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Virtuosity is defined by the Merriam-Webster Online Dictionary as “great technical
skill,” and virtuosity in music continues to be a constant source of discussion for musicians.
What value do virtuosic elements have in late Romantic music, particularly those featuring the
piano, a virtuoso-friendly instrument? Do these elements enhance the overall musical impact of
the repertoire, and if so, how? Does it make a difference if the work is a solo piano work, piano
chamber music, or music for voice and piano? These are the questions that I will explore in this
performance dissertation. Each of my three recitals will feature one of these three iconic
Romantic composers: Tchaikovsky, Brahms, and Rachmaninoff. A piano concerto, two piano
trios, a piano quartet, and three sets of piano/vocal works will be included, all significant in the
solo and collaborative pianist’s repertoire.

By the mid-nineteenth century, pianist Franz Liszt and violinist Nicolo Paganini had
paved the way to a new age of instrumental technical virtuosity. Along with expanding the
possibilities of what instrumentalists could do, virtuosic elements in music have even
influenced the very setting of music performance. As chamber repertoire started expanding and

becoming increasingly challenging in the late-nineteenth century, chamber music performances



shifted from more casual, at-home venues to being performed in some of the larger and most
prestigious concert halls.

Chamber music historically had been simpler, often meant for performance at home by
amateurs. This began to change with the quartets of Beethoven, especially the late quartets.
Certainly, Brahms’ G minor piano quartet was not composed to be played on an upright piano in
someone’s living room. First of all, the performance of a forty-five-minute complex chamber
music work for four musicians is in itself a virtuoso accomplishment. Throughout the quartet,
Brahms displays his mastery of counterpoint and thematic development and his ability to
balance individual instruments and create a cohesive ensemble sound. The use of virtuosic
elements in the piano part adds to the complexity and richness of the work.

As instrumentalists continued to become more virtuosic, composers continued creating
more challenging works throughout the nineteenth century. Brahms, Rachmaninov, and
Tchaikovsky wrote some of the most technically difficult music of the time. Since Brahms and
Rachmaninov were both famous pianists and understood the piano's capabilities, their
compositions further challenged musicians. Tchaikovsky’s compositions demonstrated many
technical challenges as well, as they were often composed in the style of Anton Rubinstein, one
of the greatest pianists of the time, praised for his musicianship and technical abilities.

The vocal works which are included in these recitals (the four romances by Tchaikovsky,
the vocal set Op. 38 by Rachmaninoff, and the Brahms Zigeunerlieder) were chosen to
demonstrate how these composers transitioned from writing accompanimentally to more
expanded and technically demanding piano parts.

Through these programs, I hope to demonstrate the variety and value of the virtuoso

elements in these Romantic masterpieces and how this contributes to making mesmerizing and



meaningful masterworks that continue to attract audiences today. Additionally, I will be
performing music which speaks to me in a very direct and immediate way and which I hope will
then speak equally significantly to the listener.

This dissertation and recordings can be accessed in the Digital Repository (DRUM) at the

University of Maryland.
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Introduction

The title of my dissertation, “Virtuosity as Displayed in the Solo Piano, Chamber, and
Vocal Literature of Tchaikovsky, Brahms, and Rachmaninoff,” aims to answer several specific
questions. What value does virtuosity have in late Romantic music, particularly in works
featuring the piano? Does the virtuosity enhance the repertoire's overall musical impact, and if
so, how? Does it make a difference if the work is a solo piano work, piano chamber music, or
music for voice and piano? My dissertation will attempt to answer these questions and through
performance, I will explore the virtuosity of the selected works from several perspectives,
musical, technical, and compositional. All within their historical context.

First of all, let’s define the meaning of the word virtuoso. The Merriam-Webster
dictionary defines the word virtuoso as “One who excels in the technique of an art, especially a
highly skilled musical performance,” a person who has exceptional skill, expertise, or talent at

99 ¢¢

some endeavor,” “a person interested in the pursuit of knowledge in some specialized field and
especially in the arts and sciences.” Furthermore, virtuosity may refer to “excessive attention to

technique in vocal or instrumental music.”!

The words “virtuosity” and “virtuoso” are rooted in the Latin word virtus, which means
excellence. Both the Latin virfus and the later Italian virtuoso apply to anyone who excels, but
the Italian word virtuoso refers more specifically to instrumental or vocal performers of the
highest ability. Nowadays, a virtuoso performer refers to a person who possesses an extremely

high level of technical proficiency and artistic expression. The term virtuosity is often used to

' Merriam-Webster Dictionary, s.v. “Virtuosity,” accessed March 16, 2023,
https://www.merriam-webster.com/dictionary/virtuosity#:~:text=A%20virtuoso%20is%20a%20
highly,the%20audience%20by%20its%20feats.



describe musicians who play their instruments with precision, exquisite speed and have a deep
understanding of the musical ideas.? Technical proficiency is not something that can be achieved
overnight, but rather through extensive training and practice and, although masterful
performance requires more than just technical proficiency, it is still a crucial element in an
assessment of a performer’s artistry.

Artists such as Vladimir Horowitz, Jascha Heifetz, Martha Argerich and Yo-Yo- Ma have
each demonstrated extraordinary levels of musicianship and technical expertise as some of the
most virtuosic musicians known to us today. Their remarkable technical skills combined with
their profound comprehension of the music being performed meant that they were capable of
presenting truly meaningful performances. Flashy displays of technique alone are not part of
their programs.

Late Romantic music was distinguished by an emphasis on technical proficiency, easily
heard in works featuring the piano. Virtuosic components gave composers the freedom to
explore the limits of what was possible in music. By the mid-nineteenth century, pianist Franz
Liszt and violinist Nicolo Paganini had paved the way to a new age of instrumental technical
virtuosity. On the other hand, composers such as Frédéric Chopin, focused on creating intricate
textures and delicate melodies that showcased the virtuosity shown in the expressive and singing
capabilities of the piano.

Romanticism also stressed emotional expressiveness and individualism, leading
composers to create more expansive and complex musical works. In the area of chamber music,

these larger pieces were better suited to larger performance spaces where string quartets piano

b

2 Vernon A. Howard, “Virtuosity as a Performance Concept: A Philosophical Analysis,’
Philosophy of Music Education Review, Vol. 5, No. 1 (Spring, 1997): 4, accessed February 11,
2023. https://www.jstor.org/stable/40495412.



trios, quartets and quintets could provide a more robust and intricate sound for larger audiences.
Continued advances in piano construction also contributed greatly to the role of the piano on the
concert stage; the improved instruments heightened the possibility of overall technical and
musical virtuosity.?

As instrumentalists continued to become more virtuosic, composers continued creating
more challenging works for them throughout the nineteenth century. Brahms, Rachmaninov, and
Tchaikovsky arguably wrote some of the most technically difficult music of the time. Brahms
and Rachmaninov were both famous pianists and understood the capabilities of the piano, and
their compositions pushed the boundaries of what the piano could do. Although Tchaikovsky
was not renowned as a pianist, he had an excellent grasp of the renowned Russian virtuosic

technical approach as is easily seen in his concerti, solo piano works and the trio.

3 J. Peter Burkholder, “Brahms and Twentieth-Century Classical Music,” 19th- Century
Music 8 (1984), 215-232.



RECITAL I: Program Notes

The Tchaikovsky Trio and Selected Songs

The great Russian composer Pyotr Ilyich Tchaikovsky (1840 — 1893) was the
quintessential Romantic composer.* Writing over the space of a mere 53 years, he produced a
number of brilliant including operas, ballets, symphonies, chamber music, instrumental concertos,
and solo instrumental pieces.

His compositional style encompassed emotional intensity, and lyricism, while pushing
the boundaries of virtuosity throughout his compositions. He skillfully used musical forms and
expertly integrated many different musical styles using elements from Russian folk music,
Western European classical music, and Eastern Orthodox liturgical music.

In speaking of the Tchaikovsky Piano Trio, musicologist David Brown points out,
Tchaikovsky’s Piano Trio is “the one most likely to attract the listener’s attention...Nevertheless,
it is certainly a very imposing piece, and will be relished by listeners who like a good dose of
drama in their chamber music.” The Piano Trio in A minor, Op. 50 was written in 1881 and it is
subtitle A4 la mémoire d’un grand artiste (In memory of a great artist), Tchaikovsky's friend and
pianist, Nikolai Rubinstein. The trio reflects the broader cultural and artistic trends of the 19th

century, such as the emergence of virtuosity as a distinguishing characteristic of Romantic music

4 See Appendix I for more biographical information on the composer.

> David Brown, Tchaikovsky: The Man and his Music (New York: Pegasus Books, 2007),
238.



and the expansion of chamber music into the concert hall. It has become one of the masterpieces
in the chamber music repertoire.®

The piano trio consists of 2 movements and its length is close to 50 minutes. One of the
most striking elements of the piano trio is its unconventional structure. While the standard form
of a piano trio consists of either 3 or 4 movements, Tchaikovsky’s work features 2 large
movements. The first movement is marked Pezzo elegiaco and is composed in sonata form. It
features a clear development section, a recapitulation, and a coda, which serves as a funeral
march. The initial theme in the trio exemplifies the beauty of Russian melodies. This theme
predominantly employs the interval of a second and has limited melodic range. The five-note
motive which descends and sounds like a mournful sigh is introduced by the cello, followed by
the violin, and then the piano. This motive is used in various sections throughout the movement
with slight variations each time.

The second movement is divided into two sections. The first one is marked Tema con
variazioni: Andante con moto and is a set of eleven variations on a folk-like theme. The initial
motive, originally in the first movement as a descending five note figure, is inverted and
presented in an ascending form. While the main theme is initially presented in a 4/4 meter,

Tchaikovsky shifts to a 3/4 meter in Variation II. Each variation in the second movement has a

6 The origins of the piano trio can be traced back to a range of Baroque-era ensemble
forms featuring a dominant keyboard instrument accompanied by a violin and an optional cello.
During the Classical period, the piano trio began to take on a more prominent role. Classical
composers such as Haydn, Mozart, and Beethoven wrote piano trios that featured a more equal
distribution of parts between the instruments, with the piano often taking on the leading role. In
his compositions, Beethoven gradually elevated the piano trio, and it became more equal to the
string quartet as a genre. It also moved it from being simply Hausmusik into the concert hall.
During the Romantic period, the piano trio evolved even further. Composers such as
Mendelssohn, Brahms, Rachmaninov, and Tchaikovsky wrote seminal works that expanded the
form’s symphonic dimensions and proportions.



distinct character, offering a departure from the sorrowful tone of the first movement. For
instance, Variation III has a playful character, Variation V evokes the sound of a music box,
Variation VI is a waltz, Variation VIII is a fugue, Variation IX is captivating, and Variation X is
in the style of a graceful and charming mazurka. The theme ends in the dominant key of E major.
The last variation is marked Variazione finale e coda and could be analyzed as a sonata

movement which ends in the tonic key of A minor.’

7 Hsiang-Ling Hsiao, “Revisiting Old Forms: the Piano Trio, the Duo Sonata, and the
Sonatine as seen by Brahms, Tchaikovsky, and Ravel” (DMA diss., University of Maryland,
2017), 14-16, accessed March 29, 2023, https://drum.lib.umd.edu/bitstream/handle/1903/3544/
umi-umd-3377.pdf;sequence=1.



Technical virtuosity as displayed in the piano trio

The first movement of the piano trio poses a number of virtuoso challenges for the
performers. Right from the beginning, the first three pages of the trio feature the cello and violin
carrying the melodic material, with the piano assuming an accompanimental role. However, the
piano part is written in the lower register of the piano, necessitating the subtle use of the pedal to
achieve the desired legato phrasing. Highly-developed listening skills are necessary to avoid
overpowering the cello and the violin.

An example of notable technical virtuosity for the pianist in this trio occurs in measures
55-56, (Ex. 1). This passage presents technical challenges, rhythmic complexity, chordal leaps in
contrary motion and a ramped-up tempo (stringendo), all contributing to the stunning virtuoso

effect.
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Ex. 1 Tchaikovsky's Piano Trio, movement I, mm. 55-56.

A number of solo piano passages are not simply technically difficult in their own right —
they are also very exposed, as seen in measures 86-94, (Ex. 2). The technical challenges require
the left hand to jump precisely while outlining the harmonic progression, whereas the right hand
shapes the melodic line amidst a flurry of other notes. All of this is done while using rubato and

timing in aid of both virtuosity and expressivity.
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Ex. 2 Tchaikovsky's Piano Trio, movement I, mm. 86-94.

More musical examples of a similar kind are found on pages 14 and 15 of this document.®

8 See Appendix I for personal comments on these passages.



Ex. 3 Tchaikovsky's Piano Trio, movement I, mm. 107-112.

Another notable passage occurs in the Tempo Giusto section.’
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? See Appendix I for thoughts on performance.



Ex. 4 Tchaikovsky's Piano Trio, movement I, mm. 179-183.
To sum up, all of these virtuosic passages necessitate precision, dexterity, and careful
attention to maintaining tempo and coordination with the string instruments and the combination

of these passages creates drama and intensity as well as emotional depth.

Lastly, virtuosic elements can be found in the coda of the first movement.'?
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Ex. 5 Tchaikovsky's Piano Trio, movement I, mm. 392-397.
The second movement of the piano trio begins with the piano part introducing the lovely

theme of the movement. It is marked cantabile and piano.

19'See Appendix 1.
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In Variation III, the piano once again takes on a soloistic role while the string instruments

play pizzicatos. This variation is marked pianissimo and is in a brisk tempo.!!

Ex. 6 Tchaikovsky's Piano Trio, movement II, variation III, mm. 11-15.
Variation V features another piano solo variation while the two string instruments sustain

long notes for most of the variation. This variation evokes the imagery of a music box.

'1'See Appendix I.
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Ex. 7 Tchaikovsky's Piano Trio, movement II, variation V, mm. 1-4.
The character In Variation VI shifts to that of a waltz. One of the major challenges in this

variation is the ensemble work.!?
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Ex. 8 Tchaikovsky's Piano Trio, movement II, variation VI, mm. 19-25.
Variation VII is another notable example of Tchaikovsky writing a virtuosic piano part,

as the piano part presents the melody in chords across both hands in a moderately fast tempo. !

12 See Appendix L.
13 Ibid.,
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VAR .VII. Allegro moderato.(J-ize)
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Ex. 9 Tchaikovsky's Piano Trio, movement II, variation VI, mm. 1-4.
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Variation IX, on the other hand, is in fugue form. Interestingly, the composer himself

noted that this variation could be omitted.

Ex. 10 Tchaikovsky's Piano Trio, movement II, variation VIII, mm. 17-19.

Variation IX poses its own unique challenges. It is characterized by a slower tempo and is
quite long. The piano part features harp-like arpeggios that span the entirety of the variation,
while both string instruments are given the melody. Additionally, intonation becomes a critical

consideration, as both string instruments play in unison for a significant portion of the variation.

13



Variation X serves as another impressive display of Tchaikovsky's virtuosic piano

writing. Set in the style of a Mazurka, the piano takes center stage for a considerable portion of

the variation.

VAR. X. Tempo di Mazurka. (J-se) .
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Ex. 11 Tchaikovsky's Piano Trio, movement I1, variation X, mm. 10-12.

The Variazione Finale E Coda serves as a combination of virtuosity in all aspects,
encompassing technical, musical, and ensemble challenges. The piano part demands exceptional
skill with its abundant use of chords spanning various registers, rapid scale passages, intricate
broken chord passages, and virtuosic octaves. The performers not only must master the technical
challenges, but also convey the intended character of the piece.

The subsequent Andante con moto features all instruments presenting the main theme

from the first movement. The piano begins the movement with grandiose chords followed by

bravura arpeggios.

14



‘Andante con moto. (J_ss.)
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Andante con moto.(J-ee)
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Ex. 12 Tchaikovsky's Piano Trio, movement 11, Andante con moto, mm. 1-3.

The preceding examples show how Tchaikovsky’s Piano Trio in A Minor used virtuoso
elements to heighten and underline emotional content in a work which was most meaningful to
him. The combination of piano and strings produced a symphonic sound that is strikingly
impressive. Tchaikovsky achieves this effect through the use of a wide range of dynamics, a
broad range of notes utilizing the entire keyboard as well as both string instruments’ range, as
well as extensive phrase repetitions and prolonged sequences. In addition to the sheer technical
demands of the trio, because of its extreme length (50 minutes), the performance of this piece

also requires a high level of physical stamina.'*

14 Hsiang-Ling Hsiao, “Revisiting Old Forms: the Piano Trio, the Duo Sonata, and the
Sonatine as seen by Brahms, Tchaikovsky, and Ravel,” 14-16.
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Tchaikovsky Selected Songs
Virtuosity in phrasing

In the Romances from Tchaikovsky’s Op. 46 Op. 47, Op. 57, and Op. 60, the piano part
has more of an accompanimental role, using more chordal structures and doubling the singer’s
melodies. The virtuosity involved here is in the sensitivity of the pianist to the nuance of the words
and in subtle support given to the singer. No extended preludes or postludes are present in these
songs. However, in the later set with Op. 47 No. 6, we can see a slight transition to a more
technical piano part. The piano has an extended prelude, an interlude and postlude, and features a
brisk tempo where both piano and voice have equally distributed melodic material.

The opening song for this recital comes from the Romances Op. 60. It is the second song
A mebe nuuezo ne cxkadxcy... from the twelve songs of Opus 60. The text comes from Afanasy
Fet’s poem Romance.

In Tchaikovsky’s A mebe nuuezo ne cxaoicy... Op. 60 No.2, one of the principal
challenges is the phrasing between the piano and the voice. The opening twelve bars consist of
an introductory piano solo, after which the singer comes in and repeats that exact eighth-note
melody. The singer and pianist must have precisely the same rhythm and flow of the phrase in
mind. A challenge for the singer is singing with perfect legato and appropriate word stress.

Similar to the vocal challenges, the challenges in the piano part are found in playing the
introductory solo lines in perfect legato, ensuring the smooth transition between the two-measure
phrases that end with dotted quarter notes. The pianist must pay attention to the sound produced
in order to seamlessly begin the next phrase at the appropriate dynamic level. The piano part

consists of slow arpeggiated figures and primarily provides the harmonic structure of the piece,

16



serving as a foundation for the vocal line.

Allegretto con moto
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Ex. 13 Opening interlude of 4 meée nuuezo ne cxarxcy, mm. 1-18.
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The second song comes from Romances Op. 57. The selected song Ckaorcu, o wem 6 menu
semaeti 1s the first one of the set of six songs. The lyrics come from Vladimir Sollogub.

Tchaikovsky’s Craorcu, o uem 6 menu eemseti, Op 57, No 1, is a wonderful showpiece.
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Ex. 14 Tchaikovsky's Ckasrcu, 0 uem 6 menu eemeeii, mm. 25-29,

A nu 6 none da ne mpagyuika ovina? Op. 47, No. 7 is the third song in this recital. The
lyrics to this song come from Ivan Surikov’s poem, Little-Russian Melody.

Tchaikovsky’s A au 6 none oa ne mpasywka 6wvina? is an incredible song in the Russian
lament style. It’s six-minute length requires a masterful handling of the phrasing and rhythm on

the part of the pianist because of the singer’s extremely wide vocal range.
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Ex. 15 A n1u 6 none oa ne mpagywixka ovina?

The last selection from Tchaikovsky’s Romances, Jenws au yapum Op. 47 No. 6, is a
wonderful and exciting love song, very much in the style of Schumann's Widmung or even Cole
Porter's Night and Day. The text to this song was written by Aleksey Apukhtin. The entirety of
the song represents the exhortation of one's love for another. “Whether it is day or night, all I can

think of is you!” The piano prelude and postlude are long and virtuosic in nature.
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Ex. 16 Postlude of ens 1u yapum, mm 60-66.
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RECITAL II: Program Notes

The First Piano Concerto, The First Piano Trio, and The Six Romances

When performing at a concert, a musician must always have the
feeling that the particular work he is playing at that moment is the
greatest music ever written. Also, the performer must give the best
that is in him, even if he is playing in the smallest town in the most
terrible theater, even if the audience is only one person - the
doorman, holding the keys, waiting for the concert to finish as soon
as possible, so he can lock the door.'?

Sergei Rachmaninoff, one of the great composers of the twentieth century, was also an

extraordinary and renowned pianist, a skilled conductor. Arthur Rubinstein, himself one of the

most famous pianists of the twentieth century, called Rachmaninoff “the most fascinating pianist

of them all since Busoni.” Claudio Arrau, another great pianist of the twentieth century, said that

Rachmaninoff is “one of the greatest pianists of all time and one of the very truly worthy of

immortality.”!6

Born into a family of musicians, Rachmaninoff continued to be an exponent of the

Romantic era well into the 20™ century while others were exploring completely new and distinct

worlds of musical sound and organization. His works are characterized by lush harmonies,
sweeping melodies, and virtuosic piano writing. In his music, Rachmaninoff regarded the
melody as the most important expressive element. In his book, Five Centuries of Keyboard
Music, musician and writer John Gillespie states: “Rachmaninoff had a special skill as a

melodist. His songs contain some of the most haunting beautiful passages to be found in vocal

15 Gina Bachauer, “My Study with Rachmaninoff,” Clavier 12 (October 1973), 14.

16 Barrie Martyn, Rachmaninoff: Composer, Pianist, Conductor (Aldershot, England:
Scholar Press, Gower Publishing Company, 1990), 396.
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literature.”!” His music also reflects his Russian heritage, with elements of Russian folk music
and Orthodox liturgical chants.!

Rachmaninoff’s piano concertos are deeply rooted in the tradition established by
composers such as Grieg and Tchaikovsky. For example, the opening of the First Piano
Concerto bears a resemblance to Grieg’s Piano Concerto in A minor. Rachmaninoff, who was an
ardent admirer of Tchaikovsky, often performed his B-flat Minor Piano Concerto, which
influenced Rachmaninoff’s compositional writing style. In Rachmaninoff’s piano concerti, the
pianist and the orchestra engage in a dynamic interplay, rather than being limited to the more
traditional roles of the soloist and accompanist. The piano writing is characterized by its rich and
complex textures, replete with chords, octaves, and inner melodies that create a thicker sound.'”

The First Piano Concerto No. I in F-sharp minor, Op. 1, was written while
Rachmaninoff was still a student at the Moscow Conservatory though I went through various
revisions later on. One of the notable performance traits of the piano concerto is its expansive
and virtuosic piano writing. The concerto demands exceptional technical skills from the soloist,
with its rapid and intricate passages, numerous octave jumps, thick chordal patterns, and rapid
ascending and descending scales and arpeggios. The concerto is a great example of
Rachmaninoff’s attention to melodic lines, rich harmonic language, and lush textures. The

cadenza at the end of the first movement further highlights the virtuosic nature of the concerto.

17 John Gillespie, Five Centuries of Keyboard Music (New York: Wadsworth Publishing
Co. Inc.), 86.

18 See Appendix II for further information on Russian culture’s influence on
Rachmaninoff’s and his compositions.

19 Martyn, Rachmaninoff: Composer, Pianist, Conductor, 48-53.
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Virtuoso Examples from the First Piano Concerto
Chords and octaves
The concerto opens with a two-measure orchestral fanfare playing the tonic note, F-sharp.
Two measures after the orchestral introduction, the piano opens with a virtuoso cadenza — a
descending octave and chordal progression in both hands, marked fortissimo. To enhance this
virtuoso passage, the pianist should carefully consider the musical shaping and direction of this
progression. The concerto continues with another cadenza-like moment for the piano as it

presents a rapid ascending arpeggio a few measures later.

Vivace
Piano I
(doprenmano)
Vivace
Piano II .
(Opxecrp) e ma_“m

Ex. 17 Rachmaninoff’s Piano Concerto No.1, movement I, mm. 1-11.
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Following a brief orchestral interlude, the piano is presented with the main theme of the
first movement. John Culshaw describes this theme as one which “shows that the strain of
yearning and melancholy was not missing in the young Rachmaninoff.”?° The primary challenge
in this passage is to emphasize the melodic line, amidst the intricate embellishments
characteristically found in Rachmaninoff’s composition. A pianist needs to explore the uses of

pacing and rubato in order to execute these types of passages lyrically.
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20 John Culshaw, Rachmaninov: The Man and His Music (New York: Oxford University
Press, 1950), 77.
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Ex. 18 Rachmaninoff’s Piano Concerto No.1, movement I, mm. 23-29.

The initial lyrical theme presented by the orchestra and the piano now transitions into the
following Vivace section. Due to the brisk tempo, rhythmic stability is crucial on the part of the
pianist as they execute numerous ascending scale-like passages in the right hand while
simultaneously outlining the melody with the top fingers.

Lastly, the first movement concludes with a piano cadenza that exhibits numerous
technical and musical virtuosic elements. The cadenza opens with powerful chords and octaves,
jumping between the different registers of the piano at a fast speed. A particularly challenging
passage presents the descending chords progressively accelerating, heightening the dramatic
effect while both hands face the challenge of a brisk switch in hand positions that often
transitions between four - to three-note chords. Moreover, Rachmaninoff incorporates crescendi

throughout this entire virtuosic section, adding to demands of the pianist.
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Ex. 19 Rachmaninoff’s Piano Concerto No.1, movement I, Cadenza, mm. 318-321.

After the intense and dramatic chordal section, the cadenza shifts to a new section,
Allegro Moderato. Included in this section, we find arpeggiated figurations, hidden melodies in
inner voices, rich and lush harmonies, and complex harmonic progressions, all typical examples
of Rachmaninoff’s compositional style and all adding to the emotional impact of the concerto. In
addition to these virtuosic displays, Rachmaninoff employs a wide range of sometimes sudden
dynamic contrasts which help to create drama and tension. The example in measures 335-341,

(Ex. 20) shows Rachmaninoff’s masterful piano writing.
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Allegro moderato
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Ex. 20 Rachmaninoff’s Piano Concerto No.1, movement I, Cadenza, mm. 335-341.
The cadenza concludes with virtuosic chords and arpeggios that frequently jump,

involving expansive intervals that pose a challenge to the pianist, requiring large stretches in the

27



hand. This is a section which requires melodic expressiveness and precise and intricate leaps in
both hands, while maintaining a balanced and well-phrased delivery. The cumulative effect of
hearing these virtuoso elements should give the listener a wonderful sense of drama and

excitement, an emotional expression of Rachmaninoff’s youthful passion.

| Maestoso | J. 4 !

Ex. 21 Rachmaninoff’s Piano Concerto No.1, movement I, Cadenza, mm. 381-384.

The second movement of the Piano Concerto is a great demonstration of Rachmaninoff’s
amazing ability in crafting unforgettable melodies. Following a brief interlude by the orchestra,
the piano part begins with a solo section. In this passage, the left hand undertakes the task of
outlining the harmonic structure through triplet arpeggio figurations, while the right hand
assumes responsibility for the melody. This is a particularly challenging moment in the
movement due to the difficulty of putting together the two-bar phrases into a longer cumulative

phrase over a constantly changing harmonic progression.
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Ex. 22 Rachmaninoff’s Piano Concerto No.1, movement II, mm. 10-16.
The concerto’s third movement begins with a call-and-response, where the orchestra has

one measure of introduction followed by one measure of the piano’s bravura response.

V-q

Allegro vivace

0

&
=3

Ex. 23 Rachmaninoff’s Piano Concerto No.1, movement III, mm. 1-2.
The concerto’s third movement is a great example of virtuosic passages in terms of
technical skill requiring interpretative nuance. The first few pages, for instance, feature a series

of arpeggios and scale-like passages incorporating various intervals, requiring accuracy and
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proficiency on the part of the pianist while attending to articulations and dynamics, all done with
the utmost melodic lyricism.

This movement’s middle section resembles a dialogue between the orchestra and the
pianist, in which flexibility and attentive listening are essential due to the considerable amount of

rubato employed.

Andante ma non troppo J=-J) s &
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Ex. 24 Rachmaninoff’s Piano Concerto No.1, movement III, mm. 72-76.

Once again, short cadenza-like moments are presented that are typical of Rachmaninoff’s

writing.
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Ex. 25 Rachmaninoff’s Piano Concerto No.1, movement III, m 79.
The following section features another great example of beautiful writing for the

keyboard: a simple melodic line is joined with a complicated countermelody resulting in a

section full of passion and intensity.
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Ex. 26 Rachmaninoff’s Piano Concerto No.1, movement III, mm. 88-84.



Six Romances for Voice and Piano
Collaborative virtuosity balancing the voice

Rachmaninoff’s song cycle from Op. 38 comprises six songs, titled Six Romances for
Voice and Piano. The title suggests that Rachmaninoff stressed the importance of both the piano
and the voice as equal partners. The song cycle was dedicated to Nina Koshetz, and all six songs
featured texts from modern Russian poets. Rachmaninoftf’s use of chromatic harmonies and
extended chords added harmonic richness and complexity to the cycle, enhancing its depth and
intensity. The song cycle exhibits many examples of virtuosity, both technical and musical, with
extended piano preludes and postludes, long legato melodies in both parts, thick chordal
structure, numerous rhythmic changes, as well as a wide vocal range in each of the songs. The
entire set lasts approximately seventeen minutes and is known for its deep emotional expression,
evoking themes of love, nature, and longing.

One of the most formidable challenges in performing the set of songs from Op. 38, is
achieving a cohesive ensemble between the vocalist and the pianist in an organic manner. The
accompaniment throughout the piece is rich and dense, making it difficult to discern the larger
rhythmic pulse in many of the songs. Also, maintaining the level of technical pianistic virtuosity
called for while not overwhelming the singer is crucial throughout the cycle.

The first song, Houwto 6 cady y mens, is the shortest in length. The piano accompaniment
primarily consists of chords, while the singer delivers a captivating melodic line. Notably, in

measure 15, the piano part is written as "quasi cadenza."*!

21 See Appendix II for thoughts on performance.
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Ex. 27 Rachmaninoff’s, Housto 6 cady y mensa, m 15.

In the second song of the cycle K ueti, one can immediately see the rhythmic complexity

of the combined piano and vocal lines.??
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Ex. 28 Rachmaninoff’s, K neit, mm. 11-12.

The third song, Mapeapumxu, is comparatively easier in terms of ensemble coordination,

as the meter remains consistent in 3/4 time throughout, facilitating a more natural feel.??

22 See Appendix II.

2 Ibid.,
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Ex. 29 Rachmaninoff’s, Mapzapumxu, mm. 11-16.

The piano postlude in this song presents a challenge for the pianist, as it necessitates a

transition from an accompanying role to a more soloistic role.?*

24 See Appendix II for further information.
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Ex. 30 Rachman

In contrast, the fourth song, Kpsiconos, seems to be the most challenging both in terms of

ensemble coordination and text delivery. The abundance of text combined with quick sixteenth



notes and consonant-heavy passages, pose difficulties in singing on the vowels while navigating

the consonants, as is evident throughout the entire song.

Tempo come prima
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Ex. 31 Rachmaninoff’s, Kpsiconoe, mm. 17-19.

The piano part in this song presents considerable challenges, not only in terms of

technical execution but also in capturing the character of the work.?
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Ex. 32 Rachmaninoff’s, Kpsiconoe, mm. 42-43.

25 See Appendix II.

36



the primary challenges in this song is the intricate coordination of duple rhythm against triplets,

The next song, Cown, is arguably the most frequently performed song of the cycle. One of

which is presented in the first 2 pages of the song.
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Ex. 33 Rachmaninoff’s, Corn, mm. 1-7.

The last three pages of the song are quite challenging for the pianist.2®

26 See Appendix II.
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Ex. 34 Rachmaninoff’s, Con, mm. 22-25.

The last page of this song features a demanding piano solo, requiring the pianist to
execute numerous jumps and extended interval stretches. The pianist must do so while

highlighting the melody, which is marked with zenuto markings, alternating between both hands.
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Ex. 35 Rachmaninoff’s, Con, mm. 32-39.
The final song of the cycle, 4¥/, presents comparable challenges to the earlier songs of

the cycle.?’

27 See Appendix II.
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Ex. 36 Rachmaninoff’s, AY!, mm. 1-2.
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G minor Piano Trio No. 1
Virtuoso arpeggios and intricate scale passages

Rachmaninoff wrote his G minor Piano Trio No. I in 1892, during his years at the
Moscow Conservatory. In contrast to the traditional trio form of three or four movements, this
early trio is a one-movement work. It is in sonata form, with the exposition comprising several
motives that come back in the recapitulation in different key. The main elegiac theme is
presented first by the piano. The cello and the violin further develop the theme while the mood
and tempo of the piece continue to transform. The work concludes with a funeral march that
bears a distinct resemblance to Tchaikovsky’s Trio in A Minor. The work displays
Rachmaninoff’s prowess in creating virtuoso piano writing, encompassing a broad range of
sound, nuance, and colors.?®

Similar to Tchaikovsky’s A minor Piano Trio, Rachmaninoft’s Piano Trio opens with a
four-note theme. This first section is in a slow tempo and presents the challenges of playing

legato octaves and chords while maintaining the soft dynamic marking.
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28 See Appendix II for personal comments.
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Ex. 37 Rachmaninoff’s Piano Trio, mm. 4-7.

A great example of virtuosity in the piano part is exemplified in measures 70 -76, (Ex.
38) where the violin and cello share the melody while the piano executes intricate virtuoso scale

passages.

o
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Ex. 38 Rachmaninoff’s Piano Trio, mm. 70-73.
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The next example of virtuoso writing can be found in measures 80 — 84, (Ex. 39). Here,

the pianist is required to perform rapid ascending scales in intervals of sixth.

| SRS M A

Ex. 39 Rachmaninoff’s Piano Trio, mm. 80-84.

At measure 100, the piano is presented with a solo passage that navigates through several

harmonic progressions, offering various options for shaping.
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Ex. 40 Rachmaninoff’s Piano Trio, mm. 100-109.
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RECITAL III: Program Notes

The Piano Quartet in G Minor and Zigeunerlieder

Johannes Brahms was born in 1833 in Hamburg and died in Vienna in 1897. Often
compared to the other two incomparable composers whose names start with B, Bach, and
Beethoven, Brahms became known as a champion of traditionalism. He wrote masterpieces in all
the great classical forms except opera, from which many of his contemporary colleagues were
turning away. Even though Brahms was writing in classical traditional forms, he was pouring
new and innovative content into those forms (adventurous phrase length, chromatic harmonies
and harmonic movement, rhythmic complexity, hidden counterpoint, etc.).?’

The Piano Quartet No.I in G minor, Op. 25 was composed between 1856 and 1861 when
Brahms was only 28 years old. Chamber music historically had been simpler, often meant for
performance at home by amateurs. This began to change with the quartets of Beethoven,
especially the late quartets, and certainly the Brahms’ G minor quartet was not meant for private
performance. First of all, the performance of a forty-five-minute complex chamber music work
for four musicians is in itself a virtuoso accomplishment. Throughout the quartet, Brahms
displays his mastery of counterpoint and thematic development, as well as his ability to balance
individual instruments and create a cohesive ensemble sound. The use of virtuosity in the piano
part adds to the complexity and richness of the work. As musicologist Vincent C. K. Cheung

notes, “The quartet relies heavily on the resources of the piano to establish its character, with the

2% For more information on Brahms compositional innovation, see Rose T. Breckenridge,
“Music in Depth: Brahms’s Quartet in G minor,” The Cleveland Orchestra Music Study Group,
accessed February 27, 2023, https://www.youtube.com/watch?v=HkuNXtDYeNO&ab channel=
TheClevelandOrchestra.
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keyboard part assuming a role that is at once soloistic and orchestral.”? It was first premiered
with Brahms playing on the piano and a year later Clara Schumann on the piano. It consists of 4
movements.

The first movement of the quartet has an A/legro marking with Exposition, Development
and Recapitulation. The exposition presents several different themes, some in the tonic key of G
minor and some written in contrasting D major and D minor. The exposition does not have a
repeat sign; however, Brahms creates the illusion of repetition by starting the development
section with the exact repetition of the first 10 measures of the exposition. The development
section uses a number of the themes from the exposition extended in new ways. Interestingly the
recapitulation of the first movement begins with the second theme in G major instead of the
expected first theme. The recapitulation is finished with a brief but intense coda.

The second movement is marked Intermezzo and Trio; it is in compound triple meter and
is in the key of C minor. The movement has a contrasting trio as well as a concluding short coda.

The third movement is marked Andante con moto and is in triple meter. The strings sing
the lyrical first theme while the piano supports them with beautiful arpeggiated figures. The
second quasi-march-like theme of this movement slowly builds into a very dramatic section
which equally slowly returns to a less turbulent ending.

The last movement of the quartet is the attention-grabber. It is in the key of G minor in
duple time. It is marked Rondo alla Zingarese, or the “Gypsy Rondo.” Similar to other

compositions of Brahms, this movement is built on a simple idea which is fast, tonal, and has a

30 Vincent C. K. Cheung, “Brahms’ Piano Quartets in their Music- and Social-historical
Contexts,” Cambridge, MA (2005): 1-12, accessed March 23, 2023, https://web.mit.edu/
ckcheung/www/Musical Writings_files/BrahmsPfQt Context 20050423.pdf.
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driving rhythm. The movement is famous for its virtuosity, as Max Kalbeck writes that in one of
the performances:

The most appeal and strongest applause came from the Hungarian finale of the

quartet; and the fact that during its performance, the cellist knocked over and

cracked the bridge of his instrument hurt nothing of its appeal; quite the contrary,

every one rejoiced to hear the “smart” Csardas (a kind of rhythmic Gypsy style),

whose passages the composer allowed to roll so briskly over the strings, from the

beginning again.?!

Brahms was known for his skill as a virtuoso pianist and his solo and chamber music
works are a great example of his complex and demanding piano parts, which showcased his own
abilities as a pianist as noted by Jan Swafford in his book Johannes Brahms - A Biography.3* It
seems clear that Brahms was writing music for himself (or another virtuoso pianist) to play.
However, the technical demands of this piano quartet require exceptional skill from each of the
performers. The piano part is incredibly challenging, featuring intricate passagework, rapid
arpeggios, and virtuosic flourishes that require exceptional finger dexterity, strength and an
advanced piano technique. Descending sixteenth-note arpeggiated passages, sixteenth-note runs
with extended stretches, broken octave sixteenth-note passages, scales in a rapid tempo, extended
octave jumps as well as complex chord progressions are some of the virtuoso mandates in this
work. As musicologist Michael Musgrave notes, “The piano part is of equal importance to that of

the other instruments, and it demands great virtuosity of the player.”?* The string parts also

demand considerable skill, with challenging technical work and rhythms, as well as difficult

31 Max Kalbeck, as cited in Otto Biba, “Die Kammermusik im Wien der Brahmszeit > in
Die Kammermusik von Johannes Brahms, ed. Gernot Gruber (Laaber, 2001), 59.

32 Jan Swafford, Johannes Brahms: A bibliography (New York: Alfred A. Knopf Inc.,
1997), 37.

33 Michael Musgrave, The Music of Brahms (New York: Oxford University Press, 1994),
184.
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bowing and fingering passages requiring control and meticulousness. Furthermore, the ensemble
playing throughout the piece is intricate and demanding, requiring the musicians to be highly

coordinated and responsive to one another’s playing.
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Virtuosity as Displayed in the G minor Piano Quartet
Broken octaves, extended octave jumps, complex chord progressions, unison strings
The first movement of the quartet features several passages that are virtuosic in their
nature. An example of such a passage can be seen in measure 77 of the first movement of the
piano quartet. The piano performs a descending passage in sixteenth notes rapidly transitioning
between black and white keys in fortissimo before a diminuendo in the last three beats of the

second measure.
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Ex. 41 Brahms’ Piano Quartet in G minor, movement I, mm. 76-79.
Another example of a virtuosity passage in the first movement can be seen in measures
216-226, (Ex. 41). Brahms highlights his love of counterpoint with a canon while having each

hand doing technically difficult leaps.>*

34 See Appendix III thoughts on performance.
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Ex. 42 Brahms’ Piano Quartet in G minor, movement I, mm. 212-220.
Heightening the difficulty of this passage, the strings are playing in unison (i.e.,

intonation issues) while involved in the counterpoint.®

35 See Appendix III.
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Ex. 43 Brahms’ Piano Quartet in G minor, movement I, mm 35-41.

The second movement of the piano quartet presents its own challenges. At measure 17,
(Ex. 43) the pianist has the melody. Both hands play the same notes in sixths and Brahms marks

the line to be played legato and in a piano dynamic.®

36 See Appendix III.
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Ex. 44 Brahms’ Piano Quartet in G minor, movement II, mm 17-21.

Also, in this movement measures 43-52 present their own difficulty.’’
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Ex. 45 Brahms’ Piano Quartet in G minor, movement II, mm. 42-56.

37 See Appendix III.



Musicologist Michael Musgrave notes, “Brahms’ music always reveals a deep
understanding of the piano, and his compositions for the instrument are characterized by their
richness of tone, complex harmonies, and brilliant virtuosity.”*® The third movement of the G

minor quartet showcases Brahms’ exceptional abilities in all these aspects. Again, in this

movement the challenge with playing in unison is present.
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Ex. 46 Brahms’ Piano Quartet in G minor, movement I1I, mm 48-50.

38 Michael Musgrave, The Music of Brahms, 243.
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The third movement also presents a rhythmic challenge.*®

Ex. 47 Brahms’ Piano Quartet in G minor, movement I1I, mm. 59-70.
A further rhythmic challenge in this movement occurs in the animato section where

Brahms layers the rhythms.*°

39 See Appendix III.
40 Tbid.,
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Ex. 48 Brahms’ Piano Quartet in G minor, movement I1I, mm 73-80.

Measure 112, shows contrapuntal octave lines before a more bravura section of leaps.

110

116

Ex. 49 Brahms’ Piano Quartet in G minor, movement III, mm 110-119.
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The final movement of this Piano Quartet, known as the “Rondo alla Zingarese,”
presents an array of technical challenges for performers, specifically in terms of clarity and
speed. This movement is characterized by numerous scale passages, extended jumps, and
running sixteenth notes that require stable and clean execution. Additionally, the texture of the
movement is often dense and heavy requiring excellent voicing from the pianist as well as the
string players.

In the last movement another challenge is to keep and maintain a stable tempo. Due to the
extended jumps the performer might cut some of the preceding notes off shorter, thereby
deviating from the intended musical expression of the composer. Specifically, the sixteenth-note
passage from measures 80-115 poses a challenge for pianists, who may be inclined to push the

tempo to shape the line. To prevent rushing this section the pianist must be mindful of

maintaining the inner pulse and to feel the middle of each measure.

Ex. 50 Brahms’ Piano Quartet in G minor, movement IV, mm 80-91.
Lastly Brahms incorporates several piano cadenza-like moments in this movement. The
one in measure 293 consists of descending thirty-second note passages. Even though this looks

like very exact writing, the cascades of descending thirty-second notes should feel improvisatory.
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Ex. 51 Brahms’ Piano Quartet in G minor, movement IV, m 293.
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Zigeunerlieder
Virtuosity in imagination, i.e., strophic settings

It is worth noting that the inclusion of virtuosity can vary depending on the type of work.
A great contrast to the Piano Quartet in G minor is Brahms’ song cycle Zigeunerlieder, Op. 103.
Originally written for four singers, Brahms arranged these songs himself for solo voice and
piano. They were translated from Hungarian folk songs into German by Hugo Conrat. In the
song cycle, the piano part is often used to support and highlight the vocal line rather than
showcasing virtuosic elements in terms of bravura passages.

Brahms incorporates the dotted rhythms in the first three songs and maintains a duple
meter throughout all eight songs. Many of the songs were structured in either strophic or
modified strophic form, requiring a constant reimagining of the musical lines as viewed through
the text. To this song cycle Brahms also adds syncopation, dotted rhythms, and grace notes to
enhance the melodies.*!

As Lorraine Gorrell describes these in her important book “7The Nineteenth-Century
German Lied,” “The Zigeunerlieder requires a high degree of technical skill from both the singer
and pianist. The frequent use of chromaticism and unusual harmonies, as well as the complex

rhythms and meter changes make these pieces a formidable challenge for any performer.”*?

41 After Brahms introduced the song cycle to Clara Schumann, she remarked, “I must
unburden my heart of the joy your Zigeunerlieder has given me. I am quite delighted with them.
How original they are and how full of freshness, charm and passion! How wonderful the voice
progression is, so graceful and full of interest! Their feelings are so varied that in spite of the
incessant 2/4 time one is not conscious of any monotony... The enthusiasm was great and many
of the songs had to be repeated... Let me press your hand, dear givers of joys.” See Paul Stark,
Brahms's Vocal Duets and Quartets with Piano: A Guide with Full Texts and Translations (IN:
Indiana University Press, 1998), 122.

42 Lorraine Gorrell, The Nineteenth-Century German Lied (Newark, NJ: Amadeus, 2005),
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The use of repeats in the cycle presents a unique challenge in regards to interpretation.
How should the repeat differ from the first iteration? Brahms includes articulation markings in
the vocal line, but dynamic markings are only present in the piano part, leaving room for the
singer and the pianist to experiment with the interpretation.*?

In conclusion, while the challenges faced by the singer and the pianist in this song cycle
may not seem as virtuosic as the piano quartet, they require a high level of musical imagination

and musicianship to perform with the artistry and understanding these works demand.

43 See Appendix III for further notes on Zigeunerlieder.
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CONCLUSION:

During the course of the three dissertation recitals, I went on a musical journey that
proved to be both challenging and rewarding. Each of the recitals features a monumental work
such as Tchaikovsky’s Trio in A minor, Rachmaninoff’s Piano Concerto in F-Sharp minor,
and Brahms’s Quartet in G minor. Each one of these pieces requires great skill and endurance
to perform as they are all quite lengthy and incredibly demanding. Each one of these works
contains more than enough virtuoso elements to satisfy any performer as well as the most blasé
audience. And each one of these works exploits these elements in furtherance of a musical
vision rather than as simply fireworks.

Additionally, in each recital, less lengthy and flashy works were included which
focused on different aspects of virtuosity: sensitivity to partners, quality of sound production,
understanding of text in vocal music and ever-heightened listening. I have found that there is
virtuosity in the quietist song in the set, in the slowest four-bar phrase and that artistry in
performance could and should be augmented by virtuosity, not defined by it.

Virtuosity enhances enhance the overall dramatic and musical impact of a piece.
However, it is important to ensure that technical virtuosity does not detract from the overall
musical experience.

By studying, performing, and carefully considering the use of virtuosity in each of the
works featured in my three recitals, I have gained a deeper understanding on how virtuoso
elements can be used to enrich the musical impact and intent. It is my hope that the musical
preparation and the research for this dissertation has made me a more thoughtful and
comprehensive overall musician, one who will use virtuosity to enhance my performing,

coaching, and teaching going forward. Certainly, I believe that my performances are already
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impacted. I also hope that this dissertation and the accompanying thoughts on rehearsal and
performance will be of benefit to future generations of my colleagues, students and scholars as

we continue to appreciate virtuosity in all its many manifestations.
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APPENDIX I

Composer Biography, Historical Tidbits and Notes on Performing

Pyotr Ilyich Tchaikovsky

Tchaikovsky was born in 1840 in Votkinsk, Russia and died in 1893. His mother
recognized his musical talent and enrolled him in piano lessons at an early age. Both his parents
insisted that he pursue a career in law, and he spent most of his early years studying at the
Imperial School of Jurisprudence in St. Petersburg. Later, his interest and passion for music
prompted him to enter the St. Petersburg Conservatory, where he studied composition under
Anton Rubinstein. He then became a professor of music theory and composition at the Moscow
Conservatory.

Piano Trio Notes

In studying the piano trio, it is interesting to note that this is the only piano trio that the
composer wrote and that he did not believe that the combination of the piano with violin and
cello could work well together. In a letter to Nadezhda von Meck, Tchaikovsky explains in
detail:

You asked why I have never written a trio. Forgive me, dear friend; I would do

anything to give you pleasure, but this is beyond me... I simply cannot endure the

combination of piano with violin and cello. To my mind the timbre of these
instruments will not blend... it is torture for me to have to listen to a string trio or

a sonata of any kind for piano and strings. To my mind, the piano can be effective

in only three situations: alone, in context with the orchestra, or as accompaniment,

i.e., the background of a picture.*

However, after finishing the trio, he found merit in the sense that the nature of the

composition is closer to that of a symphony.

4 Modeste Tchaikovsky, The Life & Letters of Peter Ilich Tchaikovsky, ed. Rosa
Newmarch (New York: Haskell House Publishers, 1970), 391-392.
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The trio is finished... Now I can say with some conviction that the work is not bad.

But I am afraid, having written all my life for the orchestra, and only taken late in

life to chamber music, I may have failed to adapt the instrumental combinations to

my musical thoughts. In short, I fear I may have arranged music of a symphonic

character as a trio, instead of writing directly for my instruments. I have tried to

avoid this; I am not sure whether I have been successful.*?
Piano Trio Performance Notes

Ex. 3 —In this passage, the right hand performs an ascending pattern while the left-hand
plays ascending arpeggiated harmonic gestures. However, the physical demands of the right-
hand passage can be uncomfortable due to the brisk tempo and constant switching of hand
positions between black and white keys. Furthermore, maintaining a stable tempo is another
challenge in this passage as the string instruments play constant quarter notes over the sixteenth
note passage of the pianist. The scale passage on the following page presents further technical
difficulties. In this section, both hands execute descending scale passages over four beats,
followed by a large leap that must be executed smoothly without taking time, ensuring accurate
landing on the notes after the hands jump up. It is imperative to maintain a stable tempo during
this passage, as the violin and cello perform melodic lines in quarter notes. Overall, these
virtuosic passages necessitate precision, dexterity, and careful attention to maintaining tempo
and coordination with the string instruments.

Ex. 4 — In this passage the upper two voices have a fugue-like conversation, while the
piano part serves as accompanimental and harmonic support. However, after four measures the
piano transitions from an accompanimental role to becoming the presenter of the melody. This

passage proves to be challenging and uncomfortable, as it requires careful execution of both the

melody and filler notes, which need to be executed softly. Complicating matters further, the

45 Modeste Tchaikovsky, The Life & Letters of Peter Ilich Tchaikovsky, 419.
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frequent harmonies change on every beat, making this passage difficult to remember.
Additionally, the left hand has its own melody, adding further complexity in shaping both lines
with the marked soft dynamics and adhering to Tchaikovsky's marked phrasing.

Ex. 5 — The piano part features a broken octave passage in the right hand, while the left
hand plays a counter melody in octaves. I found it particularly difficult to execute the broken
octave passage in a melodic manner, avoiding a mechanical or etude-like sound quality while
clearly projecting the melody in the top voice. To overcome this challenge, I had to practice the
passage slowly, focusing on connecting the sounds of one octave to the next while actively
listening to achieve the desired musical expression.

Ex. 6 The character of this variation is marked as scherzando, but the dynamic remains
mostly at piano or pianissimo. The theme is given to the piano part in passages of double
sixteenth-notes, which must remain stable while the pianist shapes the melodic line. The
variation goes by quickly, with frequent changes in the harmonic language. Memorizing this
variation could be helpful in order to execute it precisely and avoid getting lost in the fast-
descending arpeggios.

Ex. 8 — In this variation, the cello carries the melody in quarter notes which can
sometimes lead to tempo fluctuations in order to shape the melody. Meanwhile, the piano part
has a waltz rhythm in the left hand and an accompanying figuration in the right hand. The
rubatos in the cello part and the waltz rhythm in the piano part must be well coordinated in order
for the ensemble to stay together. An interesting moment occurs on page 56, where the piano has
a rest while the cello is finishing its line and the violin is beginning its line simultaneously. Both

musicians must agree on how the rubato should be applied in order to be cohesive.
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Ex. 9 — The challenge in this variation lies in playing the chords as a cohesive melodic
line, marked fortississimo, without missing any notes. The frequent switching of hand positions
between each chord poses a risk of missed notes during these transitions, adding to the physical
demands of the variation. Furthermore, Tchaikovsky provides no specific dynamic markings
other than fortissimo, requiring the pianist to make their own interpretive decisions on where to
vary the dynamics based on the presented harmonies.

Ex. 10 — Similarly to previous variations, this variation is characterized by its intricate
and dense texture, with many notes presented in each part. As such, the performers must
carefully discern who has the subject and bring the entrances out prominently to help the
listener’s ear. The articulation markings are very specific, asking for precise coordination among
the instruments in order to match their articulation.

Notes on performing Tchaikovsky with Professor Jennifer Casey-Cabot

While rehearsing Tchaikovsky’s 5 mebe nuueeo ne ckascy... Op. 60 No.2, Prof. Jennifer
Cabot explained that: “the words tend to feel too heavy for the appropriate speed. I had to
practice this simple song much more than some of the songs that have greater range and more
complicated harmonies and tessitura.”*® This is an example of a very simple song that is actually
quite challenging. It is interesting to note that the phrases never resolve. It propels itself from the
entrance of the singer right through the piu tranquillo section that is more recitative-like all the
way to the end without once coming to a stop. This fits well with the text, which is a declaration
from one person to another, stating that they would never ask for returned love, no matter how

difficult to resist.

46 Jennifer Casey-Cabot, rehearsal-discussion, University of Maryland, February 1-15,
2022.
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During the preparation for Tchaikovsky’s Ckaorcu, o uem 6 menu eemeseti, Op 57, No 1,
Prof Cabot noted that “the tessitura is such that the soprano can really let her voice soar, but the
virtuosity for both the pianist and the singer lies in understanding how the form and flow serve in
storytelling.”*’” The song unfolds over a span of four minutes. “The singer must pace themselves
and not indulge in the notes, but in the phrases instead.”*® When the pianist gets the melody they
must also be expressive while having the larger phrase in mind when considering stretching the
melody. The text for this song is also about love but this time exhorting the world to understand
how important it is to remember the power of the words of love. Essentially, it is about love itself
as well as speaking up with words of love to one another. The reference to the power of the
nightingale’s song of love is how the song opens, then moves on to describe a young girl's first
love and her questioning if it is what she has longed for. It culminates with a repeat of the call to
talk about how words of love can help us when life causes us extreme pain. It ends with the text:
“what can make the heart glad? Is it not those heavenly sounds which you heard for the first

',’

time: Words of love!” What is important for the ensemble in this piece is the tempo. The singer
must not wait too long between breaths; the flow must be perfectly timed from measure to
measure or it will sound labored and indulgent in the wrong way. The piano part goes from 4/4
time to 12/8 with groupings of eighth notes in groups of four or three.

These changing groupings need to remain extremely steady and the singer needs to take

time to breathe, while being very mindful of the flow of the pianist. The pianist must sing

mentally as well when accompanying this song. Knowing when to ensure that the tempo stays

47 Jennifer Casey-Cabot, rehearsal-discussion, University of Maryland, February 1-15,
2022.

8 Jennifer Casey-Cabot, rehearsal-discussion, University of Maryland, February 1-15,
2022.
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steady and when to allow time to relax. However, when relaxing the tempo, it must always find
its way back. Rests must never slow the tempo down. If the singer wants to stretch a line, they
need to do it while singing, not by holding a rest for too long. This takes experience and skill to
do it masterfully.

The next vocal selection 4 au 6 none d0a ne mpagywixa 6wina? is long, slow, and repetitive
in form. It is about 6 minutes in length. The character in this song is on the verge of a breakdown
from the injustice of the situation. The singer must find a way to be actively singing while
projecting an almost catatonic state of sadness. It requires long phrases with several shifts from
middle-low voice to extreme high notes in the melismas that end each of the three choruses,
following each of the three verses. The key to singing this song well, again lies in the execution
of timing, flow, speed and phrasing. The pianist can prepare by speaking the text in rhythm and
understanding where the word stresses should lie in order to complete each phrase smoothly. For
the singer, the challenge is much like in the song 4 mebe nuuezo ne ckasxcy... Op 60, No 2,
because the melody consists of moving eighth notes, which the pianist must differentiate
between which of them the singer will stretch or not stretch. Creating perfect legato while
managing text is probably one of the hardest things a singer will ever learn to do.

In the last selection from Tchaikovsky’s Romances, Jewns 1u yapum Op. 47 No. 6,
playing the prelude and postlude well requires making sure one understands that the piano part is
setting up the scene for the singer. This requires both the singer and the pianist to understand
what they are thinking and doing in terms of the flow and the musical content of the song. The
text must be delivered with incredible ease because the tempo of this song is very fast. Therefore,
the biggest challenge for the singer is the clear articulation of the text. Knowing how to keep a

vibrant legato going at a fast speed is the next biggest challenge in this song. In the words of
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Prof, Cabot “This is not a song for a beginner. Actually, none of these four songs are suitable for
a beginner. Technically, a beginner could sing all the notes. But the meaning and intent could
very easily be lost if the singer does not have enough experience with the bigger picture and a
deep connection to such big feelings of love, loss, desire, grief, and pain. I will also say that in
order to sing art songs such as these, a singer and pianist must have not only a connection to the
text and the ability to physically sing all the notes, but a bigger understanding of how each
measure builds and connects to what came before and what comes after. They must understand
both how simple and patient, as well as how urgent and motivating you need to be while
performing a song. You have to sometimes let things unfold and sometimes you must lead
strongly. All of this takes experience, trial and error, and time to mature. I think for a pianist
playing Tchaikovsky with a singer, they also need to be able to understand (and have executed
themselves) the speaking of the text in rhythm. If they can understand the logistics of that and
observe acutely the ability of the singer that they are accompanying, then the appropriate tempo

and phrasing will follow.”#

4 Jennifer Casey-Cabot, rehearsal-discussion, University of Maryland, February 1-15,
2022. Prof. Cabot is on the voice faculty at the University of Maryland. She performed the 4
Romances by Tchaikovsky.
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APPENDIX II

Compos Biography, Historical Tidbits and Notes on Performing

Sergei Rachmaninoff

Rachmaninoff was born in 1872 into a family of musicians. His great-grandfather was a
skilled violinist, and his grandfather was a renowned pianist who had studied under the famous
composer, John Field. Young Rachmaninoff’s musical talent was seen at a very early age and he
was admitted to the preparatory division at the St. Petersburg Conservatory with a full
scholarship at the age of nine.*’

Rachmaninoff’s family relocated to Moscow in 1885, where he was exposed to a vibrant
cultural environment that fostered his musical talent. Soon after the family moved to Moscow,
Rachmaninoff enrolled in the esteemed Moscow Conservatory, where he studied piano with the
acclaimed instructors Alexander Siloti and Nikolai Sverev. He was also enrolled in the
composition classes of the renowned Russian composers Alexander Taneyev and Anton
Arensky.’! During his time at the Moscow Conservatory, Rachmaninoff had the opportunity to
meet and perform for some of the leading Russian musicians, including Tchaikovsky, who was
one of Rachmaninoff's idols. He completed his studies as a pianist in 1891, the same year he
finished his First Piano Concerto in F# Minor. In the following year, he earned the prestigious

Great Gold Medal in the composers division for his opera, Aleko.>?

30 Anastassia Ivanova,“Sergei Rachmaninoff’s Piano Concertos: The Odyssey of a
Stylistic Evolution” (DMA diss., University of Maryland, 2006), 2, accessed April-16, 2023,
https://drum.lib.umd.edu/bitstream/handle/1903/3544/umi-umd-3377.pdf;sequence=1.

3! Martyn, Rachmaninoff: Composer, Pianist, Conductor, 18.

52 Tbid., 33.
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Rachmaninoff’s compositional style can be split into three distinct periods. He first
started composing during his time as a student at the Moscow Conservatory. During this period,
he composed the First Piano Concerto No. 1, the opera Aleko, the Elegiac Trio in D minor, op.
9, Symphony No. 1, Op. 13, and the Moments Musicaux, Op. 16, among others.

During his second compositional period, he had the most success as a pianist, composer,
and conductor. Some notable works include the Sonata for Piano and Cello, Op. 19, the piano
preludes, Op. 23 and Op. 32, the Piano Concerto No. 3, Op. 30, the Piano Sonata No. 2, the two
sets of Etudes-tableaux for piano, Op. 33 and Op. 39, as well as the songs Op. 21, Op. 34, and
Op. 38, among many other successful compositions.>

His last compositional period includes works such as the Piano Concerto No.4, Op. 40,
Variations on a Theme of Corelli, Op. 42, the Rhapsody on a Theme of Paganini, Op. 43, the
Third Symphony, Op. 44, Symphonic Dances, Op.45, as well as some revisions to previously
written compositions and various piano transcriptions.>*

Rachmaninoff was known as one of the greatest pianists of the twentieth century. He was
regarded as a virtuoso pianist throughout his lifetime and his superb musicianship frequently
captivated his audiences. In a letter by Elena Somova, who was a friend and admirer of
Rachmaninoff, she writes about the first time she heard a performance by the great pianist:

The first time I heard Rachmaninoff in recital in October of 1909, I was

immediately conquered by his genius. His superb mastery, severe nobility of the

style, deepness and richness of the content, and his trademark sound was
astonishing. ..’

33 Tbid., 20.
34 Martyn, Rachmaninoff: Composer, Pianist, Conductor, 20.

33 Tvanova, “Sergei Rachmaninoff’s Piano Concertos: The Odyssey of a
Stylistic Evolution,” 4.
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The First Piano Concerto

The First Piano Concerto No. I in F-sharp minor, Op. 1, was written in 1890. During his
time at the Moscow Conservatory, Rachmaninoff was only 18 years old when he composed this
concerto The first performance of the concerto was in 1892. It was performed by Rachmaninoff
and featured the first movement of the work. The performance was well received: “The first
movement had taste, tension, youthful sincerity, and obvious knowledge.”>® However, the
concerto went under several revisions by Rachmaninoff. The newly-revised version had clearer
orchestration and restructured sections that improved the overall coherence of the piece. After
the performance of the revised version, Rachmaninoff was disappointed that the audience in
America had stronger preferences for his second and yhird concerti over the first concerto.
Rachmaninoff noted: “all the youthful freshness is there, and yet it plays itself so much more
easily.>’

In the book, Rachmaninoff: The Man and His Music, the author, John Culshaw notes:

The First Piano Concerto is certainly not nearly as important as the others, but as

an example of the melodic gift, the exuberance and the brilliance of a Russian

student-composer at the end of the last century, it is surely unsurpassed.’®
Six Romances for Voice and Piano

Ex. 27 — This passage features a plethora of thirty-second notes in the right hand,
juxtaposed with the left hand outlining a seventh chord with added chromatic notes. This

presents a formidable challenge in executing the passage with natural fluidity, as the tempo must

% Dmitri Alekseev, A. D. S. V. Rachmaninoff (Moscow: Gosudarstvennoe Muzikal’noe
Izdatel’stvo, 2012)

37 Martyn, Rachmaninoff: Composer, Pianist, Conductor, 286.
38 Culshaw, Rachmaninov: The Man and His Music, 76.
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remain constant. To make it more challenging, the composer marks this passage in a piano
dynamic with a brief crescendo. Furthermore, the singer has descending quarter notes, making it
hard to feel the beat amidst the intricate piano writing.

Ex. 28 — In this song, there are several sections where subdivision is necessary since there
are varying meters that require counting eighth-notes consistently. Whenever the singer has a
sustained note and the accompaniment features a descending sequence in quintuplets such as the
one in mm 11-12 (Ex. 28), the singer must feel the larger beats in this section to understand
where the melodies fit.

Ex. 29 — The consistent meter in this song provides ample room for nuances and phrase
shaping, as exemplified by the abrupt modulation to Gb Major in measure fifteen, which initially
feels sudden and lacks lyrical fluidity. In my rehearsals with Professor Cabot, we decided to take
more time in the section leading up to the a fempo in mm 11-16 (Ex. 29), resulting in a more
organic and natural transition, lessening the sense of urgency.

Ex. 30 — The postlude has several scale passages and trills that must be executed
melodically rather than sounding like a mere technical exercise. The pianist must work on the
section in order to achieve and feel a sense of natural phrasing in shaping the melody.

Ex. 32 —Rachmaninoff's vocal writing is inherently shaped for natural phrasing, and the
singer must also be attuned to the pianist's harmonic and rhythmic movements beneath the vocal
line. There are instances where the voice naturally lingers and expands on the high notes. Still,
due to the consistent sixteenth-notes in the accompaniment, it is crucial to maintain the integrity
of Rachmaninoff's intended rhythm. This is exemplified by the melodic line from G-G#-A,
leading into the wordy sixteenth-notes, where a ritardando might feel unnatural. The piano part

in this song presents considerable challenges, not only in terms of technical execution, but also in
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capturing the character of the work. The piano part frequently utilizes thirds and sixths, while
simultaneously highlighting the melodic line. One of the most demanding passages occurs on
page 319, where the left hand involves jumps outlining various harmonies while the right-hand
jumps and plays double notes. Additionally, Rachmaninoff further challenges the pianist and the
vocalist with expressive markings such as ritenuto, leggiero, and cantabile, which require
precise execution.

Ex. 33 — The last three pages of the song are quite challenging for the pianist. This
section entails navigating numerous jumps in both hands while maintaining a legato melodic
line, addressing issues related to timing and rubato, and several extended intervals that may pose
difficulties in the right hand. Furthermore, there are frequent instances of passing the melodic
line between the left and right hand while simultaneously playing additional internal notes,
adding to the complexity of the performance.

Ex. 36 - The first obstacle the singer needs to overcome is in the first measure, where the
pianist is tasked with executing sixteenth-note sixtuplets in a pianissimo dynamic. The entrance
of the vocalist proves to be a considerable challenge, as it is difficult to perceive the larger beats.
To address this, we worked on placing a subtle emphasis on the second beat of the measure to
enhance the rhythmic clarity for the singer.

Trio in G Minor

Ex. 38 — One of the technical challenges of this passage lies in the piano part, where the
pianist must execute a rapid jump from the lower to higher register at the end of each measure
for the succeeding descending run. Moreover, our ensemble encountered a challenge regarding

the string instruments’ tendency to push the tempo due to their sustained notes or eighth-note
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patterns while trying to shape the phrase. As in previous examples, I lightly emphasized each of
the larger beats for rhythmic clarity.

Ex. 39 — The passage is marked in fortissimo, with thirty-second note scales in both
hands. Each scale passage comprises either melodic or harmonic scales, resolving to a new chord
with each iteration. Since executing this passage cleanly and accurately can be quite challenging,
it is helpful to memorize this section of the trio.

Ex. 40 — In my preparation, I experimented with several interpretations to determine the
most natural and organic approach. In addition, I worked on pacing and rubato to further

highlight the fluidity in this section.
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APPENDIX III

Composer Biography, Historical Tidbits and Notes on Performing

Johannes Brahms

Johannes Brahms was born in 1833 in Hamburg and died in Vienna in 1897. From a
young age, Brahms had to help his family with finances by performing on the piano. He was an
excellent pianist playing in dance halls. As a piano student, Brahms was extremely talented, so
the leading teachers of Hamburg taught him without asking for any pay. His reputation as a
pianist eventually led him to getting a job as a tour accompanist for the famous Hungarian
violinist Edward Remenyi after which many doors opened for Brahms. He met another famous
violinist, Joseph Joachim, who then in turn introduced him to the composer Robert Schumann
and his wife Clara. Clara Schumann, Brahms and Joachim were committed to the idea of
absolute music. They valued classical, traditional forms and musical craftsmanship above all. In
1860, they published a manifesto that was critical of the new German music of the future
promoted by Liszt and Wagner. This new German music of the future discarded traditional forms
in favor of tone poems, symphonic works that told a story and of course, Wagner’s new form of
opera with endless melody.

Brahms became well established in Vienna, not only as a composer but as a pianist and a
conductor. He also became the focal point of a controversy stirred up by the art critic Eduard
Hanslick between the lovers of classical forms in music from the past and also the followers of
the new German music of the future, namely the Wagnerites and those who embraced the

flamboyant concertos of Liszt and his symphonic tone poems.>’

% A short lecture on Brahms available at
https://www.youtube.com/watch?v=HkuNXtDYeNO&ab channel=TheClevelandOrchestra
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Piano Quartet in G Minor

Ex. 42 — The passage features both hands playing a canon, with the right hand performing
broken octaves passages that keep jumping in different intervals, while outlining the melody.
Meanwhile, the left hand plays the same melody in octaves with its own jumps. This results in
both hands being in counterpoint, jumping at different times and intervals, which presents more
possibilities for missed notes.

Ex. 43 — This section is also an example of Brahms’ attention to counterpoint. In this
counterpoint passage, the piano has the melody in the right hand in broken octaves, a beat later
the violin and viola join playing the same melody and in the following beat, the left hand of the
pianist and cello start the same melody together. There are three melodic lines going on at the
same time. (violin and viola, cello and left hand in piano, and the right hand of the piano). We
have a canon going in three ways. It can be very confusing aurally. What makes this passage
even more virtuosic is that the string instruments are playing in unison. The passage in the
instrumental parts is not hard to play in terms of note execution, but matching the intonation is
what makes this passage virtuosic.

Intonation

The issue of intonation arises in several instances throughout the G minor quartet where
the three string instruments play in unison. In general, the cello and viola tend to play a little
lower (flat) and the violin tends to go sharp posing challenges for pitch matching. In piano
quartets, the piano serves as the equalizer, therefore it is crucial for the three string instruments to
match the piano's pitch. To address this, a significant portion of our rehearsals was dedicated to
work on intonation. For instance, measure 35 asks the three string instruments to play sixteenth-

note passages in unison, necessitating careful attention to tuning. In selected rehearsal times we
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isolated measures 35-41 and played the beginning note of each beat at a slow tempo, listening to
the pitch between the instruments and the piano. We started working on the passage at a very
slow tempo. We increased our speed each time we went through this passage. Another practice
technique we used to work on intonation was to record our practice in different tempos and then
listen back to it which helped the group to hear better what other spots had intonation issues.
This practice brought the string players attention to what they need to hear and pay attention to
when we perform the piece at the performance speed. It did help to hear the harmonies in the
piano. We applied the same technique throughout the entire first movement.

Ex. 44 — In executing this passage, the pianist must make a choice regarding which
voices to bring out, as both hands play in unison. As a result, an interpretive decision must be
made to highlight a certain voice. In my interpretation, I focused on connecting and bringing out
the right hand's upper voice while emphasizing the left hand's lower voice. This choice allowed
for a clear differentiation of the low lines while maintaining a smooth, /egato texture.

This passage presents the difficulty of playing legato. Playing long legato lines on the
piano is always challenging since we are playing a percussion instrument and cannot connect one
note to another the way string instruments can. Legato playing on the piano is an illusion, a
musical moment strung together by magic, produced through a combination of listening, finger
connectivity, and sometimes pedal. When string players need to play legato together in unison,
they must match bow strokes, bow speed, vibrato, etc, making legato playing a virtuoso element.

Ex. 45 — In this passage the right hand executes the melodic line in leaping octaves, while
the left hand plays an arpeggiated accompaniment. Brahms marks this passage to be played

piano with specific articulation markings, adding to the technical and musical demands.
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Ex. 47 — The trio section in the second movement presents several technical challenges
for the performers. The passage features rapid eighth-note triplet figures and melodic lines that
are passed around between the different instruments. One of the primary challenges of this
section is to maintain the tempo and play it without rushing. Additionally, the performers must
be attentive to the duration of the notes, ensuring that the eighth-notes are neither rushed nor
clipped too early.

A particularly challenging section starts at measure 59 where the piano part switches
from playing triplet thythms to playing eighth notes with a sixteenth rest and sixteenth note
while the other string instruments play melodic lines in triplet rhythm. It is crucial to maintain
the accuracy of this rhythmic pattern and avoid deviating from it by turning it into a triplet or
double dotting it. To master this section, our group practiced with a metronome to hear the
subdivision of every single sixteenth note to be heard clearly and avoid switching the rhythm.

Ex. 48 — A technical challenge in this movement can be observed in all four parts at the
animato section. The piano is presented with the melody in chordal structure in the right hand,
while the left hand plays double notes in a slightly faster tempo. The string instruments play
repeated thirty second notes. The challenge here is to execute all those parts in a piano dynamic,
keeping the section lighter.

Ex. 49 — At measure 112, another challenging section arises as the piano part requires the
player to perform legato octave lines in both hands, each with their melody that involves
jumping at different intervals. This presents a significant challenge for the performer as they

must maintain a consistent /egato while executing the octave jumps.
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APPENDIX IV

RECITAL I: TEXTS AND TRANSLATIONS

Pyotr Ilyich Tchaikovsky (1840-1893), Romances

51 Tebe Huuero He cka:ky (I will say nothing to you) Op. 60, No. 2
Text by Afanasy Afanasyevich Fet | Translation by Anton Bespako and Rianne Stam

S Tebe HMYETO HE CKaKy

1 TeOs HE BCTPEBOXKY HUYYTh,

1 O TOM, YTO 51 MOJTYa TBEPXKY,
HE PeIIyCh HU 3a YTO HAMEKHYTh.
Ilenwlit 1eHb CIIAT HOYHBIC 1IBETHI,
HO, JIMIIIb COJIHLIE 3a POLLUH 3alAET,

PACKPBIBAIOTCS TUXO JIUCTHI,

U 4 CIIbIILY, KaK CepJLE IBETET...
U B GonbHYI0, yCTANTYIO TPYAb
BEET BJArol HOYHOHM...

S npoxy...

51 Te0s1 HE BCTPEBOXKY HUUYTh,

s Te0€ HUYETO HE CKaxy!

I will say nothing to you
and will not disturb you at all
And what I kept repeating to myself
I will not dare hint at.
All day long the nightly flowers sleep

and they softly enfold their petals
And I listen, how the heart flushes
and the painful, weary chest
is refreshed by the nocturnal moisture...
I tremble...
I will not disturb you at all,
I will say nothing to you!

Cka:ku, o uém B Tenu BeTBeii (Oh say, what is it, in shady branches) Op. 57, No. 1
Text by Fyodor Sologub | Translation by Philippe Ross Bullock

Ckaxw, 0 4€M B TCHH BETBEH,
Korma npupoaa otasixaer,
ITo€Tt BeceHHU CONOBEIHA,

W ut0 0H mecHeil BrIpakaeT?
UTto TaitHO BCEM BOJHYET KPOBbH?
Ckaxxkn, CKaXH, CKakKH, KaKoe CIIOBO
3HaKOMO BCEM U BEUHO HOBO?
JI1060BE, 1I000BE, TH000BL!
Ckaxxu, o 4éM HaeauHe,

B paznymbe, neBynika rajaer,
Yt0 TaliHBIM TPENETOM BO CHE
Eii cTpax u pamocts obeniaet?
Henyr ToT cTpaHHbIi Ha30BY,
B xoTtopoMm cBetias oTpaja,
Yero eit )k aaTh, 4eTO i HAJO:
JIroOBH! 1r0OBH!

Oh say, what is it, in shady branches.
When nature is at rest,

That makes the nightingale sing in spring,
And what it is that his song expresses?
What stirs our blood so mysteriously?

Oh say, oh say, what word
Is known to all and is so ever new?
It is love!
Of say, what causes, all alone,

The maiden to wonder and presume,
What fills her sleep with secret trembling,
And promises fear and joy?

Oh name that strange affliction,

Full of radiant delight, for which
She longs and so desires:

It is love!

Yet the sun has but to disappear behind a cloud,
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Ckaxxu! Korja OT )KU3HEHHOU TOCKH
Tbl yTOMIICHHBI U3HBIBACIIID,
W 31101 nevanu BONpeKu
XO0Th MPU3PAK CYACTHSI MPU3BIBACIIIH!
Uro ycnaxaaet rpyasb TBOO?

He Te nu 3Byku HE3eMHEIE,
Korna ycipliian Tel BIIEpBbIC
Crnosa, ciiosa 100Bu!

Korna ycipliian Tel BIIEpBbIC
Crnosa, ciiosa 100Bu!

Oh say, when burdened by life’s cares,
You languish in exhaustion,
And yet for all sad care,
You still summon up the ghost of happiness,
What brings gladness to your breast?
Is it not those unearthly sounds,

When you first heard

The words, the words of love!
When you first heard

The words, the words of love!

S am B moJie 1a He TpaBymKka ob1ia (Was I not like grass in lea?) Op. 47 No. 7
Text by Taras Hryhorovych Shevchenko | Translation by Sofia Peycheva

41 v B moJie 1a He TpaByIlKa Oblia,
Sl 1u B mone He 3eneHast pocia;
B3sinu MeHs, TpaByLIKy, CKOCHIIY,
Ha comnHblIIIKe B 1MOJI€ UCCYIIIMIIH.
Ox, TBI, TOpe MOE, TOPIOIIKO!
3HaTh TaKas MOS JTOJIOIIKA!

S iy B mosie He MIeHUYYIIKa Oblia?
Sl nu B moJIe HE BBICOKAs pociia?
B3snu Mens cpesanu cepnamu
Cktanu MeHs Ha TI0JIe CHOTIAMHU
Ox TbI rope, MO€ FOPIOIIKO
3HaTh TaKasi MOsI JIOJIOIIIKA.

S v B MO HE KaJIMHYIIKA ObLia,
Sl nu B mose na He KpacHas pocia;
B3sinu KanuHyIIKy, HOJ0MAaIIH,
W B kryTHKM MeHs nocBsa3aiu!
Ox, THI, TOpe MOE, TOPIOIIKO!
3HaTh Takas Mos JAOJIomKa!

S b y OaTIOIIKK He JoYeHbKa ObLia,
Y poanMoil HE UBETOYEK S pOCTa;
Hesouteli MeHs, 6eiHY10, B3SUIH,
U ¢ HemunbIM, ceibIM TOBEHYAIH !

Ox, THI, TOpe MOE, TOPIOIIKO!
3HaTh Takasg MOs JOJIIOIIKa!

Was I not like grass in the lea?
Was I not growing like green grass?
They took me and cut me down.
Dried me away in the sun.

Oh, my misfortune!

Oh, my miserable fate!

Was I not like grass in the lea?
Was I not growing like green grass?
They took me and cut me down.
Dried me away in the sun.

Oh, my misfortune!

Oh, my miserable fate!

Was I not like a guilder-rose in the lea?
Was I not growing beautifully in the lea?
They’ve broken my branches (and)
Tied them into bundles.

Oh, my misfortune!

Oh, my miserable fate?

Was I not my father’s daughter?
Was I not my mother’s little flower?
They took me against my will
[and] wedded me with a grey-haired, unloved
man.
Oh, my misfortune!
Oh, my miserable fate!
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Jenb au naput (Whether day dawns) Op. 47 No. 6
Text by Taras Aleksei Nikolayevich Apukhtin | Translation by Grant A. Lewis

JleHb 1 napuT, THIIUHA JTX HOYHAs,

B cHax i TpeBOXKHBIX, B )KUTEHCKOI O0phOe,
Bcrony co MHO, MOIO KW3Hb HaIlOJIHSA,
Jyma Bce Ta ke, oJlHa pOKOBas,

Bcé o Tebe!

C Hero He cTpallieH MHE TIPU3pak ObLIOro,
Cepiie BOCIIPSHYJIO CHOBA JIHO0SL. ..
Bepa, meuThl, BIOXHOBEHHOE CIIOBO,
Bcé, uto B ny1e gopororo, CBATOrO,
Bcé ot Tebs!

ByayT nu IHU MOH SICHBEI,
VHBIITH,

CKOpO 11 CTUHY $, )KU3Hb 3aryost!
3Haro OJHO, YTO 0 CaMOl MOTHJIBI
[ToMbICITBI, YYBCTBA, U TIECHU, U CHIIBI,
Bcé mms Teos!

Whether in a dream or awake,
Everywhere I go, I am filled entirely
With one thought alone:

Only of you!

Gone are the griefs that have tortured me,
Love alone reigns supreme within my heart...
Courage, hope, and eternal devotion,

All that is good, united in my soul,

All that my soul holds dear or sacred,

It is all because of you!

Whether the rest of my days pass in joy or in
sadness,
Whether my life ends soon or late,
I know that, though death overtake me,
All my hope, feeling, song, and strength,
All, all, all are for you

Whether day dawns or in the stillness of night,
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APPENDIX V

RECITAL II: TEXTS AND TRANSLATIONS
Sergei Rachmaninoff (1873-1943), 6 Romances (1916)

I. Houblo B caay y MeHs (At night in my garden)
Text by Aleksandr Blok | Translation by Avetik Isahakian

Hounto B cany y MmeHs At night in my garden
[TnaueT muakydas uBa, A weeping willow weeps,

U Gezyremnina oHa, And nothing will console her,
WBymika, rpycTHast WBa. Sad willow, sad willow tree.
Pannee ytpo GiecHéT— With morning’s first light—

Hexnas neBymika—30pbKa Dawn, tender maiden,
Usymike, miagymiel ropbKo, From the willow, weeping bitterly,
Cné3bl KyapsIMU COTPET. Will wipe away the tears with her tresses.

I1. K neii (To her)
Text by Andréi Bély | Translation by Avetik Isahakian

TpaBsl 0J€THI The grasses are adorned
[epnamu. In pearls.
I'me-To npuBeTHI Somewhere greetings
I'pycTHbIC Sorrowful
Crplry, — MpHUBETHI I hear, — greetings
Murisle... Dear...
Muas, rue Tl, — Dear one, where are you, —
Mumnas!.. Dear one!..
Beuepa cBeThl Lights of the evening are
Slcubie, — Visible, —
Beuepa cBeThl Lights of the evening are
Kpachsre. .. Beautiful...
Pyxu Bo3aeThI: Arms uplifted:
Kay teos. .. I wait for you...
Muasi, rae Tsl, — Dear one, where are you, —
Mumnas? Dear one?
Pyxu Bo3aeThI: Arms uplifted:
Ky tebds I wait for you
B ctpysx Jletsr In streams of Lethe
CMBITYIO You are washed away

Breaupivu JleTst By Lethe’s pale



Crpysamu...

Munasi, rae Tel, —
Munas?

Streams...

Dear one, where are you, —
Dear one?

II1. Mapraputku (Daisies)
Text by Igor Severianin | Translation by Avetik Isahakian

O, mocMoTpu! — KaKk MHOTO MaprapuToK
W tam u TyT...
OHU IBETYT; NX MHOTO; UX U30BITOK;
OHU 1BETYT.
Hx nenectku TpéXrpaHHbIE — KAK KPBUIbS,
Kak 6enbrit méx.
B HUX — 711€eTa MoIIb, B HUX — PaJoCTh
U300MIIbS,

B HUX — CBETIIBIN TOJIK.
['oToBB, 3eMJIs, IIBETAM U3 POC HAITUTOK
Jaii cok crebio...

O, neByuIkH, 0, 3BE3IbI MAPTaPUTOK,
A Bac mro6uI0!

Oh, look! how many are the daisies

Here, and over there...

They’re in flower; so many; an abundance;

And all in flower.
Their three-edged petals are like wings,
Like white silk.
They have the power of summer, the joy of
abundance,

They’re a shining army.

Earth, fix the flowers a drink of dew,
Give the stems juice... Oh, girls, oh, starry
daisies,

I love you

IV. 51 na nynouxe urpaio (I play upon my little pipe)
Text by Valéry Yakovlevich Britsov | Translation by Avetik Isahakian

S Ha nynouke urparo,
Tpa-na-ng-na-yus-ns-Js,
S Ha nynouke urpato,
Ubu-TO Ay1u Becens.

S uay BOOJIb TUXOM PEUKH,
Tpa-ns-nga-ng-ns-nsa-ys,
JpeMitoT Tuxue 0BEeUKH,
KpoTko 3b165110TCS TTIOJA.

Criute, OBLBI U OapalikH,
Tpa-ns-nga-na-ns-nsa-yis,
3a myramMu KpacHOM KalllKu
CtpoliHO BCTaIM TOTOJS.

Marblif JOMHUK TaM TauTcH,
Tpa-na-ng-na-yus-ns-Js,
Muoi neByIIKE IPUCHUTCS,
Yo et nyury otnan s.

I play upon my little pipe,
Tra-la-la-la-la-la-la,
I play and play my little pipe,
Making merry many a soul.

I walk along the quiet stream, Tra-la-la-1a-la-la-
la,
Gentle lambs are dozing,
Softly the fields are waving.

Sleep away, sheep and rams, Tra-la-la-la-la-la-
la,
Beyond meadows of red clover, Shapely
poplars rise.

A little house is hidden there, Tra-la-la-la-la-la-
la,
A darling girl will have a dream
That I gave my soul to her.

&3



W Ha HexHbIN 30B cBUpenH, Tpa-is-mns-ys-ms-Jis-
7,
Berriizer, ci0BHO K CBETJION LIEJIH,
UYepes nec, uepes mois.

U B necy nmox ayoom TéMHBIM, Tpa-misi-ns-s-Jis-
JISI-J7141,
Byzaer xnath B Openy HCTOMHOM,
B uac, korna ycHET 3emiisl.

Bcetpeuy rocteto noporyto,
Tpa-na-ng-na-yus-ns-Js,
Bmnots 10 yTpa 3auenyto,
Cepaiie J1acKoi yToJIs.

U, cmeHuBLIKCH C HEH KOneuKoM, Tpa-nsa-ns-mis-
JIST-JISI-J151,
OTnyury e€ kK oBeYKawm,
B can, rae cTpoitHbl TOMONS.
Tpa-ns-mst-ms!

And to the tender call of a flute, Tra-la-la-la-la-
la-la,
She’ll come to keep a rendezvous, Through the
woods, through the fields.

And in the forest under a dark oak, Tra-la-la-la-
la-la-la,
She’ll wait in a daze, delirious,
For the hour when the earth sleeps.

I will meet my dear guest,
Tra-la-la-la-la-la-la,
Cover her till dawn with kisses,
Slake my heart’s desire for caresses.

Then, exchanging rings with her, Tra-la-la-la-
la-la-la,
I’1l let her join the lambs,
In the garden with the shapely poplars.
Tra-la-la-la!

V. Conu (Sleep)
Text by Feddor Sologub | Translation by Avetik Isahakian

B mupe HeT HU4ero
Boxnenenee cana,—
Yaps! ecTb y HETO,
VY Hero TUIIMHA,
Y Hero Ha ycTax
Hu meuans 1 HU CMEX,
U B Ge300HHBIX 04ax
MHoOro TaiHBIX yTeX.
Y Hero mupokxu,

Ilupoxu nBa Kpslia,

WU nerku, Tax Jerkw,
Kak nonmHoyHnas mria.
He nonsats, kak HECET,

U kyna, u Ha uém,
OH KpBUIOM HE B3MaXHET,

U He nBuUHET TUICUOM.

Nothing in the world
Is more wished for than sleep,—
He has powers to charm,
He has stillness.
On his lips there is
Neither sorrow nor laughter,
And in his fathomless eyes
Are many secret pleasures.
He has wide,
Two wide wings,
And they’re light,
as light As midnight darkness.
How you’re born is unknown,
And whence, and on what,—
He won’t flap his wing,
And he won’t move his shoulder

VI. TBoii Hexknblii cMex (Your gentle laughter)
Text by Konstantin Dmitriyevich Balmont | Translation by Avetik Isahakian



TBOM HEKHBIH CMEX OBUT CKa3K0I0 M3MEHUYHBOIO,
OH 3Baj, KaKk B COH 30BET
CBUpPENbHBIN 3BOH.

W BOT BEeHKOM, CTUXOM TeOsl YBEHUUBAIO,
Viiném, Oe:kuM BABOEM Ha
TOPHBIN CKJIOH.

Ho rae sxe 1617 JIuis 3BOH BEPITHH
IM03BaHUBAECT.

[{BeTKy LIBETOK CpeAb AHS 3aKET CBEUy.

U yeii-To cMex Bc€ BriyOb MEHs 3aMaHUBACT.
[oro, nmry. “Ay! Ay!” kpuuy.

Your gentle laughter was a fairy tale of
changing mood
Calling like a flute that summons me to dream.
And so with a wreath of verse I crown you,
Let’s go, let’s run together to the mountain
slope.
But where are you? I only hear the ringing
sound of the heights.
A flower for a flower in daylight lit a candle.
And someone’s laughter deep inside allures me.
I sing, I search. “A-oo! A-00!” I shout.
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APPENDIX VI

RECITAL HII: TEXTS AND TRANSLATIONS

Johannes Brahms (1833-1897), Zigeunerlieder, (1888)

Text by Hugo Conrat | Translation by Richard Stokes

I. He, Zigeuner, greife in die Saiten ein! (Hey, gypsy, sound your strings!)

He, Zigeuner, greife in die Saiten ein!
Spiel das Lied vom ungetreuen Magdelein!
LaB die Saiten weinen, klagen, traurig bange,
Bis die heille Trine netzet diese Wange!

Hey, gypsy, sound your strings!

Play the song of the faithless girl!
Make the strings weep and moan in sad despair
Till hot tears moisten these cheeks!

I1. Hochgetiirmte Rimafluth, wie bist so triib (Rima, how troubled your towering waters are)

Hochgetiirmte Rimaflut, wie bist du so triib;
An dem Ufer klag ich laut nach dir, mein Lieb!
Wellen fliechen, Wellen stromen,
Rauschen an dem Strand heran zu mir;

An dem Rimaufer la3t mich ewig weinen nach

ihr!

Rima, how troubled your towering waters are;
I’1l lament for you loudly on its banks, my love!
Waters rush by, waves stream past,
Roaring towards me on the shore;

On the banks of the Rima let me weep for her

eternally

II1. Wisst ihr, wann mein Kindchen (Do you know when my little girl)

Wisst ihr, wann mein Kindchen
Am allerschonsten ist?
Wenn ihr siiles Miindchen
Scherzt und lacht und kiif3t.
Schitzelein
Du bist mein,
Inniglich
Kiif} ich dich,

Dich erschuf der liebe Himmel
Einzig nur fiir mich!
Wiflt ihr, wann mein Liebster
Am besten mir gefallt?
Wenn in seinen Armen
Er mich umschlungen hilt.
Schétzelein,

Du bist mein,
Inniglich
Kiif} ich dich,

Dich erschuf der liebe Himmel
Einzig nur fiir mich!

Do you know when my little girl
Is at her loveliest?

When her sweet little mouth
Jokes and laughs and kisses.
Sweetheart,

You are mine,
Tenderly
I kiss you,

Dear heaven made you
For me alone!

Do you know when my beloved
Pleases me most?

When he holds me
In his arms’ embrace.
Sweetheart,

You are mine,
Tenderly
I kiss you,

Dear heaven made you
For me alone!
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IV. Lieber Gott, du weisst, wie oft bereut ich hab (Dear God, you know how often I’ve regretted)

Lieber Gott, du weilit, wie oft bereut ich hab, Dear God, you know how often I’ve regretted
Dal3 ich meinem Liebsten einst ein Kiilchen gab. That little kiss I once gave my dearest.
Herz gebot, daB ich ihn kiissen muB, My heart decreed I had to kiss him,
Denk so lang ich leb an diesen ersten Kuf3. As long as I live I’ll think of that first kiss.
Lieber Gott, du weillt, wie oft in stiller Dear God, you know how often in silent nights
Nacht Ich in Lust und Leid an meinen Schatz I’ve thought of my love in joy and pain.
gedacht. Love is sweet, however bitter the regret,
Lieb ist siifl, wenn bitter auch die Reu, My poor heart will ever be faithful to him.

V. Brauner Bursche fiihrt zum Tanze (A swarthy lad leads his lovely)

Brauner Bursche fiihrt zum Tanze A swarthy lad leads his lovely

Sein blaudugig schones Kind, Blue-eyed lass to the dance,

Schldgt die Sporen keck zusammen, Boldly clashes his spurs together,

Csardas-Melodie beginnt, A csardas medody begins,
Kiit und herzt sein siiles Taubchen, He kisses and hugs his sweet little dove,
Dreht sie, fiihrt sie, jauchzt und springt; Turns her, leads her, exults and leaps;

Wirft drei blanke Silbergulden Throws three shining silver florins
Auf das Cimbal, daB es klingt. That make the cimbalom ring.

VI. Roslein dreie in der Reihe bliihn so rot (Three little red roses bloom side by side)

Roslein dreie in der Reihe bliihn so rot, Three little red roses bloom side by side,
Daf der Bursch zum Médel gehe, ist kein Verbot! It’s no crime for a lad to visit his lass!
Lieber Gott, wenn das verboten wir, Dear God, if that were a crime,
Stiand die schone weite Welt schon langst nicht This fair wide world would long ago have
mehr, ceased to exist,
Ledig bleiben Siinde wir! Staying single would be a sin!
Schonstes Stadtchen in Alfold ist Ketschkemet The loveliest town in Alf6ld is Kecskemét,
Dort gibt es gar viele Mddchen schmuck und Where many smart and nice girls live!
nett!
Freunde, sucht euch dort ein Brautchen aus, Friends, find yourselves a young bride there,
Freit um ihre Hand und griindet euer Haus, Win her hand and set up house,
Freudenbecher leeret aus! Drain beakers of joy!

VII. Kommt dir manchmal in den Sinn (Do you sometimes recall)

Kommt dir manchmal in den Sinn, Do you sometimes recall,
Mein siifles Lieb, My sweetest,
Was du einst mit heil’gem Eide What you once pledged to me
Mir gelobt? With a sacred oath?
Tausch mich nicht, verlall mich nicht, Do not deceive me, do not leave me,
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Du weil3t nicht wie lieb ich dich hab, You do not know how much I love you,
Lieb du mich, wie ich dich, Love me as I love you,
Dann stromt Gottes Huld auf dich herab! And God’s grace will pour down on you!

VIII. Rote Abendwolken ziehn (Red evening clouds drift)

Rote Abendwolken ziehn Red evening clouds drift
Am Firmament, Across the sky,
Sehnsuchtsvoll nach dir, mein Lieb, My heart burns longingly
Das Herze brennt; For you, my love;
Himmel strahlt in glithnder Pracht The sky’s ablaze in glowing glory
Und ich trdum bei Tag und Nacht And night and day I dream
Nur allein von dem siilen Liebchen mein. Solely of my sweet love.

88



ANNOTATED BIBLIOGRAPHY
Bachauer, Gina. “My Study with Rachmaninoff.” Clavier 12 (October 1973): 12-23

Biba, Otto. “Die Kammermusik im Wien der Brahmszeit.” In Die Kammermusik von Johannes
Brahms — Tradition und Innovation. Edited by Gernot Gruber. Laaber, 2001.

Austrian musicologist Otto Biba writes about the chamber music of. To support his
points, he uses letters written by Brahms.

Brahms, Johannes. Johannes Brahms: Life and Letters. Edited by Styra Avins. Translated by
Josef Eisinger and Styra Avins. Oxford: Oxford University Press, 2001.

This is an extensive collection of Brahms’ letters. It is a great resource for learning
Brahms’ biography and a good read about Brahms' life.

Brahms, Johannes. Piano Quartet No. 1, op. 25. Online Score.
This music score was used for the recital.

Breckenridge, Rose T. “Music in Depth: Brahms’s Quartet in G minor.” The Cleveland
Orchestra Music Study Group. Accessed February 27, 2023. https://www.youtube.com/
watch?v=HkuNXtDYeNO&ab channel=TheClevelandOrchestra.

Brown, David. Tchaikovsky: The Man and his Music. New York: Pegasus Books, 2007.

Musicologist David Brown has written a four-volume biographical study on
Tchaikovsky. This book combines a biography of Tchaikovsky with an added
chronological guide to his music. Even though it examines the composer's major works,
the book is written in clear and audience-friendly language.

Burkholder, J. Peter. “Brahms and Twentieth-Century Classical Music.” 19th -Century Music
(1984).

This article summarizes Brahms’ style and compares his writing styles to other
composers. It also describes Brahms’ compositional style, the use of old forms, etc.

Cheung, Vincent C. K.. “Brahms’ Piano Quartets in their Music- and Social-historical Contexts.”

Cambridge, MA (2005): 1-6. Accessed March 23, 2023. https://web.mit.edu/ckcheung/
www/Musical Writings _files/BrahmsPfQt Context 20050423.pdf.

89



A great study featuring short information on Brahms’ piano quartets and their overall
form. The article provides a short performance history of the quartets as well.

Drinker, Henry S. The Chamber Music of Johannes Brahms. Westport, CT: Greenwood Press,
1974.

This book has two distinct sections. The first discusses Brahms’ important life events and
his compositional and musical language. The second section is a great study on Brahms’s
chamber music works.

Gillespie, John. Five Centuries of Keyboard Music. New York: Wadsworth Publishing Co. Inc.,
1965.

One of the major histories written about keyboard music.
Gorrell, Lorraine. The Nineteenth-Century German Lied. Newark, NJ: Amadeus, 2005.

This book presents an overview of some of the most famous /ieder of the nineteenth
century. The study features all major composers such as Schubert, Schumann, Brahms,
Wolf, Strauss, as well as lesser-known composers.

Harrison, Max. Rachmaninoff: Life, Works, Recordings. London-New York: Continuum, 2005.

Howard, Vernon A. “Virtuosity as a Performance Concept: A Philosophical Analysis.”
Philosophy of Music Education Review 5, No. 1 (Spring, 1997): 42-54. Accessed
February 11, 2023. https://www.jstor.org/stable/40495412.

This article talks about virtuosity. First, it describes the word “virtuosity” and its roots. It
also has a section about what it means to be a virtuoso performer and who qualifies as a
virtuoso.

Hsiao, Hsiang-Ling. “Revisiting Old Forms: the Piano Trio, the Duo Sonata, and the Sonatine as
seen by Brahms, Tchaikovsky, and Ravel.” DMA diss., University of Maryland, 2017.

Accessed March 29, 2023. https://drum.lib.umd.edu/bitstream/handle/1903/3544/umi-
umd-3377.pdf;sequence=1.

This dissertation examines significant works by Brahms, Tchaikovsky and Ravel. The
author gives a summary of chamber music and its historic context. In addition, each
composer has a short biography and brief commentaries are provided for the
compositional forms of the selected works.

90



Ivanova, Anastassia. “Sergei Rachmaninoff’s Piano Concertos: The Odyssey of a Stylistic
Evolution.” DMA diss., University of Maryland, 2006. Accessed May 3, 2023.
https://drum.lib.umd.edu/bitstream/handle/1903/3544/umi-umd-3377.pdf;sequence=1.

This dissertation examines Rachmaninoff's work for piano and orchestra. It examines
Rachmaninoff’s musical style, orchestration, melodic and harmonic language. It also
includes a short biography of the composer.

Martyn, Barrie. Rachmaninoff: Composer, Pianist, Conductor. Aldershot, England: Scholar
Press, Gower Publishing Company, 1990.

This book traces Rachmaninoff” s life in detail as a pianist, composer, and conductor. In
addition, the author examines Rachmaninoff’s place in Russian music history.

Musgrave, Michael, ed. The Cambridge Companion to Brahms. Cambridge: Cambridge
University Press, 1999.

This collection of scholarly essays is a wonderful addition to Brahms scholarship. The
essays cover various topics, including Brahms’ reception during his time, a conductor’s
view of his music, an editor’s view of his music, and his piano, chamber, and vocal
music.

Musgrave, Michael. The Music of Brahms. New York: Oxford University Press, 1994.

The author divides Brahms’ life into four periods and discusses Brahms’ music according
to the genres within each period.

Rachmaninoff, Sergei. Complete songs for Voice and Piano. Mineola, New York: Dover
Publications, INC., 1998.

This music score was used for the recital.

Rachmaninoff, Sergei.“Elegiac Trio, Op. 1.” In Klaviertrios. Moscow: State Music Publishers,
1947.

This music score was used for the recital.

Rachmaninoff, Sergei. Piano Concerto No. 1 (New Edition): Reduction for 2 Pianos. Moscow:
Muzyka, 1972.

91



This music score was used for the recital.

Smallman, Basil. The Piano Trio: Its History, Technique, and Repertoire. Oxford: Clarendon
Press, 1990.

This indispensable book traces the development of the piano trio and covers the genre’s
standard repertoire and background information.

Stark, Paul. Brahms's Vocal Duets and Quartets with Piano: A Guide with Full Texts and
Translations. IN: Indiana University Press, 1998.

Exploration of Brahms’ vocal chamber music with piano.

Swafford, Jan. Johannes Brahms: A Biography. New York: Alfred A. Knopf Inc., 1997.

A major biography of Brahms.

Tchaikovsky, Modeste. The Life & Letters of Peter Ilich Tchaikovsky. Edited by Rosa
Newmarch. New York: Haskell House Publishers, 1970.

This collection of Tchaikovsky’s letters is a valuable resource in helping to understand
the composer's life and musical style.

Tchaikovsky, Piotr llich. Trio in A minor, Op. 50: For Violin, Cello, and Piano. New Y ork:
International Music Company, 1947.

This music score is used for the recital.

Tchaikovsky, Piotr Ilich. Romances, Op. 50: For Voice and Piano. New Y ork:
International Music Company, 1947.

This music score is used for the recital

The Complete Brahms: A Guide to the Musical Works of Johannes Brahms. Edited by Leon
Botstein. New York: W. W. Norton & Company, 1999.

This 480-page book explores all compositions by Brahms and features essays and
program notes about Brahms’ life and his works. In addition, scholars discuss various
stylistic features of each piece by Brahms.

“Vospomonania o Rachmaninove,” Anthology. 2nd Edition. Edited by Z. Apetian. Moscow:
Gosudarstvennoe Musicalnoie uzdatelstvo, 1961.

92



Yue, Zhao. “Eastern Exoticism in Western Music: An Examination of Uyghur Folk Songs’
Influence in Brahms’ Zigeunerlieder Op. 103.” DMA diss., Texas Tech University, 2020.
Accessed April 10, 2023. https://ttuir.tdl.org/bitstream/handle/2346/86210/ZHAO-
PROJECTPAPER--DMA-2020.pdf?sequence=1.

This dissertation examines the rhythm, harmony, and melody of the Zigeunerlieder by
Brahms. The author compares Brahms’ vocal cycle to the Uygur folk songs to study the
relationship between Hungarian folk music and the Uyghur folk song.

93



