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by A. Robert Johnson

From Trois Trios a Violon, viola et Violoncello Op. 53 (André)

 (arr. 1790 by composer from Piano Sonata HXVI: 40-42) 


Joseph Haydn (1732 – 1809)

One could compose an essay on string quartet writing by the “father” of the idiom who wrote no less than 83 of them (for 2 violins, viola and violoncello) and as many as 21 string trios, none of which employs a viola. The work played here was not originally for the combination of instruments you’ll hear, but was a piano sonata written in 1784. Haydn’s publisher André didn’t place them for sale to the public until 1806, giving the three pieces the Opus No. 53 (we are playing just the first). There are 131 trios were for Baryton, and various instruments. The Baryton was in widespread use in the 18th Century and became a casualty of its singular appeal – an instrument that had to assume a superior place in its use with other instruments by virtue of its delicate qualities. It was beautiful to hear, to see and to play, but could not adapt to other families of instruments without losing its voice. We know this because there are still a few hardy souls who will bring it forward for consideration even today, and because there are the superb trios for it written by Haydn.

But here we have the master’s hand applied to the instrumentation that would not become standardized, but which inspired this piece, a consummate trio by Mozart and five by Beethoven. These geniuses produced monumental amounts of great music. Here we explore a small corner of that output by two of them to hear its purest distillation. The demands on the players are considerable. Each voice must assume a sensitivity to the other two unlike any other music. There cannot be even the slightest miscalculation, rather like an avian courtship in flight. If there is, we won’t want to notice, so fascinating is the mere fact that mental space can be commanded in this way.

Trio in D, Op. 5, No. 1 (1808) 


Alexander Pierre François Boëly (1785 – 1858)

While scouring various European libraries for evidence that could lead to the composer of the Mozart’s Symphonie concertante for Four Winds, New York Philomusica pianist and resident scholar Robert Levin encountered this composer’s music in the French National Library in Paris. His search had all the aspects of a musical thriller: “Who Wrote the Mozart Four-wind Concertante?” It wasn’t Boëly, Levin deduces, because the quality of his own compositions was far superior to the author of the Concertante. (Only the solo parts survive in Mozart’s autograph, leaving the rest to speculation as to its authorship.)

Boëly’s musicianship is apparent in his associations with other musicians. He was the violist in a very reputable string quartet led by Pierre Baillot, a founding member of the Paris Conservatory. He published a method for violin playing that is respected to the present day. The Baillot Quartet introduced Beethoven’s works in private readings attended by Balzac, Berlioz, Ingres, Delacroix, Chopin and George Sand. Boëly needn’t have made any concessions to the technique of his collaborators, and he didn’t, including his own viola parts and those of the ’cellist.

Yet he wasn’t known to contemporary audiences. He made a living as an organist at the church of Saint-Germain l’Auxerrois in Paris, introducing music of Bach there. He lasted only a few years before being replaced by one of his students. However, he did enjoy widespread influence among his fellow musicians, including both Ceasar Franck and Camille Saint-Saëns. He has left a trove of chamber works, sonatas for violin and piano, piano sonatas, piano four-hand, organ, voice and choir.

Intermezzo for String Trio (1905)


          

Zoltán Kodály (1882-1967)

Inspired by Ernst von Dohnányi’s Serenade for violin, viola and ’cello, Kodály composed his Intermezzo in 1905 for the same instruments and dedicated it to his amateur ’cellist friend, Jenö Kerpely. One seldom hears music as unencumbered with nationalist or any other gravitas as this. In it we hear no anger or premonitions of impending danger–only the light touch of early 20th century sociability. The title serves very well for the piece and for its place on this program. 

Trio (1978)







Michael Berkeley (b. 1948)

In 1976 I began studies with Richard Rodney Bennett who had in turn been taught by my father, Lennox Berkeley. It was generally agreed that Lennox was too nice and gentle a person to be of much use to me at this particular point. Whilst I had learnt an enormous amount from him over the years, I now needed the sort of disciplined guidance in technique that is, in most instances I think, very hard for parents to give to their own children.

On day one of my sessions Richard looked at my scores and asked me what I was thinking of writing next. Like many students I suggested an orchestral work. Realizing that my problem was not a shortage of ideas but rather the lack of a technique with which to select and develop them, Richard replied that he had in mind a somewhat smaller scaled piece with just one or two lines so that I could not resort to mere gesture - in particular percussion! Not being a complete fool I opted for a Trio (rather than a duo) and over the course of the following months I re-wrote this String Trio eleven times until I could justify the presence of every single note. It was a hard but useful experience and I was mighty relieved to be told that “we will not need to do that again.”

Ever since I have had something of a soft spot for this two movement work which is dedicated (with much gratitude) to Richard Rodney Bennett.

A three bar theme introduces the first movement which is deliberately worked almost entirely in step-by-step crotchets [quarter notes]. The Allegro that follows is more spiky and angular but has a lyrical central passage in 3/8 which is rather like a speeded up and inverted reference to the slow three in a bar with which the Trio opens. 
















Michael Berkeley
Trio in G, Op. 9, No. 1                  

Ludwig van Beethoven (1770 - 1827)

Beethoven had made his way into Viennese society rather extensively by the time he wrote his three trios, published in 1798 as Op. 9, Nos. 1, 2 and 3. He was a friend of a Russian Count of Irish descent, one Johann Georg von Browne-Camus, and a guest in the Count's home on numerous occasions. He had been writing for a three-string combination without two violins, even though the four-instrument combination had been so successfully employed by both Haydn and Mozart. Perhaps their success is the reason many commentators proffer the logic of Beethoven's “evolving technique” as the reason he eschewed the use of a second violin. That's rather far-fetched, in my opinion. Writing for three instruments is not a challenge an “evolving” talent chooses. These are masterpieces in their own right. Of the six works for three instruments, one, the Serenade in D, Op. 25, is for flute, violin and viola. The others are for violin, viola and ‘cello. Only Mozart had written any music for these three instruments, his Divertimento, KV 563. Haydn’s explorations were for violin, Baryton and ‘cello. [described above in the note about Op. 54.] These so-called “youthful” works exhibit the virtuoso pianist, whose intelligence has mastered virtuoso writing and virtuosic capabilities as yet untried in his collaborators. Perhaps that accounts in some part for their neglect, then and now. Not many amateurs are likely to approach the level of skill needed to master them. The Serenade, Op 8, was his “stick in the eye” to any expectations that his writing of a serenade would follow the model of either of his predecessors. By the time of the opus 9 works, he was obviously ready to leave a mark that would offer incontrovertible evidence of his search for profundity. And so they do. Beethoven was very proud of these pieces. All three trios are in the four movement sonata form, following the rules aspiring composers then and now wish to master, except of course, that Beethoven takes a few liberties, such as the Scherzo third movements in Nos. 1 and 3 in place of a Minuet. We’re much less interested in having our expectation met today than were Beethoven's contemporaries. Perhaps that is another reason why these trios sound so timeless, vital and fresh: they remain “contemporary” to our ears, even though they were written over 200 years ago.

ARTISTS’ BIOGRAPHY
Yonah Zur, violin, is an accomplished performer of chamber music. His experience includes the Yellow Barn and Marlboro music festivals, the Cité de la Musique in Paris and concerts throughout his native Israel. He has collaborated with Richard Goode, Gilbert Kalish, Samuel Rhodes, Marcy Rosen, David Soyer, and Arnold Steinhardt and as soloist with chamber orchestras in New York (Town Hall), Los Angeles (Wilshire Ebell Theatre), and Jerusalem (Jerusalem Music Center).

He is devoted to new music performance, having given world premieres of works by Lukas Foss, Kaija Saariaho, Claudio Spies and his father, Menachem Zur. U. S. premieres include works by Elliot Carter and Mrs. Saariaho. He regularly premieres works by young composers he considers promising. At Tanglewood, he was the recipient of the Jules C. Reiner Violin Prize 2001, and, in 2002, he was a member of the New Fromm Players – created solely for the performance of new music. He was also a participant at the Academy of 20th Century Music of the Ensemble Intercontemporain in Paris in 1999. Closer to home, he is a member of the String Orchestra of New York City.

Mr. Zur received his Master of Music degree from The Juilliard School in May 2001, having studied with Robert Mann. He received his Bachelor’s Degree in 1999 from the Jerusalem Academy of Music and Dance as a student of Avi Abramovich, while serving three years in the Israeli Army in the unit for outstanding musicians.

Mr. Zur devotes significant time to education as an instructor at Opus 118—Harlem School of Music, as a coach for the Boston Youth Symphony Orchestras, and through numerous outreach programs. He also plays the viola, and pursues an interest in conducting. He was a regular recipient of the America-Israel Cultural Foundation awards from 1995 through 2001.

This program marks Mr. Zur’s debut with New York Philomusica, recommended to us by Katharina Grossmann, who has had to return to her native Germany with her husband and children because of his job with Deutsche Bank. Like us all, home has to be where a living can be made. We welcome Yonah, while missing Katharina.

Junah Chung, viola, is an active chamber musician and soloist, received his M.M. degree from the Juilliard School where he studied with Lillian Fuchs and William Lincer. Junah has been featured in solo performances at Carnegie's Weill Hall, Lincoln Center's Paul Hall, the Society for Ethical Culture, Meet the Composer, the National Museum of Iceland, Music in Chelsea, Festival of the Arts in South Nyack, and the Lotte Concert Hall in Yusong, Korea. He has performed at such festivals as the Bright Lights Music Festival in Iceland, the Rhode Island Summer Chamber Music Festival, Stonybrook Summer Festival, Elan International Festival, Prussia Cove, Holland Music Sessions, Utah Chamber Music Festival, Ramapo Music Festival, and the Lake Winnepesaukee Chamber Music Festival. Junah has also been a member of the Reykjavik String Quartet.  Last season, Mr. Chung gave the premiere of “Turner's Ghost” for viola and piano by Peter Robles. As an orchestral musician, Junah has held the post of Assistant Principal Viola of the Iceland Symphony Orchestra and performed with the Minnesota Orchestra,  Nieuw Sinfonietta of Amsterdam and the Jupiter Symphony.  

 
Gerald Appleman, ‘cello, began his career in the Portland Symphony while still a math major at Reed College. He graduated from The Juilliard School where he was a student of Leonard Rose. His career developed quickly with positions in the Pittsburgh and San Antonio Symphonies, a stint in the Seventh Army Symphony touring Europe, then as the youngest ever Principal Cello of the Cleveland Orchestra, and finally, in 1966, the New York Philharmonic under Leonard Bernstein, where he remained for 32 years, much of it as Assistant Principal, retiring in 2006.

Mr. Appleman’s chamber music experience is also extensive, having participated in the Marlboro Music Festival and the Festival Casals in Puerto Rico. He was a member of the Montclair Chamber Music Society in New Jersey and was a Founding Member of New York Philomusica. He was soloist with Mamoru Takahara’s New York Symphonic Ensemble, touring Japan, Hong Kong and the Far East. Recently he performed with the violinist Matitiahu Braun and the pianist Helene Jeanney at Weill Hall. 

Mr. Appleman is a ‘cello maker, performing on instruments of his own creation.

New York Philomusica was formed in 1971 by its members who were drawn together by appreciation for each other’s musicianship and common interest in the uncommon repertory for diverse instrumentations of the early 18th century to the present.  Its programs encompass combinations varying from sonata, trio or quartet to concerto and classical symphony, jazz and drama. It has performed and recorded on three continents in programs formed in the subscription concerts, which are the basis for nearly all its other activities. 
Its record label, New York Philomusica Records, sells through distribution to retail stores and over the Internet. Currently the catalogue lists 24 titles. It will record its concerts in 2007-08 with the intention of adding them to the catalogue.

Over the years it has been accorded numerous honors, but its proudest achievement is having provided a model of innovation to the field of music across a broad spectrum of activities. In its selection of repertory it is devoted to both the traditional and the untried, in both cases from an informed perspective developed over many years and with the experience of all its members.

You will find a wealth of information about the group, its members and history, upcoming events and future plans by visiting the website: 

www.nyphilomusica.org
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