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Benefits for Friends and 
Producer’s Circle members  
can include:

• Early access to purchase tickets
• Priority seating
• Invitations to events
• Reserved parking
• Waived fees
• Ticket upgrades
• And much, much more!

Your donation makes a difference!
Become a member by making  
a tax-deductible gift today.

To make a gift and for 
more information, visit:
calperformances.org/
membership

Thank you for  
your support!

ALVIN AILEY  
AMERICAN DANCE THEATER

When you become a member, 
you enjoy exclusive benefits and 
engagement opportunities with 
world-class performers.

http://calperformances.org/membership


Encore—Connecting Arts, Culture and Community. 

The legendary Vienna Philharmonic Orchestra returns  
to Zellerbach Hall with longtime collaborator Christian 
Thielemann at the podium, March 7–9. Over the course 
of three thrilling programs, the orchestra traverses a  
century of canonic repertoire—from the heroic music  
of Viennese classicism, through several generations of 
opulent Austro-German Romanticism, to the expanded 
sonorities of the Second Viennese School near the turn  
of the 20th century. 
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Alvin Ailey  
American Dance Theater 
Robert Battle, artistic director 
Matthew Rushing, associate artistic director

Continuing a tradition that 
dates to the late 1960s, the 
breathtaking Ailey dancers 
return for the company’s 
annual campus residency. 
Featuring Bay Area premieres 
by Jamar Roberts and Kyle 
Abraham, company premieres 
by Twyla Tharp and Paul 
Taylor, and returning favorites 
including Ailey’s signature 
masterpiece Revelations. 

http://calperformances.org


BOARD OF TRUSTEES 
2022–2023 

OFFICERS 
Jeffrey MacKie-Mason, co-chair  

Lance Nagel, co-chair 
Lynne LaMarca Heinrich, vice chair 

Sara Wilson, vice chair 
Shariq Yosufzai, treasurer and secretary 

Susan Graham Harrison, trustee-at-large 
Cary Koh, trustee-at-large 

Helen Meyer, trustee-at-large 
 

TRUSTEES 

Nancy Aldritt 
Janice Brathwaite 
Carol T. Christ † 

Naniette Coleman 
Rupali Das 

Beth DeAtley 
Leland Dobbs 

Hilary Fox 
 

Kevin Gillespie‡ 
Jeremy N. Geffen † 

Bernice Greene 
Jake Heggie 
Kit Leland 
Jen Lyons 

Leslie Maheras 
 
 

Panos Papadopoulos 
Phoeland Siu‡ 

Françoise Stone 
Augustus K. Tobes 
Deborah Van Nest 
Caroline Winnett 

† Ex Officio Trustee 
‡ Student Representatives 

  
FOUNDING TRUSTEES 

Carole B. Berg 
Merrill T. Boyce 

Earl F. Cheit, Founding Chair 
Robert W. Cole 

Hon. Marie Collins 
John Cummins 

Ed Cutter 
John C. Danielsen 

Donald M. Friedman 
Frederick Gans 

Shelby Gans 

Lynn Glaser 
G. Reeve Gould 

Margaret Stuart Graupner 
Jean Gray Hargrove 

Kathleen G. Henschel 
Carol Nusinow Kurland 

Kimun Lee 
Sylvia R. Lindsey 

Donald A. McQuade 
Ralph N. Mendelson 

Marilyn Morrish 

Anthony A. Newcomb 
David Redo 

Jim Reynolds 
Madelyn Schwyn 

Alta Tingle 
Carol Jackson Upshaw 

Julia Voorhies 
Margaret Wilkerson 
Wendy W. Willrich 

Olly Wilson Jr. 
Alvin Zeigler 

EARL F. CHEIT SUSTAINING TRUSTEES 
Eric Allman 

Diana Cohen 
Hon. Marie Collins 

Lynn Glaser 
Kathleen G. Henschel 

Joe Laymon 
Dorette P.S. Luke 

Liz Lutz 
Susan Marinoff 

 

Eddie Orton 
Jim Reynolds 

Gail Rubinfeld 
Will Schieber 

Carol Jackson Upshaw
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Friday, March 17, 2023 
5:30pm
Cocktail Reception
ZELLERBACH PLAYHOUSE

7pm
Performance – US Premiere  
of William Kentridge’s SIBYL  
ZELLERBACH HALL

8:30pm
Gala Dinner
PAULEY BALLROOM

Tickets available online at 
calperformances.org/gala or 
by contacting the Development 
office at 510.642.8653. 

Join us for an unforgettable evening!

WILLIAM KENTRIDGE

Going fast! Reserve your Gala tickets 
today at calperformances.org/gala.

For more information, please email
donate@calperformances.org.

All proceeds will benefit Cal Performances’ 
artistic and education programs.

http://calperformances.org/gala


FROM THE EXECUTIVE AND ARTISTIC DIRECTOR

We move now into the busiest time of the year at Cal Per-
formances, with a schedule that offers a nearly nonstop 
celebration of the very finest in the performing arts.  

This month alone, we welcome our great friends at the Mark 
Morris Dance Group for the Bay Area premiere of Morris’ latest, 
The Look of Love, a fresh and heartfelt homage to the chart-topping 
songs of Burt Bacharach. We’ll also hear classical masterworks from 
audience favorites, cellist David Finckel and pianist Wu Han; a par-
ticularly far-ranging concert from the extraordinary pianist Jeremy 
Denk; well-loved solo works by J.S. Bach coupled with new com-
positions by the best and brightest voices in contemporary music 
from the insightful young violinist Alexi Kenney; and a bold selec-
tion of new music by UC Berkeley composers from the university’s 
own Eco Ensemble.  

Add to that performances with Kodo, Japan’s ever-popular and soul-stirring taiko drummers; 
an evening with NPR’s Ira Glass sharing new stories and reflections from his decades-long career; 
an afternoon conversation with the legendary Rita Moreno discussing her fascinating life in Hol-
lywood; and a rousing program with the virtuosic dancers of Washington DC’s celebrated Step 
Afrika! troupe as it continues and extends the long tradition of stepping—elaborate and joyful 
song and dance rituals performed by Black fraternities and sororities since the early 1900s.  

And that’s just our schedule for February. In March, two events deserve special attention: the 
return of the legendary Vienna Philharmonic Orchestra under conductor Christian Thielemann 
(making his Bay Area concert debut), and the US premiere of revered South African artist William 
Kentridge’s astonishing new SIBYL (part of a major campus-wide residency with this singular 
artist; for more, see Thomas May’s excellent article on Kentridge, beginning on the next page).  

Upcoming Illuminations programming will continue to take advantage of Cal Performances’ 
unique positioning as a vital part of the world’s top-ranked public university. As we’ve done all 
season long, we’ll be engaging communities on and off campus to examine the evolution of tools 
such as musical instruments and electronics, the complex relationships between the creators and 
users of technology, the possibilities enabled by technology’s impact on the creative process, and 
questions raised by the growing role of artificial intelligence in our society. 

This concept of “Human and Machine” has never been so pertinent to so many. Particularly 
over the course of the pandemic, the rapid expansion of technology’s role in improving com-
munication and in helping us emotionally process unforeseen and, at times, extraordinarily diffi-
cult events has made a permanent mark on our human history. Throughout time, our reliance on 
technology to communicate has—for better and worse—influenced how we understand others  
as well as ourselves. During this Illuminations season, we will investigate how technology has  
contributed to our capacity for self-expression, as well as the potential dangers it may pose. 

Some programs this season will bring joy and delight, and others will inspire reflection and 
stir debate. We are committed to presenting this wide range of artistic expression on our stages 
because of our faith in the performing arts’ power to promote empathy. And it is because of our 
audiences’ openness and curiosity that we have the privilege of bringing such thought-provoking, 
adventurous performances to our campus. The Cal Performances community wants the arts to 
engage in important conversations, and to bring us all together as we see and feel the world 
through the experiences of others. 

Please make sure to check out our brochures and our website for complete information about 
upcoming events. We can’t wait to share all the details with you, in print and online. 

Thank you for joining us at Cal Performances! 
 

Jeremy Geffen 
Executive and Artistic Director, Cal Performances 

Jeremy Geffen
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Photo courtesy of Kentridge Studio. 

The Reassurance  
of Uncertainty 
William Kentridge’s Paradoxical,  
Illuminating Art at Berkeley  
 
by Thomas May 
 
“There will be no epiphany.” “Wait again for better gods.” “You will be 
dreamt by a jackal.” “Heaven is talking in a foreign tongue.”  

The oracular messages that course through SIBYL, the most recent 
performance work by the towering South African artist William Ken-
tridge, tease with tantalizing ambiguity. They seem to wryly provoke an 
irresistible urge to twist whatever information is at hand into interpre-
tations best suited to our desires.  

That’s a primordial human instinct, of course: indeed, the ancient 
Greek myths involving oracles—an integral part of Kentridge’s familiar 
network of imagery—underscore the irony of playing into the hands of 
fate at the very moment we’re most convinced that our ingenuity has al-
lowed us to elude it. But this behavior has newfound resonance during 
an era of curated data and populism-stoked skepticism toward voices of 
authority in science and the humanities alike.  

The art of William Kentridge illuminates such fundamental impulses 
in a way that seems simultaneously timeless and trenchantly of the mo-
ment. His campus-wide Berkeley residency, which is taking place 
throughout the current academic year, is anchored around the US pre-
miere of SIBYL (March 17–19, Zellerbach Hall). Cal Performances is 
presenting the work as one of the highlights of this season’s Illumina-
tions programming on the theme “Human and Machine.”  

“There are very few artists who excel in so many areas simulta-
neously,” according to Jeremy Geffen, executive and artistic director of 
Cal Performances. Referring to his protean accomplishments in draw-
ing, printing, sculpture, film, and live music and theater performance, 
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Geffen says that the internationally renowned Kentridge is “the perfect artist for a univer-
sity”—and, in particular, for a campus-wide residency intended to appeal to students and 
educators across a wide spectrum of disciplines.  

Complementing the March performances of SIBYL, Cal Performances is collaborating 
with the UC Berkeley Art Museum/Pacific Film Archive (BAMPFA) and the Townsend 
Center for the Humanities to highlight various facets of Kentridge’s wide-ranging work and 
further enrich campus-wide discussions around the “Human and Machine” theme. Em-
ploying the lecture format—another medium Kentridge approaches as 
a mode of artistic expression—last November, the artist presented To 
What End, an illustrated talk tracing the development of SIBYL. One 
week before the SIBYL premiere, on March 10, Kentridge will offer a 
live performance (joined by surprise guest artists) of the seminal Da-
daist “sound poem” Ursonate by Kurt Schwitters. Then, on March 15, 
soprano Joanna Dudley will perform A Guided Tour of the Exhibition: 
For Soprano and Handbag, the one-woman absurdist play she devel-
oped with Kentridge as a protest against the “museification” of art 
works. And closing out the residency is a BAMPFA retrospective in 
March and April of Kentridge’s remarkable work as a filmmaker, 
where his use of animation has been especially innovative.  

SIBYL, the centerpiece of the residency, is uniquely relevant to the 
“Human and Machine” theme. Whether the topic is data science, arti-
ficial intelligence, or the various geological sciences, “predicting the 
future is a subject of intense research at UC Berkeley,” says Greg Nie-
meyer, Professor of Media Innovation, who describes himself as a 
“data artist” and is also a member of the design committee for the Illu-
minations: “Human and Machine” programming.  

“Think about the challenges of climate change,” Niemeyer con-
tinues. “We realize that we have to adapt, but we don’t know how. 
And so we look to science for ideas, but we also need to look to the 
humanities to figure out how we as humans can cope with the experi-
ence of change. And it is exactly this human experience that is at the 
center of William Kentridge’s production. It gives us a chance to re-
flect on how we as human beings, as individuals, relate to the major 
changes we’re facing.” 

 
Illuminating Interactions between the Human and the Machine  
In September 2019, Geffen attended the world premiere of Waiting for 
the Sibyl, the culminating second part of SIBYL, at Teatro dell’Opera di 
Roma. He determined on the spot to bring the project to Berkeley. “It’s at once compelling, 
profound, and funny, and in a sort of Shakespearean way is able to appeal as an entertain-
ment on multiple levels simultaneously.”  

Geffen moreover sensed a special relevance for Cal Performances’ spotlight on the inter-
face between human and machine. SIBYL plays with the idea of the algorithm as the mod-
ern, technological counterpart to the ancient oracles and their messages for humanity. 
Kentridge’s work transforms the ancient myth that underlies its fragmentary narrative into 
“a metaphor for human interaction with technology—its expressive possibilities, but also 
the risks that come with those potential rewards.”  

Likewise germane to questions about the interaction between humanity and the ma-
chine are Kentridge’s formal and technical methods. They privilege “old-fashioned” figura-

8   Cal Performances



tive content and analog processes over abstraction and digital sleight-of-hand. The pattern 
of drawing followed by erasure followed by further drawing that is a signature of his ani-
mated films, for example—including those shown in SIBYL—make the physical labor in-
volved in creating the art visible, emphasizing a “handmade” quality that “carries the 
human imprint,” as Geffen points out. A characteristically Kentridgian paradox is that he 
uses technology to create these entities while seeming to disguise it—while at the same 
time encouraging viewers to question that technology. 

The result is an overriding sense of ambivalence and uncertainty that not only stimulates 
critical thinking but fully engages the imagination. There is no predictable formula (the es-
sence of the algorithm), no technological wizard-behind-the-curtain to explain how Ken-
tridge produces his art—along with its unique mixture of intuition, poetic collage, and 
incisive political critique.  

 
Intimations of the Sibyl  
The process behind the creation of SIBYL epitomizes how so many disparate elements con-
verge in Kentridge’s artistic practice. His early-career experiences in Apartheid-era Johan-
nesburg, where he was born in 1955, revolved around activities in the theater (as an actor, 

continued on p. 12
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A NOT-TO-BE-MISSED SEASON HIGHLIGHT

Vienna Philharmonic 
Orchestra 
Christian Thielemann, conductor

Mar 7–9
ZELLERBACH HALL
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Over the course of three thrilling programs, 
the legendary Vienna Philharmonic 
Orchestra traverses a century of canonic 
repertoire with longtime collaborator 
Christian Thielemann at the podium—from 
the music of Viennese classicism, through 
several generations of Austro-German 
Romanticism, to the Second Viennese 
School near the turn of the 20th century. 
These works showcase the mighty Vienna 
musicians at their finest, artists renowned 
for playing both “rich in detail and fearsome 
in its intensity” (The Guardian).

Tue, Mar 7, 7:30pm
SCHOENBERG 
Verklärte Nacht for string orchestra, Op. 4

R. STRAUSS 
Eine Alpensinfonie, Op. 64

Wed, Mar 8, 7:30pm
MENDELSSOHN 
The Hebrides Overture, Op. 26
Symphony No. 3 in A minor, Op. 56, Scottish

BRAHMS 
Symphony No. 2 in D major, Op. 73

Thu, Mar 9, 7:30pm
BRUCKNER 
Symphony No. 8 in C minor



Saturday, February 4, 2023, 8pm 
Hertz Hall 

 

Eco Ensemble 
David Milnes, conductor 

Tod Brody, flute 
Kyle Bruckmann, oboe 
Peter Josheff, clarinet 

Matt Ingalls, clarinet, bass clarinet 
Alicia Telford, horn 

Jamael Smith, bassoon 
Alan Matteri, trumpet 

Brendan Lai Tong, trombone 
Loren Mach, percussion 

Marty Thenell, percussion 
Travis Andrews, electric guitar 

Kristin Lloyd, harp 
Anne Rainwater, piano 

Sharon Kim, piano 
Hrabba Atladottir, violin 

Jooyeon Kong, violin 
Ellen Ruth Rose, viola 
Leighton Fong, cello 

Richard Worn, double bass 
 

This performance is made possible, in part, by Françoise Stone. 
 

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor lobby/waiting areas as well 
as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for entry. The latest information on Cal Performances’ 
COVID-19 safety policies is available at calperformances.org/safety.  

Photographing and/or recording this performance is strictly prohibited.
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PROGRAM 
 

Edmund Campion 
Velvet Algorithms (2022, US Premiere) 

for 12 instruments and electronics 
 

Cindy Cox 
Blackwork, Scarletwork (2021)  

for violin, viola, and cello 
 

Amadeus Julian Regucera 
At the end, breathless and clothed in fire (2021–22) 

for large ensemble 
 

INTERMISSION 
 

Ken Ueno 
…blood blossoms… (2002)  

for amplified sextet 
 

Toshio Hosokawa  
Voyage V (2001, US Premiere)  

for flute and chamber orchestra 
Stacy Pelinka, soloist 

 
 

Special thanks to the University of California, Berkeley Department of Music  
and CNMAT (Center for New Music and Audio Technology) 

 
 

Eco Ensemble 
David Milnes, artistic director 

Jeremy Hunt, executive director 
Jon Yu, production director 

Jeremy Wagner, technical director 
Brendan West, technical director 

 

CP-2   Cal Performances

EDMUND CAMPION 
Velvet Algorithms (2022, US Premiere) 
All my music refers to shattered and 
dreamlike narratives of one sort or another. 
These post-modern gestures have appeared 
in my music since I began composing. 
Listeners attend to music from all sides and 
with all levels of prior experience, so I 
compose in a semiotic labyrinth, both 
sound and sign, and always kaleidoscopic. 
Unlike Berlioz, who is referred to in the first 
part of the piece, I don’t tell a story in sound; 
I offer a deeply layered platform of sound 
where the omni-narratives are at the surface 
for a listener to attend to or not. Someone 
might ignore the sonic signposts and just be 
attending to the performance and sound 
itself. A new music insider can attend to 
other clues or breadcrumbs—a number of 
personal greetings or inside humor. 

The dream that inspired Velvet Algo -
rithms concerns a person who takes up 
composing music during the time of 
artificial intelligence (AI). This composer is 
seriously influenced by AI-made music. At 
some point, they accept the AI as the 
teacher and eventually forget that the AI has 
taught them.  

My experience in life has been that when 
given new technologies or foundational 
changes in the conditions of life on the 
planet, humans flip their view of life and 
quickly adapt to another state of reality. 
These human-state changes have been 
happening much faster in my lifetime and 
they always come with a new vocabulary 
and a new worldview. The old world is 
quickly overturned and a new justification 
for our continued ignorance and greed is 
implanted. This process has become very 
tiring for me, and sad.  

Although Velvet Algorithms is pure 
fantasy and not created by an AI, it is 
created with computer-assisted techniques 
thoroughly shaped by my human hand. My 
hope is that it is ART, that it invites a listener 
to visit my mind and see how I experience 

our human “Umwelt”—a brief few 
moments when we might share and not 
share many similarities.  

—Edmund Campion 
 

Edmund Campion is currently Professor of 
Music Composition and Director at the 
Center for New Music and Audio 
Technologies (CNMAT) at the University of 
California, Berkeley. An active composer, 
performing artist, software developer, and 
collaborating artist for more than 30 years, 
he continues to produce highly personal 
music that often mixes emerging tech -
nologies with acoustic instruments. As a 
2016 Guggenheim Fellow, Campion 
composed for the Contemporary Gugak 
Orchestra, an ensemble of 50 musicians 
performing on ancient Korean instruments. 
Other awards include the American Rome 
Prize, the Lili Boulanger Prize, the Paul 
Fromm Award at Tanglewood, and the 
Goddard Lieberson Fellowship from the 
American Academy of Arts and Letters. 
Campion’s music is heard on concert stages 
throughout the world, with upcoming 
projects including commissions for the 
Ensemble Sillages in France and the 
Drumming Ensemble in Portugal. 
 

 
CINDY COX 
Blackwork, Scarletwork (2021) 
Blackwork and scarletwork were types of 
embroidery common in the Renaissance, 
especially in Spain. They were used to 
decorate fine clothing with counted black or 
red thread stitching on white fabric. The 
repeating sequences in my string trio were 
inspired by how these geometric and 
floral patterns could be used to build up 
wonder fully complex yet unified and co -
herent designs.  

The violin and viola play throughout in a 
very light, off-the-string leggiero manner, 
while the cello has an expressive, lyrical solo 
inflected with different timbres ranging 

                                                                                                                                 PROGRAM NOTES
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from sul ponticello (near the bridge), sul 
tasto (on the fingerboard), and strong 
overbowing (pressing very hard with the 
bow while moving it slowly). The music is 
full of gracenote embellishments and 
accentuations; I used three types of jeté 
(bounced) bowing—a thrown bow in the 
usual manner, a dropped bow without any 
horizontal motion, and a dropped col legno 
(with the wood) bounced bow.  

The piece is dedicated to the No Exit new 
music ensemble, which gave the premiere.  

—Cindy Cox 
 

Transparent yet complex, Cindy Cox’s 
compositions synthesize old and new 
musical designs. The natural world inspires 
many of the special harmonies and textural 
colorations in her compositions.  

Cox is active as a pianist and has per -
formed and recorded many of her own 
compositions, including the large-scale 
Hierosgamos and Sylvan Pieces. Several of 
her works—such as Pianos and the Etudes 
for Piano Sampler—feature technologies 
developed at CNMAT. The Toulmin 
Foundation and the League of American 
Orchestras commissioned Dreaming a 
World’s Edge for the Saint Paul Chamber 
Orchestra, which recently premiered it. 
Cox’s compositions with text, such as 
Singing the lines, The Other Side of the World, 
and The Shape of the Shell, evolved through 
collaboration with her husband, poet John 
Campion, and together, they have com -
pleted a new music-theater work called The 
Road to Xibalba, based on the ancient 
Mayan mythic text The Popol Vuh.  

Cox has received awards and com mis -
sions from the American Academy of Arts 
and Letters, the Fromm Foundation, the 
National Endowment for the Arts, the 
Guggenheim Foundation, the American 
Composers Forum, ASCAP, Meet the 
Composer, and the Fulbright and Mellon 
foundations. Recent performances have 
taken place at the Venice Biennale, the 
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Festival de la Habana in Cuba, the 
American Academy in Rome, the Oriental 
Arts Center in Shanghai, Carnegie and 
Merkin halls in New York City, the National 
Gallery in Washington, the Library of 
Congress, the Kennedy Center, and the 
Biblioteca National in Buenos Aires. Cox is 
presently Professor of Music at the Uni ver -
sity of California, Berkeley.  

 
 

AMADEUS JULIAN REGUCERA 
At the end, breathless and clothed in fire 
(2021-22)  
At the end… is a summation, a culmination, 
and recontextualization of my instrumental 
work since 2012. When I began writing 
instrumental music, I wanted to create 
music that screamed, struck, scraped, tore, 
struggled. I drew from the Western 
tradition: 18th-century Sturm und Drang, 
19th-century Romanticism, the tortured 
and angular shapes of post-war Modernism, 
its turn in mid-century Neue Subjektivität, 
the extroversion of punk rock as well as its 
attendant somberness, and the expansive 
inwardness of its consequence in post-punk 
genres of the 1980s; I threaded a narrative 
from my immigrant suburban adolescence 
through my post-doctoral career, using 
someone else’s toolbox and tried to make 
it my own. I dreamed of an affective ex peri -
ence that was as much an assault as it was a 
missive; a call from “inside the house,” a 
stream of consciousness that was an attempt 
to reach anyone who would hear it and 
empathize with its “message.” It was an 
ambitious desire with various levels of 
success. But there were, at the least, 
moments of triumph in various work, 
moments that articulated in sound and 
form what I could not with words. I’ve 
collec ted these moments since 2012, and 
carried them with me into At the end….  

Commissioned in 2021 by the San 
Francisco Contemporary Music Players and 
premiered at the ODC Dance Commons in 

April 2022, the title owes itself, in part, to a 
poem by José García Villa, a Filipino poet 
and immigrant who, like me, found himself 
drawn to and immersed in the culture 
and practice of Western Euro-American 
modern ism. The first stanza of the poem 
reads: 

 
In my desire to be Nude 
I clothed myself in fire:— 
Burned down my walls, my roof, 
Burned all these down. 
 

A consummate Catholic, García Villa strug-
gled with his relationship with God and the 
implications of tradition and religion amidst 
the thrust of scientific and social “progress,” 
an ideal of mid-20th-century Whiteness 
rooted in the same 18th-century thinking 
that bore the musical influences  
I enumerated above and which employed/ 
employs the inhumane practices of subju-
gative colonialism to continue its practice 
into the 21st century. I, and other artists 
have inherited García Villa’s struggle as vic-
tim and accomplice. 

The piece is also a liturgy of sorts. My 
grandfather and namesake, Amadeo Regu -
cera, himself a Filipino immigrant, died 
towards the end of the composition of At the 
end… and some formal aspects of the work 
owe themselves to the traditions of Cath -
olicism: the antiphonal arrangement of the 
instrumental choirs, the processional music 
that begins the piece, the collage-like form 
that references the parody masses of the 
16th century, and the moments of exaltation 
that give way to passages of sober stillness 
and reflection.  

The piece’s form is in three sections. An 
introduction that invites the listener into the 
piece’s atmosphere ultimately hurtles into 
the first section, a re-orchestration of my 
2016 work SKRWL (scored for clarinet, 
trom bone, piano, viola, and cello and written 
for Ensemble Intercontemporain), per -
formed by the instrumental choir of strings, 
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percussion, and piano. This section centers 
on a single performative gesture: the slow 
drawing of a string bow across a muted 
string. The ensemble develops upon this 
scraping timbre, and the music constantly 
expands and contracts, undulating forward. 

A percussion reprise introduces the 
second section, performed by the instru -
mental choir of winds, percussion, and 
harp. This section is predominated by wind 
music that pushes the performers to the 
edge of their physical ability while with -
holding one of the foundational elements of 
Western music: pitch. Instead, the texture 
foregrounds the fundamental aspect of the 
instrument itself: the breath of its performer. 
The texture is active, frantic, always on the 
verge of collapsing in on itself through sheer 
propulsion. In terms of my own work, this 
music has perhaps the most complex history. 
It began as a piccolo line (a rhythmic tran -
scription of a poem by Ocean Vuong) from 
Torso of Air|Stapled Flesh, my ensemble 
piece for 12 musicians (written in 2017 for 
Ensemble Linea). The piccolo line became a 
solo piece for Bay Area flutist Stacey Pelinka 
as part of The trauma you keep safe is the pain 
you pass along (2018) then was reorches -
trated in the piece RAW (for the Eco 
Ensemble, 2019), and then appears here in 
At the end…, yet another re-orchestration 
and recontextualization of all the previous 
iterations of the piccolo line, nearly 
verbatim.  

The final section, tutti, begins with music 
lifted from my 2012 string quartet obscured– 
distorted–redacted, a pastiche of György 
Ligeti’s Second String Quartet among others, 
and thrusts the musicians into a prismatic 
and often overwhelming complex of 
rhythmic and gestural interplay and emotive 
and musical desperation. The section’s 
climactic moment explodes eventu ally, its 
remnants falling like so much dust—a final 
lament scored for piano and harp. 

My gratitude to Eric Dudley, Lisa Oman, 
and the musicians of the San Francisco 
Contemporary Music Players for commis -
sioning and premiering the piece, and to 
David Milnes and the Eco Ensemble, long -
time friends and champions of my music, 
for re-presenting the work and excavating 
its emotional and musical details in this 
performance.  

—Amadeus Julian Regucera 
 

The work of Amadeus Julian Regucera 
(born 1984, he/they) engages with the 
embodied and acoustical energy of sound 
and the erotics of its production through 
concert music, installation, performance 
art, and video. He has had the opportunity 
to present works around the world: notably, 
at the ManiFeste (Paris, FR), the Festival 
Musica (Strasbourg, FR), Voix Nouvelles 
(Asnières-sur-Oise, FR), the Resonant 
Bodies Festival and the SONiC Festival 
(New York City), the Havana Festival of 
Contemporary Music as part of the Amer -
ican Composers Forum artist delegation to 
Cuba, the Mizzou International Composers 
Festival, and the Hong Kong Modern 
Academy, among others. His music has 
been performed by musicians and ensem -
bles such as Ensemble Linea, Alarm Will 
Sound, Ensemble Intercontemporain, 
EXAUDI vocal ensemble, San Francisco 
Contemporary Music Players, violinist Jen -
ni fer Koh, Splinter Reeds, the Left Coast 
Chamber Ensemble, Duo Cortona, Third 
Sound, and the UC Berkeley Symphony 
Orchestra. In addition to concert music, his 
practice intersects with visual and 
performance art, most notably in RIGOR a 
collaboration between visual artist Nicolás 
Rupcich and commis sioned by violinist 
Jessica Ling (June 2021); Absence in relief 
(April 2021) an audio-visual installation 
commissioned by InterMusicSF and Index -
ical for the Radius Art Gallery, Santa Cruz, 
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California; IMY/ILY (2018–19), a mono -
drama for solo percussionist, commissioned 
by Andy Meyerson (The Living Earth 
Show); and the installation/performance 
Communication (2013) at the Kulturzen -
trum bei den Minoriten in Graz, Austria. 
Upcoming projects include a new piece for 
the Wavefield Ensemble commissioned by 
the Fromm Foundation at Harvard Univer -
sity. Regucera holds degrees in music from 
the University of California, San Diego (BA 
2006) and the University of California, 
Berkeley (PhD 2016). Beginning in Sep tem -
ber 2022, Regucera is Curator of Music at 
the Curtis R. Priem Experimental Media 
and Performing Arts Center (EMPAC) at 
Rensselaer Polytechnic Institute. 

 
 
KEN UENO 
…blood blossoms… (2002) 
Premiered by the Bang on a Can All-Stars 
 
“The old junky found a vein... blood 
blossoms in the dropper like a Chinese 
flower.”  

—Naked Lunch, William F. Burroughs 
 
I can’t believe that this piece is 20 years-old 
now. Writing for the Bang on a Can All-
Stars presented an exciting opportunity to 
compose a chamber work that included 
electric guitar (which was my main instru -
ment growing up), as back then, in the early 
2000s, it was still rather rare to use instru -
ments that were more conventionally 
associated with vernacular musics (many 
colleagues were still invested in Bourdieuian 
cultural stratifications—i.e. sonic affordances 
that pointed to the vernacular were often 
viewed with disdain).  

One of the many things I love about the 
electric guitar is the viscerality it projects 
aided by amplification and distortion. Felt 
as much as heard, the amplified, distorted, 
electric guitar is a spectral instrument—the 
amplification facilitates the audibility of 

complex upper harmonics and frequencies. 
The ensemble is orchestrated around the 
sounds I knew the electric guitar could 
unleash (e.g. the “distorted” melody the bass 
clarinetist hums through the body of the 
instrument, a roughness that pairs nicely 
with fast harmonics being played on the 
electric guitars…well, at least, I like it!). 
That’s the thing, I wrote sounds I wanted to 
hear, not delimited to the sounds I felt I was 
supposed to write as a composer. But that 
was 20 years ago. I am happy to see that 
some things have changed. 

Amplification helps facilitate subtle 
sounds too. The Burroughs text quoted 
above made me think that beauty can be 
found in a medium full of potential power 
and destruction. In writing for an amplified 
ensemble, I also sought to create delicate 
textures that play against the insipient 
power of amplification and distortion.  

—Ken Ueno 
 

Ken Ueno, is a composer, vocalist, 
improviser, and sound artist. 

Leading performers and ensembles 
around the world have championed Ueno’s 
music. His piece for the Hilliard Ensemble, 
Shiroi Ishi, was featured in their repertoire 
for more than 10 years, with performances 
at such venues as Queen Elizabeth Hall in 
England and the Vienna Konzerthaus, and 
was aired on Italian national radio, RAI 3. 
Another work, Pharmakon, was performed 
dozens of times nationally by Eighth 
Blackbird during the group’s 2001–03 
seasons. A portrait concert of Ueno’s was 
featured on MaerzMusik in Berlin in 2011. 
Other ensembles and performers that have 
performed Ueno’s music include Kim 
Kashkashian and Robyn Schulkowsky, 
Frances-Marie Uitti, Mayumi Miyata, 
Teodoro Anzellotti, and Steve Schick and 
the SFCMP. 

As a vocalist, Ueno is known for inventing 
extended techniques and has performed as 
soloist in his vocal concerto with orchestras 

                                                                                                                                 PROGRAM NOTES

 | encorespotlight.com  CP-7



percussion, and piano. This section centers 
on a single performative gesture: the slow 
drawing of a string bow across a muted 
string. The ensemble develops upon this 
scraping timbre, and the music constantly 
expands and contracts, undulating forward. 

A percussion reprise introduces the 
second section, performed by the instru -
mental choir of winds, percussion, and 
harp. This section is predominated by wind 
music that pushes the performers to the 
edge of their physical ability while with -
holding one of the foundational elements of 
Western music: pitch. Instead, the texture 
foregrounds the fundamental aspect of the 
instrument itself: the breath of its performer. 
The texture is active, frantic, always on the 
verge of collapsing in on itself through sheer 
propulsion. In terms of my own work, this 
music has perhaps the most complex history. 
It began as a piccolo line (a rhythmic tran -
scription of a poem by Ocean Vuong) from 
Torso of Air|Stapled Flesh, my ensemble 
piece for 12 musicians (written in 2017 for 
Ensemble Linea). The piccolo line became a 
solo piece for Bay Area flutist Stacey Pelinka 
as part of The trauma you keep safe is the pain 
you pass along (2018) then was reorches -
trated in the piece RAW (for the Eco 
Ensemble, 2019), and then appears here in 
At the end…, yet another re-orchestration 
and recontextualization of all the previous 
iterations of the piccolo line, nearly 
verbatim.  

The final section, tutti, begins with music 
lifted from my 2012 string quartet obscured– 
distorted–redacted, a pastiche of György 
Ligeti’s Second String Quartet among others, 
and thrusts the musicians into a prismatic 
and often overwhelming complex of 
rhythmic and gestural interplay and emotive 
and musical desperation. The section’s 
climactic moment explodes eventu ally, its 
remnants falling like so much dust—a final 
lament scored for piano and harp. 

My gratitude to Eric Dudley, Lisa Oman, 
and the musicians of the San Francisco 
Contemporary Music Players for commis -
sioning and premiering the piece, and to 
David Milnes and the Eco Ensemble, long -
time friends and champions of my music, 
for re-presenting the work and excavating 
its emotional and musical details in this 
performance.  

—Amadeus Julian Regucera 
 

The work of Amadeus Julian Regucera 
(born 1984, he/they) engages with the 
embodied and acoustical energy of sound 
and the erotics of its production through 
concert music, installation, performance 
art, and video. He has had the opportunity 
to present works around the world: notably, 
at the ManiFeste (Paris, FR), the Festival 
Musica (Strasbourg, FR), Voix Nouvelles 
(Asnières-sur-Oise, FR), the Resonant 
Bodies Festival and the SONiC Festival 
(New York City), the Havana Festival of 
Contemporary Music as part of the Amer -
ican Composers Forum artist delegation to 
Cuba, the Mizzou International Composers 
Festival, and the Hong Kong Modern 
Academy, among others. His music has 
been performed by musicians and ensem -
bles such as Ensemble Linea, Alarm Will 
Sound, Ensemble Intercontemporain, 
EXAUDI vocal ensemble, San Francisco 
Contemporary Music Players, violinist Jen -
ni fer Koh, Splinter Reeds, the Left Coast 
Chamber Ensemble, Duo Cortona, Third 
Sound, and the UC Berkeley Symphony 
Orchestra. In addition to concert music, his 
practice intersects with visual and 
performance art, most notably in RIGOR a 
collaboration between visual artist Nicolás 
Rupcich and commis sioned by violinist 
Jessica Ling (June 2021); Absence in relief 
(April 2021) an audio-visual installation 
commissioned by InterMusicSF and Index -
ical for the Radius Art Gallery, Santa Cruz, 

PROGRAM NOTES

CP-6   Cal Performances

California; IMY/ILY (2018–19), a mono -
drama for solo percussionist, commissioned 
by Andy Meyerson (The Living Earth 
Show); and the installation/performance 
Communication (2013) at the Kulturzen -
trum bei den Minoriten in Graz, Austria. 
Upcoming projects include a new piece for 
the Wavefield Ensemble commissioned by 
the Fromm Foundation at Harvard Univer -
sity. Regucera holds degrees in music from 
the University of California, San Diego (BA 
2006) and the University of California, 
Berkeley (PhD 2016). Beginning in Sep tem -
ber 2022, Regucera is Curator of Music at 
the Curtis R. Priem Experimental Media 
and Performing Arts Center (EMPAC) at 
Rensselaer Polytechnic Institute. 

 
 
KEN UENO 
…blood blossoms… (2002) 
Premiered by the Bang on a Can All-Stars 
 
“The old junky found a vein... blood 
blossoms in the dropper like a Chinese 
flower.”  

—Naked Lunch, William F. Burroughs 
 
I can’t believe that this piece is 20 years-old 
now. Writing for the Bang on a Can All-
Stars presented an exciting opportunity to 
compose a chamber work that included 
electric guitar (which was my main instru -
ment growing up), as back then, in the early 
2000s, it was still rather rare to use instru -
ments that were more conventionally 
associated with vernacular musics (many 
colleagues were still invested in Bourdieuian 
cultural stratifications—i.e. sonic affordances 
that pointed to the vernacular were often 
viewed with disdain).  

One of the many things I love about the 
electric guitar is the viscerality it projects 
aided by amplification and distortion. Felt 
as much as heard, the amplified, distorted, 
electric guitar is a spectral instrument—the 
amplification facilitates the audibility of 

complex upper harmonics and frequencies. 
The ensemble is orchestrated around the 
sounds I knew the electric guitar could 
unleash (e.g. the “distorted” melody the bass 
clarinetist hums through the body of the 
instrument, a roughness that pairs nicely 
with fast harmonics being played on the 
electric guitars…well, at least, I like it!). 
That’s the thing, I wrote sounds I wanted to 
hear, not delimited to the sounds I felt I was 
supposed to write as a composer. But that 
was 20 years ago. I am happy to see that 
some things have changed. 

Amplification helps facilitate subtle 
sounds too. The Burroughs text quoted 
above made me think that beauty can be 
found in a medium full of potential power 
and destruction. In writing for an amplified 
ensemble, I also sought to create delicate 
textures that play against the insipient 
power of amplification and distortion.  

—Ken Ueno 
 

Ken Ueno, is a composer, vocalist, 
improviser, and sound artist. 

Leading performers and ensembles 
around the world have championed Ueno’s 
music. His piece for the Hilliard Ensemble, 
Shiroi Ishi, was featured in their repertoire 
for more than 10 years, with performances 
at such venues as Queen Elizabeth Hall in 
England and the Vienna Konzerthaus, and 
was aired on Italian national radio, RAI 3. 
Another work, Pharmakon, was performed 
dozens of times nationally by Eighth 
Blackbird during the group’s 2001–03 
seasons. A portrait concert of Ueno’s was 
featured on MaerzMusik in Berlin in 2011. 
Other ensembles and performers that have 
performed Ueno’s music include Kim 
Kashkashian and Robyn Schulkowsky, 
Frances-Marie Uitti, Mayumi Miyata, 
Teodoro Anzellotti, and Steve Schick and 
the SFCMP. 

As a vocalist, Ueno is known for inventing 
extended techniques and has performed as 
soloist in his vocal concerto with orchestras 

                                                                                                                                 PROGRAM NOTES

 | encorespotlight.com  CP-7



in Boston, New York, Warsaw, Vilnius, 
Bang kok, Sacramento, Stony Brook, Pitts -
burgh, and North Carolina.  

As a sound artist, Ueno’s installations 
have been commissioned and exhibited by 
museums and galleries in Beijing, Guang -
zhou, Taipei, Mexico City, Art Basel, Los 
Angeles, and Hong Kong. Last fall, he 
created evening-long installation perfor -
mances for the Osage Gallery, Tai Kwun, and 
at the FreeSpace. One of his largest projects, 
Daedalus Drones, an installation (a fence-
labyrinth housing a swarm of flying drones 
choreographed for performance) installed 
at the Asia Society of Hong Kong, was 
featured on the New Vision Arts Festival.  

Ueno currently serves as Professor of 
music at UC Berkeley. As an author, his 
writings have been published by the Oxford 
Handbook, the New York Times, Palgrave 
Macmillan, and Wiley & Sons. He holds a 
PhD from Harvard University and an MMA 
from the Yale School of Music, and his 
biography appears in the Grove Dictionary 
of American Music. www.kenueno.com. 
 

 
TOSHIO HOSOKAWA 
Voyage V (2001, US Premiere)  
This piece was commissioned by the Italian 
flutist Roberto Fabbriciani and was first 
performed by the commissioner himself 
and the Ensemble United Berlin conducted 
by Andrea Pestalozza at the Festival 
Internazionale di Musica Contemporanea 
della Biennale di Venezia 2001. Since 1997, 
I have composed concertos for solo instru -
ment and ensemble under the title of Voyage 
(as of now [2018], I have already written 10 
pieces for this series). In this series, I write 
the pieces based on the following idea: The 
soloist represents a human being, and the 
ensemble stands for nature and the universe 
that surround the human being, both 
internal and external. The human being 
sings to nature, then nature responds to 

him. Through repeating this process, the 
human being attains deep harmony with the 
nature. The correspondence between the 
human being and nature is regarded as a 
“voyage”; the human being grows through 
the voyage and experiences richness of 
music. 

—Toshio Hosokawa 
 

Toshio Hosokawa was born in Hiroshima 
on October 23, 1955. Following initial 
studies in piano and composition in Tokyo, 
he came to Berlin in 1976 to study compo -
sition with Isang Yun at the Universität der 
Künste. He continued his studies with Klaus 
Huber at the Hochschule für Musik in 
Freiburg from 1983 to 1986. In 1980, he 
participated for the first time in the Darm -
städter Ferienkurse für Neue Musik, where 
some of his compositions were performed. 
From 1990, he was a regular guest of the 
festival as a tutor. In subsequent years, the 
composer’s international reputation contin -
ued to increase and Hosokawa received 
numerous commissions. From 1989 to 
1998, the composer was the artistic director 
and organiser of the annual Akiyoshidai 
International Contemporary Music Semi -
nar and Festival in Yamagushi, which he 
had co-founded. Since 2001, he has also 
been the artistic director of the Japanese 
Takefu International Music Festival in Fukuj. 
Hosokawa was appointed permanent guest 
professor at the Tokyo College of Music in 
2004. He lives in Nagano, Japan and in 
Mainz, Germany. 

Hosokawa’s compositions include orches -
tral works, solo concertos, chamber music, 
and film music alongside works for 
traditional Japanese instruments. Influences 
from both Western music—from Schubert 
to Webern—and traditional Japanese music 
can be recognised in his compositions. 
Hosokawa considers the compositional pro -
cess to be instinctively associated with the 
concepts of Zen Buddhism and its symbolic 
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interpretation of nature. In the instrumental 
work In die Tiefe der Zeit (1994), the cello 
represents the male and the accordion the 
female principle, whereas the surrounding 
cosmos is reflected in the form of air and 
clouds by the strings; each individual note 
has a particular significance, defying silence 
in their tonal characteristics and thereby 
becoming an element of a superordinated 
philosophical concept. The orchestral work 
Circulating Ocean was composed in 2005 as 
a commission for the Salzburg Festival. 
Valery Gergiev conducted the world pre -
miere in Salzburg. Today it has become a 
frequently performed piece, as is Hoso ka -
wa’s piano concerto Lotus under the moon -
light, which was premiered by the NDR 
Symphony Orchestra and the pianist 
Momo Kodama in 2006 as a tribute to 
Mozart. Woven Dreams is an award-
winning work of Roche Commissions, 
which was pre miered by the Cleveland 
Orchestra at the Lucerne Festival in 2010 
and won a BASCA British Composer 
Award in 2013. Horn Concerto – Moment 
of Blossoming was written for the horn 
virtuoso Stefan Dohr, who premiered it 
with the Berliner Philharmon iker under Sir 
Simon Rattle’s direction in 2011. 

In his oratorio Voiceless voice in Hiro -
shima (1989/2000–01) for soloists, narrator, 
choir, accompanying tape (playback tape) 
(ad lib.), and orchestra, Hosokawa takes as 
his subject the devastating atomic bomb 
explosion at the end of the Second World 
War in the city of his birth. The composer 
approaches the unutterable through his 
extreme musical language—the brutal tonal 
world of brass and percussion and the 
colorful chordal landscape of the choir. A 
series of compositions for varying instru -
mentations is dedicated to the victims of 
Japan’s 2011 tsunami and subsequent nu -
clear disaster. Meditation for orchestra 
evolves from a silent meditation to an elegy 
while the brass and percussion instruments 

warn of the approaching tsunami in the 
background. Hosokawa also wrote the 
opera Stilles Meer in response to these 
terrible events. It was commissioned by 
Hamburg State Opera and saw its premiere 
conducted by Kent Nagano in January 2016. 

His first opera, Vision of Lear, was 
premiered at the Münchener Biennale in 
1998. Here, Hosokawa succeeded in 
bridging East and West in his Shakespeare 
adaptation: modern form of European 
musical theater meets the Japanese tradi -
tions of Nō theater on the basis of the 
Renaissance play. Hosokawa’s second opera, 
Hanjo, was first staged at the Festival in Aix-
en-Provence in 2004, followed by further 
performances in Brussels, Hamburg, Lis -
bon, Bielefeld, Lyon, Tokyo, and Milan. His 
third opera, Matsukaze, premiered at La 
Monnaie Brussels in 2011 (with staging by 
Sasha Waltz) and Horn Concerto – Moment 
of Blossoming and many others were 
premiered under the baton of leading 
international conductors including Kazushi 
Ono, Kent Nagano, Sir Simon Rattle, and 
Robin Ticciati. Many of the works men -
tioned above have become an important 
part of the contemporary repertoire. 

Hosokawa has received numerous awards 
and prizes, among them the first prize in the 
composition competition for the 100th 
anniversary of the Berliner Philharmoniker 
(1982), the Arion Music Prize (1984), the 
Kyoto Music Prize (1988), and the Rheingau 
Music Prize (1998). From 1998 to 2007, he 
was Composer-in-Residence at the Tokyo 
Symphony Orchestra. Hosokawa was 
appointed member of the Akademie der 
Künste in Berlin in 2001. In 2006–07 and 
2008–09, he undertook a period of research 
at the Institute for Advanced Study [Wis -
sen schaftskolleg] in Berlin. He was Com -
poser-in-Residence at the Biennale di 
Venezia (1995, 2001), the Tokyo Symphony 
Orchestra (1998–2007), the International 
Music Festival of Lucerne (2000), Musica 
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in Boston, New York, Warsaw, Vilnius, 
Bang kok, Sacramento, Stony Brook, Pitts -
burgh, and North Carolina.  

As a sound artist, Ueno’s installations 
have been commissioned and exhibited by 
museums and galleries in Beijing, Guang -
zhou, Taipei, Mexico City, Art Basel, Los 
Angeles, and Hong Kong. Last fall, he 
created evening-long installation perfor -
mances for the Osage Gallery, Tai Kwun, and 
at the FreeSpace. One of his largest projects, 
Daedalus Drones, an installation (a fence-
labyrinth housing a swarm of flying drones 
choreographed for performance) installed 
at the Asia Society of Hong Kong, was 
featured on the New Vision Arts Festival.  
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music at UC Berkeley. As an author, his 
writings have been published by the Oxford 
Handbook, the New York Times, Palgrave 
Macmillan, and Wiley & Sons. He holds a 
PhD from Harvard University and an MMA 
from the Yale School of Music, and his 
biography appears in the Grove Dictionary 
of American Music. www.kenueno.com. 
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the pieces based on the following idea: The 
soloist represents a human being, and the 
ensemble stands for nature and the universe 
that surround the human being, both 
internal and external. The human being 
sings to nature, then nature responds to 

him. Through repeating this process, the 
human being attains deep harmony with the 
nature. The correspondence between the 
human being and nature is regarded as a 
“voyage”; the human being grows through 
the voyage and experiences richness of 
music. 

—Toshio Hosokawa 
 

Toshio Hosokawa was born in Hiroshima 
on October 23, 1955. Following initial 
studies in piano and composition in Tokyo, 
he came to Berlin in 1976 to study compo -
sition with Isang Yun at the Universität der 
Künste. He continued his studies with Klaus 
Huber at the Hochschule für Musik in 
Freiburg from 1983 to 1986. In 1980, he 
participated for the first time in the Darm -
städter Ferienkurse für Neue Musik, where 
some of his compositions were performed. 
From 1990, he was a regular guest of the 
festival as a tutor. In subsequent years, the 
composer’s international reputation contin -
ued to increase and Hosokawa received 
numerous commissions. From 1989 to 
1998, the composer was the artistic director 
and organiser of the annual Akiyoshidai 
International Contemporary Music Semi -
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and film music alongside works for 
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can be recognised in his compositions. 
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anniversary of the Berliner Philharmoniker 
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was Composer-in-Residence at the Tokyo 
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appointed member of the Akademie der 
Künste in Berlin in 2001. In 2006–07 and 
2008–09, he undertook a period of research 
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sen schaftskolleg] in Berlin. He was Com -
poser-in-Residence at the Biennale di 
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viva in Munich (2001), Musica nova 
Helsinki (2003), Warsaw Autumn (2005, 
2007) and others. He was also Artistic 
Director of the Suntory Hall International 
Program for Music Composition from 
2012–15. 

 
 

Eco Ensemble, under the direction of David 
Milnes, is a group of prominent Bay Area 
musicians who are passionate about exp -
loring and performing contemporary works. 
Its mission is to enrich and serve the Bay 
Area’s cultural life through the creation, 
performance, and dissemination of new 
music by composers from Berkeley and 
around the world. Called a “dream team of 
local musicians who embody a high point 
in the Bay Area’s vibrant contemporary 
music scene” by the New York Times, Eco 
Ensemble has been featured at the Festival 
of New American Music and the Venice 
Biennale and has worked closely with 
renowned composers including Kaija Saari -
aho, Beat Furrer, Philippe Leroux, George 
Lewis, Erin Gee, and Ivan Fedele. The 
group is the ensemble-in-residence at UC 
Berke ley’s Department of Music and the 
Center for New Music and Audio 
Technologies (CNMAT), and as the 
university’s principal performance outlet 
for performers and composers of new 
music, Eco Ensemble commissions and 
premieres works from UC Berkeley com -
posers. With a focus on education for both 
experienced audiences and novices, Eco 
Ensemble’s and CNMAT’s public outreach 
efforts include lectures, demonstrations, 
workshops, and composer residencies. 
Members of the ensemble work extensively 
with undergraduate and gradu ate musicians 
in new-music studies. Eco Ensemble’s 
unique collaboration with CNMAT inspires 
works that are informed by contemporary 
explorations into the intersection between 
science and music. The ensemble seeks to 
expand the possi bilities for new music by 

working with CNMAT faculty, students, 
and researchers to develop new instru -
ments, new appli cations of technologies for 
composition and performance, and new 
modes of expression.  

 
David Milnes serves as Music Director of 
the Eco Ensemble, UC Berkeley’s inter -
nationally recognized professional new-
music ensemble-in-residence as well as the 
UC Berkeley Symphony Orchestra. During 
his early years, he studied piano, organ, 
clarinet, cello, and voice, and briefly 
entertained a career as a jazz pianist, 
appearing with Chuck Mangione, Gene 
Krupa, Billy Taylor, and John Pizzarelli. After 
studying with Charles Rosen, Otto-Werner 
Müller, Herbert Blomstedt, Erich Leinsdorf, 
and Leonard Bernstein, Milnes won the 
prestigious Exxon Conductor position with 
the San Francisco Symphony at age 27, 
where he appeared frequently on the New 
and Unusual Music Series. He also served as 
Music Director of the highly acclaimed San 
Francisco Symphony Youth Orchestra, 
which he led on its first European tour. 

A dedicated proponent of new music, 
Milnes has led many performances with 
Earplay, the Empyrean Ensemble, Compo -
sers Inc., and the Left Coast Chamber 
Ensemble. As Music Director of the San 
Francisco Contemporary Music Players, he 
commissioned and premiered new works 
from around the world from such com -
posers as Phillipe Leroux, Liza Lim, 
Edmund Campion, Shulamit Ran, Zhou 
Long, Kui Dong, Earl Kim, Jorge Liderman, 
and Cindy Cox. With the Eco Ensemble he 
has conducted works by Pierre Boulez, 
Giorgi Ligeti, Jonathan Harvey, Beat Furrer, 
Harrison Birtwistle, Franck Bedrossian, 
Andrew Imbrie, and Ivan Fedele. He has 
made recordings of music by John Anthony 
Lennon, James Newton, Edmund Campion, 
Jorge Liderman, and Pablo Ortiz. 

Milnes has led the UC Berkeley 
Symphony Orchestra and Eco Ensemble on 
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four European tours since 2014, each 
featuring new music from Berkeley 
composers. In performance, he has 
collaborated with Pinchas Zukerman, 
Chanti cleer, Frederica von Stade, Dawn 
Upshaw, Anna Netrebko, Bill T. Jones, and 
Paul Hillier, and has appeared at the Venice 
Biennale and Santa Fe, Tanglewood, Aspen, 
Other Minds and Monadnock music 
festivals. 

 
The Center for New Music and Audio 
Technologies (CNMAT) houses a dynamic 
group of educational, performance, and 
research programs focused on the creative 
interaction between new music and emerg -
ing technologies. The center combines 
technical science-based research with a 
human istic critical perspective and prac -
tical investigation into the process and 
possibility for new-music creation. At 
CNMAT, the laboratory and stage merge to 
push the boundaries of present-day music 
making. In addition to three decades of 
published research, CNMAT continues to 
support the software tools that it has 
pioneered since its founding in the late 
1980’s. CNMAT colla borates with all of UC 
Berkeley’s disciplines dedicated to the study 
or creative use of sound. 

CNMAT was conceived and established 
by composer and Professor Emeritus 

Richard Felciano in the 1980s with a focus 
on the creative interaction between music 
and technology. Professor David Wessel, a 
pioneer in computer music and music 
cognition, directed the center until his death 
in 2014. During these years, Research 
Director Adrian Freed, organized an 
ambitious research agenda that produced 
concrete, practical developments in music-
related technologies, including widely-
adopted innovations such as Open Sound 
Control (OSC), the Sound Description 
Interchange Format (SDIF), the CNMAT 
tools for Max/MSP, and the recent cross-
platform “odot” programming objects. 

In the mid 1990s, the team expanded to 
include current Director, Professor Edmund 
Campion, current Associate Director 
Richard Andrews, as well as Musical Appli -
cations Programmer Matthew Wright and 
John MacCallum.  

Today’s CNMAT works with leading 
artists, performers, composers and impro -
visers to continue in the spirit of its history. 
In addition to its robust research agenda, the 
center produces numerous concerts, 
lectures, and symposia.  

The Eco Ensemble, a leading Bay Area 
new music ensemble is in permanent 
residence at CNMAT. 

To learn more about CNMAT, visit the 
website at cnmat.berkeley.edu.
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Saturday, February 4, 2023, 8pm 
Sunday, February 5, 2023, 3pm 

Zellerbach Hall 
 

Kodo One Earth Tour 
Tsuzumi 

 
Performers 

Eiichi Saito • Jun Jidai • Koki Miura • Ryotaro Leo Ikenaga • Reo Kitabayashi 
Mizuki Yoneyama • Yuta Kimura • Yuki Hirata • Taiyo Onoda • Kei Sadanari 

Moe Niiyama • Jumpei Nonaka • Hana Ogawa 
Director 

Yuichiro Funabashi 
Technical Director 

Kei Furukata 
Lighting Designer 

Kenichi Mashiko (S.L.S.) 
Stage Managers 

Kazuki Imagai • Yusuke Hayakawa 
Company Manager 

Yui Kamiya 
Tour Managers 

Natsumi Ikenaga • Sorami Ikeyama • Minami Sasaki 
Assistant Manager 

Donnie Keeton 
International Tour Management 

IMG Artists 
Music Advisor 

Tatsuya Shimono 
Voice Instructor 
Yumi Nogami 

Posture & Movement Instructor 
Tatsuo Kudo 

Special Thanks 
Ranjo • Shingo Tokihiro • Kawachi Wakate • Rengebuji Temple 

North America Tour Support 
Asano Taiko U.S., Inc. 

North America Tour Marketing 
SoloShoe Communications, LLC 

Supported by the Agency for Cultural Affairs, Government of Japan 

Funding made possible by the Henri and Tomoye Takahashi Charitable Foundation. 

 

Opposite: Photo by Takashi Okamoto

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor lobby/waiting areas as well 
as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for entry. The latest information on Cal Performances’ 
COVID-19 safety policies is available at calperformances.org/safety.  

Photographing and/or recording this performance is strictly prohibited.
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Tsuzumi 
 

Dyu-Ha 
Composed by Maki Ishii (1981) 

 
Kono Mine no 

Composed by Yoko Fujimoto (2003) 
 

Hayashi-bayashi 
Composed by Masayasu Maeda and Yuta Kimura (2019) 

 
Hitohi 

Composed by Masayasu Maeda; dance arranged by Koki Miura (2019) 
 

Hayate 
Composed by Ryotaro Leo Ikenaga (2020) 

 
Zoku 

Composed by Leonard Eto (1989) 
 

INTERMISSION 
 

Monochrome 
Composed by Maki Ishii (1976) 

 
Uchoten 

Composed by Yuki Hirata (2019) 
 

P.P.C. 
Composed by Yuichiro Funabashi, Mitsuru Ishizuka, and Yosuke Oda (2005) 

 
Ayumi 

Composed by Yuta Sumiyoshi (2020) 
 

Izumogaku 
Traditional, arranged by Kodo 

 
O-daiko 

Traditional, arranged by Kodo 
 

Yatai-bayashi 
Traditional, arranged by Kodo 

 
The following pieces are based on these regional traditional performing arts: 

Hitohi: Onidaiko (Sado Island, Niigata) 
Hayate: Hachijo Daiko (Hachijo Island, Tokyo) 

Yatai-bayashi: Chichibu Yatai-bayashi (Chichibu, Saitama) 
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Our 2021 North America tour was 
postponed due to the pandemic, so 
we have been looking forward to 

sharing this program with you all for a long 
time. Thank you for your patience and en-
couragement. We hope today’s performance 
will uplift you and bring you joy. 

In Japanese, the word “Kodo” holds a 
double meaning. It can be translated as 
“heartbeat,” the primal source of all rhythm. 
However, our group’s name is written with 
different characters, which mean “drum” 
and “child.” This reflects Kodo’s desire to 
play the drums with the simple heart of a 
child. 

To commemorate our 40th anniversary 
in 2021, we created two new touring pro-
ductions based on our name: Tsuzumi takes 
its name and theme from the drum charac-

ter, and Warabe from the child element. 
Tsuzumi, the first work, opens with a very 
special piece in our ensemble’s history that 
is seldom performed on tour—Dyu-Ha. The 
late Maki Ishii, a modern composer who 
was introduced to Kodo by conductor Seiji 
Ozawa, presented this piece to Kodo as a gift 
to congratulate our ensemble on its debut in 
1981. We will perform Dyu-Ha on this tour 
for the first time in North America since 
1989. Today’s program also features Ishii’s 
masterpiece Monochrome and other Kodo 
signature pieces such as O-daiko, Yatai-
bayashi, and Zoku, coupled with new com-
positions.  

Join us as we trace our group’s origins 
back to the beginning, to reflect on our his-
tory and reaffirm what continues to shape 
Kodo today. 
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Kodo One Earth Tour: Tsuzumi is the 
first production in a series of com-
memorative works we created for 

Kodo’s 40th anniversary celebrations in 
2021. The inspiration and theme of this work 
is our home base, Sado Island. With its lush 
nature and distinct history, this special place 
has been the starting point for Kodo’s diverse 
local and international activities for the past 
four decades. Our projects are constantly 
guided by three words that underpin our 
mission—living, learning, creating. 

Since early 2020, countless lives have been 
impacted by the effects of COVID-19. These 
circumstances have been very difficult for 
Kodo to navigate as a group, and we are still 
grappling with concert postponements and 
cancelations. But we have remained optimis-
tic as we press on with our work, using this 
time to reflect on our group’s history. All of 
us at Kodo were brought to Sado, this remote 
island in the Sea of Japan, by the captivating 
resonant tones of the taiko. People on Sado 

live in close proximity to nature, which af-
fects and informs their everyday activities. 
Here, through the wide range of performing 
arts and festivals held on the island, we can 
feel the living, breathing origins of all cre-
ative pursuits. 

The reverberations of taiko awaken the 
power of heaven and earth. Conjured and 
honed on Sado, Kodo’s sound is like no other. 

I sincerely hope you’ll enjoy this perform-
ance and the visceral sound of Kodo’s taiko. 
We will give it our absolute all on stage, hop-
ing you feel our joy and gratitude in each and 
every beat. 

Tsuzumi is the first of two Kodo 40th-
anniversary touring productions; Warabe is 
the second. Together, these works will serve 
as cornerstones for Kodo’s next innovative 
chapter. Thank you for celebrating our past, 
present, and future with us through these 
works. 

—Yuichiro Funabashi 
Director/Kodo Ensemble Leader 
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Tsuzumi 
 

Dyu-Ha 
Composed by Maki Ishii (1981) 

 
Kono Mine no 

Composed by Yoko Fujimoto (2003) 
 

Hayashi-bayashi 
Composed by Masayasu Maeda and Yuta Kimura (2019) 

 
Hitohi 

Composed by Masayasu Maeda; dance arranged by Koki Miura (2019) 
 

Hayate 
Composed by Ryotaro Leo Ikenaga (2020) 

 
Zoku 

Composed by Leonard Eto (1989) 
 

INTERMISSION 
 

Monochrome 
Composed by Maki Ishii (1976) 

 
Uchoten 

Composed by Yuki Hirata (2019) 
 

P.P.C. 
Composed by Yuichiro Funabashi, Mitsuru Ishizuka, and Yosuke Oda (2005) 

 
Ayumi 

Composed by Yuta Sumiyoshi (2020) 
 

Izumogaku 
Traditional, arranged by Kodo 

 
O-daiko 

Traditional, arranged by Kodo 
 

Yatai-bayashi 
Traditional, arranged by Kodo 

 
The following pieces are based on these regional traditional performing arts: 

Hitohi: Onidaiko (Sado Island, Niigata) 
Hayate: Hachijo Daiko (Hachijo Island, Tokyo) 

Yatai-bayashi: Chichibu Yatai-bayashi (Chichibu, Saitama) 
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Exploring the limitless possibilities of 
the traditional Japanese drum, the 
taiko, Kodo is forging new directions 

for a vibrant living art-form. Since the 
group’s debut at the Berlin Festival in 1981, 
Kodo has given over 6,500 performances on 
all five continents, spending about a third of 
the year overseas, a third touring in Japan, 
and a third rehearsing and preparing new 
material on Sado Island. Kodo strives to both 
preserve and re-interpret traditional Japa-
nese performing arts. Beyond this, members 
on tours and research trips all over the globe 
have brought back to Sado a kaleidoscope of 
world music and experiences that now 
exerts a strong influence on the group’s per-
formances and compositions. Collab o ra -
 tions with other artists and composers 
extend across the musical spectrum and 
Kodo’s lack of preconceptions about its 
music continues to produce startling new fu-
sion and forms. 
 
Sado Island 
Since 1971, Sado Island has been Kodo’s 
home and the platform from which the 
group reaches out to the world. With nature’s 
warm embrace evident in each of her four 
seasons, Sado is an extraordinary place 
where traditional ways of life and the island’s 
indigenous performing arts still thrive today. 
This island is the fountain of inspiration for 
Kodo and the guiding force behind the 
group’s creative lifestyle. The artists’ goal is 
to find a harmonious balance between 
people and the natural world. Each time 
Kodo ventures off the island, the ensemble 
encounters new people, customs, and tradi-
tional performing arts that are ingrained in 
the lifestyles of each locale. Both similarities 
and differences prompt Kodo members to 
pause and reflect upon the importance of the 
varied and rich cultures that color our world. 
These life lessons permeate each performer’s 
skin and become an invisible source of their 
expression. It is through this process of liv-
ing, learning, and creating that Kodo culti-

vates a unique aesthetic and sensitivity, 
reaching out toward a new world culture 
rooted in the rich possibilities of a peaceful 
coexistence between humanity and nature. 

 
Kodo Cultural Foundation 
Thanks to the support of many friends, the 
Kodo Cultural Foundation was established 
in 1997 in order to increase Kodo’s capacity 
for outreach projects on Sado Island. Its pri-
mary mission is to carry out nonprofit activ-
ities focused on social education and the 
notion of giving back to the local com-
munity. Kodo Cultural Foundation is com-
mitted to the cultural and environmental 
preservation of Sado Island and oversees 
many ambitious projects. From the conser-
vation of local habitats to the revitalization 
of rare craft traditions and Noh theaters 
throughout Sado Island, the highly collabo-
rative Kodo Cultural Foundation supports 
many vital initiatives. Its activities include 
holding workshops, planning the annual 
Earth Celebration music festival, creating a 
research library, managing Kodo Apprentice 
Centre and Sado Island Taiko Centre, and 
carrying out research in the performing arts. 
 
Call for Support 
Kodo’s activities have been greatly impacted 
by the ongoing COVID-19 pandemic and we 
need extra support as we navigate the ongo-
ing restrictions and disruptions to our usual 
touring and events. If you are able to make a 
donation to help us continue our mission, we 
will gratefully accept any amount you can 
spare. Your contribution will help us to con-
tinue our ongoing One Earth Tour, so that we 
can keep connecting people all over the 
world with the sound of taiko. 

To make a donation, or for other ways to 
help, please visit https://www.kodo.or.jp/en/ 
callforsupport. 

Website: www.kodo.or.jp 
Facebook: @KodoHeartbeat | Twitter: 

@KodoHeartbeatEn | Instagram: @Kodo-
Heartbeat

ABOUT THE PERFORMERS
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Sunday, February 5, 2023, 3pm 
Hertz Hall 

 

David Finckel, cello 
Wu Han, piano 

 
PROGRAM 

 
           Camille SAINT-SAËNS (1835–1921)      Sonata for Cello and Piano No. 1  
                                                                                     in C minor, Op. 32 (1872) 
                                                                                                    Allegro 
                                                                                                    Andante tranquillo sostenuto 
                                                                                                    Allegro moderato 
 
                   Johannes BRAHMS (1833–1897)      Sonata No. 2 in F major for Cello and  
                                                                                     Piano, Op. 99 (1886)  
                                                                                                    Allegro vivace 
                                                                                                    Adagio affettuoso 
                                                                                                    Allegro passionato—Trio 
                                                                                                    Allegro molto 
 

INTERMISSION 
 
                                Pierre JALBERT (b. 1967)      Selections from Ephemeral Objects for  
                                                                                     Cello and Piano (2019, California Premiere) 
                                                                                                    VI. Timeless 
                                                                                                    III. Playful and dramatic 
 
       Dmitri SHOSTAKOVICH (1906–1975)      Sonata for Cello and Piano in D minor,  
                                                                                     Op. 40 (1934) 
                                                                                                    Allegro non troppo 
                                                                                                    Allegro 
                                                                                                    Largo 
                                                                                                    Allegro 
 

David Finckel and Wu Han recordings are available exclusively through ArtistLed: www.artistled.com  
www.davidfinckelandwuhan.com 

Wu Han performs on the Steinway Piano. 
 

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor lobby/waiting areas as well 
as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for entry. The latest information on Cal Performances’ 
COVID-19 safety policies is available at calperformances.org/safety.  

Photographing and/or recording this performance is strictly prohibited.
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Camille Saint-Saëns  
Sonata for Cello and Piano No. 1  
in C minor, Op. 32  
In early 1871, a consortium of French com-
posers that included César Franck, Gabriel 
Fauré, Camille Saint-Saëns, and many 
others, established a new organization. 
Called the Société Nationale de Musique, it 
aimed to promote the performance, publica-
tion, and evolution of contemporary French 
music. The group’s motto of Ars Gallica, or 
“French art,” and its strict policies on per-
forming music written outside France were 
taken by many to be an emblem of the anti-
German sentiment in French culture that 
followed the Franco-Prussian war of 1870–
71. But in fact, the members of the Société 
were interested in exploring a productive ar-
tistic synthesis of the experimental compo-
sition practices of Wagner, Liszt, and 
Schumann and the unique lightness and 
melodic clarity of the existing French style. 

The first of their major concert events 
occurred on December 7, 1872. It featured 
music of several young French composers 
along with premieres by some of the 
founders. Among the works to receive its 
first public hearing there was Saint-Saëns’ 
Cello Sonata in C minor, Op. 32. The com-
poser was on a cello kick that year, working 
on his ground-breaking Cello Concerto in 
A minor (Op. 33) at the same time. Both 
these pieces display his attempt to combine 
the “serious” instrumental genres of the 
cello sonata and concerto with the cyclic 
structures, uncompromisingly beautiful 
melodies, and fleeting textures that became 
markers of “musical patriotism” in France 
during that period. 

The drama and C minor tonality of the 
opening movement of Op. 32 has led many 
critics over the years to see it as an homage 
to Beethoven. Still, its harmonic ambi-
guities, sweeping piano writing, and the 
use of whole-tone scales in transitional 
melodies are all characteristics that would 
be associated with French writing of the late 

19th and early 20th centuries. Saint-Saëns 
sticks to a traditional sonata form in this Al-
legro, but with a wonderfully varied, hushed 
recapitulation that lends haunting mystery 
to the cello’s pizzicato sound. 

The second movement recalls church 
music, with the cello and piano passing off 
an easy going, staccato bassline that sup-
ports a heavenly chorale. This is no acci-
dent; Saint-Saëns based this Andante on 
music he improvised at the organ, seeing 
the sonata as a chance to “reproduce the 
text of what I had extemporized.” Many 
have commented on the similarities be-
tween the tune of this chorale and the 
chorus that closes Act I of Giacomo Meyer-
beer’s opera L’Africaine, where the lead 
character open heartedly begs for salvation 
and forgiveness after he is arrested. 
Whether or not the allusion was intended 
by Saint-Saëns, it is evocative to think of 
this movement as a series of prayers, first 
hopeful, then more desperate, and then full 
of faith and expectation once again. 

When the sonata had its public premiere, 
the composer was not pleased with the fi-
nale he had written; apparently, he thought 
it was “not up to scratch” and in need of re-
vision. This dissatisfaction may have related 
to the negative response to the movement 
shared by Clemence Saint-Saëns, the com-
poser’s mother, who according to fellow 
composer Charles-Marie Widor thought 
the original finale was “worthless.” The re-
vised Allegro moderato, completed by the 
end of December, 1872, includes a particu-
larly virtuosic, perpetual-motion piano part. 
Toward the end, there is an apparent turn 
from the dominating, tense world of C 
minor to a resolution on a lyrical theme in 
a brighter key. But Saint-Saëns decides to re-
vert to stormy, minor fortissimos to close 
out the work, reinforcing with each ac-
cented chord the seriousness that he and 
those of the Société Nationale wished to 
bring into French music.  

—© Nicholas Swett, 2022 
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Johannes Brahms  
Sonata No. 2 in F major for Cello and  
Piano, Op. 99  
Brahms spent the summer of 1886 in the 
idyllic Swiss resort town of Thun. He rented 
the second floor of a hillside house on the 
Aare River, and spent much of the summer 
at a local casino, drinking beer and playing 
cards with musicians from the house or-
chestra. He wrote happily to his friend Max 
Kalbeck, “It is simply glorious here. I only 
say quite in passing that there are crowds of 
beer-gardens—actual beer-gardens—the 
English [tourists] are not at home in them!” 

The Cello Sonata in F major was com-
posed for Robert Hausmann, a close friend 
of Brahms and cellist of the great Joachim 
String Quartet. Like the violinist Joseph Joa-
chim and the clarinetist Richard Mühlfeld, 
Hausmann served Brahms as the prototypi-
cal performer-muse, very directly inspiring 
Brahms’ cello writing over the last decade of 
his career. By all accounts, Hausmann 
played with a remarkably burnished tone 
and ample technique; Brahms’ writing sug-
gests that Hausmann had no trouble nego-
tiating the cello’s highest registers, nor rising 
above the clanging fortissimo chords in the 
piano. Brahms’ facility with instrumental 
technique is similarly evident in the striking 
tremolo across the strings, taken from the 
piano’s opening gestures, which Brahms 
uses to end the exposition, and then echoes 
at the haunting end of the development sec-
tion. (It is also interesting to note that, de-
spite that mastery Brahms had achieved in 
writing for the cello by the time of this work, 
as well as the Double Concerto the follow-
ing year, he still was not satisfied. Upon 
hearing Dvořák’s Cello Concerto of 1895, he 
reportedly exclaimed, “Why on earth didn’t 
I know one could write a violoncello con-
certo like this? Had I only known, I would 
have written one long ago!”) 

At the time of the work’s premiere, the 
conductor and critic Eduard Hanslick 
wrote, “In the Cello Sonata, passion rules, 

fiery to the point of vehemence, now defi-
antly challenging, now painfully lamenting. 
How boldly the first Allegro theme begins, 
how stormily the Allegro flows!” Indeed, 
Brahms’ writing at this stage in his career 
evinces a sense of daring often overlooked 
in the dichotomy between a Brahmsian con-
servatism and Wagnerian progressivism. 

The sonata unfolds with a bristling en-
ergy, with a jolting explosion in the piano 
answered by a triumphant cry from the cello. 
The first movement’s central theme com-
prises these shouting fragments, rather than 
a continuous melodic line. Remarking on its 
unusual rhythms and bold melodic leaps, 
Schoenberg later wrote: “Young listeners 
will probably be unaware that at the time 
of Brahms’ death, this sonata was still  
very unpopular and was considered indi-
gestible”—a useful reminder to the con-
temporary listener…that Brahms was 
nevertheless a “progressive” composer 
(Wag ner and company notwithstanding). 
The movement’s harmony is similarly in-
solent, handily integrating dissonant tones, 
and flirting with minor-key tonality 
throughout the exposition. 

The work’s harmonic boldness carries 
into the Adagio affettuoso, which begins in 
the surprising key of F-sharp major, a half-
step from the key of the opening movement. 
Hypnotic pizzicati mark time under the 
melody in the piano before Brahms again 
employs the cello’s luminous upper register 
to sing a long phrase that climbs passion-
ately before settling into a sweet lullaby. 
The movement is organized into ternary 
(A–B–A) form: as in the first movement, 
the harmonies throughout the central B sec-
tion are exquisitely rich. A moment of mys-
tery presages the appearance of the troubled 
and turbulent middle section. After a jar-
ring transformation of the cello’s opening 
pizzicati, the music of the opening returns, 
beautifully decorated by a flowing accom-
paniment in the piano. Music of heavenly 
serenity closes the movement. 
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structures, uncompromisingly beautiful 
melodies, and fleeting textures that became 
markers of “musical patriotism” in France 
during that period. 

The drama and C minor tonality of the 
opening movement of Op. 32 has led many 
critics over the years to see it as an homage 
to Beethoven. Still, its harmonic ambi-
guities, sweeping piano writing, and the 
use of whole-tone scales in transitional 
melodies are all characteristics that would 
be associated with French writing of the late 

19th and early 20th centuries. Saint-Saëns 
sticks to a traditional sonata form in this Al-
legro, but with a wonderfully varied, hushed 
recapitulation that lends haunting mystery 
to the cello’s pizzicato sound. 

The second movement recalls church 
music, with the cello and piano passing off 
an easy going, staccato bassline that sup-
ports a heavenly chorale. This is no acci-
dent; Saint-Saëns based this Andante on 
music he improvised at the organ, seeing 
the sonata as a chance to “reproduce the 
text of what I had extemporized.” Many 
have commented on the similarities be-
tween the tune of this chorale and the 
chorus that closes Act I of Giacomo Meyer-
beer’s opera L’Africaine, where the lead 
character open heartedly begs for salvation 
and forgiveness after he is arrested. 
Whether or not the allusion was intended 
by Saint-Saëns, it is evocative to think of 
this movement as a series of prayers, first 
hopeful, then more desperate, and then full 
of faith and expectation once again. 

When the sonata had its public premiere, 
the composer was not pleased with the fi-
nale he had written; apparently, he thought 
it was “not up to scratch” and in need of re-
vision. This dissatisfaction may have related 
to the negative response to the movement 
shared by Clemence Saint-Saëns, the com-
poser’s mother, who according to fellow 
composer Charles-Marie Widor thought 
the original finale was “worthless.” The re-
vised Allegro moderato, completed by the 
end of December, 1872, includes a particu-
larly virtuosic, perpetual-motion piano part. 
Toward the end, there is an apparent turn 
from the dominating, tense world of C 
minor to a resolution on a lyrical theme in 
a brighter key. But Saint-Saëns decides to re-
vert to stormy, minor fortissimos to close 
out the work, reinforcing with each ac-
cented chord the seriousness that he and 
those of the Société Nationale wished to 
bring into French music.  

—© Nicholas Swett, 2022 
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Johannes Brahms  
Sonata No. 2 in F major for Cello and  
Piano, Op. 99  
Brahms spent the summer of 1886 in the 
idyllic Swiss resort town of Thun. He rented 
the second floor of a hillside house on the 
Aare River, and spent much of the summer 
at a local casino, drinking beer and playing 
cards with musicians from the house or-
chestra. He wrote happily to his friend Max 
Kalbeck, “It is simply glorious here. I only 
say quite in passing that there are crowds of 
beer-gardens—actual beer-gardens—the 
English [tourists] are not at home in them!” 

The Cello Sonata in F major was com-
posed for Robert Hausmann, a close friend 
of Brahms and cellist of the great Joachim 
String Quartet. Like the violinist Joseph Joa-
chim and the clarinetist Richard Mühlfeld, 
Hausmann served Brahms as the prototypi-
cal performer-muse, very directly inspiring 
Brahms’ cello writing over the last decade of 
his career. By all accounts, Hausmann 
played with a remarkably burnished tone 
and ample technique; Brahms’ writing sug-
gests that Hausmann had no trouble nego-
tiating the cello’s highest registers, nor rising 
above the clanging fortissimo chords in the 
piano. Brahms’ facility with instrumental 
technique is similarly evident in the striking 
tremolo across the strings, taken from the 
piano’s opening gestures, which Brahms 
uses to end the exposition, and then echoes 
at the haunting end of the development sec-
tion. (It is also interesting to note that, de-
spite that mastery Brahms had achieved in 
writing for the cello by the time of this work, 
as well as the Double Concerto the follow-
ing year, he still was not satisfied. Upon 
hearing Dvořák’s Cello Concerto of 1895, he 
reportedly exclaimed, “Why on earth didn’t 
I know one could write a violoncello con-
certo like this? Had I only known, I would 
have written one long ago!”) 

At the time of the work’s premiere, the 
conductor and critic Eduard Hanslick 
wrote, “In the Cello Sonata, passion rules, 

fiery to the point of vehemence, now defi-
antly challenging, now painfully lamenting. 
How boldly the first Allegro theme begins, 
how stormily the Allegro flows!” Indeed, 
Brahms’ writing at this stage in his career 
evinces a sense of daring often overlooked 
in the dichotomy between a Brahmsian con-
servatism and Wagnerian progressivism. 

The sonata unfolds with a bristling en-
ergy, with a jolting explosion in the piano 
answered by a triumphant cry from the cello. 
The first movement’s central theme com-
prises these shouting fragments, rather than 
a continuous melodic line. Remarking on its 
unusual rhythms and bold melodic leaps, 
Schoenberg later wrote: “Young listeners 
will probably be unaware that at the time 
of Brahms’ death, this sonata was still  
very unpopular and was considered indi-
gestible”—a useful reminder to the con-
temporary listener…that Brahms was 
nevertheless a “progressive” composer 
(Wag ner and company notwithstanding). 
The movement’s harmony is similarly in-
solent, handily integrating dissonant tones, 
and flirting with minor-key tonality 
throughout the exposition. 

The work’s harmonic boldness carries 
into the Adagio affettuoso, which begins in 
the surprising key of F-sharp major, a half-
step from the key of the opening movement. 
Hypnotic pizzicati mark time under the 
melody in the piano before Brahms again 
employs the cello’s luminous upper register 
to sing a long phrase that climbs passion-
ately before settling into a sweet lullaby. 
The movement is organized into ternary 
(A–B–A) form: as in the first movement, 
the harmonies throughout the central B sec-
tion are exquisitely rich. A moment of mys-
tery presages the appearance of the troubled 
and turbulent middle section. After a jar-
ring transformation of the cello’s opening 
pizzicati, the music of the opening returns, 
beautifully decorated by a flowing accom-
paniment in the piano. Music of heavenly 
serenity closes the movement. 
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The fiery scherzo recalls Brahms’ ebul-
lient Hungarian dances, with its chromatic 
melodic turns and hard syncopations. The 
trio section lends the movement a lyrical 
tenderness, but still with dense chromatic 
chords in the piano accompaniment. 
Brahms the extroverted Romantic emerges 
in full form for the sonata’s finale, which 
seems to go from gesture to gesture and epi-
sode to episode with an excitedly child-like 
impatience. The subject’s pastoral melody 
offers a contrast from the ferocity of the pre-
vious movements. Soon after the opening, 
however, the music builds to a crisp march, 
heralded by staccato double-stops in the 
cello. The next episode departs from the 
movement’s idyllic quality dramatically with 
a lyrical melody in B-flat minor, suffused 
with 19th-century Sturm und Drang. The 
piano’s sweeping triplet accompaniment 
leads seamlessly into a restatement of the 
theme (now in the foreign key of G-flat 
major), against which Brahms sets a charm-
ing pizzicato commentary. The movement 
ends triumphantly in a flourish and with 
great abandon. 

—Patrick Castillo and David Finckel 
 
Pierre Jalbert (b. 1967) 
Selections from Ephemeral Objects for 
Cello and Piano (California Premiere) 
Ephemeral Objects, a duo for cello and 
piano, contains seven contrasting move-
ments. Each movement can stand on its 
own, or several can be grouped together to 
form a smaller set, or the entire set can be 
performed to form a larger work. Each brief 
movement represents a different aspect of 
my musical language. The first movement 
pairs timeless, suspended music with more 
rhythmically aggressive music. The second 
movement is slow and lyrical, with long 
song-like lines in the cello. The third move-
ment is a wild, rhythmic scherzo of sorts. 
The fourth movement is influenced by 
French-Canadian folk song. The fifth move-
ment is more experimental in nature and 

makes use of the timbral possibilities of 
the instruments (including playing inside 
the piano). The sixth movement is based on 
Gregorian chant, and the last movement  
is a pulse-oriented, bravura-style finale to 
the work.  

—Pierre Jalbert 
 
Dmitri Shostakovich  
Sonata for Cello and Piano in D minor,  
Op. 40  
Composed: Begun in mid-August 1934 in 
Moscow. On August 17, the composer 
noted that the first movement was nearly 
finished. The third movement was com-
pleted on September 13, and the last move-
ment on September 19 in Leningrad. The 
sonata was written for cellist Viktor Ku-
batsky, former principal cellist of the Bol-
shoi Theater, Moscow, and organizer of the 
Stradivarius Quartet. Shostakovich and Ku-
batsky toured as a duo, performing not only 
Shostakovich’s sonata but also the sonatas of 
Rachmaninoff and Grieg. Shostakovich re-
portedly performed all the piano parts from 
memory. The composer was 27 years old. 

First performance: In Leningrad, De-
cember 25, 1934, by Viktor Kubatsky and 
Shostakovich. 

Other works from immediately before: 
Piano Concerto No. 1, Op. 35; Jazz Suite 
No. 1. Other works from immediately after: 
The Tale of the Priest and His Servant Balda, 
Op. 36a (cartoon opera for children based 
on Pushkin); The Limpid Stream, Op. 39a 
(ballet); Symphony No. 4, Op. 43. 

The composer and the music: In public in-
terviews at this time Shostakovich spoke of 
his need to “struggle for a simple language” 
and he invoked Maxim Gorky’s phrase 
about a need for a “purity of language.” At 
the same time, his private letters suggest a 
connection with emotional experiences at 
this time. Although already married, in June 
the composer had fallen in love with a 
young translator, Elena Konstantinovskaya. 
He and his wife Nina took a long seaside 
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holiday in the South, during which time he 
wrote continually to Elena. Stopping in 
Moscow on their way home to Leningrad, 
in mid-August, Nina decided she had had 
enough and pushed for a separation. She 
continued on to Leningrad, leaving Shosta-
kovich behind in Moscow. It was at this time 
that he began the cello sonata. 

Soon after the first performance of the 
work, Shostakovich asked his wife for a di-
vorce. By later 1935, however, Nina was ex-
pecting their first child, Galina, and the 
couple were re-united. 

—Gerard McBurney 
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Cellist David Finckel and pianist Wu 
Han are the recipients of Musical 
America’s Musicians of the Year 

Award, the highest honor bestowed by the 
organization. Together, the two enjoy a mul-
tifaceted musical life that encompasses per-
forming, recording, and artistic direction at 
the highest levels. Their concert activities 
have taken them from New York’s stages to 
the most important concert halls in the 
United States, Europe and Asia. They regu-
larly perform a wide range of music that in-
cludes the standard repertoire for cello and 
piano, commissioned works by living com-
posers, and virtually the entire chamber 
music literature for their instruments. 

In 1997, David Finckel and Wu Han 
founded ArtistLed, the first internet-based, 
artist-controlled classical recording label. 
ArtistLed’s catalog of more than 20 releases 
includes the standard literature for cello and 
piano, plus works composed for the duo by 
George Tsontakis, Gabriela Lena Frank, 
Bruce Adolphe, Lera Auerbach, Edwin 
Finckel, Augusta Read Thomas, and Pierre 
Jalbert. Artistic Directors of the Chamber 
Music Society of Lincoln Center since 2004, 
they recently led the 53-year vanguard or-
ganization through two pandemic seasons, 
conceiving and producing over 270 digital 
events that sustained chamber music com-
munities across the country. A 2022 con-
tract extension positions them to become 
the longest serving artistic directors in the 
society’s history. David Finckel and Wu Han 

are also Founders and Artistic Directors of 
Silicon Valley’s Music@Menlo, where, since 
2002, the festival’s innovative thematic pro-
gramming and educational initiatives have 
set an example that is admired inter-
nationally. The festival’s exclusive recording 
label, Music@Menlo LIVE, has to date re-
leased over 130 audiophile-quality CDs. 

Passionately dedicated to education for 
musicians of all ages and experience, the 
duo was instrumental in transforming the 
CMS Two Program into today’s Bowers 
Program, which admits stellar young musi-
cians to the CMS roster for a term of three 
seasons. They also oversee the Chamber 
Music Institute at Music@Menlo, which im-
merses some 40 young musicians every 
summer in the multifaceted fabric of the 
festival. The two were privileged to serve on 
multiple occasions as a faculty members of 
Isaac Stern’s Chamber Music Encounters in 
Israel, New York, and Japan. In addition, the 
Resource section of their website (david-
finckelandwuhan.com/resource) provides, 
at no cost, a wealth of guidance for students 
on both music study and careers, as well as 
invaluable information for arts organiza-
tions and individuals on every aspect of 
concert presenting. 

Born in Taiwan, Wu Han came to the 
United States as a graduate student, where 
her talent quickly came to the attention of 
noted musicians. Mentored by legendary 
pianists such as Lilian Kallir, Menahem 
Pressler, and Rudolf Serkin, Wu Han 
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Soon after the first performance of the 
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pecting their first child, Galina, and the 
couple were re-united. 
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thrived at the Marlboro and Aspen Music 
Festivals and subsequently won the presti-
gious Andrew Wolf Award. She currently 
serves as Artistic Advisor for Wolf Trap’s 
Chamber Music at the Barns series and for 
Palm Beach’s Society of the Four Arts, and 
in 2022 was named Artistic Director of La 
Musica in Sarasota, Florida. David Finckel 
was raised in New Jersey, where he spent his 
teenage years winning competitions, among 
them the Philadelphia Orchestra’s junior 
and senior divisions, resulting in two per-
formances with the orchestra. The first 
American student of Mstislav Rostropovich, 
Finckel went on to become the cellist of the 
Emerson String Quartet, which, during his 

34-season tenure, garnered nine Grammy 
Awards and the Avery Fisher Prize. Finckel 
is a professor at both the Juilliard School and 
Stony Brook University. 

David Finckel and Wu Han married in 
1985 and divide their time between touring 
and residences in New York City and West-
chester County. 

 
 

David Finckel and Wu Han appear by ar-
rangement with David Rowe Artists:  
www.davidroweartists.com. 
 
Public Relations and Press Representative: 
Milina Barry PR, www.milinabarrypr.com 
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Saturday, February 11, 2023, 8pm 
Zellerbach Hall 

 

Seven Things I’ve Learned 
An Evening with Ira Glass 

 

Ira Glass is the host and creator of the pub-
lic radio program This American Life, which 
is heard weekly by over 5 million listeners 
on public radio stations and via podcast.  

Glass began his career as an intern at Na-
tional Public Radio’s network headquarters 
in Washington, DC in 1978, when he was 
19 years old. He put This American Life on 
the air in 1995. He also served as an editor 
for the groundbreaking podcasts Serial, S-
Town, and Nice White Parents.  

Under Glass’ editorial direction, This 
American Life has won the highest honors 
for broad casting and journalistic excellence, 
including seven Peabody Awards and the 
first Pulitzer Prize ever awarded for audio 
journalism. In 2021, the This American Life 
episode “The Giant Pool of Money” was in-
ducted into the Library of Congress’ Na-
tional Recording Registry, the first podcast 
so honored.

                                                                                                                            ABOUT THE ARTIST
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Photographing and/or recording this performance is strictly prohibited.
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Sunday, February 12, 2023, 3pm 
Hertz Hall 

 

Jeremy Denk, piano 
 

PROGRAM 
 
                                     J.S. BACH (1685–1750)      Partita in G major, BWV 829 (1730) 
                                                                                                    Preambulum 
                                                                                                    Allemande 
                                                                                                    Courante 
                                                                                                    Sarabande 
                                                                                                    Tempo di Minuetto 
                                                                                                    Passepied 
                                                                                                    Gigue 
 
                     Franz SCHUBERT (1797–1828)      Four Impromptus, D. 935 (1827) 
                                                                                                    Allegro moderato 
                                                                                                    Allegretto 
                                                                                                    Theme and five variations 
                                                                                                    Allegro scherzando 
 

INTERMISSION 
 
           COLERIDGE-TAYLOR (1875–1912)      They Will Not Lend Me a Child (1905) 
 
            “Blind Tom” WIGGINS (1849–1908)      The Battle of Manassas (c. 1861) 
 
                              Scott JOPLIN (1868–1917)     Heliotrope Bouquet (1907) 
               and Louis CHAUVIN (1881–1908)       
 
                    Frederic RZEWSKI (1938–2021)      “Winnsboro Cotton Mill Blues,”  
                                                                                     from Four North American Ballads (1980) 
 
      Ludwig van BEETHOVEN (1770–1827)      Piano Sonata in C minor, Op. 111 (1821–22) 
                                                                                                    Maestoso – Allegro con brio ed appassionato 
                                                                                                    Arietta: Adagio molto semplice e cantabile 
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J.S. Bach  
Partita in G major, BWV 829 
Each of Bach’s keyboard Partitas has a key, 
of course, but also a personality. The G major 
is full of play—childlike, often impish, occa-
sionally wicked. But, (like the Gold berg 
Variations in the same key) it has an effort-
less way of folding its musical sins into a gen-
eral beneficence and tenderness, even a 
divinity. It suggests a revelation I’ve never 
found in the Bible: that God, at times, could 
be quite the jokester.  

It begins with a snippet of a scale, a few 
simple chords, and then silence. Silence is 
rare for Bach, especially so early on. He 
usually prefers to start up an idea and let it 
spin out in an inexhaustible engine of inven-
tion. But here, right away, a silence—and 
then yet another, when the initial idea is re-
peated. 

What comes next is an endless, run-on 
series of scales and arpeggios, going up and 
then back down, a bit (to my retro mind) like 
a typewriter chugging from left to right, then 
swiped back for more. They seem to be in-
nocent scales and chords, but at each turn, 
Bach hides a dissonance, a little naughtiness. 
And behind it is the larger, structural joke: 
after an opening idea that stops too soon, 
comes a stream of notes that just won’t shut 
up. As these go on, they accumulate notes 
(like the proverbial rolling stone) that don’t 
seem to belong, minor key notes—and again 
and again these get laughed away or dis-
solved by the return of the opening idea. 

The Allemande, like many Bach Alle -
mandes, starts fairly straightforwardly and 
then meanders into little knots of musical 
trouble that it must unravel. It’s only two 
voices (with an occasional roll to fill things 
out) and yet harmonically rich: a carpet of 
consonance scattered with seductive disso -
nances. In one notable spot, the left hand 
heads down to the bottom of the keyboard 
while the right hand sails up. They land on 
the downbeat together on the most wrong 
possible pair of notes: A in the bass, B-flat up 

above. Yikes. And then (by now, we realize, 
an essential gesture of this Partita) the “mis-
take” is laughed off and resolved, though not 
without one or two added dissonances along 
the way. 

If the Allemande winds and wends, the 
Courante is a bounding flow of notes, mostly 
perpetual motion. It takes its delicious figu-
ration from an imitation of string playing, of 
the virtuosity of a bow crossing strings. The 
first half is a violin solo, but in the second 
half, the cellist (or gamba player) gets their 
revenge. In the final bars, violin and cello 
join in together, leaping off to opposite ends 
of the keyboard. 

The Sarabande’s limpid beauty unfolds in 
a series of dotted rhythms (short long, short 
long, short long) which give it a courtly air, 
and make it feel lighter (and maybe more 
French) than many other Sarabandes. But 
this lightness doesn’t preclude depth. Here 
you feel the many possible ways that Bach 
can treat dissonances. Some are shocking, 
melancholy, or strange, and feel like part of 
a musical “problem”; others, lyrical and 
comforting, part of the solution. The last 
phrase, which finds a way to answer the 
questions raised by all these sentences of 
music, comes down D C B A G—exactly 
how the Partita began.  

Now comes a minuet that is not a minuet. 
Or, it seems to forget it’s a minuet until the 
last bar of each phrase—as if Bach is saying 
“oh yes, I forgot, a minuet has three beats!” 
On top of the main rhythmic prank, long 
passages of dislocation with the right hand 
playing the wrong number of beats, there is 
an outrageous little chromatic adventure in 
the middle—far from what your average 
courtly person might demand of a minuet.  

A witty and elegant Passepied follows, but 
the climax of this Partita is obviously its final 
buoyant Gigue, which, like many Bach 
Gigues, is a fugue. The subject of this fugue 
has a little silence in its middle—an impor-
tant reference back to the spirit of the open-
ing movement. The leaping main idea, with 
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a cascade of thirds, alternates with more 
stepwise interludes, a game of motion that 
keeps unfolding delights. 

But the real surprise awaiting this Gigue 
is its second half, when Bach introduces a 
new idea. Three curious leaping notes, a 
wait, then a little tag which resolves with a 
trill. The trill seems like one of those obli-
gatory trills with which many fugue subjects 
(especially the most pedantic ones) try to 
bring themselves to an end. But no. Bit by 
bit, the trills start to go haywire, becoming 
anything but pedantic, seeming to interrupt 
themselves, almost invading the fugue, get-
ting into every corner, like mice into a cup-
board. This is one of those moments when 
the pianist really misses the special acoustics 
of the harpischord, the particular rattle that 
a quilled trill creates.  

About midway through the second half, 
Bach reveals to us his delicious secret: this 
new weird theme, trills and all, is actually de-
signed to fit perfectly superimposed on the 
original subject! Of course—we should have 
guessed. Bach as contrapuntal superhero, 
once again.  

But there’s no time for the keyboardist to 
savor this ingenuity because the crazy trills 
keep coming, plus the leaping theme. One 
last climbing chromatic trill rampage in the 
tenor voice is followed by an unprece-
dented Bach act: three octaves in the bass. 
I’ve often wondered about these octaves, 
which seem to belong to a different com-
poser or time. It seems like Bach is sum-
moning something, as if the spilling-over 
dispersion of the fugue requires a serious 
authority to finally bring down the curtain, 
and stop the joyful madness. 

 
Franz Schubert  
Four Impromptus, D. 935  
Many years ago, I accompanied a Schubert 
violin Sonatina for a lesson with the great 
pedagogue Josef Gingold. We finished, only 
to have him say “poor Schubert!” and get lost 
in thought. He offered little else except a 

piercing gaze, which meant: think (you 
happy, young, clueless musicians) about the 
person whose music you are playing. Beset 
by disease, endlessly creative but repressed, 
immersed in a literary-arty Viennese social 
circle, Schubert is so very different from Mo-
zart or Beethoven. Mozart’s music wants you 
to see the whole of the social fabric, high and 
low and in between, comedy and tragedy in 
a braid: the world is his stage. Beethoven fo-
cuses the gaze more towards individual  
expression, the artist as a idealized hero, 
lighting the way forward. Schubert (like 
Beetho ven) gives voice to the single artist. 
But his artist persona is in no way ideal, and 
gets stuck in loops of depression, like any of 
us. His protagonists look constantly back-
ward, because forward there never seems to 
be any hope. 

For me, the quintessential Schubert ma-
neuver is to search out a kind of uncanny 
sadness, an emotion we think we cannot 
quite bear. But then, once you’re there, Schu-
bert tinkers with something (often just a 
shift of one or two notes) and digs even 
deeper, farther into the uncanny. Having 
gone past the unbearable, Schubert makes 
himself comfortable. He starts to look 
around and map out the parts of our minds 
we’d rather not face.  

The first of these four Impromptus starts 
with an emphatic minor chord. For a little 
while there is not much to call a melody. A 
small, haunting, hovering, quivering idea 
begins—not really a melody either, some-
thing drawn seemingly from the Viennese 
subconscious—which keeps tiptoeing be-
tween darkness and a light dance. It gets 
stormier, erupting into unprecedented fury, 
but then just as suddenly dies down, and the 
first of our musical revelations appears.  

The quiver now re-emerges as an endless, 
gentle Viennese melody, with the melody 
crooning in parallel sixths—a quintessential 
“singing in harmony” texture. The chords are 
banal—it’s just a folktune vamp—but Schu-
bert sets up dissonances on each downbeat, 
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J.S. Bach  
Partita in G major, BWV 829 
Each of Bach’s keyboard Partitas has a key, 
of course, but also a personality. The G major 
is full of play—childlike, often impish, occa-
sionally wicked. But, (like the Gold berg 
Variations in the same key) it has an effort-
less way of folding its musical sins into a gen-
eral beneficence and tenderness, even a 
divinity. It suggests a revelation I’ve never 
found in the Bible: that God, at times, could 
be quite the jokester.  

It begins with a snippet of a scale, a few 
simple chords, and then silence. Silence is 
rare for Bach, especially so early on. He 
usually prefers to start up an idea and let it 
spin out in an inexhaustible engine of inven-
tion. But here, right away, a silence—and 
then yet another, when the initial idea is re-
peated. 

What comes next is an endless, run-on 
series of scales and arpeggios, going up and 
then back down, a bit (to my retro mind) like 
a typewriter chugging from left to right, then 
swiped back for more. They seem to be in-
nocent scales and chords, but at each turn, 
Bach hides a dissonance, a little naughtiness. 
And behind it is the larger, structural joke: 
after an opening idea that stops too soon, 
comes a stream of notes that just won’t shut 
up. As these go on, they accumulate notes 
(like the proverbial rolling stone) that don’t 
seem to belong, minor key notes—and again 
and again these get laughed away or dis-
solved by the return of the opening idea. 

The Allemande, like many Bach Alle -
mandes, starts fairly straightforwardly and 
then meanders into little knots of musical 
trouble that it must unravel. It’s only two 
voices (with an occasional roll to fill things 
out) and yet harmonically rich: a carpet of 
consonance scattered with seductive disso -
nances. In one notable spot, the left hand 
heads down to the bottom of the keyboard 
while the right hand sails up. They land on 
the downbeat together on the most wrong 
possible pair of notes: A in the bass, B-flat up 

above. Yikes. And then (by now, we realize, 
an essential gesture of this Partita) the “mis-
take” is laughed off and resolved, though not 
without one or two added dissonances along 
the way. 

If the Allemande winds and wends, the 
Courante is a bounding flow of notes, mostly 
perpetual motion. It takes its delicious figu-
ration from an imitation of string playing, of 
the virtuosity of a bow crossing strings. The 
first half is a violin solo, but in the second 
half, the cellist (or gamba player) gets their 
revenge. In the final bars, violin and cello 
join in together, leaping off to opposite ends 
of the keyboard. 

The Sarabande’s limpid beauty unfolds in 
a series of dotted rhythms (short long, short 
long, short long) which give it a courtly air, 
and make it feel lighter (and maybe more 
French) than many other Sarabandes. But 
this lightness doesn’t preclude depth. Here 
you feel the many possible ways that Bach 
can treat dissonances. Some are shocking, 
melancholy, or strange, and feel like part of 
a musical “problem”; others, lyrical and 
comforting, part of the solution. The last 
phrase, which finds a way to answer the 
questions raised by all these sentences of 
music, comes down D C B A G—exactly 
how the Partita began.  

Now comes a minuet that is not a minuet. 
Or, it seems to forget it’s a minuet until the 
last bar of each phrase—as if Bach is saying 
“oh yes, I forgot, a minuet has three beats!” 
On top of the main rhythmic prank, long 
passages of dislocation with the right hand 
playing the wrong number of beats, there is 
an outrageous little chromatic adventure in 
the middle—far from what your average 
courtly person might demand of a minuet.  

A witty and elegant Passepied follows, but 
the climax of this Partita is obviously its final 
buoyant Gigue, which, like many Bach 
Gigues, is a fugue. The subject of this fugue 
has a little silence in its middle—an impor-
tant reference back to the spirit of the open-
ing movement. The leaping main idea, with 
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a cascade of thirds, alternates with more 
stepwise interludes, a game of motion that 
keeps unfolding delights. 

But the real surprise awaiting this Gigue 
is its second half, when Bach introduces a 
new idea. Three curious leaping notes, a 
wait, then a little tag which resolves with a 
trill. The trill seems like one of those obli-
gatory trills with which many fugue subjects 
(especially the most pedantic ones) try to 
bring themselves to an end. But no. Bit by 
bit, the trills start to go haywire, becoming 
anything but pedantic, seeming to interrupt 
themselves, almost invading the fugue, get-
ting into every corner, like mice into a cup-
board. This is one of those moments when 
the pianist really misses the special acoustics 
of the harpischord, the particular rattle that 
a quilled trill creates.  

About midway through the second half, 
Bach reveals to us his delicious secret: this 
new weird theme, trills and all, is actually de-
signed to fit perfectly superimposed on the 
original subject! Of course—we should have 
guessed. Bach as contrapuntal superhero, 
once again.  

But there’s no time for the keyboardist to 
savor this ingenuity because the crazy trills 
keep coming, plus the leaping theme. One 
last climbing chromatic trill rampage in the 
tenor voice is followed by an unprece-
dented Bach act: three octaves in the bass. 
I’ve often wondered about these octaves, 
which seem to belong to a different com-
poser or time. It seems like Bach is sum-
moning something, as if the spilling-over 
dispersion of the fugue requires a serious 
authority to finally bring down the curtain, 
and stop the joyful madness. 

 
Franz Schubert  
Four Impromptus, D. 935  
Many years ago, I accompanied a Schubert 
violin Sonatina for a lesson with the great 
pedagogue Josef Gingold. We finished, only 
to have him say “poor Schubert!” and get lost 
in thought. He offered little else except a 

piercing gaze, which meant: think (you 
happy, young, clueless musicians) about the 
person whose music you are playing. Beset 
by disease, endlessly creative but repressed, 
immersed in a literary-arty Viennese social 
circle, Schubert is so very different from Mo-
zart or Beethoven. Mozart’s music wants you 
to see the whole of the social fabric, high and 
low and in between, comedy and tragedy in 
a braid: the world is his stage. Beethoven fo-
cuses the gaze more towards individual  
expression, the artist as a idealized hero, 
lighting the way forward. Schubert (like 
Beetho ven) gives voice to the single artist. 
But his artist persona is in no way ideal, and 
gets stuck in loops of depression, like any of 
us. His protagonists look constantly back-
ward, because forward there never seems to 
be any hope. 

For me, the quintessential Schubert ma-
neuver is to search out a kind of uncanny 
sadness, an emotion we think we cannot 
quite bear. But then, once you’re there, Schu-
bert tinkers with something (often just a 
shift of one or two notes) and digs even 
deeper, farther into the uncanny. Having 
gone past the unbearable, Schubert makes 
himself comfortable. He starts to look 
around and map out the parts of our minds 
we’d rather not face.  

The first of these four Impromptus starts 
with an emphatic minor chord. For a little 
while there is not much to call a melody. A 
small, haunting, hovering, quivering idea 
begins—not really a melody either, some-
thing drawn seemingly from the Viennese 
subconscious—which keeps tiptoeing be-
tween darkness and a light dance. It gets 
stormier, erupting into unprecedented fury, 
but then just as suddenly dies down, and the 
first of our musical revelations appears.  

The quiver now re-emerges as an endless, 
gentle Viennese melody, with the melody 
crooning in parallel sixths—a quintessential 
“singing in harmony” texture. The chords are 
banal—it’s just a folktune vamp—but Schu-
bert sets up dissonances on each downbeat, 
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and passing melodies between, coloring the 
cliche, making it both beautiful and heart-
breaking. Schubert allows this idea to flour-
ish and echo in the mind. We hear it in one 
register, then another, and finally a third 
time with an aura of twinkling faster notes. 
Basically, Schubert’s version of paradise—as 
always, poisoned by regret. 

A second revelation comes. We are 
switched back into the minor. A long, ex-
traordinary, minimalist musical paragraph 
unfolds: little melodic fragments played by 
the left hand, (endlessly unsatisfied ques-
tions and answers) while the right rustles 
away. We begin in the minor, reach towards 
the major, and it’s beautiful at first, but it be-
comes threatening and unstable. Just at the 
most unstable juncture, a hymnic and gor-
geous resolution appears to return us to the 
original major key. In many composers, such 
a long-sought arrival might be a triumph or 
kind of a conversion—sadness transformed 
into joy. But not here. Paraphrasing Leon 
Fleisher, Schubert was the composer who 
figured out how to make the major key sad-
der than the minor. 

The second Impromptu is a simple dance, 
somewhat slower than a waltz, but also in 
three: the Viennese Ländler. (You can watch 
Maria and the Captain dance one in The 
Sound of Music). Schubert wrote hundreds 
of these—it was as natural for him as breath-
ing. This one is memorable, despite minimal 
materials, the kind of ideal tune that Schu-
bert could just pull out of the air. It plays out 
over a repeated rhythmic pattern… 

 
and one two 
and one two 
and one two three one 
 
… which is only interrupted for two vio-

lent chords. These moments of stoppage 
have a shocking effect because of the con-
stancy of what surrounds them. What could 
be a charming, flowing, conventional middle 

section erupts into distant harmonies and 
seeming violence. The effect is not that of an 
actual dance so much as a piece about a 
dance, using the dance as a symbol of some-
thing lost, and an object for meditation.  

The third Impromptu is a set of variations 
on a theme Schubert obviously loved—he 
used it several times. This is as close as we 
get to relief or interlude. Clouds peek in, and 
there is one dark minor variation, but for 
the most part the music tends towards ele-
gance, towards the salon, allowing the pia-
nist even at times to enjoy being a virtuoso. 
It calls to mind the famous joke where Ger-
mans assess the situation as “serious, but not 
desperate” while Austrians judge it “desper-
ate but not serious.” 

The last Impromptu seems to begin as a 
swift, witty, swirling folk dance, like a Ro-
mani street band might play, but it is cu-
riously prone to anger—wild dynamic 
contrasts, a pesky dark D-flat. The middle 
section is consumed with various scales 
rushing around the keyboard. These scales 
seem to have little clear goal, except that 
they keep landing on a repetitive waltz. This 
waltz also doesn’t seem to know where it’s 
going, and comes to various abrupt stops, 
where the animating, driving urge of the 
piece falters.  

Towards the end, Schubert makes clear 
the original wit of the dance was a trick; the 
sense of a dance of death deepens. The 
melody vanishes; we are just listening to 
chords while the grim rhythm section keeps 
on. Everything comes to a halt, and you 
might imagine the piece over. But one last 
virtuosic passage appears, an unprecedented 
and charmless outburst, channeling all the 
earlier latent rage, storming from the top of 
the keyboard to the bottom. I find this end-
ing powerful, but also inconclusive—like so 
many Schubert moments, the essence of the 
effect is that the music is not quite what it 
wants to be. 
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Coleridge-Taylor, Wiggins,  
Joplin-Chauvin, Rzewski 
Suite of Four Pieces 
This suite owes its existence to both youth 
and age: to my eager, talented students at the 
Music Academy of the West, and a news-
paper feature by the eminent, deeply gener-
ous composer George Lewis. One of my 
students played the Rzewski “Winnsboro 
Cotton Mill Blues” and I was struck by what 
a powerful piece of writing it was, how it 
marshaled the piano to viscerally conjure a 
history of violence, and the way it erased (in 
the best way) the boundaries between “clas-
sical” and “popular” music.  

Soon after, George Lewis alerted me to a 
curious and extraordinary piece by “Blind 
Tom” Wiggins, a blind, autistic, enslaved 
Black pianist who made his master quite rich 
in the latter half of the 19th century, touring 
America as a performing sensation. The 
piece in question was arguably his most fa-
mous work: The Battle of Manassas, a pot-
boiler dramatic piano “musical scene” (with 
occasional vocal interjections) depicting a 
glorious Confederate victory, ending with a 
hectic, disastrous Union retreat. It struck me 
there was some interesting historical irony 
to be had, juxtaposing these two pieces in a 
suite, an enslaved person celebrating his sub-
jugators, and then this piece about the cotton 
mill, exploitation, and the irrepressible 
power of the blues in a war against all of it. 

Both the Rzewski and Wiggins are quite 
violent—the Wiggins is astonishingly ahead 
of its time! It seemed to me the suite would 
tell a fuller, more satisfying story with some 
respite. So I summoned two gorgeous, 
haunting pieces as emblems of other specifi-
cally Black musical genres, both of which 
overthrow conventions of Western music 
and are absolutely inimitable, in some ways 
more universal than anything white com-
posers have managed to do: the spiritual and 
the ragtime. Coleridge-Taylor drapes a spir-
itual tune in all sorts of Romantic har-
monies, in order to hear and rehear the 

sorrow within. The ragtime of Joplin and 
Chauvin—two friends and colleagues who 
never managed to acquire the wealth that 
their musical gifts and fame deserved—has 
both the wit and charm of the syncopation, 
and a sense of tugging nostalgia, like a faded 
photograph. 

 
Ludwig van Beethoven  
Piano Sonata in C minor, Op. 111 
You could lazily write a program note about 
Beethoven’s last Sonata by simply quoting all 
the beautiful things that have been written 
about it. There is a thoughtful discussion in 
Milan Kundera’s Testaments Betrayed, for in-
stance, which I highly recommend reading, 
and a very famous passage in Thomas 
Mann’s novel Doctor Faustus, which I abso-
lutely cannot resist quoting:  

The arietta theme, destined for adventures 
and vicissitudes for which, in its idyllic in-
nocence, it seems never to have been born, 
is immediately called up and for sixteen bars 
says its piece, reducible to a motif that 
emerges toward the end of its first half, like 
a short, soulful cry—just three notes, an 
eighth, a sixteenth, and a dotted quarter … 
But what now becomes of this gentle state-
ment, this pensively tranquil figure, in terms 
of rhythm, harmony, counterpoint, what 
blessings its master bestows upon it, what 
curses he heaps upon it, into what dark-
nesses and superilluminations, where cold 
and heat, serenity and ecstasy are one and 
the same, he hurls and elevates it ... 

It’s no accident that Op. 111 attracts lit-
erary attention. Though it’s music, it doesn’t 
quite behave like it. It seems to be charged 
with meaning, to communicate in symbols, 
ciphers, clues.  

The Conventional Sonata is a suite of 
movements: say, a serious first movement, a 
lyrical second, a playful Scherzo, a bouncy 
Rondo. Here, Beethoven provides just an Al-
legro and an Adagio, two opposed poles. He 
whittles everything down to the absolute dif-
ference of the two movements, and a chro-
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and passing melodies between, coloring the 
cliche, making it both beautiful and heart-
breaking. Schubert allows this idea to flour-
ish and echo in the mind. We hear it in one 
register, then another, and finally a third 
time with an aura of twinkling faster notes. 
Basically, Schubert’s version of paradise—as 
always, poisoned by regret. 

A second revelation comes. We are 
switched back into the minor. A long, ex-
traordinary, minimalist musical paragraph 
unfolds: little melodic fragments played by 
the left hand, (endlessly unsatisfied ques-
tions and answers) while the right rustles 
away. We begin in the minor, reach towards 
the major, and it’s beautiful at first, but it be-
comes threatening and unstable. Just at the 
most unstable juncture, a hymnic and gor-
geous resolution appears to return us to the 
original major key. In many composers, such 
a long-sought arrival might be a triumph or 
kind of a conversion—sadness transformed 
into joy. But not here. Paraphrasing Leon 
Fleisher, Schubert was the composer who 
figured out how to make the major key sad-
der than the minor. 

The second Impromptu is a simple dance, 
somewhat slower than a waltz, but also in 
three: the Viennese Ländler. (You can watch 
Maria and the Captain dance one in The 
Sound of Music). Schubert wrote hundreds 
of these—it was as natural for him as breath-
ing. This one is memorable, despite minimal 
materials, the kind of ideal tune that Schu-
bert could just pull out of the air. It plays out 
over a repeated rhythmic pattern… 

 
and one two 
and one two 
and one two three one 
 
… which is only interrupted for two vio-

lent chords. These moments of stoppage 
have a shocking effect because of the con-
stancy of what surrounds them. What could 
be a charming, flowing, conventional middle 

section erupts into distant harmonies and 
seeming violence. The effect is not that of an 
actual dance so much as a piece about a 
dance, using the dance as a symbol of some-
thing lost, and an object for meditation.  

The third Impromptu is a set of variations 
on a theme Schubert obviously loved—he 
used it several times. This is as close as we 
get to relief or interlude. Clouds peek in, and 
there is one dark minor variation, but for 
the most part the music tends towards ele-
gance, towards the salon, allowing the pia-
nist even at times to enjoy being a virtuoso. 
It calls to mind the famous joke where Ger-
mans assess the situation as “serious, but not 
desperate” while Austrians judge it “desper-
ate but not serious.” 

The last Impromptu seems to begin as a 
swift, witty, swirling folk dance, like a Ro-
mani street band might play, but it is cu-
riously prone to anger—wild dynamic 
contrasts, a pesky dark D-flat. The middle 
section is consumed with various scales 
rushing around the keyboard. These scales 
seem to have little clear goal, except that 
they keep landing on a repetitive waltz. This 
waltz also doesn’t seem to know where it’s 
going, and comes to various abrupt stops, 
where the animating, driving urge of the 
piece falters.  

Towards the end, Schubert makes clear 
the original wit of the dance was a trick; the 
sense of a dance of death deepens. The 
melody vanishes; we are just listening to 
chords while the grim rhythm section keeps 
on. Everything comes to a halt, and you 
might imagine the piece over. But one last 
virtuosic passage appears, an unprecedented 
and charmless outburst, channeling all the 
earlier latent rage, storming from the top of 
the keyboard to the bottom. I find this end-
ing powerful, but also inconclusive—like so 
many Schubert moments, the essence of the 
effect is that the music is not quite what it 
wants to be. 
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Coleridge-Taylor, Wiggins,  
Joplin-Chauvin, Rzewski 
Suite of Four Pieces 
This suite owes its existence to both youth 
and age: to my eager, talented students at the 
Music Academy of the West, and a news-
paper feature by the eminent, deeply gener-
ous composer George Lewis. One of my 
students played the Rzewski “Winnsboro 
Cotton Mill Blues” and I was struck by what 
a powerful piece of writing it was, how it 
marshaled the piano to viscerally conjure a 
history of violence, and the way it erased (in 
the best way) the boundaries between “clas-
sical” and “popular” music.  

Soon after, George Lewis alerted me to a 
curious and extraordinary piece by “Blind 
Tom” Wiggins, a blind, autistic, enslaved 
Black pianist who made his master quite rich 
in the latter half of the 19th century, touring 
America as a performing sensation. The 
piece in question was arguably his most fa-
mous work: The Battle of Manassas, a pot-
boiler dramatic piano “musical scene” (with 
occasional vocal interjections) depicting a 
glorious Confederate victory, ending with a 
hectic, disastrous Union retreat. It struck me 
there was some interesting historical irony 
to be had, juxtaposing these two pieces in a 
suite, an enslaved person celebrating his sub-
jugators, and then this piece about the cotton 
mill, exploitation, and the irrepressible 
power of the blues in a war against all of it. 

Both the Rzewski and Wiggins are quite 
violent—the Wiggins is astonishingly ahead 
of its time! It seemed to me the suite would 
tell a fuller, more satisfying story with some 
respite. So I summoned two gorgeous, 
haunting pieces as emblems of other specifi-
cally Black musical genres, both of which 
overthrow conventions of Western music 
and are absolutely inimitable, in some ways 
more universal than anything white com-
posers have managed to do: the spiritual and 
the ragtime. Coleridge-Taylor drapes a spir-
itual tune in all sorts of Romantic har-
monies, in order to hear and rehear the 

sorrow within. The ragtime of Joplin and 
Chauvin—two friends and colleagues who 
never managed to acquire the wealth that 
their musical gifts and fame deserved—has 
both the wit and charm of the syncopation, 
and a sense of tugging nostalgia, like a faded 
photograph. 

 
Ludwig van Beethoven  
Piano Sonata in C minor, Op. 111 
You could lazily write a program note about 
Beethoven’s last Sonata by simply quoting all 
the beautiful things that have been written 
about it. There is a thoughtful discussion in 
Milan Kundera’s Testaments Betrayed, for in-
stance, which I highly recommend reading, 
and a very famous passage in Thomas 
Mann’s novel Doctor Faustus, which I abso-
lutely cannot resist quoting:  

The arietta theme, destined for adventures 
and vicissitudes for which, in its idyllic in-
nocence, it seems never to have been born, 
is immediately called up and for sixteen bars 
says its piece, reducible to a motif that 
emerges toward the end of its first half, like 
a short, soulful cry—just three notes, an 
eighth, a sixteenth, and a dotted quarter … 
But what now becomes of this gentle state-
ment, this pensively tranquil figure, in terms 
of rhythm, harmony, counterpoint, what 
blessings its master bestows upon it, what 
curses he heaps upon it, into what dark-
nesses and superilluminations, where cold 
and heat, serenity and ecstasy are one and 
the same, he hurls and elevates it ... 

It’s no accident that Op. 111 attracts lit-
erary attention. Though it’s music, it doesn’t 
quite behave like it. It seems to be charged 
with meaning, to communicate in symbols, 
ciphers, clues.  

The Conventional Sonata is a suite of 
movements: say, a serious first movement, a 
lyrical second, a playful Scherzo, a bouncy 
Rondo. Here, Beethoven provides just an Al-
legro and an Adagio, two opposed poles. He 
whittles everything down to the absolute dif-
ference of the two movements, and a chro-
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nology: the sweeping away of one thing by 
another. As with the greatest Beethoven 
pieces, the structure itself becomes a mes-
sage: A question is overwhelmed by its an-
swer. By the time the answer is over, the 
question is more than forgotten; it has been 
unwoven, made inconceivable.  

The first movement begins in the way of 
solemn first movements, with a majestic in-
troduction in dotted rhythms—conjuring, 
among other memories, the opening of 
Beethoven’s Pathétique Sonata, Op. 13. Its 
first gestures are asymmetrical: We leap 
into loud, dissonant chords, which are then 
resolved quietly, almost parenthetically. 
After the third dissonant declaration comes 
a digression: Beethoven allows the dotted 
rhythm to wander into the most distant 
harmonies, the same rhythm but getting 
ever quieter, stranger, and farther away, as 
if in a dream.  

The emergence from this dream is violent 
but odd: It is torn between assertion and 
hesitation, between dramatic statements and 
second thoughts. This indecision becomes a 
theme of the ensuing section (Allegro con 
brio ed appassionato). The Allegro is mostly 
consumed with rushing passages, with 
streams of sixteenth notes—searching, 
sequencing. But Beethoven scatters tempo 
slowdowns throughout, of all sizes and 
shapes. These frictions have a dual meaning. 
By resisting, they heighten our awareness of 
a compulsion, a hurrying force; but they also 
continuously imply an alternative, a world 
without rushing. The most radical, meaning-
laden slowdown happens in the second 
theme. It’s not a theme, really, more a falling 
fragment, built on a suspended harmony. 
Beethoven freezes on its irresolution; he al-
lows it to become a beatific impasse, an Ada-
gio. Then, with a storm of sixteenth notes, 
the precarious perch is abandoned, the 
movement’s relentless urge is resumed.  

At the last moment, the first movement 
wavers into the major key—a strange flick-

ering of the tonal sense. In that same sudden, 
unsettling major, we begin the magical Ar-
ietta.  

Thomas Mann’s description of the Arietta 
theme is wrong, weirdly! The main idea 
(dim-da-da) does not wait to appear until 
the end of the first phrase. It is the very first 
thing you hear, this soul of the movement. 
Much as in the Ligeti Études, Beethoven 
treats the generative rhythm as a kind of 
DNA, allowing it to undergo odd mutations, 
to court chaos. Stripped down to Morse 
code, the idea is:  

long short long … long short long 
But in the first variation he chains it to-

gether, elides it into:  
long short long short long 
And then doubles that:  
long short long short long short long short 

long short long 
And then doubles that! In the last trans-

formation it becomes amazingly like jazz, 
with crazed, syncopated dotted rhythms. Of 
all the profound whiffs of the future Bee-
thoven might have caught, it had to be 
boogie-woogie?  

The evolution from the theme to this 
proto-jazz has been seamlessly incremental. 
But looking back at the pure starting point, 
we might feel that somewhere along the way, 
we’ve taken a wrong turn. A sequence of ex-
traordinary events ensues, playing on this 
sense of disorientation. First, the post-
boogie-woogie variation dissolves into a 
haze. The rhythmic outline is lost, diffused 
in a million starry notes, although the har-
monies are proceeding as before. But then 
this feeling of being lost becomes actual, tan-
gible, as we go off the harmonic track of the 
theme, into an ecstatic, free C major. The 
next step is more disturbing: We go off the 
track of the key, leaving C major for an un-
canny E-flat major. The texture thins, evok-
ing an edge, an extenuation. And after this 
abyss, which seems irrecoverable, lost bey-
ond lost, we become even more lost: Bee-
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thoven writes an endless, soft, drifting pas-
sage, fragments of the theme over a sequen-
cing quicksand of harmony.  

Many times in his life Beethoven pursued 
the trope of “losing” the right key and find-
ing it again (as if the composer didn’t know 
the whole time!). It was often a joke, a trick, 
a clever feint; but not here. Here, for this last 
Sonata, for this moment of farewell, Bee-
thoven has reserved a harrowing lost-and-
found: The theme emerges out of the farthest 
corner of the labyrinth as if discovered, sing-

ing over a stream of harmony, all discontin-
uities and wanderings forgotten. It is one of 
the most heartrending passages in the piano 
literature: an affirmation that says no, no 
matter what has happened to us, we are not 
lost. At the climax, Beethoven makes one 
crucial change: The main idea bursts into a 
sequence that did not exist in the original 
theme (but seems as if it had always been 
meant to be there); he adds continuity to 
continuity, and allows the generative idea, in 
Ligeti’s words, to “overflow its banks.”  

—Jeremy Denk  
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Jeremy Denk is one of America’s fore-
most pianists, proclaimed by the New 
York Times as “a pianist you want to hear 

no matter what he performs.” Denk is also 
a New York Times bestselling author, winner 
of both the MacArthur “Genius” Fellowship 
and the Avery Fisher Prize, and a member 
of the American Academy of Arts and 
Sciences.  

During the 2022–23 season, Denk will 
continue his multi-season exploration of 
Book 1 of Bach’s Well Tempered Clavier, and 
perform with orchestras and in recitals 
across UK, Europe, and the United States, 
including a return to Carnegie Hall play-
directing Bach concertos with the Orchestra 
St. Luke’s, and a multi-concert residency at 
the Lammermuir Festival in Scotland. An 
avid chamber musician, Denk will also em-
bark on a US tour with the renowned Ta-
kács Quartet.  

Denk’s New York Times bestselling mem-
oir, Every Good Boy Does Fine, was pub-
lished to universal acclaim by Random 
House in 2022, with feature stories on CBS 
Sunday Morning and NPR’s Fresh Air, and 
in the New York Times Review of Books, and 
more, with the Guardian heralding it as “an 
elegant, frank and well-structured memoir 

that entirely resists cliche. A rare feat… it 
makes the reader care about Denk beyond 
his talent for playing the piano.” 

Denk’s latest album of Mozart piano con-
certos was released in 2021 on Nonesuch 
Records. The album, deemed “urgent and 
essential” by BBC Radio 3, was featured as 
Album of the Week on Classic FM, and 
Record of the Week on BBC Radio’s Record 
Review. 

Denk has performed multiple times at 
Carnegie Hall and in recent years has 
worked with such orchestras as the Chicago 
Symphony, Philadelphia Orchestra, New 
York Philharmonic, Los Angeles Philhar-
monic, San Francisco Symphony, and 
Cleveland Orchestra. Further afield, he has 
performed multiple times at the BBC Proms 
and the Klavierfestival Ruhr, and appeared 
in such halls as the Köln Philharmonie, 
Concertgebouw in Amsterdam, and Boulez 
Saal in Berlin. He has also performed exten-
sively across the UK, including recently with 
the London Philharmonic, Bournemouth 
Symphony, City of Birmingham Symphony, 
Royal Liverpool Philharmonic, BBC Sym-
phony, and Scottish Chamber Orchestra, as 
well as play-directing the Britten Sinfonia. 
Last season’s highlights include his perform-
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nology: the sweeping away of one thing by 
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swer. By the time the answer is over, the 
question is more than forgotten; it has been 
unwoven, made inconceivable.  

The first movement begins in the way of 
solemn first movements, with a majestic in-
troduction in dotted rhythms—conjuring, 
among other memories, the opening of 
Beethoven’s Pathétique Sonata, Op. 13. Its 
first gestures are asymmetrical: We leap 
into loud, dissonant chords, which are then 
resolved quietly, almost parenthetically. 
After the third dissonant declaration comes 
a digression: Beethoven allows the dotted 
rhythm to wander into the most distant 
harmonies, the same rhythm but getting 
ever quieter, stranger, and farther away, as 
if in a dream.  

The emergence from this dream is violent 
but odd: It is torn between assertion and 
hesitation, between dramatic statements and 
second thoughts. This indecision becomes a 
theme of the ensuing section (Allegro con 
brio ed appassionato). The Allegro is mostly 
consumed with rushing passages, with 
streams of sixteenth notes—searching, 
sequencing. But Beethoven scatters tempo 
slowdowns throughout, of all sizes and 
shapes. These frictions have a dual meaning. 
By resisting, they heighten our awareness of 
a compulsion, a hurrying force; but they also 
continuously imply an alternative, a world 
without rushing. The most radical, meaning-
laden slowdown happens in the second 
theme. It’s not a theme, really, more a falling 
fragment, built on a suspended harmony. 
Beethoven freezes on its irresolution; he al-
lows it to become a beatific impasse, an Ada-
gio. Then, with a storm of sixteenth notes, 
the precarious perch is abandoned, the 
movement’s relentless urge is resumed.  

At the last moment, the first movement 
wavers into the major key—a strange flick-

ering of the tonal sense. In that same sudden, 
unsettling major, we begin the magical Ar-
ietta.  

Thomas Mann’s description of the Arietta 
theme is wrong, weirdly! The main idea 
(dim-da-da) does not wait to appear until 
the end of the first phrase. It is the very first 
thing you hear, this soul of the movement. 
Much as in the Ligeti Études, Beethoven 
treats the generative rhythm as a kind of 
DNA, allowing it to undergo odd mutations, 
to court chaos. Stripped down to Morse 
code, the idea is:  

long short long … long short long 
But in the first variation he chains it to-

gether, elides it into:  
long short long short long 
And then doubles that:  
long short long short long short long short 

long short long 
And then doubles that! In the last trans-

formation it becomes amazingly like jazz, 
with crazed, syncopated dotted rhythms. Of 
all the profound whiffs of the future Bee-
thoven might have caught, it had to be 
boogie-woogie?  

The evolution from the theme to this 
proto-jazz has been seamlessly incremental. 
But looking back at the pure starting point, 
we might feel that somewhere along the way, 
we’ve taken a wrong turn. A sequence of ex-
traordinary events ensues, playing on this 
sense of disorientation. First, the post-
boogie-woogie variation dissolves into a 
haze. The rhythmic outline is lost, diffused 
in a million starry notes, although the har-
monies are proceeding as before. But then 
this feeling of being lost becomes actual, tan-
gible, as we go off the harmonic track of the 
theme, into an ecstatic, free C major. The 
next step is more disturbing: We go off the 
track of the key, leaving C major for an un-
canny E-flat major. The texture thins, evok-
ing an edge, an extenuation. And after this 
abyss, which seems irrecoverable, lost bey-
ond lost, we become even more lost: Bee-
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thoven writes an endless, soft, drifting pas-
sage, fragments of the theme over a sequen-
cing quicksand of harmony.  

Many times in his life Beethoven pursued 
the trope of “losing” the right key and find-
ing it again (as if the composer didn’t know 
the whole time!). It was often a joke, a trick, 
a clever feint; but not here. Here, for this last 
Sonata, for this moment of farewell, Bee-
thoven has reserved a harrowing lost-and-
found: The theme emerges out of the farthest 
corner of the labyrinth as if discovered, sing-

ing over a stream of harmony, all discontin-
uities and wanderings forgotten. It is one of 
the most heartrending passages in the piano 
literature: an affirmation that says no, no 
matter what has happened to us, we are not 
lost. At the climax, Beethoven makes one 
crucial change: The main idea bursts into a 
sequence that did not exist in the original 
theme (but seems as if it had always been 
meant to be there); he adds continuity to 
continuity, and allows the generative idea, in 
Ligeti’s words, to “overflow its banks.”  

—Jeremy Denk  
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ance of the Well-Tempered Klavier Book 1 at 
the Barbican in London, and performances 
of John Adams’ Must the Devil Have All The 
Great Tunes? with the Cleveland Orchestra, 
St. Louis Symphony, and Seattle Symphony, 
as well as a return to the San Francisco Sym-
phony to perform Messiaen under Esa 
Pekka Salonen. 

Denk is also known for his original and 
insightful writing on music, which Alex 
Ross has praised for its “arresting sensitivity 
and wit.” Denk wrote the libretto for a comic 
opera presented by Cal Performances, Car-
negie Hall, and the Aspen Festival, and his 
writing has appeared in the  New Yorker, 
New Republic, Guardian, and on the front 
page of the New York Times Book Review. 
Denk’s book Every Good Boy Does Fine was 
published in 2022 by Random House in the 
US and Pan Macmillan in the UK. 

Denk’s recording of the Goldberg Varia-
tions for Nonesuch Records reached No. 1 
on the Billboard classical chart. His 

recording of Beethoven’s Piano Sonata No. 
32 in C minor, Op. 111 paired with Ligeti’s 
Études was named one of the best discs of 
the year by the  New Yorker, NPR, and 
the Washington Post, and his account of the 
Beethoven sonata was selected by BBC 
Radio 3’s Building a Library as the best avail-
able version recorded on modern piano. 
Denk has a long-standing attachment to the 
music of American visionary Charles Ives, 
and his recording of Ives’ two piano sonatas 
also featured in many “best of the year” lists. 
Denk’s recording c.1300-c.2000 was released 
in 2018 with music ranging from Guillaume 
de Machaut, Gilles Binchois, and Carlo Ge-
sualdo, to Stockhausen, Ligeti, and Glass. 
His latest album of Mozart piano concertos, 
performed with the Saint Paul Chamber 
Orchestra, was released in 2021 on Non-
esuch Records. 

Jeremy Denk is a graduate of Oberlin 
College, Indiana University, and the Juilliard 
School. He lives in New York City.
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director, and designer) and the studio (experimenting with multimedia, including drawing 
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its 50th-anniversary revival of Work in Progress, a short but potently modernist theatrical 
production by the American artist Alexander Calder that premiered in Rome in 1968. It 
combines balletic cyclists with his signature mobiles, all accompanied by a soundtrack of 
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Equipped with these ideas and intuitions, Kentridge embarked on what he calls “the real 
work” of creating Waiting for the Sibyl—which, significantly, entailed close collaboration in a 
series of workshops with his fellow artists back in his studio in Johannesburg. Together with 
a group of musicians, dancers, actors, and video artists, they collectively began an intensive 
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about finding the most effective answer to the question: “How can we bring the excitement 
that all the participants feel in those first improvisations and rehearsals onto the stage?”  
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Several years ago in Johannesburg, Kentridge cofounded an initiative he calls the Centre 
for the Less Good Idea, borrowing the name from a Tswana proverb: “If the good doctor 
can’t cure you, find the less good doctor.” He explains that the Centre is based on a political 
and artistic anti-dogmatism. The sweeping political ideas of the last century proved dis-
astrous, in Kentridge’s view, because they derived from people being “certain they know 
what is best for other people.” As a creative corollary, he asserts that the most creatively ef-
fective way to work in the studio involves “keeping a doubt and uncertainty about your 
first idea such that other things can come in and shape and inform it.”  

 
Crafting Music and Libretto  
Kentridge’s original commission gave him free rein as to theme while stipulating that his 
stagework should use pre-recorded music in lieu of an orchestra, chorus, and full cast of 
opera singers. But it became apparent early on that live music was an indispensable ele-
ment. Several composers came to the first workshop during the improvisational stage of 
the creative process. Kentridge narrowed them to two, inviting Nhlanhla Mahlangu and 
Kyle Shepherd to stay on as the project grew.  

Mahlangu is a renowned choral composer, singer, dancer, and choreographer who came 
to know Kentridge through the Centre for the Less Good Idea and collaborated with him 
on his 2018 “historical pageant” of forgotten African victims of the First World War, The 
Head & the Load. Also credited as SIBYL’s associate director, Mahlangu built a soundscape 
for the work together with his fellow singers by drawing on South African vocal traditions. 
Shepherd, a trailblazing jazz pianist, contributes original improvisations that complement 
and serve as a modern counterpart to the tradition-rooted vocal music. SIBYL has no 
written score, but the music is closely linked to the specific performers who are part of the 
cast. “The music is always the same every night,” says Mahlangu. “We may feel it differently, 
but it is set in the body like a ballet.” Overall, according to Kentridge, “if the music is work-
ing well, it adds a depth to what we see on stage that is, as it were, below the stage surface, 
below the immediate image.” 

“I bring the traditional and the visceral and Kyle Shepherd brings the classical and the 
technical,” Mahlangu observes. “He’s an amazing jazz player who works a lot with African 
ritualistic sounds and aesthetics. I work in a very visceral way because I’m a choreographer. 
So, I make the singers move to discover the sound and work with their somatic memory to 
trigger certain things which we can respond to in movement. The dancers carry the music 
with their bodies.” Mahlangu adds that he adapted the ancient Greek concept of a prophe-
tess into terms that make sense in a South African cultural context: “SIBYL is about a per-
son who has spiritual power, so for this project, I invited singers who are spiritually gifted 
as well—people who have some kind of ancestral spiritual gift.”  

There is no conventionally sung libretto in Waiting for the Sibyl. The text is projected as 
an integral part of Kentridge’s animated film, the words taken from a book of quotes he has 
been collecting over the years. These are sayings or poetic phrases that have captured his 
interest for one reason or another, ranging from African proverbs to brief quotes from 
writers in various languages, which are translated into English. (Only a few derive from 
English sources.) The sayings are overlaid on pages of old reference books, data sources 
once prized but outdated in the internet age. Kentridge transforms these texts into implied 
oracles that structure each of the work’s brief scenes. The process, he points out, “is not ran-
dom, but it’s not planned.” 

Following the Roman premiere of Waiting for the Sibyl, Kentridge discovered that it was 
not possible to tour with Work in Progress, its pre-existing “prelude,” because Calder’s 
sculptures and props were too expensive to insure and could not be copied. So, in its sub-
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sequent iterations, Kentridge decided to pair Waiting for the Sibyl with a film he was simul-
taneously making, City Deep, which has “indirect links to the idea of the Sibyl”—but in an 
expanded version renamed The Moment Has Gone, accompanied by a live score by 
Mahlangu and Shepherd. The Moment Has Gone (22 minutes) and Waiting for the Sibyl (44 
minutes) together comprise Parts One and Two, respectively, of the work titled SIBYL.  

The Moment Has Gone directly addresses the tumultuous transition in South Africa 
from Apartheid to a democracy still troubled by lingering social injustice. His depiction 
here of the greedy mine owner and property developer Soho Eckstein is contrasted with 
the fate of the “zama zama” miners (Zulu for “test your luck”) of South Africa’s informal 
economy, who toil in decommissioned mines, illegally and under perilous conditions.  

Mahlangu says that the interaction between his response to social problems and that of 
Kentridge generates “an interesting conversation, with different points of view.” For The 
Moment Has Gone, he draws on elements of the all-male isicathamiya style (made inter-
nationally famous by the group Ladysmith Black Mambazo). This, he explains, originated 
as a quieter, “suppressed” form of singing “to steal a moment of joy when you have been re-
moved from your homeland and put in places where noise is not allowed by white people.” 
Traditionally, isicathamiya is performed a cappella, but he and Shepherd are “breaking the 
rules and creating a new form” by combining the four male voices with piano. 

 
Starving the Algorithm 
Kentridge is intrigued by the fact that SIBYL’s catalyst, Alexander Calder’s Work in Pro-
gress, originated in 1968—famously, a year of momentous turmoil in Berkeley but also a 
year, he says, that emanated “a sense that questions were going to be solved and fixed, that a 
new world was possible,” suggesting “a kind of innocence and optimism that seem impos-
sible 50 years later.” He finds that innocence reminiscent of the clarity of emotions recalled 
from childhood, when the “sense of injustice” burns with an intensity that doesn’t seem ca-
pable of being revived after we’ve become jaded.  

What seems to attract Kentridge so strongly to the material he explores in SIBYL is 
myth’s paradoxical combination of childhood clarity—its innocent expectation of answers 
that make sense of the world—with a profound ambivalence. The consolidating image of 
the leaves in motion that drew him to the myth of the Cumaean Sibyl also conveys an un-
derlying insight about the human condition. According to the myth, supplicants seeking 
answers to their problems could never be certain whether the oracular “answer” they re-
trieved was the “correct” one or a prediction intended for someone else. 

“The fact that your fate would be known, but you couldn’t know it, is the deep theme of 
our relationship of dread, of expectation, of foreboding towards the future,” according to 
Kentridge.  

The algorithm is the contemporary version of a fate we want to control but that ends up 
controlling us. “The algorithm is of necessity a highly authoritarian way of thinking about 
the world,” observes the artist, “because it takes statistics from a huge number of individ-
uals the way a totalitarian state would and from that makes rules which it enforces with 
great assiduity against the individual. What the human offers is uncertainty, doubt—even 
while we all continue to use algorithms in our daily lives, to look at the weather for the 
day ahead.” 

 
Thomas May is a writer, critic, educator, and translator. Along with essays regularly commis-
sioned by the San Francisco Symphony, the Juilliard School, the Ojai Festival, and other lead-
ing institutions, he contributes to the New York Times and Musical America and blogs about 
the arts at www.memeteria.com. 
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in honor of Joan Roebuck 
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in honor of Sylvia R. Lindsey 
Dr. Rupali Das-Melnyk and Dr. Ostap 

Melnyk in honor of Sylvia R. Lindsey 
Mr. and Mrs. Peter W. Davis  

in honor of Sylvia R. Lindsey 
Robert Ellis in honor of Sylvia R. Lindsey 
Marianne and Joseph Geagea  

in honor of Sylvia R. Lindsey 
Jeremy Geffen  

in honor of Sylvia R. Lindsey 
Kathleen G. Henschel and John Dewes  

in honor of Sylvia R. Lindsey 
Wilma Horowitz  

in honor of Sylvia R. Lindsey 
Alice and Dennis Krieger  

in honor of Maris Meyerson 

Kit and Hayne Leland  
in honor of Sylvia R. Lindsey 

Richard and Jennifer Lyons  
in honor of Sylvia R. Lindsey 

Helen and John Meyer  
in honor of Sylvia R. Lindsey 

National Coalition of Black Women, Inc. 
San Francisco Chapter in honor of 
Sylvia R. Lindsey 
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in honor of Sylvia R. Lindsey 
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in honor of Sylvia R. Lindsey 
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in honor of Sylvia R. Lindsey 
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in honor of Sylvia R. Lindsey 

Terri Stuart in honor of Sylvia R. Lindsey 
Dr. and Mrs. W. Conrad Sweeting  

in honor of Sylvia R. Lindsey 
Toy Giving Fund  

in honor of Jeremy Geffen 
Kimberly Webb and Richard Rossi  

in honor of Sylvia R. Lindsey 
Sara Wilson and Gustavo Houghton  

in honor of Sylvia R. Lindsey 
 
Memorial Gifts 
Linh Do and Erno Pungor  

in memory of Julie Do 
Jeremy Geffen in memory of Diane Geffen 
Paul and Susan Grossberg  

in memory of Arnold Grossberg 
Michael A. Harrison  

and Susan Graham Harrison  
in memory of Rosalind H. Graham 

Victoria Nakamura  
in memory of Jonathan Aldrich Poet 

Rossannah Reeves  
in memory of Alan Leslie Reeves 

Barbara Sholtz in memory  
of Robert Sholtz and Glen Jackson 

Edie Silber in memory of Stephen Bomse
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