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Welcome to the Forbidden & Forgotten season, another 

exciting one for the history books of concerts and 

performances by the Classical Music Institute. We are thrilled 

to bring you such a rich lineup of repertoire, showcased by 

world class musicians from around the globe.

As with all CMI seasons, we have an strong artistic vision 

as the foundation. Forbidden & Forgotten presents works 

that may never be performed again, and others that are 

sparsely performed, highlighting a plethora of composers. 

This season is an expansive one in Bexar County. We’ll 

be performing from our home base in the Carlos Alvarez 

Studio Theater as a resident company of the Tobin Center, 

to the catacombs of the Cave Without A Name, in Boerne, 

TX. Additionally, we are performing in a slew of higher 

education centers, starting with Trinity University, to the 

University of Incarnate Word, and our debut at the Texas 

A&M University in San Antonio. 

We bring it to our community roots in the Edgewood ISD, 

the home of our CMI Ascend Summer Education Camp. 

It is important that we continue to offer artistic excellence 

around the city and county, exposing the community to this 

beautiful art, while also reducing the gap that exists for 

classical music.

Being in the audience helps the arts thrive, and share 

energy for the future ahead. Having strong supporters, 

sponsors, and grant makers believing in CMI allows us to 

survive and grow. We are honored to be one of the best 

chamber orchestras in the region, with hopes of reaching 

all corners of the world. Thank you for believing in the arts 

and making it a priority for your life.

May this season never be forgotten,

Donald R. Mason 
Executive Director 

MESSAGE FROM THE 
EXECUTIVE DIRECTOR
Donald R. Mason
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CMI THANKS OUR  
GENEROUS SPONSORS

MURIEL F SIEBERT 
FOUNDATION
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STRIKE A CHORD 
IN YOUR 
COMMUNITY

SPONSOR A STUDENT
With a generous donation of $1500, 

your sponsored student will be able to attend:

  Private and Group Lessons

  Orchestra Rehearsals and sectionals

  Theory and ear training

  Music history and appreciation

  Chamber ensemble rehearsal and performances

Learn more at:  

cmi-sa.org/support

Michael & Molly Amini

Pilar Castaneda

Ehrenberg Family Fund

Jeff Galt

Daniel & Connie Montalvo

Daniel Ortiz

David & Deborah Rogers

Alice & Sergio Viroslav

CMI THANKS OUR STUDENT SPONSORS

https://www.cmi-sa.org/support/
https://www.cmi-sa.org/support/
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For more information please visit: 

cmi-sa.org/education

CMI’s Summer Education Program, held at 

Edgewood Fine Arts Academy, is open to Bexar 

County students ages 8-18. From beginners to 

advanced players, students will hone their music 

skills with some of the top artists in the world.  

The program will conclude with a final concert  

on June 24 at 6:00 p.m.

CMI ASCEND  
SUMMER  
PROGRAM 
JUNE 13–24, 2022

https://www.cmi-sa.org/education
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A new initiative from Classical Music Institute.

Learn more at cmi-sa.org/joy

INTRODUCING THE CMI

https://www.cmi-sa.org/joy
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June 11, 2022 • pg. 11
Ruth Taylor Recital Hall, Trinity University

June 15, 2022 • pg. 12
Carlos Alvarez Studio Theater 

Tobin Center for the Performing Arts

June 16, 2022 • pg. 13
Carlos Alvarez Studio Theater 

Tobin Center for the Performing Arts

June 17, 2022 • pg. 14
Seddon Recital Hall 

University of the Incarnate Word

June 18, 2022 • pg. 15
Seddon Recital Hall 

University of the Incarnate Word

June 20, 2022 • FREE • pg. 16
The Auditorium 

Texas A&M University San Antonio

June 22, 2022 • FREE • pg. 17
Edgewood Theatre of Performing Arts

June 23, 2022 • pg. 18
Cave Without a Name, Boerne, TX

June 24, 2022 • FREE • pg. 19
Edgewood Theatre of Performing Arts

June 25, 2022 • pg. 20
Carlos Alvarez Studio Theater 

Tobin Center for the Performing Arts
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SEASON ARTISTS
For more artist information, please visit cmi-sa.org/artists

GEMMA NEW
GUEST CONDUCTOR   

NEW ZEALAND

LEONARDO PINEDA
CMI RESIDENT CONDUCTOR  

VENEZUELA

CMI JOY Co-Director, 2022 CMI Ascend Artist Faculty

JOHN WILSON
PIANO  USA

KENNY CHAUBY
TRUMPET  USA

CONDUCTORS

SOLOISTS

VIOLIN

FRANCISCO FULLANA
VIOLIN  SPAIN

CMI Concertmaster, Chamber Music Director,  

2022 CMI Ascend Artist Faculty

FRANCISCO FULLANA
VIOLIN  SPAIN

CMI Concertmaster, Chamber Music Director, 

2022 CMI Ascend Artist Faculty

DANIELA DIAZ
VIOLIN  VENEZUELA

CMI Ascend Advisor, CMI JOY Co-Director

https://www.cmi-sa.org/artists
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RONALD VILLABONA
VIOLIN  VENEZUELA

CMI Resident Artist, CMI Ascend Advisor

LUIS CUEVAS
VIOLIN  VENEZUELA

2022 CMI Ascend Artist Faculty

SIWOO KIM
VIOLIN  SOUTH KOREA

2022 CMI Ascend Artist Faculty

ANNA LEE
VIOLIN  SOUTH KOREA-USA

2022 CMI Ascend Artist Faculty

SHANNON LEE
VIOLIN  USA

2022 CMI Ascend Artist Faculty

ALLISON LOVERA
VIOLIN  VENEZUELA

2022 CMI Ascend Artist Faculty

MONI SIMEONOV
VIOLIN  BULGARIA

2022 CMI Ascend Artist Faculty

BRENDAN SPELTZ
VIOLIN  USA

2022 CMI Ascend Artist Faculty

VIOLIN
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JORDAN BAK
VIOLA  USA

2022 CMI Ascend Artist Faculty

JORGE MARTÍNEZ-RÍOS
VIOLA  MEXICO

2022 CMI Ascend Artist Faculty

RAMÓN CARRERO
VIOLA  VENEZUELA

2022 CMI Ascend Artist Faculty

JESSE MORRISON
VIOLA  CANADA

2022 CMI Ascend Artist Faculty

CLARE BRADFORD
CELLO  USA

CMI Ascend Advisor

MIHAI MARCIA
CELLO  ROMANIA

2022 CMI Ascend Artist Faculty

VIOLA

CELLO

TITILAYO AYANGADE
CELLO  USA

2022 CMI Ascend Artist Faculty

PEDRO BONET GONZALEZ
CELLO  SPAIN

2022 CMI Ascend Artist Faculty

BROOK SPELTZ
CELLO  USA

2022 CMI Ascend Artist Faculty
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ROWAN PUIG DAVIS
DOUBLE BASS  PUERTO RICO

2022 CMI Ascend Artist Faculty

ANDRES VELA
DOUBLE BASS  USA

2022 CMI Ascend Artist Faculty

CHRISTOPHER BESCH
BASS-BARITONE  USA

CMI Ascend Advisor

WAYNE CHING
PIANO  USA

CMI Resident Artist, CMI Ascend Advisor,  

Board Artist Representative

CHELSEA HELM
SOPRANO  USA

2022 CMI Ascend Artist Faculty

TOMOMI SATO
PIANO  JAPAN

2022 CMI Ascend Artist Faculty

SAREK GUTIERREZ
TIMPANI  USA

VOICE

PIANO

TIMPANI

GEORGE AMORIM
DOUBLE BASS  BRAZIL

2022 CMI Ascend Artist Faculty

DOUBLE BASS
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CMI CHAMBER ORCHESTRA

Gemma New conductor

John Wilson piano

Kenny Chauby trumpet

Sarek Gutierrez timpani

Elena Firsova (b. 1950)

Leaving (1998) 12’

Dmitri Shostakovich (1906–1975)

Concerto in C minor for Piano, Trumpet,  22’ 

and String Orchestra, Op. 35 (1933)

 I. Allegro moderato

 II. Lento

 III. Moderato

 IV. Allegro con brio

INTERMISSION

Edvard Mirsoyan (1921–2012)

Symphony for Timpani and Strings (1962)  33’

 I. Andante patetico – Allegro moderato

 II. Allegretto ma non troppo

 III. Adagio – Andante doloroso – Allegro risoluto

 IV. Allegro vivo – Andante – Allegro

June 11, 2022 • 7:30 PM
Ruth Taylor Recital Hall, Trinity University
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CMI ASCEND ARTIST FACULTY

Lori Laitman (b. 1955)

Men with Small Heads (2000) 12’

 I. Men with Small Heads

 II. Refrigerator, 1957

 III. A Small Tin Parrot Pin

 IV. Snake Lake

Christopher Besch bass-baritone

Wayne Ching piano

Kevin Puts (b. 1972)

Quintet for Piano and Strings “The Red Snapper” (2006) 24’

 I. Molto adagio

 II. Scherzo. Prestissimo – Energico

 III. Tema. Adagio e variazioni

Moni Simeonov violin

Jesse Morrison viola

Clare Bradford cello

George Amorim double bass

Wayne Ching piano

INTERMISSION

Gloria Coates (b. 1938)

String Quartet No. 1 “Protestation Quartet” (1966) 6’

Francisco Fullana violin

Daniela Diaz violin

Ramon Carrero viola

Pedro Bonet Gonzalez cello

Florence Beatrice Price (1887–1953)

Piano Quintet in A minor (1935) 27’

 I. Allegro non troppo

 II. Andante con moto

 III. Juba. Allegro

 IV. Scherzo. Allegro – Coda 

Anna Lee violin

Luis Cuevas violin

Jordan Bak viola

Titilayo Ayangade cello

Tomomi Sato piano

June 15, 2022 • 7:30 PM
Carlos Alvarez Studio Theater,  

Tobin Center for the Performing Arts
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CMI ASCEND ARTIST FACULTY

Sofia Gubaidulina (b. 1931)

Piano Quintet (1957) 30’

 I. Allegro

 II. Andante marciale

 III. Larghetto sensibile

 IV. Presto

Moni Simeonov violin

Anna Lee violin

Ramon Carrero viola

Titilayo Ayangade cello

Tomomi Sato piano

INTERMISSION

Sylvie Bodorová (b. 1954)

Terezin Ghetto Requiem (1997) 16’

 I. Lacrymosa

 II. Dies Irae

 III. Libera me

Christopher Besch bass-baritone

Francisco Fullana violin

Ronald Villabona violin

Jesse Morrison viola

Clare Bradford cello

Dora Pejačevic (1885–1923)

Piano Quartet in D minor, Op. 25 (1908) 21’

 I. Allegro

 II. Adagio

 III. Minuetto. Allegretto – Trio

 IV. Rondo. Allegro

Daniela Diaz violin

Jorge Martinez-Rios viola

Pedro Bonet Gonzalez cello

Wayne Ching piano

June 16, 2022 • 7:30 PM
Carlos Alvarez Studio Theater,  

Tobin Center for the Performing Arts
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CMI ASCEND ARTIST FACULTY

Paul Hindemith (1895–1963)

Sonata for Solo Viola (1937) 12’

 I. Lebhafte Halbe

 II. Langsame Viertel

 III. Mäßig schnelle Viertel

Jordan Bak viola

Kurt Weill (1900–1950)

Four Walt Whitman Songs (1942) 18’

 I. “Beat! Beat! Drums!”

 II. “O Captain! My Captain!”

 III. “Come Up From the Fields, Father”

 IV. “Dirge for Two Veterans”

Chelsea Helm soprano

Tomomi Sato piano

INTERMISSION

Erich Wolfgang Korngold (1897–1957)

String Sextet in D major, Op. 10 (1917) 35’

 I. Moderato – Allegro 

 II. Adagio

 III. Intermezzo (Moderato, con grazia)

 IV. Finale (Presto)

Shannon Lee violin

Daniela Diaz violin

Ramon Carrero viola

Jorge Martinez-Rios viola

Clare Bradford cello

Titilayo Ayangade cello

June 17, 2022 • 7:30 PM
Seddon Concert Hall, University of the Incarnate Word
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CMI ASCEND ARTIST FACULTY &  

VOCAL FELLOWS

Erwin Schulhoff (1894–1942)

String Sextet (1920–24) 20’

 I. Allegro risoluto

 II. Tranquillo (Andante)

 III. Burlesca

 IV. Molto adagio

Francisco Fullana violin

Luis Cuevas violin

Jesse Morrison viola

Jorge Martinez-Rios viola

Clare Bradford cello

Titilayo Ayangade cello

Samuel Coleridge-Taylor (1875–1912)

Piano Quintet in G minor, Op. 1 (1893) 26’

 I. Allegro con moto

 II. Larghetto

 III. Scherzo

 IV. Allegro molto – Vivace – Tempo I 

Daniela Diaz violin

Anna Lee violin

Jordan Bak viola

Titilayo Ayangade cello

Tomomi Sato piano

INTERMISSION

Ludwig van Beethoven (1770–1827)

Folksong Arrangements (selection – various years) 35’

Chelsea Helm soprano

Christopher Besch bass-baritone

Kristin Lawler* mezzo-soprano

Abraham Cruz* bass-baritone

Moni Simeonov violin

Pedro Bonet Gonzalez cello

Wayne Ching piano

*2022 Vocal Fellows

June 18, 2022 • 7:30 PM
Seddon Concert Hall, University of the Incarnate Word
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CMI ASCEND ARTIST FACULTY

Gioachino Rossini (1792–1868)

String Sonata No. 6 in D major, “Tempest” (1804) 15’

 I. Allegro spiritoso

 II. Andante assai

 III. Tempesta. Allegro

Shannon Lee violin

Moni Simeonov violin

Jordan Bak viola

Titilayo Ayangade cello

Rowan Puig Davis double bass

Ellen Taaffe Zwilich (b. 1939)

Quintet for Violin, Viola, Cello, Contrabass,  21’ 

and Piano (2010)

 I. Quarter Note = 60

 II. Fantasy. Die launische Forelle (The Moody Trout)

 III. Quarter Note = 120

Anna Lee violin

Ramon Carrero viola

Pedro Bonet Gonzalez cello

George Amorim double bass

Wayne Ching piano

INTERMISSION

George Enescu (1881–1955)

Octet for Strings in C major, Op. 7 (1900) 40’

 I. Très modéré

 II. Très fougueux

 III. Lentement

 IV. Mouvement de valse bien rythmée

Siwoo Kim violin

Francisco Fullana violin

Luis Cuevas violin

Daniela Diaz violin

Ramon Carrero viola

Jesse Morrison viola

Mihai Marica cello

Clare Bradford cello

June 20, 2022 • 7:30 PM • FREE ADMISSION
The Auditorium, Texas A&M University San Antonio
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June 22, 2022 • 7:00 PM • FREE ADMISSION
Edgewood Theatre of Performing Arts

The inaugural class of CMI Teaching Artist Fellows are joined  

by members of CMI Artist-Faculty and TON Fellows in an evening 

of chamber music.
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CMI ASCEND ARTIST FACULTY

Vincent Persichetti (1915–1987)

Parable for Solo Double Bass, Op. 131 –  6’ 

Parable XVII (1974)

 I. In a lyric and free manner

Rowan Puig Davis double bass

Joseph Holbrooke (1878–1958)

String Quartet No. 2, Op. 59a, “Impressions” (1915) 12’

 I. Serenade. Andante carezrezzevole (Belgium 1915)

 II. Russian Dance (on a Russian Folk Tune).  

  Vivace non troppo (Russia 1915)

Brendan Speltz violin

Siwoo Kim violin

Jesse Morrison viola

Mihai Marica cello

INTERMISSION

Alexander Zemlinsky (1871–1942)

String Quartet No. 2, Op. 15 (1915) 42’

 I. Sehr masssig (quasi andante) – Heftig und 

  leidenschaftlich – Andante mosso – Etwas rascher – 

 II. Adagio – 

 III. Schnell (die Achtel) – 

 IV. Andante – Allegro molto – Langsam – Andante

Francisco Fullana violin

Brendan Speltz violin

Jordan Bak viola

Brook Speltz cello

June 23, 2022 • 7:30 PM
Cave Without A Name (Boerne, TX)
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Join CMI’s Ascend summer students and artist faculty in a concert 

celebrating music’s transformative power.

June 24, 2022 • 6:00 PM • FREE ADMISSION
Edgewood Theatre of Performing Arts
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CMI CHAMBER ORCHESTRA

Leonardo Pineda conductor

Francisco Fullana violin

Franz Schreker (1878–1934)

Intermezzo, Op. 8 (1900) 8’

Karl Amadeus Hartmann (1905–1963)

Concerto funebre (1939; rev. 1959) 22’

 I. Introduction: Largo

 II. Adagio

 III. Allegro di molto

 IV. Choral: Langsamer Marsch

INTERMISSION

Dag Wirén (1905–1986)

Serenade for Strings, Op. 11 (1937) 15’

 I. Preludium

 II. Andante espressivo

 III. Scherzo

 IV. Marcia

Arthur Bliss (1891–1975)

Music for Strings (1935)  23’

 I. Allegro moderato, energico

 II. Andante, molto sostenuto – Poco allegretto – Tempo 1

 III. Allegro molto – Andante moderato –  

  Allegro con spirito – Allegro molto – Presto

June 25, 2022 • 7:30 PM
Carlos Alvarez Studio Theater,  

Tobin Center for the Performing Arts



21

MISTY DRAKE
VIOLIN

LINDA DUAN
VIOLIN

YI-TING (JOY) KUO
VIOLIN

HYUNJUNG SONG
VIOLA

The CMI-Bard College partnership is an educational and 

performance collaboration designed to create a stronger 

music foundation for upcoming generations of musicians 

based on mutual values. This partnership involves The 

Orchestra Now at Bard (TŌN), the Bard Conservatory 

of Music as well as Bard Early College. With each Bard 

program, CMI will develop several projects simultaneously, 

including an extension of Bard Early College as a Music Pre-

College in San Antonio, Texas.

THE ORCHESTRA NOW (TŌN)  

TEACHING ARTISTS
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TEACHING ARTIST FELLOWSHIP

MARCELA CAMPOS
VIOLIN • Universidad Autónoma de Zacatecas

APRIL GURROLA
VIOLIN • New Mexico State University

HYOJEONG HAM
PIANO • Stephen F. Austin State University

ABRAHAM ISAI CRUZ
BASS-BARITONE • San Francisco Conservatory

CHRISTOPHER HERZ
VIOLIN • Indiana University

KRISTIN LAWLER
MEZZO-SOPRANO • Longy School of Music of Bard College

EMMA ALVAREZ DE LA ROSA
CELLO • New Mexico State University

MICHELLE RAVITSKY
SOPRANO • Northwestern University

COLIN ROSHAK
CONDUCTOR • Bard College Conservatory Of Music

LEAH WELSH
VIOLA • New Mexico State University

MARGARET WOLFE
SOPRANO • University of Texas at San Antonio

LAURA PEREZ RANGEL
VIOLIN • Bard College Conservatory Of Music

2022 FELLOWS

VOICE

INSTRUMENTAL

BARD COLLEGE CONSERVATORY OF MUSIC

The CMI Teaching Artist Fellowship is a rigorous 

performance and pedagogy training program with the  

aim of bridging the gap between a teaching artist’s 

education, professional performance, and pedagogy 

career. All fellows receive chamber music coaching, 

lessons, supervised teaching, and perform alongside CMI 

artist faculty in chamber music settings.
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GUADALAJARA— 
SISTER CITY PARTNERSHIP
In 2018, our expanding relationship with Guadalajara took 

off, connecting with David Duran of Crescendo, as a musical 

partner across borders. This was only the beginning. 

In 2020, when the new Executive Director Donald Mason 

arrived, this partnership was renewed through the lens of a 

Sister Cities connection. We had 19 Guadalajara students 

join our CMI Ascend - Zoom Virtual Edition, combining with 

our local San Antonio students. 

In 2021, CMI principal violist Jorge Martinez-Rios 

conducted a Masterclass for students at the Centro 

Communitario in Zapopan, Jalisco, as an offering of what 

CMI desires to bring to Guadalajara. 

In 2022, students from Guadalajara are joining us in 

person for the CMI Ascend Summer Education Program. The 

hope is that this partnership would enrich lives and create 

unique experiences for the students, establishing a solid arts 

and culture connection for years to come. 

DAVID GÓMEZ DURAN
CMI GUADALAJARA COORDINATOR/
OPERATIONS MANAGER

BEATRIZ CHENOA ORNELAS GUZMÁN
VIOLIN

ASHLEY ANDREA ALARCÓN LIMA
VIOLIN

ASHLIE ALEJANDRA QUINTERO VALDEZ
VIOLA

MARÍA FERNANDA CARRILLO AVALOS
CELLO

MARISOL MEJÍA JIMÉNEZ
DOUBLE BASS
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   | JUNE 11, 2022

As we can see, Russia has long suffered under brutal 

political leadership. Yet within this repressive country, artists 

still find ways to speak out and express their dissatisfaction 

with the current political regime. For example, composer  

Elena Firsova (b. 1950) relies on twelve-tone serialist 

techniques as the theoretical underpinning of her 

compositions. While serialism can sound detached and 

mathematical to our ears, Firsova imbues this technique with 

an emotional intensity that suggests an underlying narrative 

that is known only to the composer. Firsova and her husband 

became British citizens in the 1990s. Her work, Leaving, was 

composed in 1998 after the death of her father.

Dmitri Shostakovich’s (1906–1975) Concerto in C minor 

for Piano, Trumpet, and String Orchestra was conceived in 

1933 and performed by the composer with the Leningrad 

Philharmonic Orchestra. The concerto was originally 

conceived as a work for solo trumpet, but he later changed 

it to a double concerto, ultimately conceiving a work that is 

a concerto for solo piano with solo trumpet. This ambiguity 

likely fits within the Soviet Union’s ambivalence toward the 

concerto: Traditionally, the concerto is a virtuosic work that 

highlights the talents of an individual performer and not the 

collective ensemble. Therefore, Shostakovich allows the two 

instruments to share the spotlight, never outdoing each other 

but working in tandem to develop new themes. The overall 

work contains composer’s emotional dynamism, moving 

from passionately lyrical moments to flippant boisterous 

marches. Sadly, this carefree compositional style would 

come to a close three years later as the Stalinist regime took 

aim at Shostakovich’s growing popularity and forced him to 

reign in his compositional excesses.

Another Soviet-era composer, Edvard Mirzoian [Mirzojan] 
(1921–2012) was an Armenian musician who spent a 

majority of his career in the country’s capital, Yerevan. He 

would also establish the Composers’ Union Resort in Dilijan, 

which hosted Shostakovich and Benjamin Britten, among 

others. The site now sits derelict in the Armenian forest. 

Mirzoian’s Symphony in C Major for Strings and Timpani 

demonstrates the composer’s reverence for composers 

Prokofiev, Shostakovich, and Bartók. Within the work, the 

PROGRAM NOTES
By Dr. Eric Schneeman
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composer attaches modernist harmonies to the lyricism of 

Armenian folksongs. The Symphony opens with a double 

fugue based on a folksong, and the pulsating second 

and fourth movements are derived from Armenian dance 

rhythms. Fun fact: In 1997, he became a member of the 

International Academy of Sciences, Education, Industry and 

Arts in California.

           | JUNE 15, 2022

American composers have long struggled with their place 

in the world of classical music. Upholding the European 

masters as the apex of musical traditions, it took centuries 

for a uniquely American sound to emerge in the concert hall. 

Take the foundation of the National Music Conservatory in 

the 1890s for example: The conservancy’s founders turned 

to the Czech composer Antonín Leopold Dvořák to direct the 

school, hoping that a European composer would lend the 

school some legitimacy. Dvořák then went on to claim that 

the roots of a distinctly American music could be found in 

the music of Native Americans and African Americans. Most 

American composers living in a period of racial segregation 

and oppression, however, were not ready to hear or accept 

such a statement.

If we look at the life of composer Florence Beatrice Price 

[née Smith] (1887–1953), we hear how this racial struggle 

in our country dominates our musical soundscape. Born to 

a mixed-race family in Arkansas, she studied at the New 

England Conservatory in Boston, where if anecdotes hold 

true, she had to pass as “Mexican” to fit in. After settling in 

Chicago in the 1920s, she won the Wannamaker award in 

1932 for her Symphony in E minor. The work was performed 

by the Chicago Symphony Orchestra, making her the first 

African-American woman to have an orchestral work 

performed by a major American orchestra. Despite her 

prolific compositional output, most of her work remained 

unpublished decades after her death, and musicologists 

ignore her work and contribution to 20th-century American 

music. The Piano Quintet in A minor was discovered in 2009 

and later published in 2017. There is some ambiguity as 

to when she composed the work, but it was likely written 

around 1935 when she played theatre organ for silent films. 

The work follows the traditional European formal practice 

of four movements but derives its musical materials from 

African-American musical traditions. The first two movements 

are based on African-American spirituals and hymns while 

the third movement is a juba stomping dance. The fourth 
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movement comes directly from the chamber music tradition 

as Price demonstrates her mastery of composition bringing 

the work to stirring conclusion.

Like Price, Gloria Coates (b.  1938) was a musical prodigy, 

winning a prize in composition at age 12. After studying 

composition with Alexander Tcherepnin at the Mozartem, 

she produced a series of German-American concerts in 

Munich in the 1970s and was an active member of the 

Darmstadt School of experimental composers. Starting in 

the 1960s, Coates developed a method of composing using 

microtones and experimenting with multiphonics. Her First 

Quartet marks the composer’s aesthetic shift after her student 

years. Here, Coates is interested in the traditional canon (a 

contrapuntal technique in which one or more voices imitate a 

melody). She uses this as a structural framework for her sonic 

experimentations. In this quartet, the canon is heard in the 

upper three strings, with the cello playing a contrasting role: 

first a soliloquy, then an eerie ostinato in harmonics, and then 

the opening soliloquy in retrograde.

Lori Laitman (b.  1955) is also a living composer who is 

pushing the boundaries of music with her hundreds of songs 

based on classical and contemporary poets. Laitman’s 

music encompasses a stream-of-consciousness process that 

is readily heard in her setting of Thomas Lux’s poem, “Men 

with Small Heads.” The composer’s daughter asked her 

to set Lux’s poems to music. Laitman writes that “I thought 

the text might be impossible to set to music. However, as I 

delved further into Mr. Lux’s poems, I came to appreciate 

their incredible structure, and my imagination ran wild.” 

For her setting of “Men with Small Heads,” the composer 

intentionally quotes “America the Beautiful” to capture the 

poem’s whimsical, dreamy qualities.

Typically, I would write program notes for concerts with 

one token female composer and the rest male. However,  

Kevin Puts (b.  1972) is our stand-in White male composer 

for tonight’s concert. As a faculty member at UT Austin, Puts 

received a commission from Bob and Carol Freeman to 

compose a companion piece to Schubert’s “Trout Quintet.” 

Funding for the commission came from the Paul Gaido 

who owns the seafood restaurant Gaido’s at the Seawall 

in Galveston. Puts describes his compositional process 

as follows: “In order to further develop this connection [to 

Schubert’s Quintet], Mr. Freeman commissioned poet Jack 

Brannon to compose a poem entitled Red Snapper, the first 

stanza of which I was asked to set to music. I would then use 

this music as the theme for a set of variations somewhere in 
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the quintet, since the fourth movement of Schubert’s quintet 

is a theme with variations on Die Forelle (The Trout), a song 

composed by Schubert himself.” The resulting composition is 

a meditation on the nature of fish: the first movement captures 

the stillness of the water and ambiguity of space as the fish 

floats through the waves, whereas the second movement 

depicts the fish’s fast, agile body swimming through the 

water, only to return to the serenity of the gulf waters in  

the final movement.

       | JUNE 16, 2022

Sofia Gubaidulina’s (1931) Piano Quintet was composed 

in 1957 when she was a student at the Tchaikovsky 

Conservatory in Moscow. Her advisor, Vissarion Shebalin, 

hosted private concerts at his house where students, 

musicians, and intellectuals exchanged ideas and performed 

new works. Gubaidulina remembered these events fondly: 

“Every Friday, at [Shebalin’s] home, there was a gathering 

of composers, interpreters, and musicians. Shebalin’s wife 

attended to the food and drink, and provided a fine spread…

Then we all sat down to eat and started on the vodka…

Shostakovich’s two sisters came too, and once Sviridov 

appeared with his wife. On one of these Fridays, the Komitas 

Quartet and I played my Piano Quintet.” The work clearly 

demonstrates not only the influence of Dmitri Shostakovich on 

the young composer but also her mastery of form and motivic 

development. After her studies, Gubaidulina experimented 

with various combinations of instrumentations, tuning, and 

alignment of spirituality and music (much to the chagrin of 

the Soviets). Particularly in the piano part, we already hear 

this experimentation in which the instrument sounds more like 

a drum set than piano.

Sylvie Bodorova (b. 1954) grew up in Slovakia but 

currently resides in the Czech Republic and frequently teaches 

at the University of Cincinnati. The Terezin Ghetto Requiem 

grew out of a commission from the Warwick Festival in 1997. 

Bodorova conceived the work as a Requiem—the traditional 

mass for the dead in the Catholic church—for the musicians 

of the Terezin ghetto who still performed concerts despite 

their horrid conditions. Adding a singer to the quartet, she 

combines sections of the traditional Latin mass with Hebrew 

prayers. In the first movement, she briefly quotes a melody 

from Verdi’s Requiem, a work that the Terezin musicians 

performed 20 times from 1943–1944. The second movement 

is a Dies Irae – a sequence about the day of judgement – that 

concludes with the Hebrew call “Gael Israel.” To conclude, 
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the composer turns to the text “Elokai neshama” (God, the 

soul you have given me is pure) and “Requiem aeternam dona 

eis, Domine” (Grant them eternal rest, Lord). It wasn’t until 

nearly completing the composition that she visited Terezin. 

She notes that “In September 1997 when the composition 

was almost finished, I was in Terezin where I heard exactly 

what the inmates had heard: Verdi’s Requiem. I felt crushed 

by the walls of the cells around me; they seemed to radiate 

unbearable weight…. As soon as the music sounded, I looked 

up at the sky, just as they had done those years ago, and all 

of a sudden, I felt I was free as a bird.”

Whereas Bodorova and Gubaidulina composed under the 

shadow of communism, Dora Pejačević (1885–1923) 

grew up in a Croatian noble household at the fin-de-siècle. 

She studied at the Croatian Music Institute in Zagreb and 

travelled extensively throughout Europe, building a vast 

network of intellectuals, artists, and musicians. She would 

have a lasting impact on Croatian musical culture, composing 

the first orchestral song in the Croatian language. Her 

Piano Quartet in D minor is Romantic in nature and elegant 

throughout. The first movement follows the traditional sonata-

allegro form (exposition – development – recapitulation) but 

by the second movement, she introduces a tender Adagio 

that is based on a Croatian folk tune. The third movement is 

labeled a minuet (a courtly dance from the 18th century), but 

she places the accent on the third beat to give the movement 

a folkish quality. The fourth movement is rondo in which a 

duple meter Croatian dance tune returns three times to bring 

our work to a jovial conclusion.

   | JUNE 17, 2022

Paul Hindemith (1895–1963) came to composition 

maturity during the 1920s and 30s when artists were struggling 

to find their place in post-War Europe. There was a desire, on 

one level, to retreat from the common, popular culture but on 

another to engage with popular culture and create modernist 

music for common occurrences. Hindemith chose the latter 

route and embraced the practice of Gebrauchsmusik (music 

for use). The idea was to compose modern music that would 

support a film, sporting event, or casual dinner. In that vein, 

Hindemith composed a solo sonata for every instrument of 

the orchestra to highlight their unique qualities and provide 

every musician with something to perform at a concert or at 

home. He was particularly fond of the viola – an instrument 

that is often overlooked next to its skinnier, shriller sister, the 

violin – and gave up his career as a violinist to specialize 
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in the viola and its Baroque ancestor, the viola d’amour. 

Hindemith eventually composed four sonatas for viola. The 

fourth sonata, which you’ll hear tonight, was composed for 

his 1937 tour of the USA. He claimed to have composed it 

in two days on the train. The compositional language of the 

sonata is modernistic, with the extensive use of chords built 

on fourths and fifths. The second movement is particularly 

expressive with its extended pizzicato section that sounds 

like a strumming guitar.

Like Hindemith, Kurt Weill (1900–1950) was another 

German émigré who relocated to the United States at the 

outset of World War II due to the Nazi’s anti-Semitic policies. 

The German composer shared his time between Broadway 

and Hollywood, having quickly adapted to the American 

music industry. Weill supported the United State’s entry into 

the War, and his settings of Walt Whitman’s poems are very 

much in line with those beliefs. This call to arms is strikingly 

heard in Weill’s setting of “Beat! Beat! Drums!” in which the 

piano mimics the steady, rhythmic beat of a war drum. The 

composition also exhibits Weill’s fondness for American 

popular music, which is heard in the settings of “Oh Captain! 

My Captain” and “Dirge for Two Veterans.”

While Weill would focus most of his compositional energy on 

Broadway and American musical theatre when he arrived in 

the USA, Erich Wolfgang Korngold (1897–1957) would 

apply his compositional skills to Hollywood and American 

cinema. Korngold was a child prodigy in his native Austria 

– at age 9, he performed his cantata Gold for Gustav 

Mahler and then two years later produced the ballet Der 

Schneemann (that name looks familiar) at the Vienna Court 

Opera. His Sextet emerged during a frantic compositional 

period in his life around 1914 when he was in the midst of 

completing his first opera. The entire work demonstrates 

the composer’s meticulous care for motivic development 

within a late romantic chromatic language. Moving from the 

emotionally intense and contrapuntal first two movements, 

the third movement offers the listener a nostalgic tour of old 

Vienna with a potpourri of wafting serenades and joyous 

waltzes. The final movement quotes thematic material from 

earlier movements but transforms them into a rollicking 

dance piece to bring us to a rousing close. Korngold was 

invited to Hollywood in 1934 to score a film adaptation of 

A Midsummer Night’s Dream but the Anschluss between 

Germany and Austria prevented him from returning home. 

He remained in Hollywood for the rest of his life where he 

completely revolutionized film music, creating symphonic 

masterpieces for each movie.
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      | JUNE 18, 2022

Antonín Dvořák recommended the young Erwin Schulhoff 
(1894–1942) to the Prague Conservatory in 1904 and 

from that point onward his musical career was decided. 

He later studied in Vienna and Dresden, but his musical 

career was restricted when he was conscripted into the 

Austrian army in 1914. He experienced a complete mental 

crisis at the battle of Asiago, which left him disillusioned 

with society. During his period of recovery in the 1920s, he 

encountered modernist painters, writers, and composers—

even establishing the “Werkstatt der Zeit” which supported 

composers of the Second Viennese School, among others. 

Ultimately, his encounter with American jazz helped him 

find the compositional freedom he needed to reignite his 

creative impulse. Schulhoff’s Sextet captures his desire to 

synthesize these modernistic tendencies with folk music 

traditions. The first movement was composed in Germany 

and is atonal (no central tonic or key), following very much 

in line with the Second Viennese Expressionists movements. 

The last three movements were composed in Prague and use 

Czechoslovakian folk elements as their driving force. The third 

movement is even entitled a ‘Burlesca’ (Czech for burlesque) 

to suggest a jazzy playfulness. The entire four movements, 

however, is held together by a motivic cell (C-G-D flat) that 

appears in the first movement and then again in the fourth. 

Instead of repeating these motives in a moment of grand 

transformation, they fall into silence. Schullhoff’s life took a 

tragic turn with the advent of World War II: As a socialist and 

because of his Jewish ancestry, the Nazis imprisoned him 

when he was trying to flee to the Soviet Union, leaving him to 

die in the Wülzburg concentration camp. 

Samuel Coleridge Taylor (1875–1912) was a Black 

English composer, conductor, and professor, who was 

fascinated with American folklore and culture. On his first tour 

of the United States in 1904, he was invited to meet President 

Theodore Roosevelt at the White House. He saw it as his 

mission to help African Americans and promote their musical 

culture, often meeting with African-American intellectuals 

and inviting them on tour. His contemporary critics dubbed 

him the “African Mahler” even though he was very fond of 

Dvořák’s music, which is heard clearly in the Piano Quintet. 

First performed in Croydon on 9 October 1893 when the 

composer was only 18 years old, the Quintet shows his 

indebtedness to and mastery of the European Classical and 

Romantic traditions.  
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Beginning in the late 18th century, there was a growing 

fascination with folk music and poetry. This fascination, 

however, would not really take over the classical music 

world until the 19th century. Like many of his contemporaries, 

Ludwig van Beethoven (1770–1827) was interested in 

folk music–not for nationalistic expression, but for simple 

musical enjoyment. He often dissected simple folk or popular 

tunes to integrate them into a larger chamber or symphonic 

work (think, for example, of the banal tune in the finale 

to his ninth symphony). Tonight’s performances features 

Beethoven’s arrangement of a set of English, mainly Scottish, 

folk songs, that were commissioned by George Thomson 

of Edinburgh. These arrangements were written entirely for 

private concerts and amateur musicians in mind, giving 

performers the option to omit the violin and cello parts if 

needed. Thomson, however, did complain of the complexities 

of the compositions. To which Beethoven responded, “I am 

sorry that you are the loser, but you cannot blame me, since 

it was up to you to make me better acquainted with the taste 

of your country and the little facility of your performers.”     

 | JUNE 20, 2022

Gioachino Rossini (1792–1868) has long been associated 

with opera, with his instrumental works languishing in 

obscurity. Rossini’s father was a horn player and his mother a 

singer, so the young Rossini developed an ear for music very 

quickly. His String Sonatas were written by a 12-year-old 

Rossini for the merchant Agostino Triossi, who played double 

bass. The Sonatas are of unusual arrangements as they lack 

a viola. The Sixth Sonata, which is on tonight’s program, 

is a delightful work that is Mozartian in nature but mixed 

with Rossinian humor. This is especially heard in the third 

movement in which the composer depicts the quickening of 

rain drops to a full-blown storm, with screeches of lightening 

in the first violin. Rossini would later come to reject these 

works, calling them horrendous.

Ellen Taaffe Zwilich (b. 1939) is the first woman to receive 

a DMA in composition from the Juilliard School of Music 

and the first to win the Pulitzer Prize in music for her first 

symphony. After the death of her husband in 1979, her work 

became increasingly atonal in nature, trying to make a direct 

emotional appeal to the listener. Recently, she has moved 

closer to a neo-classical and even neo-romantic sound 

that draws upon chromatic harmonies, even phrasing, and 

recognizable thematic repetition. She relies often on musical 

quotations —directly quoting past musical pieces and 
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themes but then harmonizing, transfiguring, and modifying 

those pieces to the point that they become unrecognizable 

and, in some cases, disturbing. Her Quintet for Violin, Viola, 

Cello, Double Bass, and Piano is very much in line with this 

neo-romantic sound and quotation technique. The work was 

commissioned by the Kalichstein-Laredo-Robinson Trio in 

2010. The composer pays homage to Schubert’s beloved 

Quintet “Die Forelle” (The Trout) with a bluesy interpretation 

of the main theme. 

Like Rossini’s Sonatas, George Enescu’s (1881–1955) 

Octet was written when the composer was still in his youth. 

Years later, the composer reminiscently said that “When I 

started this work, I had set myself a goal which was more 

concerned with formal proportions than any personality of 

style…. An engineer starting on his first suspension bridge 

over a river wouldn’t be more nervous than I was, filling in 

my manuscript papers. But this search for such a complex 

structure was thrilling.” The result is a fully integrated work 

in which the four-movement structure forms a single work 

in the traditional sonata form (Exposition [movement 1] 

– Development [movements 2 and 3] – Recapitulation 

[movement 4]). Ultimately, Enescu treats all eight members 

of the octet as individual voices who typically play against 

each other in counterpoint but come together at moments of 

melodic expansion and transformation.

  | JUNE 23, 2022

How many double basses does it take to screw in a light 

bulb? I – V – I – V – I. Get it? The double bass is often 

relegated to a support position in the orchestral music, having 

few solos or carrying the main melody. In the end, it took 

jazz musicians to show the classical world what the double 

bass could do. Vincent Persichetti (1915–1987) was an 

American composer who studied double bass, along with 

composition, at the Combs Conservatory in Philadelphia. 

His compositional output was based on the fundamental 

principle of a fluent musical vocabulary that integrated all 

styles and techniques from jazz to atonal serialism. This is 

exemplified in his series called Parables, which he called 

“musical essays about a single germinal idea.” Most 

Parables are written for a monophonic instrument and based 

on motifs from his other compositions. For his 17th Parable 

for Solo Double Bass, Persichetti gives the performer some 

freedom, allowing them to play “In a lyric and free manner” 

and that the “Strings may be tuned up a whole-tone.” The 

work is a constant dynamic shift from a soft lyricism to some 
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gritty sections that fully explore extended techniques on the 

instrument. It took Persichetti 21 years to complete his Parable 

series, and it contains 25 different works. 

Joseph Holbrooke (1878–1958) was a prominent 

figure in British musical life but has since fallen out of the 

repertoire and history books. His career launched in 1900 

with a dramatic musical representation of Edgar Allen Poe’s 

The Raven at the Crystal Palace. Most of early commissions 

were of large-scale choral works for provincial festivals, 

but that all changed when he received patronage of Lord 

Howard de Walden. The two of them were fascinated by 

Welsh mythology, even collaborating on operatic trilogy, 

The Cauldron of Annwn. Moreover, the two of them travelled 

abroad extensively. In Holbrooke’s String Quartet No. 2, 

“Impressions,” we hear a sonic depiction of the bitter Russian 

landscape in the first movement. This dark opening gives way 

to a lyrical serenade that is tinged with a beautiful sadness. 

In complete contrast, the second movement is a joyful piece 

based on Russian dance tunes. 

Like the other composers on this program, Alexander von 
Zemlinsky (1871–1942) is another composer whose works 

have fallen into obscurity but are slowly returning to the concert 

hall. Zemlinsky’s life is often overshadowed by his wayward 

student and brother-in-law, Arnold Schoenberg.  Unlike his 

student, Zemlinsky never made the final step into the world of 

atonality. With that said, the composer clearly expands the 

boundaries of the possibilities of tonal compositions, which 

we hear in his String Quartet No. 2 (completed in 1915). His 

second quartet came about during his confining career as an 

orchestra and opera conductor in Vienna and Prague. In the 

summer of 1913, he went to the Tyrolean Alps for a moment 

of peace. He emerged from the mountains with an extensive 

quartet that is deeply personal. There is some speculation 

that the work is his apology or confession to Schoenberg: 

Zemlinsky’s sister and Schoenberg’s wife, Mathilda, ran 

off with the painter Richard Gerstl, who was friend of the 

two composers. When she returned to Schoenberg, Gerstl 

committed suicide. This episode drove a wedge between the 

two composers. Perhaps, this quartet was a means to express 

his emotional state and to make amends with Schoenberg. 

The key of the work is F# minor. In German, a sharp (#) is 

called a Kreuz, which is also the word they use for “cross” or 

“crucifixion.” (Johann Sebastian Bach, for example, always 

added an accidental sharp on the word kreuz in his cantatas 

and other sacred works.) Though the key signature states 

F# minor, much of the music is polytonal and even atonal 

at certain moments, suggesting that Zemlinsky was trying to 
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come to some form of reconciliation or resolution between 

his tonal-oriented compositions and his pupil’s atonal style. 

In the end, we are still left to wonder if the old composer ever 

found the resolution he was looking for. 

        | JUNE 25, 2022

Though a colleague of Berg and Schoenberg, Franz 
Schreker (1878–1934) remained rooted in the late 

Romantic language while pushing the boundaries of timbre 

and tonality. His father was a photographer of Jewish birth, 

and his mother was a member of the Catholic aristocracy of 

eastern Styria in Austria. They travelled extensively, settling 

in Monaco where Franz was born in 1878. When the father 

died, the family moved to Vienna where Schreker enrolled 

at the Conservatory. After graduating, he traveled as a 

violinist and composer. The Intermezzo received its premiere 

at the Konzertverein in Vienna, and then won first prize in 

a competition sponsored by the Neue musikalische Presse. 

The work is sentimental in nature and fully indebted to the 

Romantic tradition of Brahms. The peak of Schreker’s career 

came in 1920 when he was appointed the director of the 

Hochschule für Musik in Berlin. In 1932, he was forced to 

resign from his position, possibly because of pressure from the 

Nazi party. Even then his attempt to host masterclasses at the 

Prussian Academy of the Arts were marred by government 

interference, and he was forced to resign after four months. 

Two days before his 56th birthday, he had a stroke and died. 

Whereas Schreker experienced the effects of Nazism in 

Berlin and did not live to see the full devastation of World 

War II, Karl Amadeus Hartmann (1905–1963) saw the 

rise of Nazism in his hometown of Munich and its eventual 

downfall. Fortunately, he was able to distance himself from 

the Nazi party and was even able to continue composing 

works that mocked and resisted Nazi aesthetics. He often 

quoted Hebraic incantations and folk music. The Concerto 

funebre was composed in response to the German invasion 

of Czechoslovakia in 1938 and includes thematic references 

to a Hussite choral of resistance, a Russian revolutionary 

hymn, and selections from Smetana’s Má Vlast. The work is 

a full exploration of the devastation of war – from grotesque 

rhythms, unsettling dissonances, to poignant melodies of 

remembrances and transcendence. 

The Swedish composer Dag Wirén (1905–1986) lived 

through World War II and seems to have ignored it or 

protested it in his own unique way. From 1931 to 1934, 

he studied composition in Paris, where he came under the 
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neo-classical influence of Stravinsky, Prokofiev, and Poulenc. 

For Wirén, neo-classicism presented him with a formal 

process that allowed him to package “modern” music in 

a listener-friendly manner. Perhaps his most well-known 

work, his Serenade for Strings was composed during World 

War II and rejects those expressive, harsh tonalities of his 

contemporaries. The fourth movement is a parody of military 

music that is so banal, critics argue that it was really a subtle 

protest against war as it leads to nothing. Wirén’s desire 

to write commercially accessible modern music led him to 

compose a piece for the 1965 Eurovision contest. Suffice it 

say it didn’t win. 

Arthur Bliss (1891–1975) served in World War I as a 

member of the Royal Fusiliers and then in the Grenadier 

Guards. He received decorations along with physical and 

emotional battle wounds that never fully healed. Perhaps 

as a form of therapy, Bliss threw himself into music after the 

War, establishing himself as a natural leader in England’s 

musical culture. Bliss’s Music for Strings was composed in 

1935 for the Salzburg Music Festival and comes a year after 

the death of the composer and colleague Edward Elgar. 

The work’s lush Romantic harmonies and intimate melodic 

writing pay homage to the late composer without falling into 

overt sentimentality. Ultimately, the work encapsulates Bliss’s 

gargantuan personality and his love for harmonic surprises.

2023 BRINGS A NEW 
MEANING TO CMI.
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