Op.38 no. 7 
Souvenir d'un jour de joie, Op. 38 no. 4 

Sonati.ne, Op. 16 

Modere - Vif et tres leger 
Tres lent - Tres anime 

Two Coneert Etudes on 
Songs from "Girl Crazy" 

Embraceable You 
I Got Rhythm 
(arranged by Earl Wild) 

Paul Ste111art 

La Va.lse, "poeme ehoregraphique" 
(transcribed by the composer) 

lllelaael MeMahon &: Paul Ste111art 

Louis Vierne 
( 1870-1937) 

Albert Roussel 
(1869-1937) 

George Gershwin 
(1898-1937) 

.Mauriee Ravel 
(1875-1937) 

This evening's concert will be broadcast 
on Wednesday January 20th, 1988 

on "Arts Natiorud", 
CBC Stereo 93.5 at 8:00p.m. 

Producer: Prances Wainwright 
Production Assistant: Edward Wolk 



YOUR KEY TO 1\110RE GOOD MUSIC 
RADIO GUIDE is 

a lively, 
entertaining 

monthly guide 
to all that's new 

on CBC Radio 
and CBC Stereo, 

including 
day-at-a-glance 

program listings 
... in-depth 

features and 
promes ... and 

previews of 
upcoming 

programs of 
special interest. 

CB 

RADIO GUIDE also delivers invaluable consumer tips each 
month in Listening, a special column in which music critic 

and broadcaster Clyde Gilmour reviews the latest recordings 
and audio equipment. And beginning with our October issue, 

you'll find regular columns by more of your favorite on-air 
personalities, like Peter Gzowski, not to mention our new 
previews section and a monthly calendar of live concerts 

sponsored by the CBC across Canada. 

You'll appreciate the exciting new dimension that RADIO 
GUIDE adds to your listening. Subscribe now at a special 

promotional price of $18.95 and get your first issue free. Just 
call 285-4040 and ask for operator # 192. Or write to us at: 

RADIO GUIDE 
CBC Enterprises 
P.O. Box 6440 
Station A 
Montreal, Quebec 
H3C 3L4 



McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Tuesday 17 November , 5:00 pm 

S T U 0 E N T S 0 L 0 I S T S 



p r o g r a m m e 

CHACONNE in D minor Bach-Busoni 

Earl Wilson 3 piano 
student of Norair Artinian 

SONATA Op.54 in F major 

In tempo d'un Menuetto 
Allegretto 

Beethoven 

Lucie Dextradeurl piano 
student of Eugene Plawutsky 

VARIATIONS SERIEUSES 
Op.54 in D minor Mendelssohn 

Cynthia Styles1 piano 
student of Ibrothy Morton 

SONATA FOR PIANO 

Allegro vivo e risoluto 
Largo 
Allegro vivo 

Sviridov 

James Coghlin1 piano 
student of Norair Artinian 

* * * * * 





McGill Uni kity 
Faculty of Music 

&;'-~ Pollack concert hall 
~ Salle de concert Pollack 

Tuesday, November 17, 1987 
8:00p.m. 

McGILL ALUMNI SERIES: 

H EA T H E R T 0 E W S , piano 

B.Mus.'79 (Honours), High Distinction 
University Scholar 



programme 

SONATA in C major, "Waldstein", 
Op.53 

Allegro con brio 
Introduzione: Adagio molto 
Rondo: Allegretto moderato 

GASP ARD DE LA NUIT 

On dine 
Le Gibet 
Scarbo 

intermission 

From PRELUDES, Op.32 

Prelude No. 5 in G major 
Prelude No. 12 in G* minor 

SONATA NO. 2 in Bb minor, Op.36 

Ludwig van Beethoven 

Maurice Ravel 

Sergei Rachmaninoff 

Sergei Rachmaninoff 

This recital is being recorded by Radio Canda for future 
broadcast on Radio Canada. 

Ce recital est enregistre pour diffusion ulterieur au 
reseau Radio Canada. 



Pianist Heather Toews studied with Dorothy Morton at McGill 
University, where she graduated with honours and high dis­
tinction in piano at age 19. She was a guest artist with the 
McGill Symphony Orchestra, and her ~raduating recital was 
recorded for the CBC series "Arts N attonal", broadcast 
nationwide. 

She was subsequently awarded a Canada Council Arts Grant 
to pursue graduate studies at Indiana University. There, she 
obtained a Master of Music degree as a student of Menahem 
Pressler, pianist of the Beaux Arts Trio, and also pursued 
doctoral studies as a student of Hungarian pianist Gyorgy 
Sebok. 

Heather Toews has been the recipient of many honours, in­
cluding first prize awards at the Canadian National Festival 
and the Quebec Music Festival. She was recently a finalist 
in the 1987 CBC Radio Competition. In addition to concer­
tizing in Canada and the United States, she has performed at 
summer festivals in Switzerland and in Hungary. She has 
frequently been heard on radio broadcasts by the CBC and 
Radio-Canada. 

********** 

pianiste Heather Toews a ete I 'eleve de Dorothy Mort on a 
l'universite McGill ou c'est avec grande distinction qu'elle a 
obtenu son baccalaureat en execution (piano) a l'age de 19 
ans. Elle a ete /'invitee de l'Orchestre symphonique de 

cGill et le recital qu 'elle a donnee a sa collation des grades 
a ete enregistre pour la serie ':Arts National'~ diffusee par la 
CBC sur ses ondes nationales. 

a par la suite rer;u une bourse du Conseil des arts du 
Canada pour poursuivre ses etudes a l'universite d'Indiana. 

y a obtenu une maftrise en musique sous la direction de 
enahem Press/er, pianiste du Trio Beaux Arts, et y a meme 

!fait des etudes de doctorat sous la direction du pianiste hon­
grois Gyorgy Sebok. Heather Toews a rer;u de nombreuses 

· tinctions, parmi lesquelles le premier prix du Festival 
national du Canada et du Festival de musique du Quebec. 
Elle a recemment ete I 'une des finaliste du Concours de 
Radio-Canada 198Z 

Outre des concerts au Canada et aux Etats-Unis, Heather 
Toews s'est vroduite dans le cadre de festivals d'ete en 
les ondes de la CBC et de Radio ~~- -.~ 





Wednesday, November 18, 1987 
12:15 p.m. 

T H 0 M A S A N N A N D , organ 

Student of JOHN GREW 

Faculty of Music 

programme 

PRAELUDIUM in e minor 
(BuxWV 142) 

TRIO SONATA N0.2 in c minor 

Vivace 
Largo 
Allegro 

(BWV 526) 

NOEL XI Une jeune pucelle 
NOEL I A la venue de Noel 

from N ouveau Livre de N oels, Op.2 

McGill University 
Montreal 

Dietrich Buxtehude 
( c.1637-1707) 

J oh ann Sebastian Bach 
(1685-1750) 

Louis-Claude Daquin 
(1694-1772) 



The Redpath Hall Organ of McGill University, Montreal 

Les grandes orgues de l'Universite McGill , Montreal J 

Grand-Orgue 
(2ieme clavier, C-g'' ') 
Bourdon .................... 16 · 
Montre ...................... 8' 
Bourdon ......... . .... . ...... 8' 
Prestant ..................... 4' 
Grosse Tierce . . . . . . . . . . . . 3-1/5' 
Nazard ................... 2-2/3' 
Doublette ......... . .......... 2' 
Tierce ..... . ............. 1-3/5' 
Fourniture . . . . . . . . . . .. . ..... 2 · 
Cymbale ............. . .... 1/2' 
Cornet .. . ................... V 
Trompette . . . . . . . . . . . . . . . ... 8' 
Clairon ...................... 4' 
Voix humaine . . . . . . . . . . ..... 8' 

Positif (1 er clavier, c-g" ') 
Dessus de flute ... . ............ 8' 
Bourdon . . . . . . . . . . . . . . . . . . .. 8' 
Prestant . . . . . . . . . . . . . . ...... 4 · 
N azard ................... 2-2/3' 
Quartc de Nazard ............. 2' 
Ticrce .................. 1-3/5' 
Larigot .................. 1- 1/3' 
Fourniturc ................... l' 
Cymbalc ................. 1- 1/3' 
Cromornc ................... 8' Accouplements et Accessoires 

Recit (3ieme clavier, f-d' ") 
Bourdon ..................... 8' 
Prestant .......... . .... .. .... 4 · 

Positif sur Grand-Orgue Tremblant fort 
Tirasse Grand-Orgue Tremblant doux 
Tirasse Positif Rossignol 

Cornet ...................... Ill Pression: 75mm. 
Hautbois ............ .. .... . . 8' Temperament selon d 'Alembert, a = 415Hz. 

Pedale (C-f', anches AA-f') 
Bourdon ........... . ........ 16' 
Flute . .............. . . . .... 8' 

Facteurs d'orgues: 
Hellmuth Wolff & Associes, Lava!, Que .. 1981 

Gros N azard . . . . . . . . . . .... 5- l /3' 
Flute ............ . .......... 4 ' 
Grosse Tierce .......... . . . 3-1/5 ' 
Flute ....... . ........... . ... 2' 
Bombarde .... . .. . . . ........ 16' 
Trompette ......... . ......... 8' 
Clairon . .. ...... . ..... . ..... .4 



J 

McGill University 
Faculty of Music 

~ Pollack concert hall aJtl Salle de concert Pollack 



Wednesday, November 18, 1987 
8:00p.m. 

JAZZ COMBOS 

direction: KEVIN DEAN 

and 

JAZZ ENSEMBLE I 

direction: GORDON FOOTE 



JAZZ COMBOS 

intermission 

JAZZ ENSEMBLE I 

guest soloist: David Liebman, saxophone 

DECOUPAGE 

NANUNANU 

Hank Levy 

Mike Steinel 

SPRING CAN REALLY HANG YOU Wolt and Landesman 
UP THE MOST arr. David Grott 

MAMA LLAMA SAMBA 

SLUMBER 

I'VE GOT WHAT? 

PERSONNEL 

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

Trombones 
Brad Shigeta 
Patrice Richer 
Pierre Tremblay 
Peter Christensen 
J eff Hall, bass tr. 

Piano 
Densil Pinnock 

Gordon Goodwin 

David Liebman 

arr. Steve Owen 

Trumpets 
Beno1t glazer 
Jens Lindemann 
Dean McNeill 
Ron Pohl 
Doug Thrower 

Bass 
Mike Downes 
Alec Walkington 

Drums 
Dave Robbins 
Ted Warren 

Guitar 
Pierre Cote 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Thursday, November 19, 1987 
8:00p.m. 

M I C H E L B E L A I R , guitar 
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Schubert's Violin Sonatas 

Most of Franz Schubert's <1797-1828) chamber music ~~s 
written for domestic use, at first for · his family, but later for 
his growing circle of friends and admirers. Schubert's interest 
in music for strings began at a very young age. Besides having 
studied voice, organ, piano, and theory with various teachers 
outside of the family, Schubert received violin lessons from his 
father; he became competent enough eventually to lead the first 
violin section of his school orchestra. From 1811-14 during his 
school holidays, the composer, his brothers Ignaz and Ferdinand, 
and his father formed a string quartet for which he wrote many of 
his early compositions. By the spring of 1816, Schubert had 
finished his studies and was employed as a schoolmaster - a ,job 
he found tiresome and confining - and had just taken lodging with 
Joseph Witteczek, a close member of Schubert's inner circle of 
friends. In these apartments began the famous series of domestic 
evening concerts of chamber music by the composer which came to 
be known as Schubertiade. It was in this congenial setting that 
the violin sonatas were first performed. 

The first three sonatas form a convenient group. Not only 
were they all composed in the spring of 1816, but they share 
certain structural and stylistic similarities. Anton Diabelli 
recognized this when he published them, in 1836, as 'sonatinen' 
rather than Schubert's original title 'sonaten'. Perhaps 
Diabelli felt the virtuosic technique and the structural 
complication implied by the word 'sonaten' would frighten away 
the kind of keen amateur musician who would otherwise purchase 
the score. The style Schubert was imitating in these pieces was 
not that of a turbulent Beethoven, but of the eighteenth century 
sonata of Haydn and especially Mozart. The technical demands on 
both pianist and violinist in these delicate miniatures may be 
modest, the musical texture may be light - even thin on occasion, 
but the variety of structural and harmonic eAlJeriments using a 
surprisingly limited number of motives and thematic ideas keep 
the listener's interest. 

The D ma.jor sonata, D 384, is the only three movement sonata 
in the group, as it is missing the usual Minuet found between the 
second and last movement. The opening Allegro molto, in sonata 
form, begins with the main theme played by both instruments in 
unison. This rising triadic idea is the principal motif for the 
entire mo\'ement, rather like monothematic first movements of many 
Haydn sonatas. By modulating and sequencing the motif in several 
keys, Schubert makes good musical mil~e of it. Next follows an 
unassuming ternary Andante in A ma,jor with a contrasting l.vTical 
middle section in A minor. The sonata is brought to a close by a 
rollicking Allegro vivace rondo in compound time. 

Though the first and second sonatas were both written in 
March of 1816, the levity that characterized the first finds no 
place in the Second, in A minor, D 385. The principal theme of 
the opening Allegro moderato is an angular idea soon contrasted 
by a lyrical secondary theme in the relative major. Harmonic 



surprises abound in this movement, such as an exposition ending 
in F major and, strangely enough, a recapitulation in D minor. 
The Andante's chief musical interest lies in the ~--.am.lerin~ 
harmonic path it explores between the ke:vs of F and Ab major. 
The Minuetto, marked Allegro in the score, is much closer to the 
spirit of a Lrue scherzo than the graceful dance movement. of an 
eighteenth century sonata. A rondo (Allegro) closes the sonata: 
its principal theme, with its cool ease, is .iust the ~lue to hold 
together the passages of gigue-like triplet figuration throughout 
the movement. 

Composed in April of the same year, the third sonata, in G 
minor, D 408, incorporates elements of both previous works. The 
Allegro guisto begins as the first movement of the D major 
sonata, with a unison presentation of a rising tonic triad idea, 
though rhythmically more active this time. The harmonic 
wanderings in the Andante are as distant as in any of the other 
slow movements. This Minuetto, in Bb major, could have been 
written by any number of eighteenth century composers. The final 
movement (Allegro moderate) departs from the normal rondo form 
and is best thought of as a kind of binary dance movement with an 
added coda in the tonic major. 

The A major sonata was composed in August of 1817 and is 
quite different in style and structure from the others. Here 
Schubert makes more technical demands on the performers, 
especially the violin by using double stops and the instrument's 
upper register more frequently. In his 1851 edition of the 
piece, Diabelli called the sonata a 'Duo,' thus drawing attention 
to its more virtuosic writing. The song-like opening theme of 
the first movement (Allegro Moderate) is set in relief by an 
exuberant secondary theme. Next is a Scherzo (Presto) in E 
major, an important structural departure from the usual Andante 
second movement of the other sonatas. The Trio in C major which 
forms its middle section is cleverly announced by a chromatic 
scale in the violin. Schubert explores the harmonic relationship 
between C and Ab major in a most elegant Andantino, and the 
sonata closes with a vigorous Allegro vivace in triple time. 

I 



Les sonates pour violon de Schubert 

La majeure partie de la musique de chambre de Franz Schubert 
(17q7-1828) a ete ecrite pour etre jouee tout d'abord en famille puis 
ulterieurement, pour un cercle d'amis et d'admirateurs de plus en plus 
grand. Des son plus jeune age, Schubert s'interesse a la musique pour 
cordes. En plus d'etudier le chant, l'orgue, le piano et la theorie 
avec differents maitres, Schubert apprend le violon avec son pere, 
bientot, il maitrise suffisamment l'instrument pour devenir premier 
violon de l'orchestre de son ecole. De 1811 a 1814, au cours des 
vacances scolaires, le compositeur, ses freres Ignaz et Ferdinand et 
son pere forment un quatuor a cordes pour lequel il ecrit bon nombre de 
ses premieres compositions. Au printemps de 1816, Schubert termine ses 
etudes et devient instituteur - activite qu'il trouve ennuyeuse et 
restreignante; il vient d'emmenager chez Joseph Witteczek qui compte 
parMi ses amis intimes. Dans ses appartements, commence la celebre 
serie de soirees de musique de Schubert jouee entre amis que l'on ap­
pellera les Schubertiades. C'est dans ce climat amical que les sonates 
pour violon ont ete jouees pour la premiere fois. 

Les trois preMieres sonates se regroupent facilement. Non 
seulement elles ont toutes ete composees au printemps de 1816, mais 
elles presentent certaines similitudes sur le plan de la structure et 
du style. Anton Diabelli saisit bien cette caracteristique lorsqu'il 
les publie en 1836 puisqu'il les fait passer pour des "Sonatinen" 
plutot que des "Sonaten", comme les avait appelees Schubert dans le 
titre original. Diabelli craignait peut-etre que la technique de 
virtuose et la complexite structurelle qu'evoque le root "Sonaten" 
ferait hesiter l'amateur serieux qui serait autrement tente d'acheter 
ce type de partition. Le style que Schubert imite dans ces morceaux 
n'est pas celui de Beethoven dont les sonates etaient plus turbulentes, 
mais plutot celui de la sonate du XVIIIe siecle, telle que Haydn et 
plus particulierement Mozart l'ont exploite. Les difficultes 
techniques proposees au pianiste et au violoniste dans ces miniatures 
delicates, sont peut-etre modestes, la tessiture musicale est peut-etre 
legere- voire mince a l'occasion- mais la variete des experiences 
structurelles et harmoniques qui s'appuient sur un nombre etonnament 
restreint de motifs et d'idees thematiques soutient l'interet de 
l'auteur. 

La sonate en re majeur, D 384, est la seule sonate du groupe qui 
soit en trois mouvements, puisque le menuet que l'on retrouve habituel­
lement entre le second et le dernier mouveMent y fait defaut. Le 
premier mouvement en forme de sonate, marque Allegro molto, debute par 
l'exposition du theme principal joue a l'unisson par les deux instru­
ments. Cette triade ascendante est le principal motif du mouvement 
tout entier, qui rappelle les premiers nouvements monothematiques de 
nombreuses sonates de Haydn. Schubert exploite a fond son theme par un 
jeu de modulations et de sequences en plusieurs tonalites. Vient 
ensuite un Andante ternaire en la majeur sans pretention. La sonate se 
termine par un Allegro vivace rondo en mesures composees. 

Bien que la premiere et la deuxieme sonate aient toutes deux ete 
ecrites en mars 1816, la legerete qui caracterise la premiere ne se 
retrouve pas dans la seconde qui est en la mineur, D 385. Le theme 
principal de l'Allegro moderato d'ouverture est une idee angulaire que 
Schubert oppose bientot a un theme lyrique secondaire dans la majeure 



relative. Les surprises harmoniques abondent dans ce mouvement: 
exposition qui se termine en fa majeur suivie, etonnamment, d'une 
reprise en re mineur. L'interet musical preponderant de l'Andante 
reside dans les meandres de son cheminement harmonique que Schubert 
explore dans les cles de fa et de la bemol majeur. Le Menuet, marque 
Allegro dans la partition, se rapproche bien davantage de l'esprit d'un 
vrai scherzo que du mouvement de danse gracieux d'une sonate du 
XVIIIe siecle. Un rondo (marque Allegro) termine la sonate: son 
theme principal, plein de fraicheur et de facilite reunit avec bonheur 
les passages d'une figuration en triolets semblable a une gigue tout au 
long du mouvement. 

Composee au mois d'avril de la meme annee, la troisieme sonate en 
sol mineur, D 408, incorpore des elements des deux oeuvres anterieures. 
C'est sur un Allegro giusto que s'ouvre le premier mouvement de la 
sonate en re majeur, avec une triade dans la tonique ascendante qui est 
presentee a l'unisson, et dont le rythme est plus dynamique cette fois. 
Les meandres harmoniques de l'Andante sont distants, comme dans tous 
les mouvements lents. Le Menuet, en si bemol majeur, aurait pu etre 
ecrit par un certain nombre de compositeurs du XVIIIe siecle. Le 
mouvement final (marque Allegro moderato) s'eloigne du rondo habituel 
et se presente davantage sous forme d'un mouvement de danse binaire 
accompagne d'une coda dans la tonique majeure. 

La sonate en la majeur composee en aoGt 1817 est passablement 
differente des autres, tant par le style que par la structure. Dans 
cette oeuvre, Schubert exige davantage de virtuosite des executants, et 
particulierement du violon en faisant plus souvent appel aux doubles 
cordes ainsi qu'aux registres superieurs de l'instrument. Dans l'edi­
tion de 1851 de ce morceau, Diabelli appelle la sonate un "duo", 
attirant ainsi l'attention sur son ecriture fort complexe. Au premier 
mouvement, le theme d'ouverture, semblable a un chant, est mis en 
relief par un theme secondaire exuberant. Vient ensuite un scherzo 
(marque Presto) en mi majeur, qui marque un singulier contraste avec 
l'Andante habituel du deuxieme mouvement des autres sonates. Le trio 
en do majeur qui constitue la section du milieu, est annonce brillam­
ment par une gamme chromatique au violon. Schubert explore dans un 
Andantino des plus elegants les rapports harmoniques entre les 
tonalites de do et de la bemol majeur, et la sonate se termine par un 
Allegro vivace vigoureux a trois temps. 
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After graduating with a Premier Prix in violin in 1970 from 
the Conservatoire de musique du Quebec, MARTIN FOSTER 
studied with Dorothy Delay at Julliard, obtaining his Diploma 
and Post Graduate Diploma. Recipient of several awards he 
debuted at Carnegie Hall in 1973, followed by more than 
sixty recitals for Jeunesses Musicales throughout Canada and 
the USA. He was first violin of the American String Quartet 
which won the Naumberg Chamber Music Award and the 
Coleman Chamber Music Competition. He has appeared as 
soloist with the Montreal Symphony Orchestra and the McGill 
Chamber Orchestra. Mr. Foster is presently Professor of 
Violin at the Universite du Quebec a Montreal. 

Apres avoir obtenu son Premier Prix en violon du 
Conservatoire du Quebec, en 1970, MARTIN FOSTER etudia 
avec Dorothy Delay a Julliard d'ou il obtint son Diplome de 
deuxieme cycle. 11 fit ses debuts a Carnegie Hall en 1973, 
puis fit une tournee de plus de 60 concerts avec J eunesses 
Musicales au Canada et aux Etats-Unis. Ce fut quand il etait 
premier violon du American String Quartet que le quatuor 
remporta le prix de musique de chambre Naumberg et celui de 
la competition de musique de chambre Coleman. 11 se produit 
comme soliste avec l'Orchestre s~phonique de Montreal et 
l'Orchestre de chambre de McGill. Presentement, Martin 
Foster est professeur de violon a l'Universite du Quebec a 
Montreal. 



Since his debut at age 17 as conductor and pianist with the 
Montreal Symphony Orchestra, EUGENE PIA WUTSKY 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 record1ng, 
VIRTUOSO PROFILE. Mr. Plawutsky has conducted 
extensively with l'Orchestre des Jeunes du Quebec, Jeunesses 
Musicales du Canada, CBC and McGill University. A frequent 
performer of contemporary music, he has premiered works by 
John Hawkins, Harry Somers, J acques He tu and Gilles 
Tremblay. Mr. Plawutsky is presently Associate Professor of 
Piano and Chamber Music at McGill University. 

De puis ses debuts de chef d' orchestre et de pianiste avec 
l'Orchestre symphonique de Montreal a l'age de 17 ans, 
EUGENE PIA WUTSKY travailla pour quantite de grands 
musicaux canadiens, parmi lesquels le Festival de Stratford, la 
Compagnie d' opera canadienne et les Grands ballets canadiens. 
Passionne de musique de chambre, il fit de nombreux 
enregistrements pour Radio Canada et c' est lui qui tint la 
partie de piano dans le celebre enregistrement VIRTUOSO 
PROFILE. Eugene Plawutsky dirigea a maintes reprises 
l'Orchestre des jeunes du Quebec, l'Orchestre des jeunesses 
musicales du Canada, pour Radio Canada et l'universite 
McGill. Grand interprete de musique contemporaine, il crea 
des oeuvres de John Hawkins, Harry Somers, J acques He tu et 
Gilles Tremblay. 

Eugene Plawutsky est presentement professeur agrege de 
piano et de musique de chambre a l'universite McGill. 
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Schubert's \'iolin Sonatas 

Most of Franz Schubert's (1797-1828) chamber music h~s 
written for domestic use, at first for · his family, but later for 
his growin~ circle of friends and admirers. Schubert's interest 
in music for strings be~an at a very yo~ age. Besides having 
studied voice, organ, piano, and theory with various teachers 
outside of the family, Schubert received violin lessons from his 
father; he became competent enough eventually to lead the first 
violin section of his school orchestra. From 1811-14 during his 
school holidays, the composer, his brothers Ignaz and Ferdinand, 
and his father formed a string quartet for which he wrote many of 
his early compositions. By the spring of 1816, Schubert had 
finished his studies and was employed as a schoolmaster - a job 
he found tiresome and confining - and had just taken lodging with 
Joseph Witteczek, a close member of Schubert's inner circle of 
friends. In these apartments began the famous series of domestic 
evening concerts of chamber music by the composer which came to 
be known as Schubertiade. It was in this congenial setting that 
the violin sonatas were first performed. 

The first three sonatas form a convenient group. Not only 
were they all composed in the spring of 1816, but they share 
certain structural and stylistic similarities. Anton Diabelli 
recognized this when he published them, in 1836, as 1 sonatinen' 
rather than Schubert's original title 1 sonaten'. Perhaps 
Diabelli felt the virtuosic technique and the structural 
complication implied by the word 1 sonaten' would frighten away 
the kind of keen amateur musician who would otherwise purchase 
the score. The style Schubert was imitating in these pieces was 
not that of a turbulent Beethoven, but of the eighteenth century 
sonata of Haydn and especially Mozart. The technical demands on 
both pianist and violinist in these delicate miniatures may be 
modest, the musical texture may be light - even thin on occasion, 
but the variety of structural and harmonic experiments using a 
surprisingly limited number of motives and thematic ideas keep 
the listener's interest. 

The D major sonata, D 384, is the only three movement sonata 
in the group, as it is missing the usual Minuet found between the 
second and last movement. The opening Allegro molto, in sonata 
form, begins with the main theme played by both instruments in 
unison. This rising triadic idea is the principal motif for the 
entire movement, rather like monothematic first movements of many 
Haydn sonatas. By modulating and sequencing the motif in several 
keys, Schubert makes good musical milage of it. Next follows an 
unassuming ternary Andante in A major with a contrasting hTical 
middle section in A minor. The sonata is brought to a close by a 
rollicking Allegro vivace rondo in compound time. 

Though the first and second sonatas were both written in 
March of 1816, the levity that characterized the first finds no 
place in the Second, in A minor, D 385. The principal theme of 
the opening Allegro moderato is an angular idea soon contrasted 
b;v a lyrical secondary theme in the relative major. Harmonic 



surprises abound in this movement, such as an exposition ending 
in F ma,ior and, strangely enough, a recapitulation in D minor. 
The Andante's chief musical interesl lies in the ~-.amlerinl! 
harmonic path it explores between the ke:.-s of F and Ab major. 
The Minuetto, marked Allegro in the score, is much closer lo the 
spirit of a lrue scherzo than the graceful dance movement. of an 
eighteenth century sonata. A rondo (Allegro) closes the sonata: 
its principal theme, ~·i th its cool ease, is just the ~lue to hold 
together the passages of gigue-like triplet figuration throughout 
the movement. 

Composed in April of the same year, the third sonata, in G 
minor, D 408, incorporates elements of both previous works. The 
Allegro guisto begins as the first movement of the D ma,jor 
sonata, with a unison presentation of a rising tonic triad idea, 
though rhythmically more active this time. The harmonic 
wanderings in the Andante are as distant as in any of the other 
slow movements. This Minuetto, in Bb major, could have been 
written by any number of eighteenth century composers. The final 
movement (Allegro moderato) departs from the normal rondo form 
and is best thought of as a kind of binary dance movement with an 
added coda in the tonic major. 

The A major sonata was composed in August of 1817 and is 
quite different in style and structure from the others. Here 
Schubert makes more technical demands on the performers, 
especially the violin by using double stops and the instrument's 
upper register more frequently. In his 1851 edition of the 
piece, Diabelli called the sonata a 'Duo,' thus drawi~ attention 
to its more virtuosic writing. The song-like opening theme of 
the first movement (Allegro Moderato) is set in relief by an 
exuberant secondary theme. Next is a Scherzo (Presto) in E 
major, an important structural departure from the usual Andante 
second movement of the other sonatas. The Trio in C major which 
forms its middle section is cleverly announced by a chromatic 
scale in the violin. Schubert explores the harmonic relationship 
between C and Ab major in a most elegant Andantino, and the 
sonata closes with a vigorous Allegro vivace in triple time. 



Les sonates pour violon de Schubert 

La majeure partie de la musique de chambre de Franz Schubert 
(17Q7-1828) a ete ecrite pour etre jouee tout d'abord en famille puis 
ulterieurement, pour un cercle d'amis et d'admirateurs de plus en plus 
grand. Des son plus jeune age, Schubert s'interesse a la musique pour 
cordes. En plus d'etudier le chant, l'orgue, le piano et la theorie 
avec differents maitres, Schubert apprend le violon avec son pere, 
bientot, il maitrise suffisamment l'instrument pour devenir premier 
violon de l'orchestre de son ecole. De 1811 a 1814, au cours des 
vacances scolaires, le compositeur, ses freres Ignaz et Ferdinand et 
son pere forment un quatuor a cordes pour lequel il ecrit bon nombre de 
ses premieres compositions. Au printemps de 1816, Schubert termine ses 
etudes et devient instituteur- activite qu'il trouve ennuyeuse et 
restreignante; il vient d'emmenager chez Joseph \litteczek qui compte 
par~i ses amis intimes. Dans ses appartements, commence la celebre 
serie de soirees de musique de Schubert jouee entre amis que l'on ap­
pellera les Schubertiades. C'est dans ce climat amical que les sonates 
pour violon ont ete jouees pour la premiere fois. 

Les trois pre~ieres sonates se regroupent facilement. Non 
seulement elles ont toutes ete composees au printemps de 1816, mais 
elles presentent certaines similitudes sur le plan de la structure et 
du style. Anton Diabelli saisit bien cette caracteristique lorsqu'il 
les publie en 1836 puisqu'il les fait passer pour des "Sonatinen" 
plutot que des "Sonaten", comme les avait appelees Schubert dans le 
titre original. Diabelli craignait peut-etre que la technique de 
virtuose et la complexite structurelle qu'evoque le mot "Sonaten" 
ferait hesiter l'amateur serieux qui serait autrement tente d'acheter 
ce type de partition. Le style que Schubert imite dans ces morceaux 
n'est pas celui de Beethoven dont les sonates etaient plus turbulentes, 
mais plutot celui de la sonate du XVIIIe siecle, telle que Haydn et 
plus particulierement Mozart l'ont exploite. Les difficultes 
techniques proposees au pianiste et au violoniste dans ces miniatures 
delicates, sont peut-etre modestes, la tessiture musicale est peut-etre 
legere- voire mince a l'occasion- mais la variete des experiences 
structurelles et harmoniques qui s'appuient sur un nombre etonnament 
restreint de motifs et d'idees thematiques soutient l'interet de 
l'auteur. 

La sonate en re majeur, D 384, est la seule sonate du groupe qui 
soit en trois mouvements, puisque le menuet que l'on retrouve habituel­
lement entre le second et le dernier mouvement y fait defaut. Le 
premier mouvement en forme de sonate, marque Allegro molto, debute par 
l'exposition du theme principal joue a l'unisson par les deux instru­
ments. Cette triade ascendante est le principal motif du mouvement 
tout entier, qui rappelle les premiers nouvements monothematiques de 
nombreuses sonates de Haydn. Schubert exploite a fond son theme par un 
jeu de modulations et de sequences en plusieurs tonalites. Vient 
ensuite un Andante ternaire en la majeur sans pretention. La sonate se 
termine par un Allegro vivace rondo en mesures composees. 

Bien que la premiere et la deuxieme sonate aient toutes deux ete 
ecrites en mars 1816, la legerete qui caracterise la premiere ne se 
retrouve pas dans la seconde qui est en la mineur, D 385. Le theme 
principal de l'Allegro moderato d'ouverture est une idee angulaire que 
Schubert oppose bientot a un theme lyrique secondaire dans la majeure 



relative. Les surprises harmoniques abondent dans ce mouvement: 
exposition qui se termine en fa majeur suivie, etonnamment, d'une 
reprise en re mineur. L'interet musical preponderant de l'Andante 
reside dans les meandres de son cheminement harmonique que Schubert 
explore dans les cles de fa et de la bemol majeur. Le Menuet, marque 
Allegro dans la partition, se rapproche bien davantage de l'esprit d'un 
vrai scherzo que du mouvement de danse gracieux d'une sonate du 
XVIIIe siecle. Un rondo (marque Allegro) termine la sonate: son 
theme principal, plein de fraicheur et de facilite reunit avec bonheur 
les passages d'une figuration en triolets semblable a une gigue tout au 
long du mouvement. 

Composee au mois d'avril de la meme annee, la troisieme sonate en 
sol mineur, D 408, incorpore des elements des deux oeuvres anterieures. 
C'est sur un Allegro giusto que s'ouvre le premier mouvement de la 
sonate en re majeur, avec une triade dans la tonique ascendante qui est 
presentee a l'unisson, et dont le rythme est plus dynamique cette fois. 
Les meandres harmoniques de l'Andante sont distants, comme dans tous 
les mouvements lents. Le Menuet, en si bemol majeur, aurait pu etre 
ecrit par un certain nombre de compositeurs du XVIIIe siecle. Le 
mouvement final (marque Allegro moderato) s'eloigne du rondo habituel 
et se presente davantage sous forme d'un mouvement de danse binaire 
accompagne d'une coda dans la tonique majeure. 

La sonate en la majeur composee en aoGt 1817 est passablement 
differente des autres, tant par le style que par la structure. Dans 
cette oeuvre, Schubert exige davantage de virtuosite des executants, et 
particulierement du violon en faisant plus souvent appel aux doubles 
cordes ainsi qu'aux registres superieurs de l'instrument. Dans l'edi­
tion de 1851 de ce morceau, Diabelli appelle la sonate un "duo", 
attirant ainsi l'attention sur son ecriture fort complexe. Au premier 
mouvement, le theme d'ouverture, semblable a un chant, est mis en 
relief par un theme secondaire exuberant. Vient ensuite un scherzo 
(marque Presto) en mi majeur, qui marque un singulier contraste avec 
l'Andante habituel du deuxieme mouvement des autres sonates. Le trio 
en do majeur qui constitue la section du milieu, est annonce brillam­
ment par une gamme chromatique au violon. Schubert explore dans un 
Andantino des plus elegants les rapports harmoniques entre les 
tonalites de do et de la bemol majeur, et la sonate se termine par un 
Allegro vivace vigoureux a trois temps. 



After graduating with a Premier Prix in violin in 1970 from 
the Conservatoire de musique du Quebec, MARTIN FOSTER 
studied with Dorothy Delay at Julliard, obtaining his Diploma 
and Post Graduate Diploma. Recipient of several awards he 
debuted at Carnegie Hall in 1973, followed by more than 
sixty recitals for Jeunesses Musicales throughout Canada and 
the USA He was first violin of the American String Quartet 
which won the Naumberg Chamber Music Award and the 
Coleman Chamber Music Competition. He has appeared as 
soloist with the Montreal Symphony Orchestra and the McGill 
Chamber Orchestra. Mr. Foster is presently Professor of 
Violin at the Universite du Quebec a Montreal. 

Apres avoir obtenu son Premier Prix en violon du 
Conservatoire du Quebec, en 1970, MARTIN FOSTER etudia 
avec Dorothy Delay a Julliard d'ou il obtint son Diplome de 
deuxieme cycle. 11 fit ses debuts a Camegie Hall en 1973, 
puis fit une tournee de plus de 60 concerts avec Jeunesses 
Musicales au Canada et aux Etats-Unis. Ce fut quand il etait 
premier violon du American String Quartet que le quatuor 
remporta le prix de musique de chambre Naumberg et celui de 
la competition de musique de chambre Coleman. 11 se produit 
comme soliste avec l'Orchestre s~phonique de Montreal et 
l'Orchestre de chambre de McGlll. Presentement, Martin 
Foster est professeur de violon a l'Universite du Quebec a 
Montreal. 



Since his debut at age 17 as conductor and pianist with the 
Montreal Symphony Orchestra, EUGENE PLA WUTSKY 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 record1ng, 
VIRTUOSO PROFILE. Mr. Plawutsky has conducted 
extensively with l'Orchestre des Jeunes du Quebec, Jeunesses 
Musicales du Canada, CBC and McGill University. A frequent 
performer of contemporary music, he has premiered works by 
John Hawkins, Harry Somers, J acques He tu and Gilles 
Tremblay. Mr. Plawutsky is presently Associate Professor of 
Piano and Chamber Music at McGill University. 

Depuis ses debuts de chef d'orchestre et de pianiste avec 
l'Orchestre symphonique de Montreal a l'age de 17 ans, 
EUGENE PLA WUTSKY travailla pour quantite de grands corps 
musicaux canadiens, parmi lesquels le Festival de Stratford, la 
Compagnie d' opera canadienne et les Grands ballets canadiens. 
Passionne de musique de chambre, il fit de nombreux 
enregistrements pour Radio Canada et c' est lui qui tint la 
partie de piano dans le celebre enregistrement VIRTUOSO 
PROFILE. Eugene Plawutsky dirigea a maintes reprises 
l'Orchestre des jeunes du Quebec, l'Orchestre des jeunesses 
musicales du Canada, pour Radio Canada et l'universite 
McGill. Grand interprete de musique contemporaine, il crea 
des oeuvres de John Hawkins, Harry Somers, J acques He tu et 
Gilles Tremblay. 

Eugene Plawutsky est presentement professeur agrege de 
piano et de musique de chambre a l'universite McGill. 
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le lundi 23 novembre 1987 
20h00 

MY L E N E G U AY , flute baroque 

eleve de: CLAIRE GUIMOND 

avec le concours de: David Sandall, clavecin 
Rejean Mongeau, hautbois baroque 
Nathalie Gagne, flute a bee 
Alan Laforest, flute baroque 
Johanne Gauthier, viole de gambe 

This recital is presented in partial fulfilment of the 
requirements for the degree of M aster of Music in 
Performance. 

Ce recital fait partie des epreuves imposees pour !'obtent­
ion d 'une maftreise en musique en interpretation. 

I 



programme 

LESELEMENS 
Air 
Chaconne 
Rossignols 
Tambourins I et 11 

SONATE Op. 9, No. 2 en Mi mineur 
pour flute et clavecin 

Do lee 
Allemanda 
Sarabanda 
Minuetto et double 

CONCERT NO. 5 en Si mineur 
Adagio 
Allegro 
Gratuoso 
Presto 

intermission 

SONATE en trio, en E mineur 
Largo 
Allegro 
Affettuoso 
Vivace 

SONATE en trio BWV 1039, en G majeur 
Adagio 
Allegro ma non presto 
Adagio 
Presto 

SONATE en trio, en G majeur 
Allegro 
Andante 
Allegro 

Rebel 

Le clair 

Telemann 

Telemann 

Bach 

Benda 





Wednesday, November 25, 1987 
12:15 p.m. 

J A C Q U E S G I R 0 U X, organ 

Student of JOHN GREW 

Faculty of Music 

programme 

PRELUDE AND FUGUE in 
B minor, BWV 544 

MESSE D'ORGUE 

Gloria: Recit de Tierce en taille 

LIVRE D'ORGUE, Vol. IV 

Duo (Can one al rovescio) 
Basse de Cromorne 

CARILLON-SORTIE 

McGill University 
Montreal 

Johann Sebastian Bach 

Nicolas de Grigny 

Bengt Hambraeus 

Henri Mulet 



The Redpath Hall Organ of McGill University, Montreal 

Les grandes orgues de l'Universite McGill, Montreal 

Grand-Orgue 
(2ieme clavier, C-g'") 
Bourdon .................... 16' 
Montre ...................... 8' 
Bourdon ..................... 8' 
Prestant ..................... 4' 
Grosse Ticrce ............. 3-1/5' 
Nazard. . . . . . . . . . . . . . . . . 2-2/3' 
Doublctte .................... 2' 
Ticrce .................. 1-3/5' 
Fourniture ................... 2' 
Cymbale . . . . . . . . . . . . ..... I /2' 
Cornet .................... V 
Trompette ...... . ............ 8' 
Clairon ...................... 4' 
Voix humaine ............... 8' 

Positif (ler clavier, c-g'") 
Dessus de flute. . . . . . . . . . . .... 8' 
Bourdon ..................... 8' 
Pre tant ................... 4' 
Nazard. . . . . . . . . . . . ..... 2-2/3' 
Quartc de Nazard..... . ....... 2' 
Tierce . . . ............... 1-3/5' 
Larigot ................. 1-1/3' 
Fourniturc ................... I' 
Cymbalc ................ 1-1/3' 
Cromornc ................... 8' Accouplements et Accessoires 

Recit (3icme clavier, f-d'") 
Bourdon ..................... 8' 
Prestant .................. .. . 4' 

Positif sur Grand-Orguc Tremblant fort 
Tirassc Grand-Orgue Tremblant doux 
Tirasse Positif Rossignol 

Cornet ...................... Ill Pression: 75mm. 
Hautbois .................... 8' Temperament scion d'Alembert, a= 415 Hz. 

Pedale (C-f', anches AA-f') 
Bourdon . . . . . . . . . . . . ........ 16' 
Flute . . . ................... 8' 

Facteurs d'orgues: 
Hellmuth Wolff & Associes, Laval, Que., 1981 

Gros Nazard ....... ....... 5-l /3' 
Flute ....................... 4' 
Grosse Tierce ............. 3-1/5' 
Flute ....................... 2' 
Bombardc .................. 16' 
Trompette ................... 8' 
Clairon ...................... 4 



McGill U · 1 rsity 
Faculty of Music 

~ Pollack concert hall 
&;tJ Salle de concert Pollack 

Wednesday, November 25, 1987 
8:00p.m. 

McGILL CHAMBER WINDS 

direction: ROBERT GIBSON 

and 

UNIVERSITY CHORUS 

direction: CAROL HARRIS 



McGILL CHAMBER WINDS 

SUITE FRANCAISE Francis Poulenc 
Bransle de Bourgogne 
Pavane 
Petite marche militaire 
Complainte 
Bransle de Champagne 
Sicilienne 
Carillon 

Oboe: Chantal Gosselin, Peter Gal 
Bassoon: M arc Larouche, Suzanne Nelsen 
Trumpet: Claude Barry, Dan Posen 
Trombone: Peter Christensen, Al Eggum, 

Peter Collins 
Harpsichord: David Sandall 
Percussion: George Clarke 

CANZONA PER SONARE NO. 2 Giovanni Gabrieli 
arr. R. King 

Trumpet: Claude Barry, Dan Posen 
Trombone: Al Eggum, Peter Christensen, 

Peter Collins 

SEVEN PROMENADES (1978) 
Moderato e molto maestoso 
Noah's Ark 
Moderato "Madame Tauddaud's" 
Presto 
Andante "Somniferous" 
Allegro molto 
Allegro maestoso "Hell and Tommy" 

Edward Elgar 
Ed. R. McNicol 

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

CONCERTO IN C 
Allegro moderato 
Affettuoso 
Presto 

Piccolo Trumpet:Gillian M ackay 

Tommaso Albinoni 
Ed. Muller 

Oboe: Chantal Gosselin, Peter Gal, Marie Veillette 
Basson: Marc Larouche Harpsichord:David Sandal! 



FROM AN UNKNOWN PAST- Rorem 

The Lover in Winter - Anonymous 16th Century 
Western wind, when wilt Thou blow 
that the small rain down can rain? 
Christ, if my love were in my arms 
and I in my bed again! 
0 western wind, when wilt thou blow? 

My blood so red ... - poem anonymous 
My blood so red for thee was shed 
Come home again, my own sweetheart, come home again! 
You've gone astray out of your way, come home again! 

Suspiria - poem anonvmous 
0 would I were where I would be! 
There would I be where I am not: 
for where I am would I not be, 
and where I would be I can not. 

The Miracle - poem about 1600 
Behold a wonder here! love hat received his sight! 
Which many hundred years hat not beheld the light. 
Such beams infused be by Cynthia in his eyes 
As frrst have made him see and then have made his wise 
Love now no more will weep for them that laugh the while! 
Nor wake for them that sleep, nor sigh for them that smile! 
So powerful is the beauty that love doth now behold,. 
As love is turned to duty that's neither blind nor bold. 
Thus beauty shows her might to be of double kind; 
In giving love his sight and striking folly blind. 

Tears- Poem from John Dowland's Third and Last Book of 
Songs or Airs 1603 
Weep you no more, sad fountains; what need you flow so 
fast? /Look how the snowy mountains heaven's sun doth 
gently waste!/But my sun's heavenly eyes view not your 
weeping, That now lies softly sleeping./Sleep is a reconciling, 
a rest that peace begets;/Doth not the sun rise smiling when 
fair at ever he sets? /Rest you then, rest, sad yes! Melt not 
in weeping while she lies softly sleeping. 

Crabbed Age and Youth - William Shakespeare 
Crabbed age and youth cannot live together:/Youth is full of 
pleasance, age is full of cave;/Y outh like a summer morn, age 
like winter weather;/Y outh ummer brave, age like winter 



bare./Youth is full of sport, age's breath is short, 
Youth is nimble, age is lame;/Youth is hot and bold, age is 
weak and cold;/Youth is wild and age is tame./ Age I do 
abhor thee;/ Youth I do adore thee;/0 my love, my love is 
young!/ Age I do defy thee: 0 sweet shepherd hie thee! / 
For methinks thou stay'st too long./ Hie thee! 

MAGNIFICAT- St. Luke 1.46 
My soul doth magnify the Lord/and my spirit hat rejoiced in 
God my Saviour./ For he bath regarded/the lowliness of his 
handmaiden./ For behold, from henceforth/all generations 
shall call me blessed./ For he that is might hat magnified 
me;/ and holy is his Name./ And his mercy is on them that 
fear him/throughout all generations./ He hath showed 
strength with his arm;/he bath scattered the proud in the 
imagination of their hearts./ He hath put down the might 
from their seat,/ and hat exalted the humble and meek./ He 
hath filled the hungry with good things;/ and the rich he hath 
sent empty away./ He remembering his mercy /hat holpen his 
servant Israel;/ As he promised to our forefathers,/ / Abraham 
and his seed for ever./ Glory be to the Father, and to the 
Son,/ and to the Holy Ghost;/ 
People. As it was in the beginning, is now, and ever shall be, 
world without end. Amen. 
Minister. Praise ye the Lord; 
People. The Lord's Name be praise. 

CANTATE DOMINO- Schiitz 
0 sing unto the Lord a new song,/praise Him in the company 
of saints./Let Israel praise Him who made her and the sons 
of Zion be joyful in their king./Let all men praise His name 
with timbre and song: with the harp praise Him. 

PSALM 100 
Make a joyful noise to the Lord, all the lands! /Serve the 
Lord with gladness!/Come into his presence with 
singing! /Know that the Lord is God! /It is he that made us, 
and we are his;/we are his people, and the sheep of his 
pasture./Enter his gates with thanksgiving, and his courts 
with praise! Give thanks to him, bless his namel/For the 
Lord is good; his steadfast love endures for ever, and his 
faithfulness to all generations. 



intermission 

UNIVERSI1Y CHORUS 

FROM AN UNKNOWN PAST Ned Rorem 
1. The Lover In Winter Plaineth For The Spring 
2. My Blood So Red 
3. Suspiria 
4. The Miracle 
5. Tears 
6. Crabbed Age And Youth 

MAGNIFICAT Luciano Berio 
soloists: Joanne Tait 

Marie-Claude Desloges 

Pianos 
Judith de Repentigny 
Lucy Dextrader 

~ 
Kate Herzberg 

Oboe 
Anne Dufresne 

Clarinet 
Michael Maxwell 
Martin Carpentier 

Trumnet 
ClaudeBany 
DanPosen 

Trombone 
Peter Christensen 
AlEggum 

French Horn 
Olav Traa 
Daniel Moses 

Contrabass 
fan Fleet 

Percussion:Claude Roy, Fran~ois Gauthier, D~rcy Gray 

CANT ATE DOMINO 
PSALM 100 

Trumpet:Claude Bany & Dan Posen 

Heinrich Schiitz 

Trombone.-Al Eggum, Peter Christensen, Peter Collins 



Soprano 
Marilyn Arsenault 
Christine Atallah 
Rachelle Beaudin 
Guylaine Beaudry 
Lisa Bishop 
Cynthia Bruce 
Marie-Helene Constantin 
Evelyne Corbeil 
Sara Creighton 
Brigitte Desrosiers 
Alice Freund 
Kathy Gagne 
Valeria Gutierrez 
Caroline Holden 
Lisa Houben 
N athalie J on cas 
Melissa Knock 
AnneL'Esperance 
Joyce Mah 
Louise Mennier 
Carolyn Paquin 
Elizabeth Paragamian 
Chantal Pinsonneault 
Helga Reiss 
Claire Rioux 
Kate Rogers 
Lucy Sumbulian 

Tenor 
David Bruley 
John Corkett 
Stephen Dann 
John Dupuis 
Pierre Fran~ois 
David Fuchs 
Marvin Kaye 
Patrice Lacroix 
Fran~ois Lamoureux 
Jon Miller 
Bert Pacheco 
James Peters 
Dan Skakun 
Nick Strathy 
David Robbins 

Assistant director: Catharine Murray 
Rehersal accompanist: Tom Annand 

Alto 
Julie Anderson 
Katy Carver 
Denise Chiasson 
Guylaine Flamand 
Angela Greenwell 
N elly Haccoun 
Sara Kelly 
Diane Kipling 
Bri~itte Lacasse 
Anie Lafranca 
Maryse Letarte 
Myra Manchulenko 
Mary Helen McLeese 
Brigitte Mercier 
Rose Nemeth 
Marie-Andree Paradis 
Martha SJ?ears 
Diana Th1riar 
Marie-Christine Turpin 
Susan Tweney 
Sophie Wilson 

Bass 
TomAnnand 
TomAnsuini 
Gaetan Audet 
Victor Bondarchuk 
William Brock 
Vince D' Agostino 
Thanh Do 
Julian Fischer 
Joshua Goodman 
David Judah 
J an Krabicka 
Henry Lai 
Raymond Legault 
Louis Levesque 
Claude Michaud 
Ken N agatani 
Erez Natanblut 
Joel Natablut 
TimNolan 
Grant Pytel 
David Robbins 
Gerry Shatford 
John Stechishin 
Carl Talbot 
Christian Thivierge 
Sooka Wang 



C c~ cG·I 
Radio Co certs 



CBC Radio in cooperation with 
the Faculty of Music at McGill University 

presents 

THEAIUON ENSEMBLE 
with guest Marion Verbruggen- recorder 

Pollack Hall, November 26, 1987-8:00 p.m. 

Since its founding in 1981, TheArion Ensemble has brought lit,ely and 
spirited performances of Baroque chamber music to audiences wherever 
they have played. The members are: 

Claire Guimond 
Chantal Remillard 
Betsy .'lae .. 'lillan 
Hank Knox 

baroque ftute 
baroque violin 
viola da gamba 
harpsichord 

The Arian Ensemble has enjoyed popular and critical success in its series 
of.\! ontreal concerts and on tours, and has performed frequently for Radio­
Canada and the CBC. In 1984 they were prizewinners at the prestigious 
Competition for Early .\Iusic in Brugge, Belgium. The group released its 
first recording, "Entre Paris et 1~ersailles ",on the Collegium Records label. 

In 1987-88, in addition to presenting a seventh season of concerts in 
JI ontreal. The Arian Ensemble will be recording a compact disc for Titanic 
Records of Boston with the Dutch recorder t'irtuoso, Jiarion rerbruggen. 
Other highlights of the season include a tours of the .Jiaritimes with Duo 
Seraphim . 

. 'larion 1rerbruggen was born inAmsterdam in 1950. She received her 
solo diploma with the distinguished Pri.x: d 'Excellence after several years of 
study under the renowned Franz Bruggen. She has won set'eral internatio­
nal prizes including the .. Yicolai Award, the Bodky Award, and a top prize 
at the Bruges Competition. 

J!s. 1~erbruggen is currently one of the most popular and well known recor­
der t'irtuosos U.'orldwide. Her e;rtensil'e solo career has taken her to Japan, 
Israel. both East and UTest Europe, and from coast to coast in Xorth 
America. She performed withArion Ensemble in Montreal in .March, 1987. 

As an active historical clarinettist ..\-Iarion "Ferbruggen has performed with 
Ton Koopman in his production of "The lrfagic Flute" in the Holland 
Festival, and as a cornetto player she has played solos under Gustav 
Leonhardt. }.fs. "Ferbruggen is currently on the faculty at the Ctrecht 
Conservatory and has recorded for Titanic Records of Boston. 

:\C...\.1 CBC/~IcGILL CO~CERT 
Timrsday, January 14- 8:00p.m. 

Riebard Roberts - \iolin 
Sberman Friedland - clarinet 

Dale Bartlett - piano 

Bartok, Khachaturian, Jfilhaud & Stral'insky 



PROGRAMME 
Symphouie en quatuor 
(Livre de simphonies, Paris, 1 709) 

Louis-Antoine Dornel 
(1685-1765) 

Sonata in G minor, Op. 2 ~o. 2 
(Paris c. 1728) 

Jean-Marie Leelair 
(1697-1764) 

.Andante, dolce - Allemande, allegro ma non troppo 
Sarabande, adagio- ~linuetto, allegro non troppo 

Sonata Qua.rta a due soprani 
(Sonate concertate in stilo moderno 1629) 

Dario Castello 
(early 17th century) 

Sonata in A minor Giovanni Paolo Cima 
( c1570-1622) 

Suite IV, in E major Georg Philipp Telemann 
(Six concerts & six suites, Hamburg, 1734) (1681-1767) 

Gratioso - Allegro - ~Ioderato - Yivace - Presto - bolce 
Allegro - YiYace 

~1EIDIISSIOX 

Variations on Les Folies d'Espagne 'larin 'larais 
(1656-1728) 

Sonata in F major Carl Heinrieh Graun 
(1704-1759) 

Largo - Poco allegro - .Andante - YiYace 

Sonata in C major Johann Joaebim Quantz 
(1697-1773) 

Affettuoso - .A.lla breye - Larghetto - YiYace 

Huitieme Coneert dans le 
goittTheatrai 
(Les Gouts Reunis, Paris, 1724) 

Fran~is Couperin 
(1668-1733) 

Ouverture - Grand Ritournelle, gravement - Air, noblement 
AirTendre- Air Uger- Loure- Air anime, et leg er- Sarabande 
graYe, et tendre - Air Uger - Air tendre - .Air de Baccantcs 

This evening's concert will be broadcast 
on 1rednesday January 13th, 1988 

on u Arts J.Vational'', 
CBC Stereo 93.5 at 8:00p.m. 

Producer: Prances \Vainwright 
Production Assistant: Edward Wolk 



YOUR KEY TO IVIORE GOOD MUSIC ON CB 
RADIO GUIDE is 

a lively, 
entertaining 

monthly guide 
to all that's new 

on CBC Radio 
and CBC Stereo, 

including 
day-at-a-glance 

program listings 
... in-depth 

features and 
profiles ... and 

previews of 
upcoming 

programs of 
special interest. 

RADIO GUIDE also delivers invaluable consumer tips each 
month in Listening, a special column in which music critic 

and broadcaster Clyde Gilmour reviews the latest recordings 
and audio equipment. And beginning with our October issue, 

you'll find regular columns by more of your favorite on-air 
personalities, like Peter Gzowski, not to mention our new 
previews section and a monthly calendar of live concerts 

sponsored by the CBC across Canada. 

You'll appreciate the exciting new dimension that RADIO 
GUIDE adds to your listening. Subscribe now at a special 

promotional price of $18.95 and get your first issue free. Just 
call 285-4040 and ask for operator # 192. Or write to us at: 

RADIO GUIDE 
CBC Enterprises 
P.O. Box 6440 
Station A 
Montreal, Quebec 
H3C 3L4 
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Friday 27 November 7, 8:00pm 

C H A M B E R M U S I C 

classes of MARCEL SAINT-CYR 
and EUGENE PLAWUTSKY 

p r o g r a m m e 

QUARTET Op.33 #2 in Eb (The Joke) 
Allegro moderato, cantabile 
Scherzo (Allegro) 
Largo sostenuto 
Presto 

Joanne Buckley~ Anne Simons - violins 
Nicholas Penny - viola 
Eric Lariviere~ cello 

QUARTET Op.64 #5 in D (The Lark) 
Allegro moderato 
Adagio cantabile 
Menuetto (Allegretto) 
Vivace 

Leah lOseman~ Eebecca Whitling - violins 
Veronique Potvin - viola 
Shelly Krieger - cello 

e n t r ' a c t e 

Haydn 

Haydn 



SONATA Op.83 Max Bruch 
for viola, clarinet and piano 

#1 
#6 Nachtgesang 
#7 

Vanessa Goymour - viola 
Michael Maxwell - clarinet 
Michael McAuley - piano 
(ensemble class of Eugene Plawutsky) 

QUARTET K.428 in Eb 

Allegro ma non troppo 
Andante con moto 
Menuetto (Allegretto) 
Allegro vivace 

Jonathan Hugues~ Mitch Huang - violins 
Johann Lotter - viola 
Michele Hunchak - cello 

* 

Mozart 

CHAMBER MUSIC: Thursday 3 December, 5:00 and 8:00 pm 
Pollack Concert Hall 

string quartets and mixed ensembles with 
works by Haydn~ Mozart~ Beethoven~ Bartok 





McGill U · rsity 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

Monday, November 30, 1987 
8:00p.m. 

COLLEGIUM MUSICUM 

direction: MARY CYR 



programme 

Music for the 350th anniversary 
of the birth of 

DIETRICH BUXTEHUDE (1637-1707) 

SONATA for violin, viola da gamba, and continua in C, Op.I, 
No. 5 (BuxWV 256) 

IN TE, DO MINE, SPERA VI for two sopranos, bass and 
continuo (BuxWV 2) 

AFFERTE DOMINO GLORIAM HONOREM, for two sop 
bass, and continuo (BuxWV 2) 

SONATA in E minor for flute, 
oboe, and basso continuo 
(harpsichord, bassoon) 

Largo 
Allegro 
Affettuoso 
Vivace 

intermission 

Georg Philipp Telemann 
(1681-1767) 

SONATA for violin, viola da gamba, and continuo in A, Op.II, 
No. 5 (BuxWV 263) 

GEN HIMMEL ZU DEM VATER MEIN, for soprano, violin, 
viola da gamba, and continuo (BuxWV 32) 

CANT ATE DOMINO CANTICUM NOVEM for two sopranos, 
bass, and continuo (BuxWV 12) 

I 



COLLEGIUM MUSICUM 

Marie Claude Desloges, soprano 
Claire Mallin, mezzo-soprano 
Alain Duguay, baritone 

Michel Roberge, baroque flute 
Patricia McMullen, baroq_ue bassoon 
Sophie Rivard, baroque VIolin 
Mary Cyr, viola da gamba 
Davtd Sandall, harpsichord 
Lynn Donnelly, harpsichord 
Judy Cytrynbaum, organ 
Jacques Giroux, organ 





McGill U · rsity 
Faculty of Music 

~ Pollack concert hall 
~ Salle de concert Pollack 

Monday, November 30, 1987 
8:00p.m. 

CONTEMPORARY MUSIC 

ENSEMBLE 

direction: BRUCE MATHER 



programme 

QUARTET, Op.22 Anton van Webern 

Michele Dumoulin, violin 
Tom Talamantes, clarinet 

Linda Crossfield, saxophone 
Michelle Hunchak, piano 

ESQUISSES NO. 2 Piotr Moss 

Edda Bissinger, Gemot Hammrich, 
Vincent d 'Agostino, guitars 

FUNF ORCHESTERSTOCKE, Op. 16 
Vorgefiihle - Premonitions 
Vergungenes - From The Past 
Farben- Colours 
Peripetie - Disaster 
Das obligate Recitativ 

intermission 

ASPEN SERENADE, Op.361 (1957) 
Ani me 
Soup le 
Paisible 
Energique 
N erveux et Colore 

IKKII (1972) pour 18 instruments 
solistes 

Arnold Schonberg 

Darius Milhaud 

Fran~ois Morel 



Contemporazy Chamber Orchestra 

Violin Horn 
Noel Laporte Olav Traa 
Michele Dumoulin 

Trumpet 
Viola Gillian MacKay 
Kay Cochran 

Trombone 
Cello Peter Christensen 
KevinFox 

IYJm 
DQybl~ bi!~~ Sylvain Picard 
Gilles Neault 

PiS&nQ-HS&rmQniym 
~ Michelle Hunchak 
RhianKenny 

PiS&nQ 
~ Louise Latulippe 
Rafel Wugalter 

Celeste 
Clarinet Jacqueline Ryz 
Simon Aldrich 

PercussiQn 
BassQon Ralchh O'Connor 
Marc Larouche An re Malashenko 

Hmu 
Esther Loranger 





McGill U ·· ersity 
Faculty of Music 

~ Pollack concert hall W Sa lie de concert Pollack 

Tuesday, December 1, 1987 
5:00p.m. 

McGILL WOMEN'S CHORALE 

direction: KATHLEEN ANDERSON 



HODIE CHRISTUS NATUS EST 

ADORAMUS TE CHRISTE 

Claudio Monteverdi 

Orlando di Lasso 

OMNES GENERATIONES Alan Hovhaness 

MESSEBASSE 
Kyrie 
Sanctus 
Benedictus 
Agnus Dei 

Soprano Solo: M aria Papoulias 
Piano: Minna Shin 

Soprano Solo: MariaPapoulias 
Piano: Minna Shin 

Gabriel Faure 

A WEALDEN TRIO Benjamin Britten 
Solos: Sandra Beaubien, Young lee Lee, Veronique Kaye 

SWEET WAS THE SONG 
Alto Solo: Veronique Kaye 

THE OXEN 
Piano: Minna Shin 

THE SONG OF JEPHTHA'S DAUGHTER Daniel Pinkham 
Twilight among the Vineyards .. . 
My father came as a stranger .. . 
What was my sin ... 
With timbrels and dancing ... 
Alas, my daughter. .. 
Time is a long valley ... 
I turned to my father, Jephtha ... 
The tidings of my fate moved Gilead ... 
(Chorus) Forever, year by year when spring comes north ... 

Soprano Solo: Catharine Murray 
Piano: Minna shin 

LAETENTUR CAELI 
NON NOBIS DOMINE 
CELEBRABRO TE, DOMINE 

Piano: Minna Shin 

Daniel Pinkham 



McGill Women's Chorale 

Soprano 
Elise Abecassis 
SophieAlex 
Nathalie Amram 
Petra Babankova 
Sandra Beaubien 
M agda Cacchione 
Carolyn Haley 
Laura Izaguire 
Lisa Langelier 
Jenny Pe"on * 
Linda Purves 
Dominique Bellon * 

Alto I 
Annalisa Bonardi 
Ivanka Bubic 
Man Lin Chang 
Mirella di Buono 
Susanne Foumier 
Catharine Hodder 
Lily Jasinskas 
GloriaMack 
Patricia McDaniels 
Josee Page 
Michele Raffaele • 

Assistant: Lisette Canton 

Soprano 11 
Valerie Descombes • 
Dominique Hogan * 
Allison Kennedy 
Young lee Lee* 
Sonia Lussier 
Susanne Murphy* 
Eugenie Ngai 
Minna Shin 
Caroline Veevaete * 
Carolyn Zigayer* 

Alto// 
Krista Barry 
Sylvie Beaudoin * 
Sop hie Desanlis * 
Giuseppina Greco 
Maureen Hutchison 
Veronique K.aye 
Celine Larose 
Daniela Weldon * 

Rehearsal Accompanist: Minna Shin 
Librarian: Sonia Lussier 

* Marianopolis Student 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Tuesday 1 December 1987, 8:00pm 

R E C I T A L of the 

S 0 N G I N T E R P R E T A T I 0 N C L A S S 

direction Jan Simons and Michael McMahon 

p r o g r a m m e 

from"CLAUDINE VON VILLA BELLA", D.239 Franz Schubert 

Liebe schwarmt 
Hin und wieder 
Ell en • s songs from "THE LADY OF THE LAKE •• 

Raste, Krieger~ 
Jager, ruhe von der Jagd 
Hymne an die Jungfrau 

Lbminique Gagne~ soprano 
Cynthia Styles~ piano 

LIEDERKREIS, Op.39 Robert Schumann 

1. In der Fremde 7. Auf einer Burg 
2. Intermezzo 8. In der Fremde 
3. Waldgesprach 9. Wehmut 
4. Die Stille 10. Zwielicht 
5. Mondnacht 11. Im Walde 
6. Sch8ne Fremde 12. Fruhlingsnacht 

Eileen O'LWyer~ mezzo-soprano 
Tristan Nguyen~ piano 

n t e r m s s o n 



SCHUBERT 

from "Claudine in Villa Bella", 0.239 (J.W.von Goethe) 
Liebe schwMrmt 
Love strays on every path, fidelity 
dwells secluded and alone. 
Hin und wieder 
Cupid's arrows fly, it is luck if you 
are hit. Already he has flown past, 
take care~ He's coming back~ 

Ell en's songs from "The Lady of the Lake" 
Raste, Krieger~ (0.837) 
Soldier, rest~ War is over. With the 
help of the magic harp and the fairies, 
sleep. Nor the wild beat of the drum 
or the stamping of the horses shall wake 
you, only the lark's morning song. 
Soldier, rest~ War is over. 

Jager, ruhe von der Jagd (0.838) 
Huntsman, rest from the hunt. Sleep, do 
not dream of how thy gallant steed lay 
daying. Huntsman, rest~ Thy chase is 
done. 

Hymne an die Jungfrau (0.839) 
Ave Maria, maiden mild, listen to a 
maiden's prayer. Ave Maria, undefiled, 
your protection covers our slumber. Ave 
Marie, pure maiden, hear a maiden's 
prayer. 

LIEDERKREIS, Op.39 

1. I!N DBi FREMDE 
From my homeland, beyond the sunset, 

clouds sail; but my parent dead; no-one 
remembers me there. Soon I too shall rest 
and the the lonely wood rustle above, and 
no-one here will remember me. 

2. INTERHEZZO 

L'amour va sur tousles chemins, la 
fidelite demeure isolee et seule. 

Les fl~ches de Cupidon volent ici et 
la. Il faut de la chance pour etre 
touche. Deja, il est passe, attention~ 
il revi ent. 

(Sir Walter Scott, trans.A.Storck) 

Soldat, repose-toi ~ La guerre est 
finie. Avec 1 'aide de la harpe magique 
et des fees, dors. Ni le roulement du 
tambour, ni le pietinement des chevaux 
ne te reveilleront, seule la chanson 
matinale de 1 'alouette te sortira du 
sommeil. 

Chasseur, repose-toi de la chasse. 
Dors et ne reve pas a la fa~on dont 
est mort ton etalon. Chasseur, re­
pose-toi. La chasse est finie. 

Ave Maria, douce jeune femme, ecoute 
la pri~re d'une demoiselle. Ave Maria, 
immaculee, ta protection recouvre 
notre sommeil . Ave Mari a, femme pure, 
ecoute la pri~re d'une femme. 

SCHUMANN 

Depuis mon pays, ils viennent ces 
nuages; mais mon pere et ma mere sont 
mort et pe rsonne ne se souv i en t de mc i. 
Au moment paisible je trouverai mon 
repos au bois; et personne ici ne se 
souviendra de moi. 

I have your blissful image in my heart Ton image, je la garde au fond de mon 
gazing at~. My heart sings a silent coeur, tourn~ vers moi. Mon coeur 
that soars through the sky to you. chante un cmanson qui monte si lenci­

3. WALDEGESPRACH 
eusement au ciel. 

It is late and cold. Why do you ride 11 se fait tard, et froid; Pourquoi le 
alone through the wood, lovely bride. I promenes-tu dans les bois jol ie marit"t 
will lead you home! Je te conduirai chez toi! 

"Men are deceivers; sorrow breaks my "Grandes est la fourberie des honuoo.. 
heart; Hear the horn- flee, you don't Mon coeur est brise. Le cor sonne -
know me." vas-y, tu ne sais pas qui je suis. 

Such a fine horse and lady, young and Si richement par~~ fi lle et monturt 
fair. God preserve me; you are the Sorcer- Dieu me garde; Je 'te reconnais! Tu cs 
ess Lorelei! la sorciere Lorelei! 

"Yes, you know me. My castle gazes 
into the Rhine. It is late and cold. You 
will never leave this wood." 

"Oui. Du haut rocher mon chateau 
fixe le Rhin. 11 se fait tard, et 
froid. Tu ne quitteras jamais ces bois 



4. DIE STILLE 
No-one knows how happy I am; If one 

were to know it - no-one else should. 
My thoughts are more silent than the 

snow outside and the stars above. 
I wish I were a bird and could fly 

over the sea, and on, as far as heaven. 

5 • MONDNACliT 
As if the sky had kissed the earth, 

in a gleam of blossom, she had to dream 
about him. 

The breeze ran through fields, corn 
swayed gently, woods rustled, night was 
clear. 

So my soul flew over the silent land 
as if it were flying home. 

11 

6. SCHONE FREMDE 
Tree-tops murmur at this moment as 

if old gods had trod the sunken walls. 
What do you murmur, dream-like, to 

me in this fantastic night? 
The stars sparkle, lovingly, and 

the distance speaks of great future 
happiness. 

Personne ne devine comme je suis heur­
eux! Si seulement quelqu'un venait 3 
l'apprendre, alors personne d'autre ne 
le devrait. I Mes pensees sont plws 
muettes que la neige et le ciel. I Si 
j'etais un oiseau .. voler jusqu'au ciel. 

On eOt dit que le ciel avait embrass~ 
la terre, tant qu'e lle devai t, dans le 
chatoiement d'un vent, rever de lui. 

La brise courait- des bruissernenl'.> 
vienaient des bois- la nuit, claire. 

Et mon ame etand ses ai les, suvole 
le pays si lencieux, comme si elle reo­
trait chez elle. 

Les cimes des arbres tremblent comme 
si des dieux arpentaient ces murs. 

lci, dans 1 'obscur splendeur, que 
me chuchotes-tu, comme dans un reve? 

Les etoiles brilleront, me regard 
avec tendresse; enchanteresse la dis­
tance evoque les grandes joies. 

7. AUF EINER BURG 
The old knight is asleep at the look- La-haut, le vieux chevalier dort a son 

out; rain squalls overhead, the wood poste. Balaye par la bourrasque, 1 'ec,o 
roars. de la foret gronde dans ses grilles. 

Bair . matted, uniform petrified, he Cheveux emmeles, vetements petriri (; e 
sat up there for centuries in silence. depuis des siecles, i 1 tr6ne. 

Outaide, calm and quiet, birds sing Au-dehors ... la tranquilite. Les oi'>-
thl"Ouah the empty window arches. eaux chantent sous les arcades de~t'rlt' 

ieiow a wedding panes on the Rhine· Dans 1 a va 11 ee du Rh in .• lU ~o I L'
1 I • 

'llinitrela play and the lovely bride we~ps.une noce s'avance;ll1al!. la m.:~ril:L! plourt. 

8. Dl DD. n.EMDE 
Brooks murmur through the wood, sing 

I know not where I am I Nightingales 
sing, trying to tell of old, happy days. 

In the moonbeams I seem to see a far­
away castle in the valley below. 

As if in the rose garden, my long-dead 
lover were waiting. 

9. WEHMUT 
I sometimes can sing as if I were 

happy yet hidden tears free my heart. 
In spring breezes nightingales bring 

their songs of longing from the depths. 
Then, though hearts are sad, everyone 

is glad but they do not feel the deep 
sorrow in the song. 

J'entends les ruisselets dans le bois. 
Je ne sais pas ou je suis. I Le rossi9 
nol chante des temps heureux de jadis. 

Dans la vallee, la June semble 
eclai rer ce ch~teau si lointain. 

Comme si, dans un jardin de roses, n'O 
bien-aimee, morte, m'attendait. 

Des fois je chante comme si j 'eta is 
joyeaux. Pourtant des larmes secrete~ 
1 iberent mon coeur. I Dans l'ai r printd. 
n~ire, le chant triste des rossignols. 

Tous s'assombrissent et s'en rejoui s 
sent a la fois; personne ne ressent la 
douleur et la tristesse de la chanson. 

I 



10. ZWIELICHT 
Dusk, and trees, stir heavily; cl;uds Un frisson d'effroi parcourt les arb r~ s 

are heavy dreams; what does this mean? Les nuages, au crepuscule; que signi ft~ 
Don't let ~our favorite fawn graze t-il? I N'abandonnez-pa. ta biche; l e~ 

alone; hunters' voices flit around. chasseurs font sonner i~ cor. 
If you have a friend, don't trust him Si tu as un ami ne lui fais pas conf 

now; he looks friendly, but thinks of ance; Derriere son regard i 1 se tra n~ ~ 
war. cette heure la guerre. 

What, today, goes weary down, rises Ce qui s'ecroule aujourd'hui renait 
new-born tomorrow; Much in the night demain. Nombreux sont les egarement~ ce 
goes astray; be wary, watchful, awake! la nuit: Sois prudent, reste alerte. 

11. IM WALDE 
A wedding crossed the hill; birds 

sang; riders, a horn, a merry hunt! 
But it died away; night fell. Only 

the forest murmurs, and my heart 
shudders, deeply. 

12. FRUHLINGSNACHT 
I saw and heard a sign of spring; 

the birds flew high across the garden. 
Blossom time has come. 

I could shout, weep; it cannot be. 
Old wonders reappear with the moon. 

And moon and stars say it; the wood, 
dreaming, murmurs it; nightingales sing 
it; she is you~ she is yours! 

BRAHMS 
Auf dem Kirchhofe, Op.l05 #4 
On a rainy day I found myself in a 
forgotten cemetery. The names on the 
crumbling stones proclaim: We were. 
- but also: They are now cured. 

from "Die schone Magelone", Op.33 

II. Traun! Bogen und Pfeil 
Bows and arrows serve the foe right. 
Fortune is with the noble warrior. 

III. Sind es Schmerzen, sind es Freuden 
Is it pain or joy that I feel? Dark­
ness surrounds me. If I remain far 
from her, I shall die. Only in her 
glance dwell life, hope and joy. 

IV. Liebe kam aus fernen Landen 
Love entwined me in sweet fetters. Then 
I began to feel pain. Who will loose my 
chains? Can no-one save me? If the be­
loved does not love you, only bitter 
death remains. 
So wills du des Armen dich erbarmen? 
Will you pitty this wretched creature? 
I lie imprisoned, dreams melt away. 
Only loving is living. Away with the 
pilgrim's staff! You have found it, 
the most blessed place. 

Une noce es passee. Les oiseux ont ch d~~ 
et j'ai vu des cavaliers, entendu le cor 

Mais tout a disparu dans la nuit . I I 
n'y a plus que le murmure de la forc t et 
au fond demon coeur, un frisson. 

J'ai entendu les oiseaux au- dessus du 
jardin. Le printemps approche et le 
temps des fleurs revient. 

Le vieil emerveillement revient avec 
la June; je pourrais crier . 

La June et les etoiles le proclament 
le bois le murmure, les rossignols le 
chantent; elle est tienne! .. est tienne! 

Le jour s'ecoulait sous la tourmente et 
les averses. Je m'etais tenu aupres de 
tombes oubliees. Leurs noms declarent: 
passe. La rosee fit silencieusement ap­
para1tre le mot: sauve. 

Arc et fleche conviennent ~ 1 'ennemi. 
Pour 1 'ame nob 1 e, 1 e bonheur fl euri t. 

Sont -ce 1~ joies, sont-ce la douleurs? 
Tout autour de moi s'assombrit. Si loin 
d'elle je dois rester, je mourrai. Seul 
dans son regard habitent vie, espoir, joie. 

Amour m'encha1na avec de doux liens. Helas, 
qu'est le bonheur de ce jeu? Qui brisera 
mes cha1nes? N'y a-t-il personne pour me 
sauver? Si l'etre unique ne t'aime pas, il 
ne te reste plus que la mort amere. 

Veux-tu faire don de ta pitie au malheu­
reux? Prisonier de la peur, mes reves s'en­
volent. Seul aimer signifie vivre. Jette 
au loin le baton de pelerin. Tu l'as 
trouve, le sejour bienheureux! 





Auf dem Kirchhofe, Op.l05 #4 Johannes Brahms 
from 11 DIE SCH~NE MAGELONE 11

, Op.33 
2. Traun~ Bogen und Pfeil 
3. Sind es Schmerzen, sind es Freuden 
4. Liebe kam aus fernen Landen 
5. So willst du des Armen dich erbarmen 

Jacques LachapeZZe~ baritone 
Tom Mennier~ piano 

from 11 HERMIT SONGS 11
, Op.29 

1. At Saint Patrick's Purgatory 
2. Church Bell at Night 
4. The heavenly Banquet 
5. The Crucifixion 
7. Promiscuity 
8. The Monk and his Cat 

10. The Desire for Hermitage 

Joanne Tait~ soprano 
Hershey FeZder~ piano 

Samuel Barber 

McGiZZ Jecords are on sale at intermission. 
Les Iisques McGiZZ sont en vente a Z'entr'acte. 
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TRUMPET TUNE Geoffrey Bush 
(b.1920) 

PRELUDE AND FUGUE in G minor Dietrich Buxtehude 
(1637-1707) 

CHORALE PRELUDE on "0 MenschJohann Sebastian Bach 
bewein' dein' Sunde gross" (1685-1750) 

INTRODUCTION AND PASSACAGLIA 
in D minor 

McGill University 
Montreal 

MaxReger 
(1873-1916) 



The Redpath Hall Organ of McGill University, Montreal 

Les grandes orgues de l'Universite McGill, Montreal 

Grand-Orgue 
(2ieme clavier, C-g'' ') 
Bourdon .................... 16' 
Montre ...................... 8' 
Bourdon ..................... 8' 
Prestant ..................... 4' 
Grosse Tierce ............. 3-1/5' 
Nazard ................... 2-2/3' 
Doublette .................... 2' 
Tierce ................... 1-3/5' 
Fourniture ................... 2' 
Cymba le ................... 1/2' 
Cornet ...................... V 
Trompette . . . . . . . . . ......... 8' 
Clairon ...................... 4' 
Voix humaine ................ 8' 

Positif (1 er clavier, c-g" ') 
Dessus de flute ................ 8' 
Bourdon ..................... 8' 
Prestant . . . . . . . . . . . . . . . . . .... 4' 
Nazard . . . . . . . . . . ....... 2-2/3' 
Quarte de N azard . . . . . . . ...... . 2' 
Tierce ................... 1-3/5' 
Larigot .................. 1-1/3' 
Fourniture ................... 1' 
Cymbale ................. 1-1/3' 
Cromorne . . . . . . . . . . . ....... 8' Accouplements et Accessoires 
Recit (3ieme clavier, f-d'") 
Bourdon ..................... 8' 
Prestant . . . . . . . . . . . . . . . . . . . .. 4' 

Positif sur Grand-Orgue Tremblant fort 
Tirasse Grand-Orgue Tremblant doux 
Tirasse Positif Rossignol 

Cornet ...................... Ill 
Hautbois .................... 8' 

Pression: 75mm. 
Temperament selon d'Alembert, a= 415Hz. 

Pedale (C-f, anches AA-f) 
Bourdon . . . . . . ........... .. 16' 
Flute ....................... 8' 

Facteurs d'orgues: 
Hellmuth Wolff & Associes, Laval, Que., 1981 

Gros Nazard ............ .. 5-1/3' 
Flute . ...................... 4' 
Grosse Tierce ............. 3-1/5' 
Flute ....................... 2' 
Bombarde .................. 16' 
Trompette ................... 8' 
Clairon ...................... 4 
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Thursday 3 December 1987, 5:00pm 

C H A M B E R M U S I C a t F I V E 

ensemble classes of Marcel Saint-Ctr and Tom Williams 

p r o g r a m m e 

TRIO No.4, Op.9 #3 in c minor 
Allegro con spirito 
Adagio con espressione 
Presto 

8yl1;ie Har•vey~ violin 
Linda Gregory~ viola 
Nathalie Beaulieu~ cellQ 
(class of Marcel Saint-Cyr) 

STRING QUARTET No.l, Op.l8 #l in F major 

Allegro con brio 
Adagio affettuoso ed appassionato 
Scherzo (Allegro molto) 
Allegro 

n t e r m s s o n 

Michele Seto~ violin I 
Br•ian Larson~ violin II 
ROnald Li~ viola 
Vin~ent Bernari~ cello 
(c~ass of Marcel Saint-Cyr) 

STRING QUARTET No.6, Op.l35 in F major 

Allegretto 
Vivace 
Lento assai, cantabile e tranqui ll o 
Grave I Allegro 

Br•ett Molzan~ violin I 
Guylaine Grfgoire~ violin II 
Fr•an~ois Ber>tr>and~ viola 
Louis lll Uaire ~ ce Uo 
(class of Marcel Saint-ryr-) 

STRING QUARTET No.l3, Op.29 in a minor 

Allegro ma non troppo 
Andante 
Menuetto (Allegretto) 
Allegro moderato 

Cfline Arcand~ violin T 
Marc B~live~u~ violin TI 
Franqoi:; Ber>trand~ vivla 
3ylvain Lachance~ c.:eUo 
(class of Tom Williaws) 

Ludwig van Beethoven 

Ludwig van Beethoven 

Ludwig van Beethoven 

Franz Schubert 



C H A M B E R M U S I C a t E I G H T 

ensemble classes of Marcel Saint-Cyr and Eugene Plawutsky 

p r o g r a m m e 

DIVERTIMENTO for string trio in Eb, K.563 
A 11 egro 
Adagio 
Menuetto (Allegretto) 
Allegro 

Kevin File1Jych, vioLin 
Kay 0ochran, viola 

Wolfgang Amadeus Mozart 

EmmanueZ TrembZay, eello (cl,ass of MarceL Saint-Cyr) 

STRING QUARTET No.5 Bela Bartok 
Allegro 
Adagio molto 
Scherzo (alla bulgarese) 

Nadia FrancaviZZa~ vioZin I 
MicheZe DumouZin~ vioZin II 
NichoLaR Penny~ vioZa 
RUfus Cappadoeia~ ceLLo (cLass of MarceZ Saint-Cyr) 

i n t e r m i s s o n 

STRING QUARTET in c minor, 0p.76 #3 
A 11 egro 
Poco adagio, cantabile 
Menuetto (Allegro) 
Finale (Presto) 

Karma Torrun~ vioZin I 
Josce [)3sgagnes~ vioUn II 
NathaLie Gauthier~ vioZa 

Joseph Haydn 

~uilLa~e Saucier~ ceZZo (cLass of MarceZ Saint-Cyr) 

QUINTET in Eb major, Op.l6 
for piano, oboe, clarinet, horn and bassoon 

Grave - Allegro ma non troppo 
Andante cantabile 
Rondo -Allegro ma non troppo 

Victoria Kasuto ~ piano 
ChantaL GosseZin~ oboe 
NathaLie [)3grace~ cZarinet 
NathaLie Fortin~ horn 

Ludwig van Beethoven 

Marc Larouche~ bassoon (cLass of Eugene PLawutsky 
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A word of thanks -

For more than twenty years, the Austrian Society has 
been a generous special friend of the Faculty of Music. 
Since 1977, the Austrian Society Scholarship has assisted 
our students to study music during the summer months 
in Austria. It has proven to be an important award. 

We therefore wish to thank the Austrian society and its 
current president, Dr. Sepp Froeschl, for their continued 
good will and especially for their support and 
collaboration in making our benefit concert such a 
success. 

Herzlichen Dank! 

***** 

U n mot de remerciement -

Cela fait plus de vingt ans que la Societe Autrichienne 
nous honore de son amitie genereuse. Depuis 1977, la 
Bourse de la Societe Autrichienne a permis a nos eleves 
de poursuivre leurs etudes musicales en Autriche, durant 
les mois d' et e. Cette bourse s' est averee tres 
importante. 

Nous tenons done a remercier la Societe Autrichienne et 
son president, le Docteur Sepp Froeschl, de leur fidele 
soutlen, et surtout de leur collaboration qui a contribue 
a faire de ce concert un tel succes. 

Herzlichen Dank! 



Robert Silverman 

A native of Montreal, Robert Silverman appeared in recital at the 
age of five, and made his official debut with the Montreal 
Symphony Orchestra when he was fourteen. Nevertheless, it was 
only after studying engineering for three years and ultimately 
receiving a BA. in the humanities that he decided to embark upon 
a career as a concert pianist. 

After winning First Prize in the Music Competition of Canada, 
Silverman studied in Vienna for two years with the assistance of a 
Canada Council grant. Upon his return from Europe he completed 
his formal music education at McGill University, where he was a 
student of Dorothy Morton, and the Eastman School of Music. 
During this period he continued to distinguish himself in 
international competitions, and in 1967 was engaged to perform at 
the EXPO World Festival. Shortly thereafter he made his American 
debut in Washington, D.C .. 

Robert Silverman's place in the top echelon of Canadian pianists is 
firmly established and his reputation has spread rapidly beyond his 
country's borders. He has toured throughout Europe, North and 
South America, Australia, the Far East and the Soviet Union. 
Within Canada he has been heard frequently from coast to coast, 
both in recital and as soloist with all major symphony orchestras. 

Of Robert Silverman's dozen recordings, his Orion album of piano 
music by Liszt won a Grand Prix du Disque in 1977 and resulted in 
an invitation to give an all-Liszt recital for the Liszt Society in 
Budapest. 

Robert Silverman makes his home in Vancouver, where he is m 
residence at the University of British Columbia. 



Robert Silverman 

Ne a Montreal, Robert Silverman donne son premier recital a l'age 
de cinq ans, et fait son entree officielle sur la scene musicale a 
quatorze ans avec l'Orchestre symphonique de Montreal. Pourtant, 
ce n'est qu'apres trois ans d'etudes de genie et un BA. en lettres 
qu'il se voue definitivement a une carriere de concertiste. 

Ayant remporte le premier prix au Concours de musique du Canada 
en 1961, il etudie pendant deux ans a Vienne avec l'aide d'une 
bourse du Conseil des Arts. A son retour, il paracheve sa formation 
musicale a l'universite McGill, oil il travaille avec Dorothy Morton, 
puis a la Eastman School of Music. Pendant ce temps, il continue a 
se distinguer lors de concours internationaux. En 1967, il est 
selectionne pour jouer au Festival de l'Expo. Peu apres, il fait ses 
debuts americains a Washington, D.C .. 

La reputation de Robert Silverman comme l'un des plus grands 
pianistes canadiens est bien etablie et sa renomme rayonne au-dela 
des frontieres de ce pays. Ses tournees 1' ont fait connaitre en 
Europe, en Australie, en Orient, en Union sovietique et clans les 
deux Ameriques. 11 se produit regulierement au Canada, autant en 
recital que comme invite des grands orchestres du pays. 

Parmi une douzaine d'enregistrements, il faut signaler le disque que 
Robert Silverman a consacre a la musique pour piano de Liszt, paru 
chez Orion, qui lui a valu un Grand Prix du Disque en 1977 et qui 
donna lieu a un recital Liszt a !'invitation de la Societe Liszt de 
Budapest. 

Robert Silverman vit a Vancouver oil il est en residence a 
l'Universite de la Colombie Britannique. 



Timothy V ern on 

Born in Vancouver, Timothy Vernon was a private conducting 
student of Otto-Werner Mueller (now of the Juilliard and Curtis 
schools) before spending ten years in Europe studying composition 
and conducting and beginning his professional career. An 
Honours graduate of the Vienna Academy (Hans Swarowsky) and 
of the Accademia Chigiana (Franco Ferrara), he has since his 
return to Canada held several positions with orchestras and opera 
companies, appearing regularly with the Canadian Opera Company, 
the Vancouver Opera, Calgary Opera and Winnipeg Opera as well 
as Canada Opera Piccola. He has conducted orchestras in 
Victoria, Vancouver, Calgary, Regina, Winnipeg, Windsor, London, 
Kitchener-Waterloo, Toronto, Quebec and Halifax, making frequent 
CBC Radio and Television broadcasts. Since 1980, he has been 
Artistic Director of Pacific Opera Victoria, and since 1985 
Artistic Director of the Courtenay Youth Music Centre in British 
Columbia. Professor Vernon serves on the Music Advisory Panel 
of the Canada Council. He joined the Faculty of ~iusic in 1986 
as Associate Professor. 

Timothy Vernon 

Ne a Vancouver, Timothy Vernon a ete l'eleve prive du grand 
chef d'orchestre Otto-Werner Mueller (qui enseigne aujourd'hui 
aux Ecoles Juilliard et Curtis), avant de passer dix ans en Europe 
oil il a etudie la composition et la direction d'orchestre et 
entame sa carriere professionnelle. Diplome de l'Academie de 
Vienne (Hans Swarowsky) et de l'Accademia Chigiana (Franco 
Ferrara), il a, depuis son retour au Canada, occupe plusieurs 
postes a la tete d'orchestres et de troupes d'opera, se produisant 
regulierement avec la Troupe d'Opera canadienne, l'Opera de 
Vancouver, l'Opera de Calgary et l'Opera de ~innipeg de meme 
qu'avec l'Opera Piccola du Canada. Il a dirige des orchestres a 
Victoria, Vancouver, Calgary, Regina, Winnipeg, Windsor, London, 
Kitchener-Waterloo, Toronto, Quebec et Halifax et enregistre 
quantite d'emissions pour la radio et la television de la CBC. 
Depuis 1980, il est directeur artistique du Pacific Opera Victoria, 
et depuis 1985, directeur artistique du Courtenay Youth Music 
Centre de Colombie Britannique. Timothy Vernon est membre du 
Conseil consultatif musical du Conseil des arts du Canada. Il 
enseigne a la faculte de musique depuis 1986 en qualite de 
professeur agrege. 



A VIENNESE GALA 

For well over a century Vienna was truly the musical centre of 
Europe. Like a magnet it attracted to it all that was the best in 
this art and from the late seventeen hundreds onwards many of the 
fmest European musicians found its lure irresistible. Among their 
number are three of the four composers presented on this 
programme. Only Johann Strauss Jr. was a native son of the city. 

The first and, for many, the greatest of Vienna's adopted sons was 
of course Mozart, who found there in 1781 a haven from the 
frustrating provincialism of Salzburg and the tyranny of the 
Archbishop Colloredo. His poverty, the lack of recognition of his 
genius and the tragic circumstances of his death are now legend, 
and the reception of Le Nozze di Figaro by the Viennese public is 
considered a particularly shameful episode in the city's treatment of 
the composer. In all fairness though, it must be said that the 
premiere of the opera at the Burgtheater on May 1, 1786, was a 
moderate success by the standards of the day. A number of the 
arias were encored, causing the restriction of this practice by the 
Emperor in later performances, and on the whole the opera achieved 
nine performances that season and twenty-six when it was revived 
in the season of 1789-90. Unfortunately for Vienna another city of 
the empire was much more appreciative of Mozart's genius and put 
her luke-warm reception to shame. In December 1786 Le Nozze di 
Figaro took Prague by storm. According to Franz Niemtschek, a 
resident of the city at the time and Mozart's first biographer: "The 
enthusiasm was ... without precedent; people never got tired of hearing 
it... Figaro's songs resounded in the streets and gardens, and even 
the harpist at the Bierbank had to strike up Non piu andrai if he 
wanted to be heard." 

Beethoven's "Emperor" Concerto was born into a particularly difficult 
period in Vienna's history. During the first months of 1809 while 
Beethoven was busy at work on this concerto, the Imperial City, and 
indeed all Europe, lay under the threat of war. When war did break 
out in the spring of that year it was short and bloody. Within 
weeks the French army under Napoleon had advanced to the walls of 
Vienna. First the city had to suffer a night bombardment before its 
capitulation on May 12 and then two bleak months of French 
occupation. This was a particularly trying time for Beethoven since 
many of his wealthier patrons and students had fled the city, among 
them his favourite, the Archduke Rudolph to whom the concerto is 
dedicated. In no way though, does the work reflect the insecurity 
and hardships of the period. Quite the contrary, it is one of 
Beethoven's most brilliant and triumphant creations and as such has 



earned a position as an eternal favourite m 
repertoire. 

Vienna's answer to the turmoil and destruction of the Napoleonic 
Wars was an outpouring of gaiety, sentimentality and Viennese 
"Gemiitlichkeit" which followed the reestablishment of peace at the 
Congress of Vienna. Nowhere was this gaiety more evident than in 
the city's many coffeehouses, beer-gardens and inns, where 
numerous small orchestras could be heard playing such dances as 
the landler and the latest rage - the waltz. During the 1820's and 
30's the two main dance orchestras were those of Josef Lanner and 
his one-time partner Johann Strauss. Strauss's engagement at the 
Sperl, an elegant establishment situated in the city's Leopoldstatdt 
district and famous for its large beer-garden and dance hall, was a 
particularly important turning point in the waltz's history, for it 
was here that so many visitors to Vienna, including Chopin and 
Wagner, were frrst entranced by Strauss's music. While it may be 
said that Lanner and Strauss raised the waltz from a local interest 
to a European obsession, the title of "The Waltz King" rightly 
belongs to Strauss's son, Johann Strauss jr.. For four years he and 
his orchestra were his father's chief rivals and after the father's 
death in 1849, the son became the unequaled master of Viennese 
dance music and remained so until his own death fifty years later. 
Under the younger Strauss the waltz reached a new level of 
refinement and expressiveness, and over the years such 
masterpieces as Wiener B/ut and the Kaiserwalzer on tonight's 
programme, have become synonymous with the spirit of Old Vienna. 

In general Strauss's attempts at operetta, undertaken with the 
example of Offenbach and von Suppe in mind, were less successful 
than his waltzes. Two notable exceptions though were Die 
Fledennaus and Der Zigeunerbaron which helped to establish a fine 
tradition of Viennese operetta upon which later composers such as 
Franz Lehar so expertly drew. 

Richard Strauss was yet another of Vienna's adopted sons. He was 
originally from Munich but his connections with Vienna were strong 
and enduring. From 1919 to 1924 he was conductor of the Vienna 
State Opera, and on the occasion of his sixtieth birthday received 
from the city a plot of land on the Belvedere where he built a fine 
house. His opera Der Rosenkavalier was written from 1909-1910 
and is one of the products of his collaboration with the Austrian 
poet and dramatist Hugo von Hofmannsthal. Many consider it to be 
his chef d'oeuvre. The work is a homage to both Mozart's Le 
Nozze di Figaro and the of Old Vienna. Although the story 
is set in the 1740's the v· tz is omnipresent. Strauss was 



as astute a businessman as he was a good composer and the 
popularity of his opera encouraged his sanctioning a number of 
arrangements and waltz suites from the work, inlcuding the 
Rosenkavalier Suite, which appeared under Strauss's name. 

Brian Black 

UN GALA VIENNOIS 

Pendant plus d'un siecle, Vienne est incontestablement la capitale 
musicale de l'Europe. Comme un aimant, elle attire les meilleurs 
musiciens qui, des la fm du XVIIIe siecle, ne peuvent resister a son 
attrait. C'est le cas de trois des quatre compositeurs au programme 
de ce soir, dont seul Johann Strauss fus est Viennois de naissance. 

Le premier et pour beaucoup le plus grand des flls adoptifs de 
Vienne a certes ete Mozart qui s'y est refugie en 1781, frustre par 
le provincialisme de Salzbourg et la tyrannie de l'Archeveque 
Colloredo. Sa pauvrete, !'indifference manifestee pour son genie et 
les circonstances tragiques qui ont entoure sa mort appartiennent 
desormais a la legende; quant a l'accueil que reserve le public 
viennois aux Noces de Figaro il est considere comme un episode 
particulierement honteux de la vie de Mozart a Vienne. En toute 
honetete, il faut admettre que lors de la premiere de l'opera au 
Burgheater, le 1er mai 1786, les Noces de Figaro remportent un 
succees moyen selon les normes du jour. Un certain nombre d'airs 
sont hisses, amenant l'Empereur a restreindre cette pratique dans 
les representations ulterieures. En tout, l' opera est represente a 9 
reprises cette meme saison et a 26 reprises au cours de la saison 
1789-1790. Malheureusement pour Vienne, une autre ville de 
l'Empire a su apprecier le genie de Mozart et la faire rougir de sa 
tiedeur. En decembre 1786, Les Noces de Figaro remportent un 
succes foudroyant a Prague. Selon Franz Niemtschek, le premier 
biographe de Mozart, et qui habitait Prague a l'epoque: 
"L'enthousiasme etait ... sans precedent; le public ne se Iassa jamais 
de l'entendre ... les rues et les jardins de Prague resonnaient des airs 
de Figaro et meme le harpiste a la Bierbank devait jouer Non piu 
andrai s'il voulait capter son auditoire." 



Le concerto ''Empereur": de Beethoven a vu le jour a une periode 
particulierement difficile de l'histoire de Vienne. Pendant les 
premiers mois de 1809 alors que Beethoven travaille fievreusement a 
son concerto, une menace de guerre plane sur la ville imperiale, et 
meme sur toute l'Europe. Quand la guerre est enfin declaree, au 
printemps de la meme annee, les combats sont courts et meurtriers. 
En quelques semaines, Napoleon arrive avec l'armee fran~aise aux 
portes de Vienne. La ville doit d'abord faire face au bombardement 
nocturne avant de capituler le 12 mai et de subir !'occupation 
fran~aise pendant 2 sombres mois. C'est une epoque 
particulierement difficile pour Beethoven, puisque bon nombre de 
ses mecenes et de ses etudiants les plus riches ont quitte la ville 
et notamment l'Archiduc Rodolph a qui le concerto est dedie. 
Pourtant, l'oeuvre ne reflete aucunement l'insecurite et les 
difficultes de l'epoque. Bien au contraire, c'est une des 
compositions les plus brillantes et les plus triomphantes de 
Beethoven et, a ce titre, une oeuvre qui s'est taillee une place 
privilegiee dans le repertoire de concert. 

Vienne reagit aux bouleversements et a la destruction des guerres 
napoleoniennes par des debordements de gaiete, de sentimentalite qui 
refletent une "Gemiitlichkeit" toute viennoise apres le retablissement 
de la paix au Congres de Vienne. C' est dans les cafes, clans les 
Biergartens et les auberges de la ville que cette gaiete est le plus 
manifeste: on peut y entendre de nombreux petits orchestres qui 
jouent des danses telles que le Landler et la valse qui fait fureur au 
cours des annees 1820-1830, les deux principaux orchestres de danse 
sont ceux de Josef Lanner et Johann Strauss qui a deja ete son 
partenaire. L'engagement de Strauss au Sperl, un etablissement 
elegant situe clans le quartier de Leopoldstadt et celebre pour son 
imposant Biergarten et sa grande salle de danse, marque un point 
tournant particulierement important dans l'histoire de la valse, 
puisque c'est la que de nombreux VISiteurs et notamment Chopin et 
Wagner, tomberont sous le charme de la musique de Strauss. Si l'on 
peut dire que Lanner et Strauss ont fait de la valse, une danse 
d'interet local, une obsession europeenne, c'est pourtant au fils de 
Strauss, Johann Strauss fils, que revient le titre de "Roi de la 
valse". Pendant quatre ans, il a ete avec son orchestre, le principal 
rival de son pere et, a la mort de ce dernier en 1849, il devient le 
maitre inconteste de la musique de danse viennoise et le demeure 
jusqu'a sa mort 50 ans plus tard. Avec le jeune Strauss, la valse 
atteint de nouveaux sommets de raffinement et d'expression, et au 
cours des annees des chefs d'oeuvre comme Wiener Blut et la 
Kaiserwalzer que nous entendrons ce soir, sont devenus synonymes 
de !'esprit du vieux Vienne. 



Dans !'ensemble, les tentatives de composition d'operette, auxquelles 
se livre Strauss suivant les exemples d'Offenbach et de von Suppe 
sont moins heureuses que ses valses. Deux exceptions notables, Die 
Fledemzaus et Der Zigeunerbaron, qui contribuent a l'etablissement 
d'une fine tradition d'operette viennoise que viendront enrichir par 
la suite des compositeurs tels que Franz Lehar. 

Richard Strauss est un autre fils adoptif de Vienne. Bien 
qu'originaire de Munich, ses liens avec Vienne sont cependant 
forts et durables. De 1919 a 1924, il dirige l'opera d'Etat de 
Vienne, et a 1' occasion de son 60e anniversaire de naissance, 
re~oit de la ville un terrain sur le Belvedere oil il fait construire 
une belle demeure. Son opera Der Rosenkavalier ecrit en 1909-10 
est le fruit de sa collaboration avec le poete et dramaturge 
autrichien Hugo von Hofmannsthal. Nombreux sont ceux qui 
voient la son chef d' oeuvre. C' est un hommage a la fois aux 
Noces de Figaro de Mozart et a l'esprit du vieux Vienne. 
L'action se situe vers les annees 1740 et pourtant la valse 
viennoise y est omnipresente. Strauss est un homme d'affaires 
aussi averti qu'il est bon compositeur et la vogue de son opera 
!'encourage a sanctionner un certain nombre d'arrangements et de 
suites de valses tires de l'oeuvre, y compris la Suite Der 
Rosenkavalier, qui parait sous le nom de Strauss. 

Brian Black 



programme 

OVERTURE Wolfgang Amadeus Mozart 
"Le Nozze di Figaro", K. 492 (1756-1791) 

CONCERTO 
for piano and orchestra 
No.5 in Eb, Op. 73 
"Emperor" 

Allegro 
Adagio un poco mosso 
Rondo Allegro 

Ludwig van Beethoven 
( 1770-1827) 

Robert Silverman, pianist 

intermission 

ROSENKA V ALIER SUITE, Op.59 

OVERTURE 
"Der Zigeunerbaron" 

WIENER BLUT, Op. 354 

PERPETUUM MOBILE, Op. 257 

KAISERWALZER, Op. 437 

Richard Strauss 
(1864-1949) 

Johann Strauss Jr. 
(1825-1899) 



Violin I 
Noel Laporte 
( Concertmaster) 
Brigitte Amyot 
Joanne Buckley 
May a DeForest 
J osee Desgagnes 
Angelique Duguay 
Kevin Filewych 
Nadia Francavilla 
Helene Henault 
Jonathan Hughes 
N ancy Kershaw 
Susanne Labbe 
Brian Larson 
Steve Larson 
Catherine Merklinger 
Leah Roseman 
Karma Tomm 

Violin II 
Marc Beliveau 
(Principal) 
Monique Alien 
Celine Arcand 
Michele Dumoulin 
Claudine Gagnon 
Isabelle Gosselin 
Sylvie Harvey 
Mitch Huang 
Brett Molzan 
Pascale Parenteau 
Ann Simons 
Rebecca Whitling 

Viola 
Nathalie Gauthier 
(Principal) 
Susanne Brown 
Kay Cochran 
Ginette Gibeault 
Vanessa Goymour 
Jean-Fran~ois Groulx 
Nathalie Leduc 
Ronald Li 
Johann Lotter 
Jean-Marc Martel 
Chantal Monastesse 
V eronique Potvin 

Composer-in-residence 
Emmanouelides 

Me GILL SYMPHONY ORCHESTRA 

Cello 
Rufus Cappadocia 
(Principal) 
Nathahe Beaulieu 
Katherine Butler 
Kevin Fox 
Ghislaine Gagnon 
A. Maclaine-Mitchell 
V eronique Poulin 
Guillaume Saucier 
Emmanuel Tremblay 
Jean-Sebastien Tremblay 
Shirley Wright 

Bass 
Edward Mustafa 
(Principal) 
Guy Boisvert 
Lawrence Cutt 
Mike Downes 
Ian Fleet 
Gilles Neault 
Adam Over 
Alec Walkington 

Flute 
Rhian Kenny 
(Principal) 
Kate Herzberg 
Sophie Lemieux 

Piccolo 
Karin Patriquin 

Oboe 
Anne Dufresne 
(Principal) 
Chantal Gosselin 
Frederic Hodgson 

English Horn 
Marie Veillette 

Clarinet 
Simon Aldrich 
(Principal) 
Nathahe De Grace 

Eh Clarinet 
Michael Maxwell 

Bass Clarinet 
Beatrice Gratton 

Bassoon 
Danielle Parent 
(Principal) 
Samantha Duckw 

Contra Bassoon 
Patricia McMullen 

Horn 
Nathalie Fortin 
(Principal) 
Sherry Langlois 
Daniel Moses 
Olav Traa 

Trumpet 
Jens Lindemann 
(Principal) 
Mark Schneider 
Gillian MacKay 

Trombone 
Edward Shepley 
(Principal) 
Pierre Tremblay 

Bass Trombone 
Jeff Hall 

Tuba 
Sylvain Picard 
(Principal) 

Harp 
Esther Lalonge r 

Timapni 
Andrew Cholvat 
Andrei Malashe 

Percussion 
Chris Luce 
Brian McCue 

Manager 
Andrew Cholvat 

Librarian 
Vanessa Goymou 



McGill University 
Faculty of Music 

~ Pollack concert hall 
~ Salle de concert Pollack 



Tuesday, December 8, 1987-8:00 p.m. 

LARGE BRASS CHOIR 

direction: ALAIN CAZES 

programme 

FANFARE (for the Lord Mayor of London) 

GRANDE MARCH (from Tanhauser) 

MORNING MUSIC (for three trombones 
and tuba) 

Fanfare 
March 
Canon 
The Hunt 

Arthur Bliss 1 

Richard Wagner 
arr. Alain Cazes 1 

Jiirgen Ulrich 

OLD FRENCH DANCES 

Allemande 
Gaillarde 
Pavane 

Claude Gervaise 
and Pierre d' Attaignant 

arr. Peter Reeve 

Basse Danse "La Volunte" 
Pavane Passamaize 
Branle 

intermission 

GLORIA IN EXCELSIS, Op. 88 
(based on Chorales by J .S. Bach) 

LE SACRE DU PRINTEMPS (Excerpts) 

CHRISTMAS IN BRASS 

David Uber 

Igor Stravinsky 
arr. Joseph Zuskin 

David Uber 



BRASS CHOIR 
Alain Cazes, director 

Trumpets 
Helene Drapeau 
Gillian MacKay 
DanPosen 
Mark Schneider 
Shawn Spicer 

Horns 
Rita Braca 
Olav Traa 
Geoslin V eilleux 
Jose Dudemaine 

Trombones 
Peter Christensen 
AlEggum 
Jeff Hall 
Patrice Richer 

Euphonium 
Patrice Richer 

Tuba 
Sylvain Picard 

Timpani 
Burt Pacheco 

Trombones & Tuba Quartet 
Peter Christensen 

Cathy Charlton 
Peter Collins 

AI Eggum 





McGill University 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 



Monday, December 7, 1987 
8:00p.m. 

R 0 B E R T S I LV E R M AN , nianist 

programme 

SONATA in D major, K.311 

Allegro con spirito 
Andante con espressione 
Rondeau - Allegro 

SONATE POUR PIANO, Op.35 

Allegro 
Lento 
Allegro vivace 

entr'acte 

SONATA No. 3 in fminor, Op.S 

Allegro maestoso 
Andante espressivo 
Scherzo: Allegro energico 
Intermezzo: Andante molto 
Finale: Allegro moderato ma rubato 

******* 

This recital is being recorded for future broadcast on CBM 
stereo. 
Producer: Prances Wainwright 
Ce recital sera diffuse a date ulterieur sur CBM stereo. 



MOZART: SONATA IN D MAJOR)K.311 

In the summer of 1777 Mozart. 1 eft, t.he servi c:e of t.he 
Archbishop of Salzburg, prince Colluredo, and sought hi~.; fortune 
in a European t.our thFtt. t.ook hi m <md his rnot.her t.hrough Augsburg, 
Munich, Mannheim and ultimately to PFtris. The whole enterprise 
turned out to be one of the most dismal failures in his life. No 
positions whatsoever were offered to him durinJ?: his sixteen 
wont.hs of t.ravel. instead he was disappointed in love, his rncrt.her 
died after a sudden illness in Paris and the youn~ man had tu 
endure the humiliation of begging the Archbishop, whom he 
loathed, to accept him back into his service. 

The beginning of the trip, though, was an exciting time, 
filled with the hope of success. In Auasburg during October 
17'l7, Mozart met the piano-maker Johann Andreas Stein, sometimes 
referred to as the 'Stradivarius of the early piano.' The 
composer played on Stein's creations and was very impressed, 
particularly with the escapement action and even tone. The first 
major music centre which Mozart visited was Mannheim, with its 
famous orchestra then under the direction of Christian Cannabich. 
The composer stayed there from November 1777 until March of t.he 
next year, and it was during the first few weeks in this city 
that he composed his sonata in D major K. 311, following hard on 
the heels of the sonata in C, K. 309, written in Augsburg. 
Considering the composer's experience of playing the Stein pianos 
and hearing the brilliant Mannheim orchestrFt, it is 
understandable that both these sonatas are bolder and more 
virtuosic in character. In fact the D major was a favourite of 
Mozart.'s for his own recitals. Overall it is a bright and 
energetic work and was considered by Mozart himself to be one of 
his most difficult sonatas. 

JACQUES HeTU: SONATE POUR PIANO, OPUS 35 

Jacques Hetu is one of Canada's leading composers. Born in 
Trois Rivi~res in 1938, he studied first at the University of 
Ottawa and then at the Conservatoire in Montreal, working with 
Jean Papineau-Couture and Clermont Pepin. In 1961 he received a 
number of prestigious awards: the "Prix d'Europe" from the 
Conservat.oire, the prize of the Quebec Music Festivals and a 
Canada Council grant for European studies which he pursued in 
Paris from 1961-3 under Henri Dutilleux and Olivier Messiaen . 
His early works were influenced by such composers as Bartok and 
Hi ndemi t .h and he has also used serial t.echniques in compos i ti nn 
in the tradition of Schoenberg and Webern. The piBno Sonata opus 
35 was writ.t. fm in 1984 and is dedicai.ed to Rohert. Silverrnan. 

BRAHMS: SONATA IN F MINOR~OPUS 5 

All three of Brahms's piano sonatas are early works, written 
be·t..ween l8f12 and 18fJ3. The last. and best.-known of t.hese is t.hE~ 

sonata in F minor opus 5. This wurk above all belongs to the 
period when Brahms f:i rst. met. Cl'ftra and Robert Schurnann and WRS 



hailed by the latter as the 'young eagle' of German music in an 
extravagant.ly lauda-tory review, "Neue Bahnen" (New Pa-Lhs), in the 
H•u• Z•it•~hrift fUr Huflik. The charaet.er of t .he sonat.a is 
certainly in keeping with Schumann's declaration. It is bold, 
ambitious and energetic and is conceived on a grand scale, which 
demands both great musicality and a fine technique from the 
performer . The orchestral conception of the piano writing i~ 
immediately eviden-t in the first movement, with its sudden 
dramatic shifts from wild outbursts of passion to uneasy quiet 
accompanied by the subdued and mysterious drum-like pulsing of 
the bass. The second movement has been called by Claudio Arrau 
"the most beautiful love music after Tristan. And the most 
erotic ... " It is prefaced by a quote from the German poet. 
Sternau: 

Der Abend da••ert~ das Hondlicht scheint. 
Da sind zwei Herzen in Liebe vereint~ 
Und halten sich selig u•fangen 

(Twilight comes, the moonlight shines) 
(Two hearts unite in love) 
(And embrace each other ecstatically) 

This movement is of such power and beauty that it has inspired a 
number of programmatic interpretations. Some commentators have 
gone so far as to see in the second section a dialogue between 
the two lovers. There follows a Scherzo which has certain 
similarities in character with Brahms's earlier Scherzo in E 
minor. The fourth movement is titled Interaezzo~ Ruckblick 
(backward glance). It is a transformation of the first melody of 
the second movement into a funeral march with a muffled drum 
accompaniment. The last movement is an extensive Rondo finale 
the second theme of which features Brahms's and Jaochim's musical 
motto F-A-E for Frei Aber Einsam (free but lonely). 



MOZART: SONATE EN Rf MAJEUR, K. 311 

Durant l'ete 1777, Hozart quitte le service de l'Archeveque de 
Salzhourg, le Prince Colloredo et entame avec sa mere une tournee europeenne 
qui les amene a Augsbourg, !1unich, Mannheim et enfin a Paris . Toute cette 
entreprise s'avere l'un des echecs les plus cuisants de sa vie. Pendant ces 
16 ~ois de voyage aucun poste ne lui est offert. Il connait une grande 
peine d'anour et sa mere neurt a Paris apres unP breve malarlie. Enfin 
t1ozart doit s'humilier et prier l'Archeveque qu'il deteste de le reprendre a 
son service. 

Le voyage s'annonce pourtant passionnant et c'est le coeur plein 
d'espoir que Mozart quitte Salzbourg, sur de son succes. A Augsbourg, en 
octobre 1777, il rencontre le facteur de piano Johann Andreas Stein, appele 
parfois le Stradivarius des premiers pianos. Le compositeur joue sur des 
instruments de Stein qui l'impressionnent vivement, particulierement par le 
mecanisme d'echappement et par l'egalite du timbre. Mannheim dont le 
celebre orchestre est dirige par Christian Cannabich est le pre~ier centre 
musical important que visite Mozart. Ce dernier y de~eure de novembre 1777 
jusqu'en mars 1778 et c'est au cours des premieres semaines passees dans 
cette ville qu'il compose sa sonate en re majeur, K. 311 qui suit de tres 
pres la sonate en do, K. 309 ecrite a Augsbourg. Si l'on tient compte des 
experiences musicales de Mozart a Mannheim, de sa decouverte des pianos de 
Stein et du brillant orchestre de Mannheim, on comprend mieux le caractere 
audacieux et les grandes difficultes techniques de ces deux sonates . En 
realite, la sonate en re majeur etait l'une des preferees de Hozart et il la 
choisissait volontiers pour ses recitals . Dans l'ensemble, il s'agit d'une 
oeuvre gaie et dynamique que Hozart lui-meme considerait comme l'une de ses 
sonates les plus difficiles. 

JACQUES HfTU: SONATE POUR PI ANO, OPUS 35 

Jacques Hetu est l'un des compositeurs canadiens les plus reputes. Ne a 
Trois-Rivieres en 1938, il etudie d ' abord a l ' universite d'Ottawa puis au 
Conservatoire de Hontreal avec Jean Papineau-Couture et Clermont Pepin . En 
1961, il se voit decerner uncertain nombre de prix prestigieux: le prix 
d'Europe du Conservatoire , le prix des festivals de musique du Quebec et une 
bourse du Conseil des arts du Canada qui lui per~et de poursuivre ses etudes 
en Europe , a Paris plus precisement de 1961 a 1963 avec Henri Dutilleux et 
Olivier Hessiaen . Ses premieres oeuvres subissent ! ' influence de composi­
teurs tels que Bartok et Hindemith et il utilise meme des techniques 
serielles qui rappellent Schoenberg et Hebern . La sonate pour piano Opus 35 
a ete ecrite en 1984 et elle est dediee a Robert Silverman . 

BRAHMS: SONATE EN FA MINEUR OPUS 5 

Les trois sonates pour piano de Brahms sont des oeuvres de jeunesse, 
ecrites en 1852 et 1853 . La derniere, qui est aussi la mieux connue, est la 
sonate en fa mineur Opus 5. Avant tout, cette oeuvre date de l ' epoque ou 
Brahms fait la connaissance de Clara et de Robert Schumann qui l ' appellent 
le "jeune aigle" de la musique allemande dans une critique extremement 
louangeuse, " Neue Rahnen" (Nouvelles voies) qui parait dans le Neue 
Zeitschrift fur Musik. Le caractere de la sonate correspond a la descrip­
tion de Schumann . Audacieuse , ambitieuse et dynamique, la sonate est con~ue 
sur une grande echelle et exige de l'executant une grande musicalite et une 
fine technique . La conception orchestrale de l ' ecriture pour piano est 
immediatement manifeste dans le premier mouvenent marque par des alternances 



abruptes de la passion explosive et de la quietude presque genee soutenues 
par un rythme pulse mysterieux et contenu a la basse. Claudio Arrau a dit 
du second mouvement que c'etait "la plus belle QUSique d'amour apres 
Tristan. Et la plus erotique ••• '' Le Mouvement porte en preface une 
citation du poete allemand Sternau: 

Der Abend dammert, das Mondlicht scheint. 
Da sind zwei Herzen in Liebe vereint, 
Und halten sich selig uafangen 
(La nuit tombe, la lune brille) 
(Deux coeurs s'unissent dans l'amour) 
(Et s'etreignent dans l'extase) 
Ce mouvement est d'une telle puissance et d'une telle beaute que 

certains ont tente de !'interpreter a la lumiere d'un programme. Des 
comMentateurs vont jusqu'a voir dans la seconde section, un dialogue entre 
deux amants. Le Scherzo qui suit presente certaines similitudes de 
caractere avec le Scherzo en mi mineur que Brahms a ecrit un peu plus tot. 
Le quatrieme mouvement est intitule Intermezzo, Ruckblick (coup d'oeil 
en arriere). C'est une transformation de la premiere melodie du second 
mouvement en une marche funebre avec accompagnement de tambour assourdi. Le 
dernier mouvement est un Rondo finale ample dont le second theme reprend la 
devise musicale de Brahms et de Joachim F-A-E, Frei Aber Einsam (libre mais 

seul). 



bert Silverman 
native of Montreal, Robert Silverman appeared in recital at the age of five, and 

made his official debut with the Montreal Symphony Orchestra when he was 
rteen. Nevertheless, it was only after studying engineering for three years and 

imately receiving a B.A. in the humanities that he decided to embark upon a 
eer as a concert pianist. 

After wining First Prize in the Music Competition of Canada, Silverman studied in 
~"enna for two years with the assistance of a Canada Council grant. Upon his 

urn from Europe he completed his formal music education at Mcgill University, 
ere he was a student of Dorothy Morton, and the Eastman School of Music. 

During this period he continued to distinguish himself in international competitions, 
d in 1967 was engaged to perform at the EXPO World Festival. Shortly 
reafter he made his American debut in Washington, D.C. 

Kobert Silverman's place in the top echelon of Canadian pianists is firmly 
established and his reputation has spread rapidly beyond his country's borders. I le 
' s toured throughout Europe, North and South America, Australia, the Far East 

d the Soviet Union. Within Canada he has been heard frequently from coast to 
-.vast, both in recital and as soloist with all major symphony orchestras. 

Robert Silverman's dozen recordings, his Orion album of piano music by Liszt 
)n a Grand Prix du Disque in 1977 and resulted in an invitation to give an all­
szt recital for the Liszt Society in Budapest. 

obert Silverman makes his home in Vancouver, where he is m residence at the 
iversity of British Columbia. 

********* 

' a Montreal, Robert Silverman donne son prenzier recital a !'age de cinq ans, et 
·r son entree officielle sur la scene musicale a quatorze ans avec l'Orclzestre 

" zplzonique de Montreal. Pourtant, ce n'est qu'apres trois ans d'etudes de genie et 
un B.A. en lettres qu 'if se voue definitivernent a une carriere de concertiste. 

(ant remporte le premier prix au Concours de musique du Canada en 1961, if 
die pendant deux ans a Vienne avec !'aide d'une bourse du Conseil des Arts. A 

son retour, if paraclzeve sa fomzation musicale a l'universite McGill, ou if travaille 
vec Dorotlzy Morton, puis a la Ea'itman School of Music. Pendant ce temps, if 
ntinue a se distinguer fors de concours intemationaux. En 1967, if est sc!lectionne 

• ur jouer au Festival de !'Expo. Peu apres, if fait ses debuts anu!ricains a 
aslzinton, D. C. 

reputation de Robert Silvennan cormne l'un des plus grands pianistes canadiens 
bien etablie et sa renomme rayonne au-dela des frontieres de ce pays. Ses 

mees l'ont fait connaftre en Europe, en Australie, en Orient, en Union sovif!tique 
dans les deux Ameriques. I! se produit regulierement au Canada, autant en 
ita[ que comme invite des grands orchestres du pays. 

· une douzaine d 'enregistrements, il fa ut siganler le disque que Robert 
an a consacre a la musique pour piano de Liszt, paru Chez Orion, qui lui a 

un Grand Prix du Disque en 1977 et qui donna lieu a un recital Liszt a 
vitation de la Societe Liszt de Budapest. 

a Vancouver ou if est en residence a l'universite de la 
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programme 

QUID PETIS, 0 FILl Richard Pygot 
fl. 16th c. 

TELL ME, TRUE LOVE John Dowlan 
(circa 1563-1626) 

Chloe Harrison, soprano 
Trisha Carry, mezzo-soprano 
Johanne Riverin, mezzo-soprano 
Sanders Whiting, tenor 
Robert Poliquin, baritone 
David Sandal!, harpsichord 

WAS BETRUBST DU DICH, 
MEINE SEELE (SWV 353) 

Heinrich Schiitz 
(1585-1672 

WOHL DEM, DER NICHT WANDELT IM 
RAT DER GOTILOSEN (SWV 290) 

Sonia Bourdages, soprano 
Cynthia Gates, soprano 
Catherine J olicoeur, recorder 
Sophie Lariviere, recorder 
Nick Strathy, AMDG, harpsichord 

TRIO SONATA in C for 2 recorders Georg Philipp Telemann 
and basso continua (1681-1767) 

Grave 
Andante 
Xantippe 
Lucretia 
Dido (Triste) 

Brigitte Lamontagne, recorder 
Henri Mondor, recorder 
Lawrence Day, viola da gamba 
Suzanne F oumier, harpsichord 



intermission 

SUITE, "LES ELEMENTS" 
Air 

Jean-Fery Rebel 
(1666-1747) 

Chaconne 
Air 
Tambourins I, 11 
Air pour 1' Amour 
Caprice 

Mylene Guay, baroque flute 
Rejean Mongeau, baroque oboe 
N atalie Gagne, recorder 
David Sandal/, harpsichord 
Johanne Gauthier, viola da gamba 

QUARTET for oboe, violin, Wolfgang Amadeus Mozart 
viola and violoncello (K.370) (1756-1791) 

Cynthia Flower, oboe 
M onique Alien, violin 
Linde Gregory, viola 
Benoft Milord, cello 

CANTATA, "lhr Volker Hort" Georg Philipp Telemann 
(1681-1767) 

Chantal Dubois, mezzo-soprano 
Mylene Guay, baroque flute 
Richard Osmo3nd, harpsichord 

SONATA in G minor for 2 oboes 
bassoon, and continua 

J an Dismas Zelenka 
(1679-1745) 

Anne Dufresne, oboe 
Chantal Gosselin, oboe 
Danielle Parent, bassoon 
David Judah, harpsichord 
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Wednesday, December 9, 1987 
8:00p.m. 

McGILL COLLEGIUM MUSICUM 

Directed by: MARY CYR, ALLAN FAST and 

JEAN-PIERRE NOISEUX 

programme 

F ANT AZIE AND AYRE from 
Suite No. 3 

FANTAZY QUARTET 
INNOMINEA4 

TWO CANZONAS: 
"La Pellegrina" 
"LaLoda" 

Recorder Consort: 
Catherine J olicoeur 

Brigitte Lamontagne 
Sophie Lariviere 
Henri Mondor 

Matthew Locke 
(circa 1630-1677) 

William Byrd 
(1543-1623) 

Tarquinio Merula 
(circa 1594-1665) 

1 



Notes 

The word consort, used in its musical connotation, probably 
entered the English language as a corruption of the Italian 
concerto or the French concert "the accord or harmony of several 
instruments or voices playing or singing in b.me" - as the Oxford 
Dictionary tells us. "Visit by night your lady's chamber-window 
With some sweet consort: to their instruments Tune a deploring 
dump; " is Proteus' advice to Thurio on how to woo a lady in 
Shakespeare's Two Gentlemen of Verona. The word could be used to 
denote different combinations of instruments, though usually 
implied the same family of instruments, as is the case with the 
recorder consort. The actual m.Dllber of recorders in the group 
could vary, though four seems to have been a common size. 
Nichael Praetorius, in his important treatise on musical 
instruments Syntagma Musicum published in 1615, suggests that the 
recorder consort sounds ''very well in a canzona or a motet, and 
give a very pleasant soft harmony in a hall or a room." 

As was the practice in the sixteenth and early seventeenth 
centuries, most instrumental music written could be played on 
various consorts of instruments. In the In Nomine, English 
composers set the same plainsong tune for various sized consorts 
or for different keyboard instruments. The practice is 
reminiscent of the L'Homme Arme fad of the late fifteenth century 
during which most composers wrote a mass setting based on the 
tune so as to show their mastery of the counterpuntal techniques 
of the day. Matthew Locke (c.1630-1677) wrote an enonnous amount 
of consort music typical of mid-seventeenth century English music 
- very conservative in structure and form with a peculiar, 
sometimes non-tonal harmonic language. Tarquino ~lerula' s (c. 
159~-1665) career as an organist was centred in churches in 
Cremona and Bergamo, though he did spend some time as organist to 
King Sigismund III. His canzonas are of noted for their 
structural interest. 

Joseph Bodin de Boismortier (1689-1755) eA~lored, more 
than any other composer of the period, the ensemble possibilities 
of the flute. The largest proportion of his .,;arks are either 
specifically designated for the instrument or noted as being 
suitable for it or other instruments. He was the first to hTite 
for such new instrumental combinations as three and five flutes 
alone or with continua. Opus 34, #2 in G major comes from a 
collection published in 1731 originally entitled: "Six Senates a 
quatre parties differentes et egalement travaillees pour 3 Flutes 
traversieres, Violin, ou autres Instruments, avec la Ba.sse." The 
composer then goes on to note that an alto recorder could play 
the first flute part if need be. The slow-fast-slow-fast 
movement structure of this particular sonata demonstrates the 
growing influence of Italian sonata da chiesa form on French 
music in the mid-eighteenth century. 



George Philipp Telemann (1681-1767) ..,rote a prodigious 
amount of chamber music for various combinatJ_ons of w-ind and 
string instruments throughout his long productive life. Tre 'i'rio 
Sonata in C minor was wTitten for court at Darmstadt, while the 
Quatuor a 4, a sonata for two flutes, recorder, and con t. inuu in D 
minor, appears in Telemann's 1733 published collection of music 
for a variety of instrumental combinations - Musique de Table or 
Tafelmusik. 

The Trio Sonata is of the sonata da chiesa with four 
movements (slow-fast-slow-fast). The Quatuor, however, exhibits 
more clearly many of Telemann's preoccupations as a composer, 
particularly his interests in musical texture and structure. He, 
by his o"hn accounts, played viola, recorder, keyboard, oboe, 
traverse flute, chalumeau, viola da gamba, violone, and trombone, 
and thus had a sensi ti vi ty to the technical and timbral 
capabilities of each instrument, and the textural possibilities 
of different instrumental combinations. The Quatuor, by virtue 
of its relatively rare and novel combination of two different 
kinds of flutes, is evidence in itself. As the piece unfolds, 
Telemann explores such varying textures as treating each upper 
voice on an equal basis in the Andante and Largo, and using the 
two traverse flutes as first and second violins in the second 
movement, a sprightly Vivace similar to a Vivaldi concerto, with 
typical contrasting ri ternello and solo passages. The recorder 
is used in its more brilliant upper register and a good balance 
with the other instruments is thereby achieved. The Allegro 
which ends the sonata has a contrasting Style Galant middle 
section in the tonic major which compliments its peasant dance­
like opening admirably. 

Kelly Rice 



Le terme si proprement anglais de "consort", utilise dans un contexte musical, 
tire vraisemblablement son origine de l'italien "concerto" ou du fran~ais 
"concert", et signifie !'accord ou l'harmonie de plusieurs instruments ou voix 
jouant ou chantant en accord - selon le dictionnaire Oxford. Dans Les deux 
gentilhommes de V erone de Shakespeare, Prote donne des conseils a Thurio sur 
la maniere de faire la cour a une dame: ... rendez-vous la nuit sous la fenetre 
de votre belle, avec quelque suave serenade: chantez sur les instruments une 
melodie eploree". De toute evidence, et pour cause, la musicologie n'etait pas 
le souci premier du traducteur Fran~ois Victor Hugo, qui rend librement 
"consort" par serenade. Chez Shakespeare, le terme "consort" peut designer 
des combmaisons d'instruments differents, meme si en Angleterre, ce terme 
s'appliquait a un ensemble d'instruments de la meme famille, comme un 
ensemble de flutes a bee (recorder consort) par exemple. Le nombre de flutes 
a bee de chaque ensemble pouvait varier, mais les ensembles de quatre 
instruments eta1ent sans doute les plus courants. Michael Praetorius, dans son 
important traite sur les instruments de musique, Syntagma Musicum, publie en 
1615, indique que !'ensemble de flutes a bee "rend tres bien une canzona ou un 
motet et qu'on en tire une harmonie douce et tres agreable dans une salle ou 
un salon". 

Au XVIe et au debut du XVIIe siecle, la majeure partie de la musique 
instrumentale ecrite pouvait etre jouee indifferemment par n'importe quel type 
d'ensemble. In Nomine de William Byrd (1543-1623) est un excellent exemple 
du repertoire un peu particulier de musique pour ensemble instrumental des 
compositeurs anglais de la fin du XVIe et du debut du XVIIe siecle: chaque 
compositeur met en musique la meme melodie de plain-chant pour des 
ensembles instrumentaux de differentes tailles ou pour differentes instruments a 
clavier. Cette pratique rappelle celle de L'Homme Arme de la fin du xve 
siecle alors que la plupart des compositeurs, soucieux de demontrer leur 
ma!trise des techniques contrapuntiques, ecrivent une messe fondee sur cette 
melodie. Matthew L..ocke (v. 1630-1677) a compose une quantitie prodi~ieuse 
d'oeuvres pour des ensembles instrumentaux typiques de la musique anglmse du 
milieu du XVIIe siecle; il s'agit d'une musique de structure et de forme tres 
conservatrices faisant parfois appel a un langage harmonique non tonal assez 
particulier. La carriere d'organiste de Tarquino Merula (v. 1594-1665) s'est 
deroulee principalement dans les eglises de Cremone et de Bergame, bien qu'il 
ait passe un certain temps a la cour du roi Sigismond Ill de Pologne, toujours 
en qualite d'organiste. Ses canzone sont reputees pour leur originalite 
structurale. 

Plus que tout autre compositeur de son epoque, Joseph Bodin de Boismortier 
(1689-1755) a explore les possibilites de la flute au sein d'un ensemble. 
Boismortier ecrit la majorite de ses oeuvres soit pour la flute, soit pour 
d'autres instruments qu'il indique sur la partition. C'est lui le premier qui 
ecrit pour trois ou cinq flutes seules ou avec basse continue. L'Opus 34, No. 2 
en sol majeur est tire d'un recueil publie en 1731 qui a pour titre: Six 
sonates a quatre parties differentes et egalement travaillees pour 3 flutes 
traversieres, violon ou autres instruments, avec la basse. Le compositeur note 
ensuite qu'au besoin, on pourrait confier a une flute a bee alto la premiere 
partie de flute. La structure de cette sonate particuliere - alternance de 
mouvements lent-rapide-lent-rapide - reflete !'influence croissante de la sonate 
italienne dite sonata de chiesa sur la musique fran~aise au milieu du xvrne 



siecle. 

Georg Philipp Telemann (1681-1767) a ecrit un nombre imposant d'oeuvres de 
musique de chambre faisant appel a divers ensembles d'instruments a vent et a 
cordes pendant une vie longue et feconde. La sonate en trio en do rnineur est 
une oeuvre ecrite pour la Cour de Darrnstadt, tandis que le Quatuor ~ 4, une 
sonate pour deux flutes, flute a bee et continua en re rnineur, fi~re dans le 
recueil de musique pour differents ensembles instrumentaux pubhes en 1733-
Musique de table ou Tafelmusik. 

La Sonate en trio adoptent la forme typique de la sonata da chiesa avec 
altemance de mouvements lent-rapide-lent-rapide. Le Quatuor, cependant, 
reflete plus explicitement bon nombre des preoccupations de Telemann en tant 
que compositeur, particulierement en ce qui a trait a la tessiture et a la 
structure musicales. Comme Telemann l'a precise lui-meme, il jouait de l'alto, 
de la flute a bee, du clavier, du haut-bois, de la flute traversiere, du 
chalumeau, de la viole de gambe, du violone et du trombone, et etait tres 
sensible aux possibilites de chaque instrument tant sur le plan de la technique 
que sur celm du timbre, ainsi qu'au potentiel plan des differents ensembles 
instrumentaux sur le plan de la tessiture. Le Quatuor, du fait de sa 
combinaison rare et nouvelle de deux types differents de flute, en est la 
preuve. Tout au long de l'oeuvre, Telemann explore des tessitures fort variees, 
traitant par exemple egalement chacune des voies aigues comme dans l'Andante 
et le Largo et utilisant deux flutes traversieres en guise de premier et de 
second violon dans le second mouvement, un Vivace enleve semblable a un 
concerto de Vivaldi, oil les passages solo contrastent avec les ritornello. 
Telemann utilise la flute a bee dans son registre aigu le plus brillant et 
parvient ainsi a un bon equilibre avec les autres instruments. L' Allegro sur 
lequel la sonate se terrnine a une section mediane de Style Galant ecrite dans 
la tonique majeure qui fait adrnirablement ressortir l'ouverture en forme de 
danse paysanne de la sonate. 

Kelly Rice 



SONATA in G major, 
Op. 34, No. 2 for recorder 
and basso continua (bassoon) 

Vivace 
Largo 
Allegro 

intermission 

SONATA in C minor for 
recorder, oboe and basso continua 
(harpsichord, bassoon) 

Largo 
Vivace 
Andante 
Allegro 

SONATA in D minor for 

J oseph Bodin de Boismortier 
(1689-1755) 

Georg Philipp Telemann 
(1681-1767) 

G. P. Telemann 
recorder, 2 flutes, and basso continua 
(harpsichord, bassoon) 

Andante 
Vivace 
Largo 
Allegro 

N atalie Gagne, recorder 
Michel Roberge, baroque flute 
Mylene Guay, baroque flute 
Re jean M ongeau, baroque oboe 
Patricia McMullen, baroque bassoon 
Lynn Donnelly, harpsichord 
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VARIATIONS sur "A la venue de Noel" Louis-Claude Daquin 

Thomas Annand, organiste 

HOLIDAY FOR TROMBONES 
conductor - narrator: Daniel LeClair 

Jingle Bells 

Joy To The World 

Carol Of The Bells 

Silver Bells 

Home For The Holidays 
(solo - Al Eggum) 

Good King Wenceslas 

It Came Upon The Midnight Clear 

We Three Kings 

Santa Claus Is Coming To Town 

Frosty The Snowman 
(solo- Moeen Hosain) 

Here Comes Santa Claus 

Adeste Fidelis 

DIEDRE AND THE DRAGON 
narrator - Daniel LeClair 
conductor- Ted Griffith 



McGILL TROMBONE/TUBA STUDIO 

Tenor Trombones 
Ed Shepley ( concertmaster) 
Peter Christensen 
GuyDurand 
AlEggum 
Fran~ois Godere 
Patricia J aansula 
David Labrecque 
Frederic Lair 
John Lockwood 
Steve Ransom 
Patrice Richer 
Gordon Sims 
Pierre Tremblay 

coaches: Ted Griffith 
Daniel LeClair 
Peter Sullivan 

Bass Trombone 
Peter Collins 
Jeff Hall 
Chris Morris 
Joe Soussan 
RandyWilk 

Tuba 
Moeen Hosain 

Percussion 
Chris Luce 
Andre White 



McGill iversity 
Faculty of Music 

~ Pollack concert hall W Sal le de concert Pollack 

Sunday, December 13, 1987 
8:00p.m. 

McGILL OPERA STUDIO 

Director: EDITH DELLA PERGOLA 

presents 

A PERFORMANCE OF OPERATIC EXCERPTS 



THE MERRY WIVES OF WINDSOR 
Act I (Duo) 

0. Nicolai 
(1810-1849) 

Mrs. Ford .... Julie LAFONTAINE (soprano) 
Mrs. Page . . . . Maren NELSON (mezzosoprano) 

Time: Reign of Henry IV 
Place: Windsor (England) 

DONGIOVANI 
Act 11 (Duo) 

W. A. Mozart 
(1756-1791) 

Zerlina ...... Chloe HARRISON (soprano) 
Leporello .... Claude MICHAUD (bass) 

Time: 18th Century 
Place: Spain 

LESPECHEURSDEPERLES 
Act 11 (Duo) 

G. Bizet 
(1835-1875) 

Leila . . . . . . . . J oanne T AIT (soprano) 
Nadir ........ Felipe CARV AJAL (tenor) 

Time: circa 1760 

DON PASQUALE 
Act 11 (Duo) 

Place: Ceylon 

G. Donizetti 
(1797-1838) 

Norina ........... Penny DALE (soprano) 
Dottor Mala testa ... J acques LACHAPELLE (baritone) 

WERTHER 
Act Ill 

Time: 1840 
Place: Rome (Italy) 

J. Massenet 
( 1842-1912) 

Charlotte . . . . Chantal LA VIGNE (mezzosoprano) 
Sophie ....... Tuesday ROYKO (soprano) 
Werther . . . . . Michael TOBY (tenor) 

Time: 1780 
Place: Wetzlar (Germany) 



THE ABDUCTION from the SERAGLIO 
Act I (Quartet) 

W. A. Mozart 
(1756-1791) 

Constance ........ Marie-Andree LAURIN (soprano) 
Belmonte ......... Luis CABRERA (tenor) 
Blonde ........... Chloe HARRISON (soprano) 
Pedrillo .......... Denis PEARSON (tenor) 

NORMA 
Act 11 (Duo) 

Time: 1780 
Place: Turkey 

V. Bellini 
(1802-1835) 

Norma ........... Gianna CORBISIERO (soprano) 
Adalgisa .......... Maren NELSON (mezzosoprano) 

Time: circa 50 B.C. 
Place: Gaul 

************************** 

Stage ............... Edith and Luciano DELLA PERGOLA 
Accompanist. ................... , ... , ... Paul STEW ART 
Senior Coach .......................... Monik GRENIER 
Stage Manager and Lighting Designer. . . . . . Sylvain PRAIRIE 

Claudette DENYS 
Coaching . . . . . . . . . . . . . . . . . . . . , .... , I • , Monik GRENIER 

MadoROCH 
Paul STEW ART 

Costumes ......... " LE COSTUMIER du ROY" (Montreal) 
Make-Up ................... I , Claude PIERREHUMBERT 
Wigs ...................... , ... ,. I •••••• I Jean VIRIATO 
Props. . . . . . . . . . . . . . . . . . . . . . . . . . McGILL OPERA STUDIO 

*************************** 

This is the 292 nd performance of the McGILL OPERA 
STUDIO since its inception in 1956. 



COMING EVENTS: 

Sunday, January 24, 1988 
Pollack Concert Hall 
8:00p.m. 

Sunday, February 28, 1988 
Clara Lichtenstein Recital Hall 
8:00p.m. 

Thursday ,Friday, Saturday 
March 10, 11, 12 - 8:00 p.m. 

Sunday, March 13 - 2:30 p.m. 
8:00p.m. 

Pollack Concert Hall 

Sunday, April11, 1987 
Pollack Concert Hall 
8:00p.m. 

SPECIAL CONCERT 
"Friedrich Schiller and 
Sir Wal ton Scott as 
inspiration for operati 
composers". 

Second Concert of 
Operatic Arias 

"LABOHEME' 
(Complete Opera) 

Second Performance o 
Operatic Excerpts 



McGill iversity 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

Monday, December 14, 1987 
8:00p.m. 

D E B 0 RA H K RA U S , mezzo-soprano 

M I C H A E L M c M A H 0 N , piano 

T H 0 M A S W I L L I A M S , violin 



programme 

Zion's Walls 
Simple Gifts 
Long Time Ago 
Ching-A-Ring Chaw 

DANSE MACABRE 

BALLADE DES GROS DINDONS 

VIOLONS DANS LE SOIR 

Adapted and arranged 
by Aaron Copland 

Camille Saint-Saens 

Emmanuel Chabrier 

Camille Saint -Saens 

Thomas Williams, violin 

ILTRAMONTO 

intermission 

Karma Tomm, violin 
Josee Desgagnes, violin 
Natalie Gauthier, viola 

Guillaume Saucier, cello 

Wie Melodien Zient Es, 
Op. 10~, No. 1 

An Eine Aolsharfe, Op. 19, No. 5 
Blinde Kun, Op. 58, No. 1 
Erinnerung, Op. 63, No. 2 

Ottorino Respighi 

J ohannes Brahms 



Deborah Kraus is a graduate of the prestigious Eastman School of 
Music in Rochester, New York. Her broad performance career 
includes TV shows with the CBC, numerous highly acclaimed 
operatic performances as well as oratorio and recital appearances 
on both sides of the border. Most recently, she has completed 
two tours of the Eastern United States and has returned to 
continue her teaching with the McGill Faculty of Music. 

Michael McMahon is best known to Canadian audiences as an 
accompanist. A 1978 graduate of McGill University he studied 
under Charles Reiner. He continued his studies at the Franz 
Schubert Institute and Hochschule fur Musik in Vienna. While at 
the International Summer Academy at the Mozarteum in Salzburg 
he worked with such immenent musicians as Erik Werba, Ely 
Ameling, Hans Hotter, and Jorg Demus. As a vocal coach, Michael 
McMahon divides his time between the atelier lyrique de l'Opera 
de Montreal an McGill University. 

Thomas Williams, the Canadian violinist, originally came to 
Montreal 18 years ago, via New York where he had studied with 
Ivan Galamian. With the exception of a year spent as assistant 
concertmaster of the Hamburg symphony, Mr. Williams has been a 
member of the Orchestre symphonique de Montreal. He joined the 
Faculty of Music in 1980 and is presently Assistant Professor of 
violin and chamber music. 



11 Tramonto- Ottorino Respighi- The Sunset by P.B. Shelley 
High on a hill, with the green forest shading them and the open 
sky before the two young lovers watch the sunset. The boy 
whispers, "Isn't it strange? I have never seen the sunrise. 
Perhaps tomorrow we will see it together". Fate wills otherwise 
and the following day the boy is found dead. Do not think that 
God brought a merciful end to the girl's life as well. She lived 
year after year, slowly consumed by her great sorrow. Her lament 
was: Oh beloved, may your epitaph and mine one day be:"Peace". 

Wie Melodien Zieht Es (Groth)- Like A Melody It Passes 
Softly it passes through my mind and vanishes like a breath.In the 
rhyme a fragrance deeply hidden is recalled by tear-stained eyes. 

An eine Aolsharfe (Moricke)- To An Aeolian Harp 
0 mysterious harp begin again your lament. Your gentle sighs 
oppress my heart with thoughts of my dear boy just buried. 
Suddenly the wind blows stronger and all the rose petals fall at 
my feet. 

Blinde Kun (Kopisch)- Blindman's Bluff 
I can't fmd you in the dark, my child. Where are you? Have 
pity on me and come here! 

Erinnerung (Schenkendort) - Remembrance 
You wondrously beautiful moments. I now look back on you with 
pain and joy, and the greed of love. 

Gestillte Sehnsucht (Riickert)- Appeased Desire 
In the golden light of evening the birds and gentle winds try to 
ease my desire. When will my life and longings be lulled to sleep? 

Geistliches Wiegenlied (Lope de Vega)- Sacred Lullaby 
Silence the treetops for my child, the child of heaven, is asleep. 
All you angels who hover above, silence the treetops for my child 
is asleep. 

Let There Be Peace - French version: Rosie Cashman; English 
version: Sy Miller & Jill J ackson - arranged by Paul Stewart. 
Let there be peace on earth and let it begin with me; let there be 
peace on earth, the peace that was meant to be. With God as our 
father, brothers all are we. Let me walk with my brother in 
perfect harmony. Let peace begin with me, let this be the moment 
now. With every step I take let this be my solemn vow; to take 
each moment and live moment in peace eternally. Let there 
be peace on earth and 1 · with me. 



Deborah Kraus est diplomee de la prestigieuse Eastman School of 
Music de Rochester, New York. La carriere bien remplie de Mile 
Kraus l'a amenee a se produire notamment a la television (CBC), a 
l'opera, dans de nombreuses productions fort prisees de la critique 
ainsi que dans des oratorios et des recitals aux Etats-Unis et au 
Canada. Plus recemment, elle a termine deux tournees dans l'Est 
des Etats-U nis et elle est revenue a McGill poursuivre sa carriere 
de professeur a la faculte de musique. 

Michael McMahon est mieux connu des auditoires canadiens en 
qualite d'accompagnateur. Diplome de l'universite McGill en 1978, 
il a ete 1' eleve de Charles Reiner. 11 a poursuivi ses etudes au 
Franz Schubert Institut et a la Hochschule fur Musik, a Vienne. 
A l'Academie internationale d'ete du Mozarteum a Salzbourg, il a 
eu !'occasion de travailler avec des musiciens aussi eminents 
qu'Erik Werba, Ely Ameling, Hans Hotter et Jorg Demus. A titre 
de repetiteur (chant), Michael McMahon partage son temps entre 
l'atelier lyrique de !'Opera de Montreal et l'universite McGill. 

Le violoniste canadien, Thomas Williams, est a Montreal depuis 18 
ans en provenance de New York oil il etait l'eleve d'Yvan 
Galamian. A !'exception d'une annee passe en tant qu'assistant au 
premier violon soliste de la Symphonie de Hamburg, M. Williams 
etait membre de l'Orchestre symphonique de Montreal. 11 s'est 
joint a la faculte de musique en 1980 et il est presentement 
professeur adjoint en violon et en musique de chambre. 



11 Tramonto-Ottorino Respighi-Le coucher de soleil- P.B. Shelley 
La haut sur la colline, a l'ombre de la verte foret et face au ciel, 
deux jeunes amants contemplent le coucher de soleil.Le jeune 
homme murmure: "Comme c'est etrange, je n'ai jamais vu le soleil 
se lever.Peut-etre demain le verrons-nous ensemble".Le destin en 
decide autrement,le lendemain, on retrouve le jeune homme mort. 
Ne croyez pas que Dieu, dans sa misericorde, a egalement mis un 
terme a la vie de la jeune fille. Les annees s'ecoulent et elle vit 
consumee petit a petit par son immense douleur. Sa seule plainte: 
Oh! mon bien aime, que notre epitaphe se lise unjour: "Paix''. 

Wie Melodien Zieht Es (Groth)- 11 passe comme une melodie. 
11 passe doucement dans mon esprit et disparait en un souffle. De 
la rime, monte un parfum lointain et mes yeux s' embrument. 

An eine Aolsharfe (Moricke) - A une harpe eolienne. 
0 harpe mysterieuse, reprend tes lamentations. Tes doux soupirs 
oppriment mon coeur hante par le souvenir de ce gar~on cheri que 
je viens d'enterrer. 

Blinde Kun (Kopish)- Ruse d'aveugle. 
Je ne peux te trouver dans l'obscurite, mon enfant. Oil es-tu? Ait 
pitie de moi et viens ici! 

Erinnerung (Schenkendorft)- Souvenir 
0 moments merveilleusement beaux, je vous evoque avec douleur et 
joie et avec le desir de l'amour. 

Gestillte Sehnsucht (Ruckert)- Desir apaise 
Dans la lumiere doree du soir, les oiseaux et la brise douce 
tentent d'apaiser mon desir. Quand ma vie et mes desirs 
s'endormiront-ils a jamais? 

Geistliches Wiegenlied (Lope de Vega)- Berceuse sacree 
Cimes des arbres faites silence! Mon enfant, dort. Et vous tous, 
anges qui nous survolez, faites taire les cimes des arbres. 

Let There Be Peace On Earth - Version fran~aise: Rosie Cashman; 
v.o.: Sy Miller & Jill J ackson - adaptation: Paul Stewart 
J e reve d'un beau matin, baigne de lumiere pure... d'un demain 
sublime, splendide dans sa puissance sure. Sans peur,sans haine, 
les enfants se reveillent pour jouir d'un monde paisible et 
s'enivrer de soleil. Que toutes les voix des hommes se melent et 
montent vers les cieux. Cherchons a devoiler la paix des enfants 
de Dieu. A chacun le pouvoir, on ne peut que vouloir se joindre 
au bel effort. matin. Faisons-lui prendre son 



Zwei Gesange, Op. 91 
Gestillte Sehnsucht 
Geistliches Wiegenlied 

J ohannes Brahms 

Thomas Williams, viola 

OUR LOVE IS HERE TO STAY George Gershwin 

arr. Herbert Hughes 

QUAND LES HOMMES Raymond Levesque 
VIVRONT D'AMOUR 

LET THERE BE PEACE ON EARTH Miller-Jackson 

************* 

Ce soir la commission totale des ventes des disques sera 
verser, en contribution, a 1 'Association intemationale des 
medecins pour la prevention de la guerre nucleaire. 

Nous vous invitons a venir partager un verre de vin avec les 
musiciens apres le concert dans le Salon Est. 

**************** 

The total commission from the sales of recordings this 
evening will be contributed to the International Physicians 
for the Prevention of Nuclear War. 

You are invited to meet the musicians over a glass of wine 
in the East Lounge after the concert. 





Friday, December 18, 1987 
8:00p.m. 

McGill iversity 
Faculty of Music 

~ Pollack concert hall W Salle de concert Pollack 

McGILL CONSERVATORY 

STUDENT SOLOISTS RECITAL 

and 

McGILL CONSERVATORY 

STRING ORCHESTRA 

direction: CAROLE CORMAN 



THE GRASSHOPPER 
LULLABY 

Sylvia Boss, piano 
(Student of Eva Csarnay) 

ALLEGRO, Op. 125, No. 6 
CHRISTMAS SONG 
KOPAK 

Kenneth Obregon, piano 
(Student of Claude Sosa) 

MODERATO, Op. 149, No. 8 
DECK THE HALL 

Diabelli 
Traditional 
Mussorgsky 

Diabelli 
Traditional 

Domenico and Valentina Corsetti, piano duet 
(Students of Claude Sosa) 

SONATINE, Op. 151, No. 1 
First and Third movements 

TOCCATINA 
Alexandre Sanielevici, piano 

(Student of Claude Sosa) 

CONCERTO, Op. 22, No. 5 
First movement 

Helene Bourque, violin 
(Student of Ronald Li) 
Marie Bourque, piano 

SONATINE, Op. 136, No. 1 
Mod era to 
Andante 
Vivace 

LITTLE WILL Y AND THE WIND 
Hoang Dong Thuy, piano 
(Student of Claude Sosa) 

DUET, Op. 149, No. 2 
CHRISTMAS SONG 

Diabelli 

Mezo 

Seitz 

Reinecke 

Nieman 

Diabelli 
Traditional 

Hoang Dong Thuy, Hoang Dong Tao, piano duet 
(Students of Claude Sosa) 



SONATINE, Op. 88, No. 2 
First movement 

POLONAISE 
ALLEGRO 
GAVOTIE 

Hoang Dong Tao, piano 
(Student of Claude Sosa) 

Veronica Henderson, flute 
(Student of Angela Knock) 
Keith Anderson, recorder 

Angela Knock, piano 

RONDO in C major 
LARK'S SONG 

ALLEGRO 

Anna Kozel, piano 
(Student of Bella Pugachevsky) 

SONATINE, Op. 168, No. 2 
First movement 

HARK THE HERALD ANGELS SING 
THE MOUSE IN THE COAL BIN 

Pauline Lin, piano 
(Student of Claude Sosa) 

Kuhlau 

J. S. Bach 
Haydn 

J.S. Bach 

Kuhlau 
Tchaikovsky 

J.C. Bach 
Diabelli 

Traditional 
Peerson 

THREE SKETCHES Howard Ferguson 

Juliette Patterson, flute 
(Student of Angela Knock) 

Angela Knock, piano 

VARIATIONS in C minor 
Nadine Beauger, piano 

(Student of Claude Sosa) 

CONCERTO in A minor 
First movement 

Zoe M off at, violin 
(Student of Ronald Li) 

Sandra Hunt, piano 

Scarlatti 

Vivaldi 



intermission 

DIVERTIMENTO in C major (KV. 157) Mozart 
Frist movement: Allegro 

UNGARISCHE TANZE NO. 6 Brahms 

LULLABY Gershwin 

PIZZICATO NOVELTY Wright 

0, LITTLE TOWN OF BETHLEHEM arr. L. Anderson 

BRING A TORCH, JEANETTE, arr. L. Anderson 
ISABELLA 

AWAY IN A MANGER arr. L. Anderson 

SLEIGH RIDE arr. S. Applebaum 

McGill Conservatory Strine Orchestra 
Carole Carman 

Violin I 
Marcus Herrman 
( concertmaster) 
Philip Guindi 
J akov Galperin 
Albert Pang 

Violin II 
Catherine Sperlich 
Susan Mabardi 
Janet Chan 
J oanna Lucena 
Zoe Moffat 
Margaret Schabas 

Viola 
Karen Tem_ple 
J ames Higg1ns 
Shelia Cockburn 

Cello 
Catherine Saucier 
Zanna Chase 
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Friday, December 18, 1987 
8:00p.m. 

NOEL LAPORTE,violin 

MICHAEL WOYTIUK,piano 

I 



programme 

SONATA in G major, Op. 30, 
No.3 

Ludwig van Beethoven 

Allegro assai 
Tempo di menuetto ma molto moderato e grazioso 
Allegro vivace 

SONATA in D major, Op. 94a 

Moderato 
Presto 
Andante 
Allegro con brio 

intermission 

CONCERTO in D major, Op. 35 

Serge Prokofiev 

Peter Ilyitch Tchaikovsky 

1st movement: Allegro mod era to 

PLAYERA Pablo de Sarasate 
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