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ANTHONY DI BONAVENTURA, piano

BACH-LIPATTI

SCHUBERT

PROKOFIEV

Pastorale in F Major for Pedalcembalo
BWYV 590

Sonata in A Minor, D. 845

Moderato
Andante—Poco mosso
Scherzo: Allegro vivace
Rondo: Allegro vivace

INTERMISSION

Ten Pieces from Romeo and Juliet, Op. 75

Folk Dance

The Street Awakens

Arrival of the Guests

The Young Juliet

Masks

The Montagues and the Capulets
Friar Laurence

Mercutio

Dance of the Girls with Lillies
Romeo bids Juliet Farewell




Audience members rarely understand the kind of slow and careful though that
does into constructing a recital program, particularly one for the piano, the
instrument with the richest, most widely variegates repertory of all. A few years
ago, evenings devoted entirely to the music of one composer came into fashion,
but sanity has been restored and that fad has passed. We have returned to the
sort of program that exhibits both unity and contrast, variety combined with an
underlying theme, and most of all, balance and dignity. This evening’s olio of Bach,
Schubert, and Prokofiev exemplifies all of these qualities in a manner that has
marked this pianist’s program for decades.

Three-score years ago, little information about Baroque music before that of
Johann Sebastian Bach had come to light. Now that we have learned so much
about it, and listened with pleasure to masters like Monteverdi, Schiitz, Lully,
Purcell, and Handel, all of whom stand as tall as the Empire State Building or the
Sears Tower, the achievements of Johann Sebastian Bach, to our amazement,
continue to grow in stature, to loom Everest-like over everything and everybody.
We even find this to be true in minor works, for even these sound better than
“major works by others. This Pastorella, as the manuscript entry reads, cannot be

ed or even authenticated with security. Most Bach scholars think it comes from
the composer’s Arnstadt period, when he has not yet quite settled upon a musical
language that carried his thoughts forward most efficiently and properly.

[ think its unprecedented structure and lack of documented motivation speak
against Bach as its composer. Every measure of its four movements, however,
reveals the wondrous intricacies of rhythm, voice leading, and energy that mark his
style and distance it from that of all others. We know of many examples of pieces
by other composers that Bach copied, rarely literally, but in the spirit of
“improvement.” From Vivaldi concertos to a Sanctus by Johann Kaspar Kerll, we
see Bach’s editing process in action, sometimes altering the original so radically as
to become actual recomposition. This piece feels like one of those to me, though
that opinion lacks the backing | wish | could supply.

Originally written for organ, the transcription by the Rumanian pianist Dinu Lipatti
(1917-1950), one of the most poetic, sensitive pianists of his era, generally makes
the transfer a success; an unfortunate addition he made to the first three measures
of the second half binary form of the final movement mars a nearly flawless
arrangement. He cleverly makes up for the piano’s lack of a foot pedal to hold
bass tones for four of five measures at a time by restriking these tones at vital
junctures, often surreptitiously, to produce the effect of an unseen buttress keeping
the contrapuntal lines stable. This works most effectively in the opening
“invention” where the lower imitative line cannot sustain its role as a true bass.
Lipatti keeps Bach's ornament signs and spacings in place, adding only tempo,

tronome and phrase markings not in his source. Most of these feel very musical
2nd compelling, even in our era when so much about Baroque performance

ctice has undergone drastic revision. Since organist rarely play this piece even
now, this arrangement’s credibility needs no defense.
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The 12/8 first movement proceeds like some of the Well-tempered Clavier preludes, a
unitary design unwinding in an almost stream-of-consciousness manner, moving
languorously from the main tonality of F major to a surprising cadence on its
mediant, A minor. The binary second movement, stably in C major throughout,
features gestural syncopation that leads to further inner rhythmic invention. The
third movement shifts mode to C minor, and feels like a menuet or a passepied,
though its form resembles that of the first movement. The finale, a three-voice
fugue in binary form, whose first-half voices enter from the top down, and second-
half voices do the opposite, finally states and prolongs F major as the true tonic.
All of the previous movements end somewhat precipitously and as though more
were to come—only this finale concludes the whole successfully. My theory
suggests that the piece, before Bach improved it, leaked badly, until Bach wove it
into this unique fabric. lts four movements lean upon each other and only make
sense together and in proper sequence. But—what else would one expect from
the most incomparable master of them all?

Franz Peter Schubert composed two sonatas in the key of A minor, that Otto Erich
Deutsch listed, respectively, as numbers 784 and 845; about seventeen months
separate the two. The three movements of D.784 express, for the first time in )
Schubert’s solo piano sonatas, the tempering of youthful exuberance and classical
with a sense, however restrained, of impending tragedy. The four movements of D.
845 express maturity and a sense responsibility to the tradition of Haydn, Mozart,
and Beethoven in which Schubert grew up, together with the realization that he
would never come to experience their material success or fame. Every movement,
moreover, truly finds a means of expression different from anything the classic
masters employed; this seems to be the earliest sonata to absorb the revolutionary
gains Schubert had made in the programmatic Trout Quintet and Wanderer Fantasy.
This sonata takes a large step towards the great last trio of sonatas that its
detractors call “long-winded and boring,” and its army of admirers describes as of
“heavenly length.”

|
|
The first movement employs shifting dynamic levels and sudden accented chords in ‘
the Beethovenian manner far more than any of the eight preceding piano sonatas’
opening forays. Its phrases seem at first to be balanced in the standard classic-era (
question-answer format, but the answers never truly reply to the questions, either
motivically or tonally. In fact, when a second “theme” enters in the tonic [in ‘
measure 26, to be technical about it) fortissimo, one gets the notion that the

opening ideas seem somewhat introductory to this fanfare of repeated notes and

chords. And when the bridge reaches for the true second theme in C some forty
measures afterwards, the opening idea recurs in C minor to be followed by the

second one in C major. This rhetorically peculiar “double-monothematic” ‘
structure appears rarely before (the first movement of Mozart’s wildly romantic G \
minor String Quintet, K. 516 comes to mind). )) ‘

What Schubert then does in his extended development section and even mor )
greatly extended recapitulation defies all “Classical” logic. Each of the two motivic
seeds of the movement grows, sprouts blooms and spans a few secondary and



tertiary motives that add a hundred measures to the usual length of such a
piece. The coda, also greatly extended from even most Beethoven models,
employs enormous pp to ff dynamic contrasts to point up the motivic growth
and a couple of harmonic coups too complex to explain here, particularly the
on (in m. 272) in which the D-sharp replaces E-natural in the opening motive.
Never had the so-called German augmented sixth chord resolution appeared
in so many guises once after another, or with so deceptive a set of roles. Even
the final cadence echoes this resolution. This movement achieves a strange
new manifestation of organic functionality, a kind of mixture of mammalian and
reptilian elements, like a duck-billed platypus. Several of Schubert’s subsequent
sonata first movements would build upon its achievements.

One rarely thinks of Schubert as one of the composers who employs theme-
and-variation form either frequently or with signal success, especially when
compared to his idol Beethoven, or to Brahms, the composer who most
idolized him. The second movement of this sonata may be one of Schubert's
most subtle, delicate and effective theme-and-variations pieces. |t seems almost
~wmyrilegious to write about how it works, something like explaining the punch

)s of jokes. From the theme’s clever employment of a pedal tones above the
main melody in a middle voice, to the final variation in triplets (a virtual 9/8
meter, though not notated as such) with its shifting of inner voices that
disguise the relative position of the theme’s main ideas, this piece resists
explicit description. No piece sounds more simple or straightforward at its
surface, only to conceal so many “pearls in the depths below”—(a line from
the Schwanengesang lied Das Fischermddchen). Liszt tried to arrange this one
movement in one of his “paraphrases” in 1862, but gave it up, realizing that he
could only spoil the purity of this masterpiece.

One of Ravel’s Miroirs sports the title Oiseaux tristes (sad birds); have you ever
heard birds singing in a way that sounds sad? Schubert’s third movement, a
Beethovenian scherzo, clearly sounds sad at times and contemplative at most
others—a sad joke, an oxymoron. It also features motives.reminiscent of some
in the previous two movements, in the manner of Beethoven’s Fifth Symphony,
while changing their character so much that it seems to prefigure the
“thematic transformation,” protesses of Berlioz and Liszt. Eduard Steuermann,
the pianist famous as the greatest exponent of the piano music of Arnold
Schoenberg, particularly lionized this scherzo, though he enjoyed playing every
movement. He once told me that, in this movement, Schubert cries out to his
friends for understanding of his pain behind his smiling face and thick glasses.
When he played it for me, he cried soundlessly, but | saw tears welling up in
his eyes. This remains my most vivid memory of this wonderful musician, and |
never hear it, especially the Trio section, without thinking of how much of my

A )itivity to music | owe to him.

J



Schubert expresses his most heartfelt admiration of Beethoven, and especially of his
powerful symphonies in the finale of his own “Great” Symohony in C major, D.
944. The rondo finale of this sonata employs some of the same devices as D. 944,
though in an almost embryonic way. Its 2/4 meter does not represent the true
rhythmic organizing principle of the piece, but merely its impulse, its beat. Of
course the 3/4 scherzo did the same thing, but there its rhythmic structure had
consisted of absolutely regular four measure phrases for all the scherzo and trio,
save for one extra two-measure bridge just before the A minor turned into major
in mm. 96-7. This four-squarishness (in German vierhebigkeit) characterizes scherzos
well into the 9™ century. But this rondo avoids the regularity for more than three
phrases in a row. Close examination of the score reveals four-measure phrases
mixed with a few threes, many sixes, an occasional five, and a few whose length
seems most problematical to discern. The dramatic energy and tension created by
the unpredictability of these phrase units cannot be overestimated, leading at time
to near chaos. Beethoven comes close to this at times, and | think Schubert tries to
outdo his master in this finale—most telling seem to be the equivocal places, where
one skis near the edge of a cliff.

This technique also applies to the rondo form, usually a clear division of )
contrasting sections, known as A, B, C, etc. In this example, the borderlines
between the sections blur, the contrast cannot be easily perceived, and one gets
the impression of a sort of tonal and motivic osmosis between them. Then the A
returns in the D minor rather than the A minor, it sounds like some of the
composer’s most experimental sonata-allegro forms. And the very subtle blend of
sonata, rondo, scherzo, and variation elements in this movement remind most
music lovers of many of the best pieces of Beethoven's heroic middle period. In the
body of this sonata, Schubert pays more tribute to Beethoven than in any of the
others, while remaining himself, and expressing his homage in a way that no other
composer did or could. The later sonatas would concentrate on Schubert’s
personal issues and ideas, but in this one, the younger man stretches out his hand
to his idol.

The ballets of Chaikovskii and Stravinskii justifiably’serve as models of that genre.
One can still assert and defend the proposition that Sergei Prokofiev’s Romeo and
Juliet ranks above all others in its brilliance, expressively, and above all else, in its
loyalty to the spirit, and the full text of Shakespeare’s play. VWhen compared to
Prokofiev’s opera War and Peace, which makes a bleeding torso of Tolstoi's epic
novel, Romeo and Juliet seems almost like incidental music to the full, uncut play. |
have seem the ballet twice, and own a video of it with Rudolf Nureyev as Romeo
and Margot Fonteyn as Juliet, with the brilliant British Royal Ballet Company, filmed
in 1966, and it remains one of my most treasured possessions.

The singing of text slows opera down to a crawl, so a libretto must be fashior 3 )
that cuts away a great deal of any play. Gesture and bodily motion, on the ot. )’
hand, can quickly suggest text, emotion, and events in such a way that a balle )))w
follow the sense of a play almost more rapidly than the original. Prokofiev en, #ys
this to excellent effect; knowing that almost every schoolchild in almost every
civilized country knows the text of Romeo and Juliet by heart, he merely has to



suggest and/or reflect the text in body movement and gesture, allowing the
costumes and scenery to create the background, and featuring music that follows
every change in mood, substance, and the event horizon.

Prokofiev weaves together an enormous series of relatively short musical numbers
to account for each happening on stage. Some of these he has stolen unashamed
from previous works, such as the Gavotte from his Classical Symphony, Op. 25.
Most, however, he composed fresh, or so greatly altered that one has to look hard
for an original source. The newly composed pieces, as almost always, the master
worked out at the piano. He often had no idea about how he would ultimately
orchestrate these numbers, but knew that his command of orchestration would
allow him to solve whatever problems might arise quickly and to the best effect.

He completed the piano score of the ballet in 1934, finished its orchestral version
in 1936, and attended its premiere in 1938. In the meantime, he make three
orchestral suites, one band suite, and even decided that the pianistic qualities of
many of the pieces would make yet another excellent suite, thus selecting ten
pieces, publishing them as Op. 75 in 1937. These largely, but not entirely, follow
tH. Jelative order in the ballet. But this does not seem to be the principal idea
for e collection, but rather to recreate the composer’s workshop as he worked
each idea out at the piano.

No.l, titled Folk Dance, tries to evoke the Veronese style of tarantella, the wild,
uninhibited bodily movements legendarily associated with the reaction of a person
who has just been bitten by the tarantula. No. 2, on the other hand, does come
from the ballet’s very opening, when the street cleaners prepare the scene for
pedestrians and shopkeepers open their establishments. Reversing the order of
these two items gets the listener immediately into the spirit of the drama as a
whole, rather than gradually building up to it. No. 3, a stately minuet, sets up the
Capulet’s party for Juliet’s putative betrothal to Paris. No.4,a scene with the
heroine and her loving nurse, depicts the young girl on the verge of emerging,
quite unwillingly, as a woman. No. 5, set just outside the Capulet’s estate,
introduces the Montague gatecrashers, who will use the masked ball as a pretext
for playful invasion. No. 6 expresses in no uncertain terms the long-standing
enmity between the two ancient families. No. 7, in its gentleness and pathos,
reveals the kind understanding and compassion of the priest who performs the
marriage ceremony and tries all he can to protect the couple from the unrelenting
hatred of their families. No. 8, in its depiction of the mercurial bosom buddy of
Romero, functions as comic relief, a difficult task, as Prokofiev himself once
commented, after the magnificence of Berlioz’s parallel Queen Mab Scherzo in his
Romeo and Juliet dramatic symphony. No. 9’s piquant dance from Act | seems to
me a bit out of place so late. Finally, the parting of the two lovers ends the suite
.s¢” "pand with a sense of enormous loss, after a set of numbers as colorful and full
0. )as any in the literature.

)




Each little scene employs Prokofiev's mature techniques of chromatic side-stepping
the usual tonal functions within his otherwise traditional sound world, in every
possible intervallic twist and turn, each conveying the mood of the moment with an
immediacy and power that never fails to amaze me. While the ten Prokofiev piano
sonatas use that form to demonstrate musical unfolding and motivic development
on a grand scale, these pieces, to the contrary, show the composer’s ability to
capture a precious moment in dramatic time and extend it and develop it just
enough to enhance the story without overpowering it. Detailed musical analysis
reveals one wonder after another of harmonic and voice-leading magic, but this is
not the time nor the place to elaborate on that. Quel dommage! There is so much
to love here, and so little opportunity to explain why.

Does this program have an underlying theme? Yes, and a very surprising one—that
of transcription. The Bach Pastorella for organ, the Prokofiev ballet for orchestra,
and the Schubert piano sonata, for a very different kind of piano and a very:" mate
acoustical situation, all have to be adjusted with meticulous care to fit the n rn
grand piano in a relatively large hall like the one here in the Tsai Center. The pianist
must find a way to make up for the lack of the rich orchestral palette in the
Prokofiev, and, most delicately of all, for the soft action, the warm pitch-clear deep
bass, and the special balance of Schubert’s Graf and Stein pianos. This program
evokes worlds of sound that sometimes seem to come from a solar system in a
distant galaxy at a distant time, when huma valuse differed greatly, and yet seem
strangely consonant with ours.

—Program notes written by Joel Sheveloff

ANTHONY DI BONAVENTURA

Anthony di Bonaventura is Professor of Piano at Boston University’s School of
Music. Known around the world for his championship of new music and his
dedication to the classics, he has performed in 27 countries in recital and with
such major orchestras as the Boston Symphony Orchestra, New York Philharmonic,
Philadelphia Orchestra, Chicago Symphony, Royal Philharmonic, and Vienna
Symphony. He has appeared in the Great Performances Series at Lincoln Center
and the festivals of Ann Arbor, Saratoga, Bergen (Norway), Graz (Austria), and
Almeida (England). During his second tour of Australia and New Zealand, he was
the soloist for the concerts which opened he the famed Sydney Opera Hor ))

Many of the most distinguished composers of our time—Gyorgy Ligeti, Luci o
Berio, Alberto Ginastera, Milko Kelemen, and Vincent Persichetti—have wr. )
works especially for Professor di Bonaventura, and he has performed the world
premieres of each of the compositions: Ligeti's Concerto for Piano, Austria, | 986,




(American premiere with the Saint Louis Symphony with Leonard Slatkin);
Ginastera's Piano Sonata No. 2, Ann Arbor, 1992; Berio’s Points on the Curve to Find,
Germany, 1975; and Persichetti's Piano Concerto, Dartmouth Festival, |968.

In 1991, Professor di Bonaventura performed the Netherlands premiere of Witold
Lutoslawski’s Piano Concerto with the composer conducting, followed by
performances also conducted by Lutoslawski with the Boston Symphony, Polish
National Radio Symphony, and San Francisco Symphony in 1993, on the occasion
of the composer’s 80th birthday.

Professor di Bonaventura has recorded for the Colombia (Sony Classical), RCA,
Connoisseur Society (IN-SYNC), Sine Qua Non, and Titanic record labels. His
recording of the Debussy Etudes has been described by the Boston Globe as “one
of the wonders of the world.” His latest releases include fourteen Scarlatti Sonatas
the complete Rachmaninoff Preludes, and an all-Chopin disc for Titanic.

Acknowledged as a master teacher of international stature, Professor

di Bonaventura is also the founder-director of the Piano Institute at Colby College
in M~ae. He has given maserclasses at many institutions including UCLA,

Uni fty of Michigan, Eastman School of Music, Brigham Young University, North
Carolina School for the Arts, University of Toronto, University of Texas, Tulane
University, and the Yamaha School in Singapore.

Professor di Bonaventura began his piano studies at the age of three, gave is first
professional concert at the age of four; won a scholarship to New York’s Music
School Settlement at six, and appeared as a soloist with the New York
Philharmonic at thirteen. At sixteen, he became the pupil of the celebrated
Russian teacher Madame Isabelle Vengerova, and later entered the Curtis Institute,
from which he graduated with the highest honors. Enthusiastic acclaim by critics
and audiences alike came early in hiscareer. After his Washington debut, Paul
Hime of the Washington Post wrote,“He can stand with the great players of Mozart’s
keyboard music.” His brilliant performances in an early European tour led to his
selection by Otto Klemperer to perform the complete Beethoven Concerti at the
London Beethoven Festival.
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BOSTON UNIVERSITY SCHOOL OF MUSIC
UPCOMING EVENTS AND PERFORMANCES

Monday, March 24 ALEAII
8:00 p.m. Theodore Antoniou, conducto
Peter Zazofsky, violii

Amanda Sywak, acto

Sarah Davis and Shinobu Takagi, soprano

Works by Baltas, Konstantinindes, Schnittke, and Takemitst

Tsai Performance Cente

Tuesday, March 25 Soloists’ Competition Final:
7:00 p.m. Concert Hal
Wednesday, March 26 Muir String Quartet
8:00 p.m. The Complete Beethoven Quartets: Concert :

Quartet in E-flat Major, Op. 74,“The Harp’

Quartet in G Major, Op. 18 No.:

Quartet in C-sharp Minor, Op. |31

Tsai Performance Centet

Tickets free to Boston University students, faculty, staff, and alumni with valid ID
$10 for general public, $5 for students

Thursday, March 27 Music Education Seminai
6:30 p.m. Music, Culture, and the Brair
Dr. Jamshed Bharucha, Provost and Vice President, Tufts Universit,

Marshall Room

Saturday, March 29 Boston University Chamber Choru:
8:00 p.m. Ann Howard Jones, conducto
Works by Haydn, Lauridsen, and Rorem

Concert Hal

Concert Hall, College of Fine Arts, 855 Commonwealth Avenue ))

Tsai Performance Center, 685 Commonwealth Avenue
Marshall Room, College of Fine Arts, 855 Commonwealth Avenue
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Strings

Steven Ansell viola*
Edwin Barker double bass*
Lynn Chang violin

Iseut Chuat cello

Jules Eskin cello

Emily Halpern-Lewis harp
Raphael Hillyer viola
Bayla Keyes violin*
Michelle LaCourse viola*
Lucia Lin violin*

Malcolm Lowe violin
Dana Mazurkevich violin
Yuri Mazurkevich violin*
lkuko Mizuno violin
George Neikrug cello
James Orleans double bass
Leslie Parnas cello

Ann Hobson Pilot harp
Michael Reynolds cello*
Todd Seeber double bass
David Soyer cello

John Stovall double bass
Roman Totenberg violin
Michael Zaretsky viola
Peter Zazofsky violin*
Woodwinds,Brass,
and Percussion

Laura Ahlbeck oboe
Ronald Barron trombone
Jonathan Bisesi percussion
Peter Chapman trumpet
Doriot Dwyer flute
Terry Everson trumpet*
John Ferillo oboe
Richard Flanagan percussion
Joseph Foley trumpet
Marianne Gedigian flute

Timothy Genis percussion
lan Greitzer clarinet

Toby Hanks tuba

Ronald Haroutunian bassoon
Scott Hartman trombone*
Gregg Henegar bassoon
Daniel Katzen horn
Christopher Krueger flute
Lynn Larsen horn

Charles Lewis trumpet
Richard Mackey horn
Thomas Martin clarinet
Richard Menaul horn
Michael Monaghan saxophone
John Muratore guitar
Craig Nordstrom clarinet
Richard Ranti bassoon
Thomas Rolfs trumpet
Matthew Ruggerio bassoon
Eric Ruske horn*

Chester Schmitz tuba
Robert Sheena English horn
Ethan Sloane clarinet*
James Sommerville horn
Linda Toote flute

Charles Villarrubia tuba
Jay Wadenpfhul horn
Douglas Yeo trombone
Jacques Zoon flute

Piano

Anthony di Bonaventura*
Maria Clodes-Jaguaribe*
Tong-Il Han*

Linda Jiorle-Nagy
Collaborative Piano
Michelle Alexander

Shiela Kibbe*

Robert Merfeld

Organ
James David Christie
Nancy Granert
Gerald Weale*
Voice
Sarah Arneson*
Penelope Bitzas*
Claudia Catania*
Kendra Colton
Sharon Daniels*
Mark Goodrich*
Phyllis Hoffman*
Frank Kelley
Joanna Levy
Susan Ormont
Z. Edmund Toliver*
Historical Performance
Christopher Krueger
Baroque flute
Marilyn McDonald
Baroque violin
Emlyn Ngai
Baroque violin
Martin Pearlman*
Peter Sykes harpsichord
John Tyson recorder
Musicology
John Daverio*
Elizabeth Seitz
Joel Sheveloff*
Lisa Urkevich*
Jeremy Yudkin*
Theory and
Composition
Martin Amlin*
Theodore Antoniou*
Whitman Brown

Richard Cornell*
Lukas Foss*
Charles Fussell*
John Goodman*
Samuel Headrick*
David Kopp*
Ludmilla Leibman*
Marjorie Merryman*
Tetyana Ryabchikova
Tison Street
Gerald Weale*
Steven Weigt*
Music Education
André de Quadros*
Joy Douglass
Ann Howard Jones*
Katherine Leaman-
Genovese
William McManus
Sandra Nizglucci
Anthor” )\er
Steven .
Conducting
David Hoose*
Ann Howard Jones*
David Martins
Opera Institute
Phyllis Curtin
Sharon Daniels*
William Lumpkin*
Christien Polos
Christian Smith
Jeffrey Stevens
Allison Voth*

*Denotes full-time
faculty
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