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The Program

Sonatine . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Maurice Ravel
1875-1937

 Modére
 Mouvement de menuet
 Anime

Sonata in A Major, Op. Posth. 120. . . . . . . . . . . . . . Franz Schubert
1797-1828

 Allegro moderato
Andante
Allegro

– Pause –

Études, Op. 25 (complete). . . . . . . . . . . . . . . . . . . . . Frédéric Chopin
1810-1849

No. 1 in A-flat Major, Aeolian Harp
No. 2 in F Minor, Bees
No. 3 in F Major, The Horseman
No. 4 in A Minor, Paganini
No. 5 in E Minor, Wrong Note
No. 6 in G-Sharp Minor, Thirds
No. 7 in C-Sharp Minor, Cello
No. 8 in D-flat Major, Sixths
No. 9 in G-flat Major, Butterfly
No. 10 in B Minor, Octave
No. 11 in A Minor, Winter Wind
No. 12 in C Minor, Ocean



Pianist REBECCA PENNEYS is a recitalist, chamber musician, orchestral
soloist, educator, and adjudicator. For more than six decades, she has been
hailed as a pianist of prodigious talent. Rebecca has concertized throughout 
the continents north of Antarctica. An International Steinway Artist and a
member of the Steinway Teacher Hall of Fame, she is a popular guest artist,
keynote speaker, and celebrated teacher. For ten years, she was a
represenative of the United States Information Service State Department
Cultural Tours. Her students include prizewinners in international
competitions and hold important teaching posts on every continent. 
Rebecca is Professor Emerita of Piano at the Eastman School of Music. She
was Chair of Chautauqua Piano for 34 years before launching the Rebecca
Penneys Piano Festival, financially supported by Rebecca Penneys Friends
of Piano, Inc., a registered 501(c)(3) non-profit organization.

She was Artist-in-Residence at St. Petersburg College and director of the St.
Petersburg College Piano Series. Currently, Rebecca is a courtesy
Steinway-Artist-in-Residence at  University of South Florida. She is  pianist
of the Salon Chamber Music Series at the Rochester Academy of Medicine,
and founder-director of the Eastman Piano Series at the Summit. Prior
academic positions include Milwaukee Conservatory of Music  and North
Carolina School of the Arts.

Rebecca's teachers include Aube Tzerko, Leonard Stein, Rosina Lhevinne,
Artur Rubinstein, Menahem Pressler, György Sebk, Janos Starker, Josef
Gingold, and Iannis Xenakis. She recently completed a virtual book
Chicken Soup for Pianists. Her discography is found on the Naxos, Fleur
De Son Classics Ltd., and Centaur Records labels. Media outlets include
Amazon, YouTube, and Spotify.

For more information, visit rebeccapenneys.com.



Program Notes

A “Baroque/Classical” thread weaves through the piano music of Maurice
Ravel (1875-1937). Just as Debussy’s piano music had bowed in the
direction of the French clavecinistes in the Suite bergamasque (1890) and
Suite: pour le piano (1901), so Ravel composed the Menuet antique (1895),
Pavane for a Dead Princess (1899), Sonatine (1903-5), and Tombeau de
Couperin (1914-17). All of these used more or less strict forms from the
18th century, and all contained classical restraint of expression.

The Sonatine became a project “by default.” In 1903, the Weekly Critical
Review, an Anglo-French magazine sponsored an international composition
competition. For a prize of 100 Francs, composers were to submit the first
movement of a piano sonatine. Ravel entered. Unfortunately, the magazine
shortly went bankrupt. Ravel’s piece, an exercise in adapting his style to
sonata form, then took on a life of its own, and over the next two years, he
continued to dabble with it, eventually completing all three movements in
1905.

The first movement of the Sonatine is so clearly in sonata form that it could
appear in a textbook. The principal, secondary, and closing themes are
extremely distinctive in melody and texture. After the repeated exposition
of these, a carefully controlled development takes us through contrasting
keys in an emotional crescendo that has to cool a little before the
recapitulation of themes — now less restrained than at first and rounded out
at the end with a charming, refined coda.

The second movement, a graceful minuet, begins like a typical French
harpsichord piece: with a repeated couplet. A new theme digresses, but soon
we hear a reprise of something like the couplet. Another digressive theme
leads us back to a general reprise of the movement’s main ideas.

Capping the Sonatine is a toccata-like movement that begins with flashy
passagework, fast-moving broken chords, and a fanfare motive. Then, Ravel
the modernist steps forward with a section in alternating meters. The
unusual 5/4 meter predominates. Then, for classical balance, the composer
introduces the movement’s first real melody. Bringing back a variant of the
first section, Ravel now occupies the remainder of the movement working
out and combining elements from the first (flashy) and second (melodic,
mixed-metered) sections. The accelerated coda fuses these together in a
frenzied series of repetitions that conclude the Sonatine. © Camarata San Antonio



Scholars lack definite evidence for the date and place of composition of
Schubert’s early A major sonata, but most are willing to grant that most
likely he wrote it during the summer of 1819 while vacationing in Steyr in
Upper Austria. He wrote to his brother Ferdinand that the surrounding
countryside was “unimaginably lovely.” As biographer Brian Newbould
notes, “the A major [sonata] is music of such wide-eyed youthful
contentment that one could imagine it being a response to both the
mountain scenery of Upper Austria and ‘a very pretty’ dedicatee.”

The work opens with one of Schubert’s most gracious melodies, one in
which he takes obvious delight in spinning out to almost heavenly length.
The second subject, hardly less enchanting, arrives soon and without
preamble. The central slow movement focuses even more insistently than
the first on a rhythmic pattern, one Schubert used often (a long followed by
four short notes). This dreamy idyll is derived from a single theme that
Schubert expands into a perfectly proportioned structure. The insouciant
finale is again in sonata form. The lyricism, blithe spirit and overall sense
of contentment have led annotator Konrad Wolff to call this music “a
Viennese waltz danced in heaven.”

Some years ago, when he was music critic for The Ottawa Citizen, the late
Jacob Siskind wrote that “the difficulty with most of the music of Schubert,
and this is especially true of his piano sonatas, is to reconcile the seeming
simplicity of the structure and the endless flow of melody with the
emotional tension generated by the provocative key relationships of the
various sections. In lesser hands, the music can sound merely pretty, or
puzzlingly disjointed. In the hands of one who has the emotional depths to
identify completely with the mysteries of the music, these scores have the
capacity to heal the deepest emotional wounds.” © Behzod Abduraimov



The two sets of twelve piano studies which Chopin published as his Op. 10
(1833) and Op. 25 (1837), stand, even today, as the foundation of modern
piano technique. In the words of pianist Garrick Ohlsson: “If you can play
the Chopin Études... there is basically nothing in the modern repertoire you
can’t play”. Each étude presents a specific technical challenge to the pianist,
but in a way that transcends its original pedagogical purpose, making each
study into an exquisite Romantic-era “character piece”.

It is easy to imagine why the Étude No. 1 in A-flat is known as the “Aeolian
Harp”. Beneath a steady pulse of melody notes, many of them repeated on
the same pitch, strums a swirling, rippling accompaniment that challenges
the pianist to split his hands conceptually in two between a melody or
bass-note finger (the pinkie) and the fingers playing the accompaniment,
i.e., all the rest. Particularly perilous are the exhilarating leaps – in opposite
directions – at the emotional climax of the piece!

The difficulty in the Étude No. 2 in F minor is metrical: two triplets of
eighth notes in the right hand are paired with one triplet of quarter notes in
the left. Think of trying to tap your foot to two different songs playing at
once, one coming from each earplug of your iPod: your right ear is hearing
12/8 while your left ear is hearing 6/4.

The Étude No. 3 in F major is an exercise in pianistic poise. While the
hands are made to leap in opposite directions, a trill-ish figure in the centre
of the hand must remain calm and unruffled. Not a piece for the fidgety, the
feverish, or the feckless.

Leaps are also a prominent feature of the Étude No. 4 in A minor but here
the challenge is to keep the right- hand pinkie-finger singing out blithely
above the jumpy accompaniment below, despite being always on the off-
beat.

The Étude No. 5 in E minor is the “ugly duckling” of the set. To each attack
in the right hand is attached, like a barnacle, a chromatic inflection a
semitone away that makes it walk like it has a stone in its shoe. Its
contrasting middle section in the major mode – as poised and elegant as the
opening section is grotesquely limping and ungainly – is richly carpeted
with a harmonically full, rolling texture that allows the left hand to sing out
a simple but engaging baritone melody of small range and modest harmonic
goals.



Double thirds, in both chromatic and diatonic varieties, haunt the
shimmering Étude No. 6 in G-sharp minor. Chopin introduces here a tonal
palate hitherto unknown in the piano literature in this quicksilver
merry-go-round of kaleidoscopic colouration.

The slow, lyrical Étude No. 7 in C-sharp minor is a chamber trio. The
left-hand ‘cello’ voice sings a duet with a treble melody in the right-hand
while a gentle sympathetic chordal accompaniment occupies the middle
ground. This is one of the few études where the principal difficulty lies in
the left hand.

While most student pianists would rather swallow a hairball than play a
whole piece in double thirds, a large majority of those would rather pass a
kidney stone than do so in double sixths, as here in the Étude No. 8 in
D-flatmajor.

The Étude No. 9 in G-flat major is a merry romp over the black keys
requiring fine control of the hand to bring out the rollicking principal tune
against a flurry of competing textures around it.

The pianist’s octaves – bread and butter of the virtuoso performer – receive
a thorough annual check-up in the Étude No. 10 in B minor, both in their
stormy and lyrical manners of performance.

The Étude No.11 in A minor, known as the “Winter Wind”, reveals Chopin
as the inventor of yet another revolutionary new pianistic texture, one that
seems to want to include every note on the instrument. Typical of Chopin’s
pianistic approach is the way that the cascading figures descending from the
top of the keyboard require passing the thumb under the 5th finger when
rising back up.

The “Ocean” Étude No. 12 in C minor gets its name from the waves of
sound that sweep up and down the keyboard, doled out octave-by-octave in
broken chord figures that are extremely tiring to perform accurately at fast
tempo. While the chordal patterns of the opening are simple, Chopin reveals
himself a master of chromatic harmony and piano tone-colouring in the
tension-filled middle section. © Donald G. Gíslason, Ph.D
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UPCOMING CONCERTS

SPOOKTACULAR

Sunday, October 30 – 3 p.m.

Filip Presseisen, winner of the 2015 International Cinema Organ
Competition in Berlin, Germany, delights an audience of all ages with the
thrills of days gone by.  

LA LUCHA JAZZ ENSEMBLE

featuring Bryan Hughes, vocalist
Sunday, November 13 – 3 p.m.

SUNCOAST BRONZE RINGERS

Sunday, December 11 – 3 p.m.

TAMPA SPIRITUAL ENSEMBLE

Sunday, January 8 – 3 p.m.

CON BRIO PIANO STRING QUINTET

Sunday, February 12 – 3 p.m.

TIMOTHY BELK, ORGANIST

featuring Florida virtuosi violinist Aaron Hilsinger,
and trumpeter Kenneth Brown

Sunday, March 12 – 3 p.m.

For more information, telephone Timothy Belk, Director of Music
Ministries and Organist at 800 | 479-8846 and visit us online:
peacememorialpresbyterian.org.


