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Dmiitri Shostakovich

Born September 25, 1906, Saint Petersburg, Russian Federation
Died August 9, 1975, Moscow, Russian Federation

Sonata for cello and piano in d minor, Op. 40

completed in 1934

Dmitri Shostakovich, a Russian composer of the Soviet period,
was born in 1906. Having lived through the two World Wars,
the February Revolution and the October Revolution, the
composer admitted that many of his works were inspired
by societal conditions of his time. Shostakovich began his
composing career when he was nineteen. His graduation piece
at the Saint Petersburg Conservatory, Symphony No. 1 in F
minor, was a critical success such that it became his ticket
into the international music arena, and heralded the avant-
garde style of his later symphonies. Naturally, the rising-star
composer eventually got on the radar of the USSR government.

While Shostakovich had won a number of awards during
Soviet rule, he also twice experienced denunciation by the
authorities, the first time in 1934 and the second in 1948.
Shostakovich’s second opera Lady Macbeth of Mtsensk
District premiered in 1934 with the approval of the Soviet
Government despite the sensitivity of its subject at the
time. However, Stalin was furious after watching the opera,
claiming that the content had failed to meet the standards of
‘Soviet music’. The official paper Pravda likewise lambasted
the work as ‘coarse, primitive, and vulgar. Not only was the
opera pulled from theatres immediately, Shostakovich’s
other works were also banned. The composer’s second
denunciation was a result of the USSR’s suppression of its
arts sector, which intensified with the appointment of a new
Chairman of the Ministry of Culture. Shostakovich, alongside
many other renowned composers, was accused of formalism.
His works were once again banned from performance and,
still more, he was dismissed from his position at the Moscow
Conservatoire and deprived of all corresponding welfares.

Cello Sonata in D minor is the only cello sonata ever
written by Shostakovich. Completed in 1934, it was one of
Shostakovich’s early compositions, as its tonal structure
gives away his gradual shift of style during that period. This
sonata is evidently richer in emotion than any other piece of
chamber music Shostakovich had previously penned, which
can perhaps be attributed to the fact that the composer was
going through his first censure of his music by the state at the
time of composition. The rippling arpeggios from the piano
shore up the cello’s melody and help draw out the expressive
first theme. The piano then takes over the theme, as the cello
proceeds in imitative counterpoint. The cello drives the piece

to a climax with the first motif played an octave above the
original, and enters the key of B major as the music returns
to calmness. The second motif reappears, this time with
considerably more expressiveness. It is worth noting that
the conclusion of this movement shares curious similarities
with its counterpart in Shostakovich’s Symphony No. 5. The
second movement is a scherzo that starts off with a repetitive
and vigorous first motif, followed by a virtuosic section heavy
with overtone glissandos. After a series of swapping of lines
between cello and piano, the first theme reappears, as the
piece returns to the initial ostinato and dives into an abrupt,
eight-bar conclusion.

The beginning of the third movement is marked by an
atmospheric voidness. A lyrical theme played by the cello
is accompanied by leaden notes from the piano, before the
movement eventually dissolves into fainter notes. The piano
plays an ebullient theme that kicks off the finale, and is
promptly joined by the cello. The wild and fiery tune played
shortly after brings back the beginning theme. The piano
interrupts with a fast-paced melody comprising semiquavers,
and the cello presents the rondo theme before quieting
down. Finally, the piece draws to a close in a series of forceful
triplet-octaves played by the cello.

Across the board, Shostakovich’s works seem to perpetually
attract controversy. After all, he shared all kinds of self-
contradiction as you and me. Living within a community, we
face the world with consciousness, playing given roles and
fulfilling given functionalities in an undeniable hierarchy.
Every word and every act is a work of caution and emotional
reservations. Only in our comfort zones, often accompanied
by solitude, do we truly allow ourselves to be functionless,
creative and expressive. The publicized symphonies and the
privately conceived chamber works of Shostakovich lay out
this honest duality. Regardless of how one judges the former,
they remain a product of thoughts, and a solid record of his
time, its social dimension and political situation. The latter,
however, capture his boldest ideas and most humane feelings.
These works, demanding communication and listening, are
the containers of expressivity and sensations. What role arts
truly serves, and what roles artists ought to take? Humans
have frequently revisited these questions since the dawn of
civilisation, and will continue to do so as time goes by.

(Programme notes by Gustav from Die Muzikzeitung)
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Witold Lutostawski

Born January 25, 1913, Warszawa, Mazowieckie, Poland
Died February 7, 1994, Warszawa, Mazowieckie, Poland

Grave: Metamorphoses for cello and piano

completed in 1981

Grave: Metamorphoses for Cello and Piano was composed
in 1981 and premiered on 21 April at the National Museum
in Warsaw, during a memorial ceremony dedicated to Stefan
Jarocinski (1912-1980), Polish musicologist and music critic.

Jarocinki spent the better part of his life on studying
impressionist music, symbolism, and works by the French
composer Debussy, with significant contributions to music
scholarship. Many of his numerous publications concern
Debussy.

Grave: Metamorphoses, in Lutostawski’s own words, was
written "to honour the memory of Stefan Jarocifski. As is
known, he devoted a great part of his activity to Debussy’s
music. So | considered it appropriate to use the first four
notes (d-a-g-a) from Pelléas et Mélisande at the beginning of
my piece. The composition takes the form of metamorphoses,
the rhythmic values undergo a gradual breakup, which
creates the illusion of an ever faster tempo. Before the very
end of the composition, the four notes from Pelléas return”.

The Polish composer and conductor Lutostawski, born in
the capital Warsaw in 1913, was greatly influenced by Polish
folk music. He witnessed both World Wars, and was even
enlisted in signalling and radio operating in World War I,
during which he persisted in composition. The postwar
desolation in Warsaw permeated the artistic scene, as
many of Lutostawski’s works were destroyed, including the
manuscript of his Symphony No.1. In the wake of Stalin’s
ascension, the composer even quit the Union of Polish
Composers after pro-government occupants began censoring
the arts.

Even though Lutostawski eventually rewrote the Symphony
No.1 from memory, earning him rave reviews at the
1947 premiere, the work was labelled by the regime as
formalist and at odds with the Soviets’ socialist cultural
standards. Unwilling to subject his art to political and social
circumstances, Lutostawski decided to take his ideals in a
new direction.

During this period, Lutostawski constantly explored new
possibilities with compositional techniques. His later works
commonly employ serial and aleatoric techniques, such as
his Symphony No.2. 1t was with his Concerto for Orchestra,
completed in 1954 and dedicated to the newly established
Warsaw Philharmonic, that the composer secured a key
position in the Polish contemporary music scene.

Grave: Metamorphoses was completed between Symphony
No.3 and Epitaph for Oboe and Piano, another work of
lamentation commissioned by oboist Janet Craxton.
The ‘metamorphoses’ in the title stems from the second
movement of Lutostawski’s Musique funébre for String
Orchestra. Like Grave: Metamorphoses, this piece was also
written to mourn a musician, namely Hungarian composer
Béla Bartdk, who, like Jarocinski, was a close friend of
Lutostawski’s. Not only did Jarocifiski share the composer’s
artistic sense; he also inspired his compositions through his
research on Debussy.

Art is a living entity with a soul that changes and conforms
to new environments and creative restrictions with new
possibilities and transformations. Whether a creative
restriction is an impediment or an inspiration will remain an
open question for the foreseeable future.

(Programme notes by Gustav from Die Muzikzeitung)
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Arvo Part

Born September 11, 1935, Paide, Jdrva maakond, Estonia
Now Tallinn, Harju maakond, Estonia

Spiegel im Spiegel

completed in 1978

Arvo Part, born in Estonia on 11 September 1935, was one
of the most successful composers in the 20th century. The
style of his early works involved neoclassicism and serialism,
influenced by composers including Shostakovich and
Schoenberg. The focus on the complexity of counterpoint
instead of the melody was its main difference compared
with traditional music. He then began to compose using
twelve-tone technique and serialism. This, however, not only
provoked the Soviet Union (Estonia was occupied by the
Soviet Union in 1940, and gained its second independence in
1991), but also proved to be a creative dead-end to himself.

When his early works were banned by Soviet censors, Part
entered the first period of contemplative silence. As Pért’s
biographer, Paul Hillier, had mentioned, ‘He had reached a
position of complete despair in which the composition of
music appeared to be the most futile of gestures, and he
lacked the musical faith and willpower to write even a single
note.” Thereafter Part studied early music, such as choral
music from 14" to 16" centuries, as well as church music,
and composed the transitional Third Symphony. He also
studied religions and renaissance apart from music, in which
his biggest interests lay in Gregorian chant, polyphony and
Russian Orthodox.

Part's contemplative silence continued until the late 1970s.
The style of his music that began after the period was
radically different. Part described the music of this period
as tintinnabuli, which was developed based on his previous
studies. Tintinnabuli was characterised by simple harmonies,

often single unadorned notes, or triads, and the ringing-
bells-like melody. Most of his known works were composed
during this period; people described his work as ‘antique yet
progressive’.

Spiegel im Spiegel, one of the earliest compositions in
tintinnabuli style, was composed in 1978, just before Part’ s
departure from Estonia to Berlin. The piece was highly
regarded as an exemplar minimalist piece, by its tranquil
melody and concise structure. It has been adopted by
televisions, films and even ballet over the years.

The piece was originally written for a single piano and violin,
though it could also be replaced by viola, cello, double bass,
clarinet, or even French horn and percussions. The F major
piece was in 6/4 time, with the piano continuously playing
a group of six rising crotchets. Differences were only seen
between intervals of combinations, this was also the reason
why people often compare the piece with Beethoven’s Piano
Sonata No. 14 in C* minor "Quasi una fantasia", Op. 27, No.
2. A long note was played every two bars in piano’s phrase,
serving as an ornament and reminded people of refined
ringing bells. Cello entered in the fourth bar by playing
meditative long notes, slowly driving the piece forward via
cycles of ascending and descending notes.

The composer gave no dynamic or phrase marking, the
utmost tension of the piece lies in the stillness - unchanging
pace, unchanging figuration and unchanging emotion, seeing
the ever changing world in a mirror.

(Programme notes by Gustav from Die Muzikzeitung)
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Alfred Schnittke

Born November 24, 1934, Engels, Saratov Oblast, Russian Federation

Died August 3, 1998, Hamburg, Germany

Epilogue from the ballet "Peer Gynt"
for cello, piano and chorus (on recording)

completed in 1992

Soviet composer and music theorist Alfred Schnittke was
influenced by Shostakovich and boasts a diverse portfolio
ranging from tape music, serial music to collage music. One
of his most representative works is the Peer Gynt, composed
between 1986 and 1987. The chamber version in tonight’s
programme was arranged in 1992 and premiered on 20
May the following year, with cellist Mstislav Rostropovich
as soloist. The work was originally composed for American
choreographer John Neumeier’s ballet Peer Gynt, adapted
from the play of the same name by the renowned 19th
century playwright Henrik Ibsen.

Schnittke, known for his ability to adopt various compositional
styles, pays tribute in this work to Norwegian composer
Edvard Grieg’s Peer Gynt Suite. Despite his intention to imitate,
Schnittke was worried during composition that Grieg’s work
would impose bounds on his creativity.

Peer Gynt, in the composer’s eyes, is a peculiar character,
no less enigmatic than Goethe’s Faust. Peer is a carefree
farmer, whereas Faust is a knowledgeable academic; Peer
is a despicable character, apathetic to the truest of love,
whereas Faust is a well-read scholar who sacrifices love
and life for intellectual pursuit. Peer has an unyielding life
partner in Solveig, whom he not only fails to treasure but
also cheats on. Faust, just for a taste of true love and a hint
of the true essence of life, banks on a trade with the Devil
Mephistopheles. Despite their contrasting personalities, the
two protagonists experience a similar trajectory: venturing
into the complex world, facing a malevolent devil, and finally
returning to their starting point, but in repentance.

At the end of Peer Gynt, the protagonist is informed by a
button-moulder, God’s messenger in disguise, that he has
not been a ‘man’ his whole life, and hence unfit to enter both
heaven and hell. In desperation, he attempts to demonstrate
his sin through Solveig, a long-time victim of his selfishness,

so that he can at least enter hell and leave his meaningless
life behind. Yet unexpectedly, Solveig does not regard Peer as
sinful, but an existence that completes her life. The messenger
vanishes as Peer realises the meaning of his life. Confused, he
asks Solveig, ‘where has Peer Gynt been since we last met? She
answers, ‘in my faith, in my hope, in my love.’

Schnittke’s Peer Gynt adds another layer of meaning to
the character. Finding ample room for imagination in the
original play, the composer depicts the intangible connection
between Peer Gynt and his true love Solveig, in an ‘Epilogue’
true to the story’s ending note.

The heart-wrenching tone in the Epilogue conveys a unique
flavour of Romanticism, with noticeable references to
Wagner’s Leitmotif technique. An interesting feature of this
section is the use of pre-recorded material in performance,
in addition to the piano and the cello. The recording consists
of an incomplete D-major scale sung by a choir from start
to end, intended to create a mystic, surreal atmosphere to
add colour to the work. The opening frenzied passage on the
piano could be read as a retrospection of his wrongdoings,
while the emergence of the choral recording could signify
his journey towards repentance, with the cello depicting the
dialogue, argument and reconciliation between Peer and
Solveig.

The Epilogue grinds to a halt after a long trek towards the
finishing line, as the taciturn piano, the cello’s stepwise rise
to sanctity, and the fading chorus all point to a weary Peer,
finally at his true home, arriving at his last resting place in
Solveig’s soothing lullaby. Indeed, in the glory of the truest
love, why should the meaninglessness of life even matter?

Amazing grace! How sweet the sound. That sav'd a wretch
like me!

| once was lost, but now am found, Was blind, but now I see.

(Programme notes by Gustav from Die Muzikzeitung)



3

155

1o S L R i i B 20 Qi 10 560 K BI HEE ¥ee
T S RROR S o VRL 05N - EKEE I # Ao
K - MR - AKX o BIRE 1986
1987 W& (HXEH) - RNl mLRKHE
L0EN | o IR K K=K 1992 1 -
BN 5 m 20 M E R - K W
A B b - ERX (L FH R o LS HRHK B U Y
R SRR E (XEE) e - KEm
+RAI R E R NTERL R IR H2 0T WL o

% 10 58 X 3ip [0 7 2K B o M 4 (B 50\
W - BRI TR R HERER ES (BB
) LHFERX KR - KIE - -
T - B TR0 R S LB - R B
~< T RH B I 1 5 HE 88 S

AR - R N S B R
@ - R R R I K T R R - 2 e H
8 o RN S K-SR EH KR K - - PR H BRI
SHEPERN R o BEEHOHRER - &
2 A - PR A B S A - e H R -G
028 o IR FE 1B - M | O B I AR R HE K
<00 89 I R A N B P AH N o X RGBT o
AR S SR IO - DlE KN - (X
RS ROE nE - - PR H BRI | 3RS P o S 1

HENBHE - EEHRR PR IR o E#HIE
SHEIHIHE IR HKIENER - SHAE R
E T K- EE N - 2 H R85
KY-HIES - B KBRS R R o R, -+ i SR
U - EIREENR - B <L ER -

(REEH) REFHEEN - #HRH<I
B | SEHREEA (A R S -REin)
IR Y K-IRBH N - B K- - H B X K-
FRE - EEBRRSEKKEREE—0d
MW | mHSHEE AN - KRB R KIS
BRlE - SREEIIND (R WSR - RE - KEREKR I
65~ H BRI EEE AT o 30} S 23 8 s
EHERERNL - XRNEEEARCRES
B IBARIREY o M HEBLHIT K M - FIAE X R <
SRR < 4H B o £ [ < 0 e K- B -
EEESIREE - [ | K o - oE &8
SREHREN- | EEE R e - T
REUEH - REERME - RIWHE - |

[EfNEE (REH) RAEREH | BF
MR | AR o MRV SOEH - I (EXEEGH)
EFIEKEREHIT - (WiR) MK ER
X R < VR 4 44 K B M e SR BB -~ 0
B RE IR 3R ©

IR 1992 #

(iz) RSSO R RES
TRERHCHD - B K- T R 10 34T e i 32
FEHIERERKTLE o (WiRE) SFaRNE-EK
HE-EHR KIS - SEHEER | BIEREK
R O Hm R IR o A i i o 0 8RS O 2
WHK-REHE O KT - mir IR - #
A SIRiRER M H | EREFRIEXE R
NHBR - FRYE (X)) HBSEIR - e -

(WIR) DAL e 2 SR A - - ERimEE
O PR MR B K 2 A = b+ T X R | tH
EEEBHRHHUE - E@UIEATRETE | REBLHK
Hu B R SRR B S R O - DA e Y X B 4 R i
G | <S5mlE - PR - S o TR -

(WIR) SWERKBMREHEEE -
IRERE RN - RE IS B K T K 3T - Lot
B - S IIMnHR | A E—— BN
REXEH - EUKSEEHEEERER
R - R R e B VR HE X D R S FHL el o
RIS | R EE R - DIERRE BRI e )
KR - HfRER - | R | 3.

B EE - EipiniE - PERE - KUK
R - - RAIAK - MRS - BISEHKID - PIRR
He

(HKECREH 363 HImetde)



