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PROGRAM
Children’s Corner . . . . . . . . . . . . . . . . . Claude Debussy (1862–1918)
Doctor Gradus Ad Parnassum
Jimbo’s Lullaby
Serenade for the Doll
The Snow is Dancing
The Little Shepherd
Golliwog’s Cakewalk

Modéré animé
Assez modéré
Allegretto ma non troppo
Modérément animé
Très modéré
Allegro giusto

Feu d’artifice–Tombeau . . . . . . . . . . . . . Don Freund (b. 1947)
“Shuttle Explodes; Seven Feared Dead”
Chaconne in D Minor, BWV 1004 . . . . . Johann Sebastian Bach (1685–1750)
Arranged for concert performance by Ferrucio Busoni (1866–1924)

INTERMISSION

Sonata in B-flat Major, D. 960 . . . . . . . . Franz Schubert (1797–1828)
Molto moderato
Andante sostenuto
Scherzo: Allegro vivace con delicatezza—Trio
Allegro ma non troppo

DEBUSSY, CHILDREN’S CORNER. Critic Robert Nichols claims that Debussy wrote
Children’s Corner to feed the musical imagination of his daughter Chouchou, to whom
he dedicated the score. His charming dedicatory note suggests as much: “To
Chouchou, with her father’s apologies for what is to follow.” As the titles and tempo
markings of the six pieces composing the suite indicate, their moods vary widely. Four
of them express the imagined “personalities” of Chouchou’s toys, one describes a
winter landscape, and one evokes the boredom of a child at piano practice. Their
variety, their graphic content, and their brevity—the longest lasts barely three minutes
—acknowledge the narrowness of the musical attention spans of children, even those
born to composers.
Gradus ad Parnassum is the title of Muzio Clementi’s classic piano method, or
book of finger exercises. Debussy’s addition of “Doctor” to the title suggests that he
intended the piece as a wry comment upon musical pedantry. Lockspeiser says
otherwise, claiming that instead it evokes “a child’s typically bored manner of ploughing
through [a piano lesson], starting out with perky confidence but soon distracted, ready to
yawn and to sulk, until, as practice time is almost over, the last bars are hurriedly
scamped and the piano-lid shut down with a resounding bang.” The “lesson” being
practiced seems to be aimed at teaching the legato fingering of 64th notes in rapid
rising and falling patterns.
Despite the persistent rocking figure in the bass line, few would guess that
Jimbo’s Lullaby is meant to evoke a scene in which a child—Chouchou, presumably—
tells her stuffed elephant a bedtime story. Léon Oleginni’s explanation of what happens
in the piece is helpful, if somewhat over-explicit: “The elephant hobbles through a
clumsy dance on the astonished child’s knees. Soon the child and her toy share a
glimpse of their imaginary world, and, as they fall asleep, blissfully entering into the
fantasies they have just evoked, two emphatic notes mark the transition from reality to
illusion.”
Serenade for the Doll, composed more than a year before the other Children’s
Corner pieces, was in fact designed as a teaching exercise. Technically rather difficult, it
tests the player’s ability to rap out arpeggiated chords in quick succession. The melody
of the serenade is perhaps suggested by the recurrent three-note motif that is played
against these chords. The Snow is Dancing, the most “graphic” of the six pieces, is
apparently meant to evoke Chouchou’s sensations and emotions as she watches the
first snowfall of the season through the window of her nursery. The ceaseless repetition
of the four-note motif in the right hand, suggesting both the density of the falling snow
and the “dance” of the snowflakes, is almost hallucinatory in effect. The sympathetic
listener can, with a little effort, share the small child’s sense of awe and sadness as she
watches objects in the familiar landscape gradually disappear beneath the snow.
The “story” of The Little Shepherd is elusive, but it has been suggested that the
imagined piping of Chouchou’s toy shepherd calls up for her “visions of nymphs and
naiads.” The plaintive opening melody, recalling the famous whole-note melody with
which Afternoon of a Faun begins, establishes the pastoral mood. In the quicker tempo,
the skittish figura-tions, and the hesitations that follow we presumably hear the frolics of
those nymphs and naiads. Because of its lively ragtime beat, Golliwog’s Cakewalk is
perhaps the most familiar-seeming work in Children’s Corner. The cakewalk, a strutting,

high-kicking popular dance, migrated from black America to white Europe around 1900.
Here, we are asked to imagine it being danced by a golliwog, a long-limbed black doll
with button eyes and yarn hair—the Pokémon of its day.

FREUND, FEU D’ARTIFICE—TOMBEAU. Don Freund, composer, pianist, conductor and
professor of composition at the University of Indiana, has written over eighty works, the
wit and variety of which are suggested by such titles as Hard Cells, Pachelfreund
Canon, Sky Scrapings, and Perotin-itis–a 12th century musical infection. He has
composed for both traditional instrumental combinations—concertos for strings,
chamber pieces, piano sonatas, and the like—and electronic synthesizer, and his works
for voice range from jazz pieces to opera. Several of his compositions, including the one
that we are about to hear, were inspired by contemporary events.
Feu d’artifice—Tombeau (“Fireworks—Tomb”) was commissioned by pianist
Samuel Viviano, who gave its première performance in 1986. The shockingly prosaic
headline that provides the subtitle—“Shuttle explodes; Seven Feared Dead”—makes us
immediately aware of the appropriateness of what precedes it. By hyphenating
“fireworks” and “tomb” Freund states with stunning brevity what many of us probably felt
while watching the television pic-tures of the Challenger explosion: How horrible—but
how beautiful!
The composer himself has written that “the title and subtitle may provide all the
listener needs to know about this work. The tension between the power and brilliance of
the shuttle’s lift-off and explosion and the tragic outcome demanded a musical
expression, with solo piano being the ideal medium. The shuttle disaster deeply affects
us . . . because it presents an iridescent metaphor for our existence. Our awareness of
the eventual dissolution of the universe . . . creates a context which makes our quests
and adventures, despite their inevitable futility, radiant and heroic.” Natalie Rieland,
watching a performance of Feux d’artifice—Tombeau, was struck by “the video-image
quality of the piece. Each note sounds electric: visions of neon lights in race-car red and
firefly yellow come to mind.” The composer again: “The climax . . . comes not in the
virtuoso fireworks, but in a massive ‘white-key’ chorale [hymn] which appears suddenly,
like death, suggesting the shuttle, gigantic, white, promising another world, poised with
its enormous booster rockets on the launch pad on a frosty January morning, imposing
and irresistible.” The end of the piece is surely meant to simulate the explosion of the
spacecraft: there is a brief, tense pause, during which the pianist’s left hand floats
upward from the keys—“seemingly helium-filled,” according to Rieland—before
slamming out a fortissimo chord.

J. S. BACH, CHACONNE IN D MINOR (ARR. BUSONI). Like many Baroque instrumental
forms, the chaconne began life as a dance—actually, a slow, three-beat dance based
on continuous variations of a four-bar phrase in the bass line. Bach used the form only
twice —once in the final section of Cantata 150 (“Meine Tage in dem Leide”) and, far
more memorably, in the D minor Partita for solo violin, where it serves as the powerful,
climactic final movement. It is a piano version of the latter that we are about to hear.
Jenne and Little describe the piece as “gigantic,” and observe that its chief feature,
apart from the constantly varied four-bar ostinato bass figure, is its key structure: a

harmonic progression from D minor to D major and back to D minor. (In Baroque
practice it was usually the opposite: from major to minor to major.)
The length and complexity of the Chaconne have inspired several transcriptions,
the most famous of which is that of composer-pianist Ferrucio Busoni. In an effort to
adapt it for performance on the grand piano—to make it resonate more richly in the
large, modern concert hall—Busoni virtually recomposed the piece. Although purists
wince, concert-goers
generally find it moving and powerful.

INTERMISSION

FRANZ SCHUBERT, SONATA IN B-FLAT MAJOR. Schubert was above all a pianist—a
solo player, a duettist, and an accompanist. Not surprisingly, therefore, his piano
sonatas are among his finest works, and of these the last three, in C Minor, A Major and
B= Major, are his acknowledged masterpieces in the genre. The sonata in B= Major,
which we will hear shortly, has proved to be the most popular. Maurice Brown calls it
“the finest that Schubert composed.”
The first movement, which opens softly with a spacious, hymnlike melody, is, at
almost fifteen minutes, one of the longest Schubert wrote. To some, attuned to Mozart
or middle Beethoven, it might seem even longer, for instead of casting it in the mold of a
conventionally proportioned sonata, Schubert allows it to unfold almost spontaneously,
as a series of loose, motivic restatements of and variations on both the opening theme
and the lilting, dancelike melody that follows it. For the sake of contrast he preserves in
vague outline the pattern of exposition, development, and recapitulation, but even the
attentive listener is challenged to know when one section ends, another begins. As
Brown says, Schubert “wished to feel intensely, and to express to the uttermost of his
powers, the present moment in music: not for its significance as a link with what has
gone before and what is to come, but for its momentary effect as sound, as pleasure for
the listener. . . .”
The opening section of the slow movement, similar in feeling and tension to the
slow movement of his great C Major String Quintet, is one of Schubert’s most beautifully
sustained utterances, taking us, in Eliot’s words, “to the still point of the turning world.”
Kathleen Dale explains how Schubert manages this: “The left-hand figure, ranging in
every bar across four octaves under and over a right-hand melody, causes the music to
assume an almost static character . . . a hypnotic effect of monotony.” Three minutes
into the movement we hear, softly played against a staccato bass figure, a new, quietly
proclamatory melody whose breadth and beauty match those of the opening melody of
the first move-ment. A few bars later, restated more loudly an octave or so higher and
buoyed on a surging legato line, the melody begins to give off an almost Beethovenian
energy—a wonderful moment—before it retreats into softness. Following several shifts
of mood, linked by rising staccato figures and sustained by a steady, four-note rhythmic
figure in the lower register, the restatement of the hypnotic opening section begins.
The brief, ebullient scherzo is distinguished by its many surprising shifts of key—
at one point, says Dale, “gliding from A major back to B flat almost before before the

pianist is aware that the key basis has moved.” Because of its slightly slower tempo and
its mild chromaticism, the trio (the middle section) of the movement contrasts in mood
with the scherzi that bracket it, as tradition demands. The finale is in rondo form, its
chromatic dancelike theme returning again and again, almost always in slightly altered
form. Although the tempo is marked allegro, there are some fluctuations in speed,
which, together with the harmonic shifts between major and minor, make the movement
sound alternately gay and plaintive.

Peter Henderson, a native of Spokane, received his BA (summa cum laude) in
music from the University of Idaho where, while a student at Idaho’s Lionel Hampton
School of Music, he majored in piano, studied mathematics, performed as cellist in
various ensembles, conducted the University Chamber Orchestra, and directed an
Opera Workship production. Later, while earning a doctoral degree at Indiana
University, he developed widely divergent interests, including the performance practice
of early music and the composition and performance of modern music. Since 1996, he
has premiered and recorded works by several composers for solo piano and chamber
music. Henderson’s awards and honors include second prize in the Music Teachers’
National Association Wurlitzer Collegiate Piano Competition, Grand Prize in the
Indianapolis Matinee Musicale’s 1996 Young Artist Competition, and a 1997 Teaching
Excellence Recognition Award from the Indiana University School of Music. In 1998 and
1999, he was Piano Accompanying Coordinator at the Indiana University School of
Music, and in the latter year served as Visiting Assistant Professor of piano at the
University of Idaho. Currently, he serves as Pianist in Residence and Co-Artistic
Director at the Garth Newel Music Center in Warm Springs.

+
Mr. Henderson will play VMI’s Baldwin concert grand piano, recently restored at
the direction of the VMI Department of English and Fine Arts with funds provided by the
Herbert Nash Dillard ‘34 Memorial Fund. This evening’s recital was also underwritten by
the Dillard Fund.

+
Next concert: The Garth Newel Chamber Players, in Jackson Memorial Hall at
8:00 p.m. on October 17, 2000.

