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BOSTON SYMPHONY CHAMBER PLAYERS
Malcolm Lowe, violin Elizabeth Rowe, flute

Steven Ansell, viola William R. Hudgins, clarinet

Jules Eskin, cello James Sommerville, horn

Edwin Barker, double bass

with

INON BARNATAN, piano

KURTAG Hommage a R. Sch. , for clarinet (also bass drum), viola, and piano,

Opus 15d

1. (merkwurdige Pirouetten des Kapellmeister Johannes Kreisler)

(curious pirouettes of Kapellmeister Johannes Kreisler)

(E.: der begrenzte Kreis. .
.

)

(Eusebius: the delimited circle)

...und wieder zuckt es schmerzlich F. um die Lippen)

...and again Florestan's lips tremble in anguish)

(Felho valek, mar siit a nap...) (toredek-toredek)

[I was a cloud, now the sun shines brightly) (fragment-fragment)

5. In der Nacht

(In the night)

6. Abschied (Meister Raro entdeckt Guillaume de Machaut)

(Parting. Master Raro discovers Guillaume de Machaut)

Messrs. HUDGINS, ANSELL, and BARNATAN

KURTAG Bagatelles for flute, double bass, and piano, Opus 14d

Diihos koral

(Furious Chorale)

Hommage a J.S.B.

Mint az mezei virago...

(Like the flowers of the field...)

(Dirge. In memoriam Ligeti Ilona)

Vadul es szeliden

(Wild and Tame)

Virag az ember

(Flowers we are, mere flowers)

A megvadult lenhaju lany

(La Fille aux chevaux de lin—enragee)

(The Girl with the Flaxen Hair—enraged)

Ms. ROWE, Mr. BARKER, and Mr. BARNATAN

Program continues. .

.



BRAHMS Trio in E-flat for violin, horn, and piano, Opus 40

Andante—Poco piu animato

Scherzo: Allegro

Adagio mesto

Finale: Allegro con brio

Messrs. LOWE, SOMMERVILLE, and BARNATAN

INTERMISSION

SCHUBERT Quintet in A for piano, violin, viola, cello, and double bass,

D.667, Trout

Allegro vivace

Andante

Scherzo: Presto

Theme and Variations: Andantino—Allegretto

Finale: Allegro giusto

Messrs. BARNATAN, LOWE, ANSELL, ESKIN, and BARKER

BSO Classics, Nonesuch, Deutsche Grammophon, Philips, RCA, and New World records

Gyorgy Kurtag (b.1926)

Hommage a R. Sch., for clarinet (also bass drum), viola, and piano, Opus 15d

Bagatelles for flute, double bass, and piano, Opus 14d

Gyorgy Kurtag's birthplace of Lugoj was part of the Austro-Hungarian Empire until 1918,

when it was ceded to Romania in the political redrawing of maps that followed World War I.

Lugoj in 1926 was in Romania but many of its people, including the Kurtags, were Hun-

garian. The family spoke Hungarian at home but at school Gyorgy was expected to speak

Romanian. Kurtag had piano lessons as a boy and ultimately studied with some of the most

important Hungarian musicians of the day, including the pianist Pal Kadosa and the com-

posers Sandor Veress and Ferenc Farkas in Budapest. A friendship with Gyorgy Ligeti gave

him access to some of the modern music that was banned or officially discouraged during

the early years of the Soviet occupation of Hungary, and Joseph Stalin's death in 1953 led

temporarily to some awareness of stimulating musical experimentation in the West. In 1956,

though, a populist revolution against the communist regime in Hungary was brutally sup-

pressed by the Soviet military, and the country's borders were closed. Ligeti escaped to

Vienna. Kurtag chose to live and work in Hungary, where he became well respected, even

famous, as a teacher, repetiteur, and chamber music coach, but where his own music was

scarcely known until much later in his life.

The compositions for which Kurtag first received notice were in an ascetic, experimental

mode brought about by a reconsideration o{ his compositional language at the end of the

1950s. He designated a Webern-like 1959 string quartet his "Opus 1" and withdrew most of

his earlier scores. Of this period, the song cycle for soprano and piano, The Sayings of Peter

Bornemisza, Opus 7, is his most important and characteristic piece. In 1970 several impor-

tant Hungarian musicians formed the New Music Studio in Budapest to present pieces

composed with the latest avant-garde techniques, such as improvisation and group compo-

sition. In 1973 Kurtag began an open-ended series of piano works (originally ostensibly for



children, like Bartok's Mikrocosmos) employing graphics in addition to standard notation

and encouraging exploration of creative limits. Called collectively Jdtekok ("Games"),

these led to greater exposure for Kurtag outside of Hungary, particularly through two-piano

recitals with his wife Marta. In the past twenty years, Kurtag has become recognized as one

of the most original and significant composers in the world. He won a "best contemporary

composition" Grammy Award in 2004 for his Signs, Games, and Messages, as well as the

prestigious Grawemeyer Award for his . . . concertante . .

.

, Opus 42, in 2005.

Although he has written orchestral music (the BSO has performed his Grabstein fur

Stephen and Stele), Kurtag's relatively large and widely varied body of chamber music is the

foundation of his mastery. The Jdtekok collection is emblematic of Kurtag's approach to

building an oeuvre: a repository of ideas, like sketches in a sketchbook, providing the

source for further flights of musical fancy. The Sayings of Peter Bomemisza, a "Concerto for

soprano and piano" from 1963, has also been a fertile source.

Both the Bagatelles, Opus 14d, and Hommage a R. Sch., Opus 15d, are collective works.

Hommage a R. Sch. dates ultimately from 1990, but the origins of individual movements
go back as far as 1975 ("Pirouettes"). "R. Sch." means Robert Schumann; each of the

movement titles refers to some aspect of that composer's aesthetic life. There are six

movements, although each of the first five is less than a minute long. The last movement is

about six, which is very long for Kurtag. The distinctive instrumentation is the same as

that of Schumann's Marchenerzahlungen, Opus 132. Hommage a R. Sch. was premiered on
October 8, 1990, in Budapest.

"Johannes Kreisler," the curious pirouettist of the first movement, is a double reference.

Kreisler was a character invented by the great writer and music critic E.T.A. Hoffmann a

generation before Schumann; the character (Kreisler) was a frustrated composer and the

"hero" of Hoffmann's Kreisleriana. Schumann in turn took the title of that volume for his

own 1838 album of piano pieces. The pirouettes are illustrated by each instrument. "E." in

the dreamy second movement is one of Schumann's alter-ego characters, Eusebius, repre-

senting the introspective side of his personality. The piece is a tiny canon derived from
Kurtag's Kafka Fragments.

Florestan
—

"F." of the third movement—is Schumann's fiery side. Here his emotions

make his "lips tremble painfully." Note the static title of Eusebius's movement, versus the

active one of Florestan's; the music reflects the difference. Florestan's movement is homo-
phonic, that is, all three voices combining rhythmically (but not quite exactly). The title

of the calm and lyrical fourth movement, "I was a cloud, now the sun already shines" is

appended with "fragment-fragment"; at twenty-eight seconds, this is the shortest movement,
and it moves directly into the quick ("Presto") and turbulent "In the Night." The final

movement, "Parting," is subtitled "Master Raro discovers Guillaume de Machaut." Master
Raro occupies a sensible middle ground between Eusebius and Florestan. The reference to

the 14th-century composer Machaut is a hint to the complex canonic counterpoint in this

still and astonishing movement. A bass-drum stroke out of the blue closes the piece.

The Bagatelles, Opus 14d, for flute, double bass, and piano, date from 1981 and were pre-

miered in London on June 14, 1982. Again each movement is very brief; the whole group lasts

about ten minutes. Several of the pieces have places in other Kurtag sets for various instru-

mental combinations. The set begins with "Furious Chorale," which also exists as a four-hands

piano Jdtekok. The piece proceeds with sharp, uneven, angry bass notes for the piano and sus-

tained chords for the bass and flute, with a brief digression. The second bagatelle, "Hommage
a J.S.B.," of course refers to J.S. Bach, and exists in several versions. The movement has a
steady sixteenth-note pulse in the flute until the cadence, with the double bass accompanying,
frequently using flute-like harmonics. The piano joins partway through. The third bagatelle,

"Like the flowers of the field," takes its title from a poem of Peter Bomemisza: "As the
meadow flowers, as the shadows, as the bubble are we... ," which itself refers to the biblical
sentiment of temporality expressed in the New Testament's 1 Peter 24: "For all flesh is as grass,
and all the glory of man as the flower of grass." Hute again takes the slow, flowing melody'
of this largo movement, which, apart from one sudden burst, is primarily calm.

"Wild and Tame" contrasts quick sixteenth-note figures and accented notes against
sustained, quiet sonorities. "Flowers we are, mere flowers," which relates to the same sen-
timent as in the third bagatelle, is extremely calm and sustained; there are also several
versions of this movement, beginning with songs from The Sayings of Peter Bomemisza. The
final movement is a romping play on the subject of Debussy's little piano piece "Girl with
the Flaxen Hair," who, in Kurtag's continuation of her tale, has apparently gone berserk.

(This also exists as ajatekok for piano.)

—Robert Kirzinger

Johannes Brahms (1833-1897)

Trio in E-flat for violin, horn, and piano, Opus 40

Brahms composed this striking trio in 1865, at the end of a glorious outpouring of chamber
music. He had already employed the horn with great effect in his set of choruses for women's
voices, two horns, and harp, Opus 17, but it was fairly unusual to include the instrument in a

full-scale four-movement chamber work, if only because of the tonal limitations that it neces-

sitated. True, valves had recently been developed for the horn, making possible the per-

formance of chromatic notes that were simply not within the range of the natural, valveless

instrument. But Brahms always remained loathe to use the newfangled version, claiming that

the natural horn had a much fuller and more satisfying tone than the valved instruments.

Brahms completed the trio, a romantic work redolent of German forests, in the wooded
neighborhood of Lichtenthal, near Baden-Baden, in May of 1865, and took part himself

(as pianist) in the first performance that December, in Karlsruhe. When he offered it to his

publisher Simrock the following June, he noted that the horn part could, if necessary, be

played on a cello, but eighteen years later he had a change of heart, and wrote to Simrock:

"My horn trio should be provided with a viola part instead of the cello! With cello it sounds

dreadful, but splendid with viola!" Simrock agreed to print a viola part, too (it could only

increase sales), but he refused Brahms 's request to suppress the cello part. Of course, any dis-

cussion of alternate scorings is purely academic, because horn players, who are not exactly

wallowing in chamber music by the great romantic masters, will never let this piece go. It

gives the player every opportunity for a wide range of expressive and virtuosic performance.

Owing to the difficulty of modulating freely and widely with a natural horn, Brahms wrote

a first movement that is not in sonata form—the only one in his entire chamber music

output. It alternates two ideas—the opening Andante in E-flat and a Poco piu animato

in a related minor key—in a sonata-like tonal plan, but without any rapidly modulating

development section. The scherzo that follows is a lively romp with some surprising har-

monic twists, both in the main section and in the Trio, which comes in the dark key of A-flat

minor. The slow movement, identified by its tempo marking as "sad" {"mesto"), is an

expressive lament, thought by some critics to be a musical response to the death of the

composer's mother, which took place in the year of composition (and to which the soprano

solo of the German Requiem was another response). The finale conjures up the forest and the

hunt, with its fanfares and its echoes in a vigorous interplay of good humor.

—Steven Ledbetter



Franz Peter Schubert (17974828)

Quintet in A for piano and strings, D.667, Trout

Schubert began this quintet in the summer of 1819, during a three-month vacation with a

close friend, the singer Johann Michael Vogl, who was also an important interpreter of his

songs. Together they journeyed to Linz and Steyr, in Upper Austria, which was Vogl's native

district and where, together with their host's family (which included eight daughters), they

spent many happy evenings performing Schubert's piano music and songs. Among Vogl's

friends in Steyr was one Sylvester Paumgartner, an amateur cellist and wind player who held

frequent musicales. Paumgartner commissioned from Schubert a piano quintet, with two stip-

ulations: that it use the same ensemble—piano, violin, viola, cello, and double bass—as a

then-popular work by Johann Nepomuk Hummel (1778-1837), a contemporary of Beethoven

seldom heard today; and that it include a theme-and-variations movement—which subse-

quently gave the quintet its nickname—based on Schubert's popular song written two years

earlier, Die Forelk ("The Trout"). Where the later piano quintets of Schumann and Brahms

are scored for piano with string quartet (two violins, viola, and cello), Schubert's instrumenta-

tion makes for a different kind of musical texture, with a more open, airier sound, given the

wider string range from top (violin) to bottom (double bass), while also affording the viola a

stronger presence within the string ensemble, given the absence of a second violin.

Clearly Schubert found much satisfaction in writing this relaxed, enjoyable work, a

satisfaction perhaps reflected in the fact that he cast it in five rather than the usual four

movements. The first movement is expansive in both its lyricism and energy. The second

is a straightforward "song form" in which the thematic materials, once stated, are repeated

without a development section. The relaxed feel of this second movement is heightened

by Schubert's choice of F major as the movement's home key (which places it in an entirely

different sound-world from the A major of the opening movement), and by his use of third-

related key areas to shape the movement as a whole (D major for the second theme; A-flat

for the repeat of the opening material, which in turn leads back to the home F).

Following the propulsively energetic scherzo comes the variation movement, which is

set in D major. The theme is heard first in the strings alone, then given, respectively, to

piano, viola, and then combined cello and double bass as the first three variations take

their course. The fourth variation brings the obligatory minor-mode treatment (starting in

D minor), though it doesn't stay in the minor mode for very long. The final variation,

beginning in B-flat, hints at far-off harmonic realms before returning to D major for the

closing Allegretto, which uses an accompaniment figure in the piano harking back to

Schubert's original song. The fifth and final movement of the quintet is as gemutlich (genial

and good-natured) as can be, hinting again that in this work Schubert was not aiming to

stretch boundaries or explore new musical vistas, but that he wrote this piece on request,

simply to provide pleasure, a pleasure extended to listeners and performers alike.

—Marc Mandel

BOSTON SYMPHONY CHAMBER PLAYERS

One of the world's most distinguished chamber music ensembles sponsored by a major sym-
phony orchestra and made up of that orchestra's principal players, the Boston Symphony
Chamber Players include first-chair string and wind players from the Boston Symphony
Orchestra. Founded in 1964 during Erich Leinsdorf's tenure as BSO music director, the Cham-
ber Players can perform virtually any work within the vast chamber music literature, expanding
their range of repertory by calling upon other BSO members or enlisting the services of such
distinguished artists as BSO Music Director James Levine (as both pianist and conductor), Leif
Ove Andsnes, Emanuel Ax, and Andre Previn. The Chamber Players' activities include an
annual four-concert series in Boston's Jordan Hall at the New England Conservatory, regular

appearances at Tanglewood, and a busy touring schedule. In addition to their appearances

throughout the United States, they have performed in Europe, Japan, South America, and
the Soviet Union. In September 2008, sponsored by Cunard® Line, the Boston Symphony
Chamber Players performed on the Queen Mary 2's transatlantic crossing from New York to

Southampton, England. Among their many recordings are the Brahms string quintets and works
by John Harbison, Aaron Copland, and Leon Kirchner, all on Nonesuch; and the quintets for

clarinet and strings by Mozart and Brahms with former BSO principal clarinet, the late Harold

Wright, on Philips. Their latest recordings, on BSO Classics, are a disc of Mozart chamber
music for winds and strings (the Clarinet Quintet in A, the Horn Quintet in E-flat, the F major

Oboe Quartet, and the Flute Quartet in A) and a disc of chamber music by American com-
posers William Bolcom {Serenata Nottuma), Lukas Foss (For Aaron), Michael Gandolfi (Plain

Song, Fantastic Dances), and Osvaldo Golijov (Lullaby and Doina).

INON BARNATAN

Pianist Inon Barnatan, an Avery Fisher Career Grant recipient, is rapidly gaining interntional

recognition. Highlights of his 2010-1 1 season include debuts with the Cincinnati Symphony,
Deutsches Symphonie-Orchester Berlin, and the Academy of St. Martin in the Fields (as con-

ductor and pianist for its United States tour). He returned to the Houston Symphony, with

which he made his U.S. concerto debut in 2007, and gave recitals in Chicago, Vancouver, and

at the Concertgebouw in Amsterdam. Upcoming engagements include his debut with the Ams-
terdam Sinfonietta, and appearances at the festivals of Aspen, La Jolla, Santa Fe, and Spoleto

USA. An avid chamber musician, he completed three seasons as a member of the Chamber
Music Society of Lincoln Center's CMS Two, and participated in the Society's first iTunes

digital download, released by Deutsche Grammophon. Last season he curated a festival of

Schubert's late solo piano and chamber music works, presented by CMS. The project has also

been acclaimed at the Concertgebouw, the Festival de Mexico, and at the Library of Congress.

Mr. Barnatan is a recipient of the Andrew Wolf Chamber Music Prize in Rockport, awarded

every two years to an exceptional chamber music pianist. He has performed as soloist with the

Philadelphia Orchestra, San Francisco Symphony, and Cleveland Orchestra. Recital highlights

include New York's Metropolitan Museum, London's Wigmore Hall, the Louvre, the Rising

Stars series at the Ravinia Festival, and Michigan's Gilmore Festival. He has performed at

Carnegie Hall, the 92nd Street Y, Kennedy Center, Salla Verdi in Milan, the Royal Festival

Hall and Queen Elizabeth Hall in London, Vienna's Musikverein, Shanghai's Arts Theatre, the

Salle Gaveau in Paris, and at the Verbier Festival. Born in Tel Aviv in 1979, Inon Barnatan

started playing the piano at three, studied with Victor Derevianko, and made his orchestral

debut at eleven. In 1997 he moved to London to study at the Royal Academy of Music with

Maria Curcio (a student of Artur Schnabel) and Christopher Elton; Leon Fleisher was an

influential mentor. In 2006 he moved to New York City, where he resides today.

BOSTON SYMPHONY CHAMBER PLAYERS 2010-2011

FINAL CONCERT OF THE SEASON AT JORDAN HALL

Sunday, May 1, 201 1, 3 p.m. DUTILLEUX Les Citations, for oboe, percussion,

harpsichord, and double bass TOMASI Cinq Danses profanes et sacrees for wind

quintet RAVEL Introduction and Allegro for harp, accompanied by string

quartet, flute, and clarinet DEBUSSY Sonata for flute, viola, and harp

FRANCAIX Dectet, for winds and strings

Single tickets at $37, $28, and $21 can be purchased at the Symphony Hall box office, by

calling SymphonyCharge at (617) 266-1200, or at bso.org. On the day of the concert,

tickets are available only at the Jordan Hall box office.


