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Malcolm Lowe, violin

Haldan Martinson, violin

Steven Ansell, viola

Jules Eskin, cello

Edwin Barker, double bass
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Elizabeth Rowe, flute

John Ferrillo, oboe

William R. Hudgins, clarinet

Richard Svoboda, bassoon

James Sommerville, horn

TIMOTHY GENIS, percussion (BSO member)

JESSICA ZHOU, harp (BSO member)

MARK KROLL, harpsichord

DUTILLEUX

TOMASI

RAVEL

Les Citations, Diptych for oboe, harpsichord, double bass,

and percussion

For Aldeburgh 1985

From Janequin to Jehan Alain

Messrs. FERRILLO, KROLL, BARKER, and GENIS

Cinq Danses profanes et sacrees, for wind quintet

Danse agreste (Allegretto)

Danse profane (Scherzando)

Danse sacree (Lent - hieratique)

Danse nuptiale (Scherzando)

Danse guerriere (Sauvagement frenetique)

Ms. ROWE; Messrs. FERRILLO, HUDGINS, SVOBODA,
and SOMMERVILLE

Introduction and Allegro for harp, accompanied by

string quartet, flute, and clarinet

Ms. ZHOU; Messrs. LOWE, MARTINSON, ANSELL,
and ESKIN; Ms. ROWE; Mr. HUDGINS

INTERMISSION

DEBUSSY Sonata for flute, viola, and harp

Pastorale: Lento, dolce rubato

Interlude: Tempo di Minuetto

Finale: Allegro moderato ma risoluto

Ms. ROWE, Mr. ANSELL, and Ms. ZHOU

Program continues.



FRANCJAIX Dixtuor, for wind quintet and string quintet

Larghetto tranquillo - Allegro

Andante

Scherzando

Allegro moderato

Ms. ROWE; Messrs. FERRILLO, HUDGINS,
SVOBODA, and SOMMERVILLE; Messrs. LOWE,
MARTINSON, ANSELL, ESKIN, and BARKER

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

Henri Dutilleux (b.1916)

Les Citations, Diptych for oboe, harpsichord, double bass, and percussion

Henri Dutilleux was born in Angers, France, on January 22, 1916, and now lives in Paris.

He began his musical studies in Douai, then, between 1933 and 1938, studied at the Paris

Conservatoire. In the latter year he won the Prix de Rome. After his return to France, he

worked from 1945 to 1963 as director of music productions for Radio Francaise. In 1961

he was appointed professor of composition at the Ecole Normale de Musique, accepting

the same position at the Conservatoire in 1970.

Though one of the most respected of contemporary composers, Dutilleux made his

reputation relatively late, at least partly because he has never fit comfortably in any of the

pigeonholes of contemporary composition, so he has been neither supported nor attacked
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as a member of this or that "school." He is a careful, fastidious worker, never eager to rush the

completion of a piece (his most frequently performed work, Metaboles, was commissioned

for the fortieth anniversary of the Cleveland Orchestra in 1957-58 but not finished until

1964). Further, he destroyed most of his earlier compositions, which, to his mind, too

strongly reflected the youthful influence of Ravel. Thus, his reputation was long based

almost entirely on a mere half-dozen pieces composed after World War II: the piano sonata of

1947, two symphonies (1951, 1957-59, the second commissioned by the BSO for its seventy-

fifth anniversary), Metaboles, a ballet score entitled he Loup (1953), and a concerto for

cello and orchestra written for Rostropovich with the poetic title "Tout un monde loin-

tain..." (1967-70). In addition to a number of other orchestral works, there is also a body

of chamber music and incidental music for the theater. In September 1997 he completed

his second Boston Symphony commission, The shadows of time, premiered by Seiji Ozawa

and the BSO that October and recorded by them later that season. More recently, the BSO
co-commissioned a song cycle, Les Temps I'Horloge, for the orchestra's 125th anniversary;

this was given its American premiere by the BSO with soprano Renee Fleming under James

Levine's direction in November 2007.

Les Citations is a chamber work in two movements, lasting just over twelve minutes, for

an unusual combination of instruments. The movements bear the titles "For Aldeburgh 85"

and "From Janequin to Jehan Alain" (the latter refers to two French composers, one of the

sixteenth century, one who died early in World War II). The composer has explained the

titles, and the origin of the piece:

In June 1985, while spending the summer as Composer-in-Residence at the Aldeburgh

Festival, I wrote a piece for oboe, harpsichord, and percussion for the seventy-fifth

birthday of Peter Pears, who had co-founded the festival with Benjamin Britten.

Entitled For Aldeburgh 85, this brief piece could not stand on its own, and so I thought

of ways of expanding it, notably by adding a double bass to the three other instruments

in order to give greater density to the tiny ensemble, which was singularly lacking in

true bass instruments.

In working on it in June 1990, 1 was haunted by the memory ofJehan Alain, who had

met with a heroic end on 20 June 1940 in the course of a voluntary reconnaissance mis-

sion during the defense of Saumur. Accordingly I included in this section a quotation

of a theme by Jehan Alain that is combined with a motet attributed to Janequin, which

had itself been used by Alain in one of his organ works. Even in the first section I had

already quoted a brief excerpt from Britten's Peter Grimes in homage to Peter Pears, who
had created the title role. From that moment onward, the title of this diptych

—

Les

Citations—seemed the obvious one to choose.—Henri Dutilleux

—Steven Ledbetter

Henri Tomasi (1901-1971)

Cinq Danses profanes et sacrees, for wind quintet

Henri Tomasi was born in Marseille to Corsican parents. His father encouraged his musical

talent, sending him to the Marseille Conservatoire, and when the child gained enough skill

presented him, Mozart-like, as a prodigy in the homes of the wealthy. A brilliant and
imaginative pianist, Tomasi began earning a living performing in a variety of settings as

a teenager, a practice he continued after the city of Marseille gave him a scholarship to

continue his formal studies in Paris, where he won the Prix de Rome along with a first prize

in orchestral conducting. His career as a conductor and his compositional life blossomed in

parallel over the ensuing decade. In the 1940s Charles Munch took an interest in his music,

leading the premiere of his Symphony in C; later, as music director of the Boston Symphony

Orchestra, Munch led the BSO in Tomasi's 1939 Ballade for alto saxophone and orchestra

with soloist Marcel Mule, for whom the piece was written.

Tomasi tended generally toward picturesque inspiration in his concert works, among
which are several with exotic inspirations referencing Cambodia, Laos, and Brazil, as well

as his parents' birthplace of Corsica. There are numerous concertos and concertante works,

including the Ballade mentioned above as well as a full-fledged Concerto for alto sax and
orchestra, and solo-plus-ensemble works for violin, cello, double bass, piano, trombone,
flute, oboe, clarinet, bassoon, and guitar. He also wrote numerous operas, music dramas,

and ballets. The lyric drama Miguel Manara, based on the O.V. de Milosz play, is considered

among his finest works. Its theme of a Don Juan-like character's renunciation of a debauched

life resonated with Tomasi, who spent time at a Dominican monastery and other retreats.

Another major work is his opera L'Atlantide, a mainstream success produced at the Paris

Opera in 1959.

Although his music was sometimes criticized for its conservatism, Tomasi's early style

comfortably compares to that of his French contemporaries (late Ravel, as well as Poulenc

and Francaix, etc.). He was clearly determined, however, to broaden his expressive approach

even late in his life. Many of his works of the 1960s reveal serious concern with social issues,

including a piece memorializing Federico Garcia Lorca and the symphonic poem Chant pour

le Viet-Nam, based on a text by Sartre.

Tomasi wrote his Cinq Danses profanes et sacrees for wind quintet in 1963 for a Prague-

based ensemble. The titles of the dances clearly indicate their chara:ter. "Danse agreste"

("Rustic") is an Allegretto, fast on both ends and featuring shifts of meter, short motifs,

repeated notes, and a bassoon ostinato. A middle section is in a slower and freer tempo,

with short solos for oboe and clarinet. "Danse profane," marked "Scherzando," has horn in

a solo role. Listen for the very low and quiet measures for clarinet and bassoon. "Danse

sacree," marked "like a prayer" {"hieratique" implies "ritualistic") is a chorale featuring a

bassoon melody. In the middle section, harmonies and texture become more mysterious

and evocative. "Danse nuptial" ("Wedding"), another scherzando, briefly brings together

a number of quick, short figures for individuals and the ensemble, laid out almost like tiles.

This movement is almost a reflection of the "Danse agreste" in mocd, even featuring a

recitative-like section in the middle. The "savagely frenetic" final dance, "Danse guerriere"

("Warlike") is again quick. It puts the bassoon through its paces and introduces a number

of interesting effects, for example the flutter-tongue falling chromatic in the flute as well as

clarinet and bassoon's rapid glissandi to the final chord.

—Robert Kirzinger

Maurice Ravel (1875-1937)

Introduction and Allegro for harp, accompanied by string quartet, flute, and clarinet

Maurice Ravel composed his Introduction and Allegro in 1906. The heading of the original

score reveals in its typography that this is not a normal piece of chamber music. Following

the title we find the performing forces listed this way: "pour HARPE avec oca. [accompag-

nement] de Quatuor a cordes, Flute, et Clarinette." Clearly, then, this unusual ensemble is

designed as a showcase for the harp, not as a piece of balanced chamber music for seven

independent, equally important players. The result is a sensuous score of silvery sounds,

concocted to appeal to the musical sweet tooth. The flute and clarinet in unison open with

a slightly mysterious phrase answered by a different idea in the strings; these two halves of

the main theme retain separate identities throughout the piece, though the second (string)

phrase gradually begins to dominate almost totally. The harp introduces itself with an

arpeggio, after which the entire series of phrases is restated in slightly varied form. The



cello introduces a new theme under a colorful overlay of arpeggio figures in the upper

strings and woodwinds. This leads into the Allegro, introduced by the unaccompanied

harp; this employs the musical ideas already presented in slightly varying guises and a wide

array of brilliant and varied sonorities.

—Steven Ledbetter

Claude Debussy (1862-1918)

Sonata for flute, viola, and harp

Late in his life Claude Debussy planned a large chamber music project to consist of six

sonatas, of which only the first three were actually composed—No. 1 for cello and piano,

No. 2 for flute, viola, and harp, and No. 3 for violin and piano. The manuscript of this last

work contained a brief note looking forward to the next item in the series: "The fourth will

be for oboe, horn and harpsichord," but no fourth sonata was ever completed. The projected

fifth sonata would have been for trumpet, clarinet, and bassoon, while the sixth was to have

been the largest of all, combining all the instruments previously employed plus a double bass

for a large concerted piece.

The Sonata for flute, viola, and harp was completed in the fall of 1915. It had a private

first performance at the home of the publisher Durand on December 10, 1916, and a first

public performance at a charity concert on March 9, 1917. Debussy had originally planned

to write this sonata for flute, oboe, and harp, but a stroke of inspiration suggested the viola

instead of the oboe as a way of mediating between woodwind and plucked strings. Melodic

ideas are stated in the various instruments in a free-sounding form and recur in a different

order, sometimes with, sometimes without much variation. Though there is some passing

of material from one instrument to another, each of the three instruments for the most part

retains its own special melodic character, so that we hear three very gallic personages

participating in an elegant discourse.

—Steven Ledbetter

Jean Francaix (1912-1997)

Dixtuor, for wind quintet and string quintet

Jean Francaix was born in Le Mans, the son of the director of the conservatory there. His

talent was recognized early, and he was sent to the Paris Conservatory where he studied with

Nadia Boulanger. Temperamentally aligned with such composers as Poulenc and Milhaud,

he was also an excellent pianist who often performed his own pieces. Wide success as a

composer came through performances of such works as the Eight Bagatelles for piano and

string quartet, played at the International Society for Contemporary Music Festival in

Vienna in 1932. He had a taste for the stage, writing several operas and ballets including

the operas La Main de gloire (1945) and La Princesse de Cleves (1965). He was a brilliant

and inquisitive orchestrator, and wrote concertante vehicles for the entire range of orchestral

soloists, including a quadruple concerto for flute, oboe, clarinet, bassoon, and orchestra; a

concerto for harpsichord, flute, and strings; a guitar concerto, and, among his last works, a

concerto for accordion ( 1993). One of his best-known accomplishments was his orchestra-

tion of Poulenc 's L'Histoire de Babar at the composer's request.

Francaix wrote his late, four-movement Dectet in 1986 for the German-based Linos

Ensemble, which gave the world premiere on July 8, 1987, at Bad Kissingen. In some
ways this mostly G major piece could be a descendent of Mozart's divertimentos and
serenades—entertainment music that may be more than first meets the ear. The opening

movement's slow introduction establishes the melodic and contrapuntal approach charac-

terizing the entire piece. The mood is relaxed and genteel. Following this larghetto passage,

the movement—by far the longest of the four—embarks on an extended Allegro using the

same theme, now faster, with extended development featuring short solos for individual

players. A slightly darker, lyric passage provides a diversion and returns briefly just before

the final cadence.

The melancholy second movement features the higher woodwinds—oboe, flute, or

clarinet—individually, accompanied by the remainder of the group, with strings in lush

counterpoint. The third movement is a quirky scherzando with a slower and even quirkier

Trio-like section, both of which have very quick figures in the higher voices against a rela-

tively staid, but sometimes rhythmically tricky, bass section. The bubbly finale, Allegro

moderato, is short and to the point, keeping up a running eighth-note foundation for brief

melodic forays for the treble instruments.

—Robert Kirzinger

Program notes copyright © Boston Symphony Orchestra, Inc. All rights reserved.

BOSTON SYMPHONY CHAMBER PLAYERS

One of the world's most distinguished chamber music ensembles sponsored by a major

symphony 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

Chamber 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 composers William Bolcom {Serenata Nottuma), Lukas

Foss (For Aaron), Michael Gandolfi (Plain Song, Fantastic Dances), and Osvaldo Golijov

(Lullaby and Doina).


