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Nocturne in Eb Opus 9 no. 2 - FRÉDÉRIC CHOPIN 1810-1849

The Nocturne in E flat major is a charming bagatelle that did more for the popularity of 
Chopin than all his other works. It has been aptly described as “delicate thoughts that 
delight us with their sweetness and charm.”

Chopin composed three Nocturnes during the years 1830-1831 just as he turned 21. It is 
an example of a rare sense of stylistic purity. The title nocturne means “night-music,” but 
that term suggests the character of the music rather than defining a specific musical form.

Already evident in this nocturne is the phenomenal rhythmic freedom that will 
characterize Chopin’s mature work: the left hand maintains a steady 12/8 pulse, while the 
right hand introduces the graceful main idea and then embellishes that theme through a 
series of increasingly ornate and fluid repetitions. It displays a masterful use of a single 
kind of wondrously subtle accompaniment. 

The nocturne is not in the expected ternary form, but proceeds simply through the 
extension of its lovely opening theme to a great climax, which Chopin marks con forza. 
This sudden eruption of expression leads to a concise apotheosis... and just as suddenly is 
broken off and stilled.

Fantaisie Impromptu in C# minor Opus 66 - FRÉDÉRIC CHOPIN

Chopin composed the Fantasie Impromptu around 1834 at 24 years old and never much 
cared for it. It was published only after the composer’s death, contrary to his express wish 
that all unpublished works and sketches should be burned. Yet today, it is one of his most 
well-known works.  The version that is heard most often was prepared from Chopin’s 
sketches by his friend Julian Fontana.  

It is a relatively short piece in ABA form. The A section has a sweeping melody of 
sixteenth notes running up and down the keyboard, accompanied by triplet arpeggios in 
the left hand. It's very fast and almost a little chaotic, while the softer middle section with 
its wonderful cantilena provides a good overall balance to the piece. It finishes with an 
ambiguous fantasy-like ending, in a quiet and mysterious way, where the left hand 
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repeats the first few notes of the moderato section theme, while the right hand continues 
playing sixteenth notes.

Piano Concerto no. 27 in Bb Major K595 - WOLFGANG AMADEUS MOZART 
1756-1791
Allegro
Larghetto
Allegro

Beneath the simplicity of Mozart's final piano concerto lies one of the most subtle and 
perfect architectural structures in music. Composed less than a year before Mozart's 
untimely death in 1791, this concerto evokes a variety of intensely personal and painful 
experiences. By turns mysterious, luminous, and tragic, this kaleidoscope of sound is 
magically held together by a blend of elegance and poignancy.

This concerto is dated January 5, 1791, and Mozart himself introduced it on March 4 of 
that year in Vienna. The orchestra consists of flute, two oboes, two bassoons, two horns, 
and strings. 

Mozart was the greatest pianist of his time, yet we have very little idea of what it was like 
to be in the audience when he performed. There are, of course, the stories of Mozart as a 
child performer—how he could sight-read, improvise,  play with a great facility and 
perform tricks for royalty. But once the child prodigy matured into a true genius, a more 
unsettling commodity, it becomes difficult to put our finger on precisely what set him 
apart.

The eyewitness reports are uniformly enthusiastic but short on facts. There’s scarcely one 
comment as revealing as Mozart’s own about a colleague: “She stalks over the clavier 
with her long bony fingers in such an odd way.” There are other vivid remarks scattered 
throughout his letters about pianists who grimaced and flopped about while playing, or 
distorted the music with freewheeling use of rubato. Once he advised his sister to play 
with “plenty of expression, taste, and fire”—characteristics that apparently governed his 
own performances. There’s one particular phrase of his—“it should flow like oil”—that 
has helped musicians recognize that discretely picking at Mozart’s notes is all wrong. 

But by 1791, the last year of his life, Mozart was no longer in great demand as a 
performer, and he had virtually stopped writing music to play in concert. His own catalog 
tells the story: between February 1784 and December 1786 he entered twelve piano 
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concertos, but there are none listed in 1787, just one in 1788, and one again in 1791. The 
B-flat major concerto from that final year was to be part of his last public performance.

Piano Concerto No. 27 is a genuine miracle of music, its radiant first movement 
frequently moving into remote and unexpected keys to dazzling effect. The orchestra 
provides an outpouring of enchanting themes even before the soloist enters to elaborate 
upon them. 

The beguiling slow movement opens with a deceptively simple theme that gains in 
poignancy through deft Mozartean harmonic twists. The buoyant finale grows out of yet 
another simple tune, this one based on the notes that outline a basic B-flat triad. Such is 
the simplicity of genius, and Mozart shows us that often “less is more.” It is that 
extraordinary economy of means — each note essential and meaningful — that inspired 
such fervent voices of Romanticism as Chopin and Tchaikovsky to love Mozart’s music 
above virtually all others.

Mozart’s mastery of detail and technique is so assured that the main theme of the 
Larghetto returns, little changed, as the second theme of the finale, without calling 
attention to the fact. The finale is more cheerful, though not entirely carefree. The main 
theme is similar to the melody of “Sehnsucht nach dem Frühlinge,” a lovely song which 
is listed immediately after the concerto in Mozart’s own catalog:

Come, sweet May, and turn 
the trees green again, 
and make the little violets 
bloom for me by the brook.

Who knew it would be Mozart’s last springtime to enjoy?

Intermission

Sonata no. 3 for Cello and Piano in G minor BWV 1029 - J.S. BACH 1685-1750
Vivace

Bach wrote three wonderfully expressive, intimate and technically demanding sonatas for 
viola da gamba and keyboard which are commonly performed today by cello and piano. 
The dates of composition are lost to history, but stylistically they can be placed from 
Bach’s Cothen years (1717-1723), when he was in his early thirties. 
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The prince of the small Cothen court, whom Bach served as Kapellmeister, was a strict 
Calvinist, and would have nothing to do with the lush Lutheran liturgical music of which 
Bach was already so capable. So Bach focused largely on secular music during these 
years. 

By the time of Bach’s death in 1750, musical tastes had so changed that Bach’s music 
was regarded as obsolete by the public. The music of one of the greatest creative geniuses 
of all Western art was ignored for a century, except among professional musicians. Felix 
Mendelssohn often gets credit for starting a Bach revival in 1829 with a public 
performance of the St Matthew Passion, and he promoted Bach’s music the rest of his 
life. It was only after Mendelssohn’s death in 1849 that much of Bach’s music was 
published for the first time. The gamba sonatas were first published in 1866, over 130 
years after they were written!

The G Minor sonata is one of Bach’s minor masterpieces, displaying the kind of 
structural perfection in a multi-movement piece that Bach learned from Vivaldi, and that 
has been emulated by everyone since. The first movement, Vivace, reminds one of the 
Third Brandenburg concerto and the extent and excellence of development are 
remarkable for such a small-scale work.

Serenade from Swan Song (Schwanengesang) - Franz Schubert 1797-1828 
arranged by Franz Liszt

Franz Schubert, born in 1797 in Vienna, composed in excess of 600 Lieder, nine 
symphonies, as well as operas, liturgical and chamber music, and a number of solo works 
for piano. He received musical instruction from his father, and piano lessons from his 
brother Ignaz. His education continued when he received a choral scholarship, and was 
introduced to the works of Mozart. Schwanengesang, the last song cycle published by the 
composer was written in the year of his death. It is not known whether the composer had 
truly finished the cycle (or even intended it to be one). 

Liszt’s now famous arrangement of the simple but moving Serenade (Ständchen), 
expresses the yearning and transparent lied, transformed into the more sonorous piece, 
denser and thicker texturally. The rich vein of melody in Serenade was written in August 
of 1828. Liszt’s effective and successful third attempt (1838-9) at arranging this one of 
fourteen songs which comprise Schubert’s Schwanengesang (Swan Song). Unlike the 
other Liszt arrangements of Standchen, which treat the third and fourth verses in canon, 
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the third ossia version is shorter. It has a new coda, no verses in canon treatment, and a 
leaner texture. 

Scheherazade - Symphonic Suite (arranged for piano) Opus 35 - NICOLAI 
RIMSKY-KORSAKOV 1844-1908

Rimsky-Korsakov conceived the idea of composing Scheherazade in the winter of 
1887-88 and completed the four movements on July 16, 23, and 28, and August 7, 1888. 
He conducted the first performance at one of the Russian Symphony Concerts at the Club 
of Nobility, Saint Petersburg, on November 3 that year. Emil Paur conducted the Boston 
Symphony Orchestra in the first North American performance on February 2, 1897.  In 
this piano arrangement of unknown origin, Katya plays the first of four movements. 

Along with “Flight of the Bumblebee,” from the 1893 opera “The Tale of Tsar Saltan,” 
Scheherazade is Rimsky-Korsakov’s most well known work.  Probably ninety-nine 
percent of Rimsky-Korsakov orchestral performances in this country are accounted for by 
three works, the Capriccio espagnol, Scheherazade, and the Russian Easter Overture, all 
written within the space of about a year and a half in 1887 and 1888. In fact, these works 
virtually marked the end of Rimsky-Korsakov’s career as a composer of orchestral music. 
In 1889, he determined to devote most of his energies to writing for the theater.

In the winter of 1887-88, while completing his on Borodin’s unfinished opera Prince 
Igor, he conceived the idea of Scheherazade. From the beginning, he could not quite 
make up his mind about the balance between the programmatic and the purely musical 
elements. How much Arabian Nights, how much just music? And while programmatic 
elements were undoubtedly present in Scheherazade and played an important part in the 
shaping of the work, Rimsky-Korsakov did not want his listeners to be distracted by 
being glued to extra-musical detail.

He headed the score with this preface: “The Sultan Shahriar, convinced of the duplicity 
and infidelity of all women, vowed to slay each of his wives after the first night. The 
Sultana Scheherazade, however, saved her life by the expedient of recounting to the 
Sultan a succession of tales over a period of one thousand one nights. Overcome by 
curiosity, the monarch postponed the execution of his wife from day to day, and ended by 
renouncing his sanguinary resolution altogether.”
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“In composing Scheherazade I meant the hints (movement titles) to direct the listener’s 
fancy but slightly on the path which my own fancy had traveled,” Rimsky wrote in his 
memoirs. “All I had desired was that the listener, if he liked my piece as symphonic 
music, should carry away the impression that it is beyond doubt an Oriental narrative of 
some numerous and varied fairy-tale wonders and not merely four pieces played one after 
another and composed on the basis of themes common to all four movements.”

Scheherazade is full of glorious solo opportunities. Its vitality, the charm of its tunes, and 
the effortless brilliance of its orchestration never fail to make an impression and to give 
delight.

Ritual Fire Dance (from El Amor Brujo, Love, the Magician) - MANUEL de FALLA 
1876-1946

The exotic Danza ritual del fuego (Ritual Fire Dance) from Manuel de Falla's well-known 
suite for orchestra and mezzo-soprano, El Amor Brujo (Love, the Magician), crosses the 
divide between life and death. Heavily imbued with folk-like melodies and Spanish 
flavor, the suite tells the story of the widowed gypsy, Candela, who is tormented by the 
ghost of her jealous late husband. Anxious to move on to a new lover, Candela arranges 
for her friend Lucia to distract the haunting spirit by flirting with it. At long last, Candela 
must resort to sorcery to free herself. After a brief interlude called "Midnight - 
Witchcraft" comes the Ritual Fire Dance, in which Candela has to dance around open 
flames to ward off the evil spirits plaguing her.

De Falla was Spain's most important composer since the Renaissance, perhaps in part 
because of his travels to Paris, where Debussy and Ravel befriended him and influenced 
his compositional techniques. Although contemporary critics often complained of the 
"Frenchness" (read: Impressionism) of de Falla's works, his popularity in Spain was owed 
rather to the nationalistic color in his music. He studied and adored Spanish folk music, 
and began his career as a theatrical musician where flamenco was wildly popular. 
Impeccably Spanish in color and texture, de Falla boasted that his compositions were 
entirely original. The first program book for El Amor Brujo claimed, "Every song is of 
[de Falla's] own invention, and it is his particular glory that he has succeeded in making it 
almost impossible to believe that they are not actual popular material." Notwithstanding 
the feeling that this statement is introducing a bullfight or puppet show, the ability to 
sound convincingly authentic to a culture without using actual folk songs is much more 
difficult than it appears.
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In any case, the Ritual Fire Dance is a favorite in the concert hall, capturing the exotic 
sight of a middle-aged gypsy dancing furiously around a campfire in the dead of night as 
she conjures and shuns disquieted spirits that should have been dancing in triumph on the 
other side.
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