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Hungarian Dance Suite No.1
(arranged for flute, clarinet,
and piano by Michael Webster, 1995)

Johannes Brahms
(1833-1897)
•

No. 6: Vivace
No.16: Con moto
No. 14: Un poco andante
No. 13: Andante grazioso
No. 5: Allegro
No. 7: Allegretto
No. 21: Vivace

Sonatina (1945) (arranged by the
composer forflute and piano, 2001)
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Karel Husa
(b.1921)

Allegro non troppo (con moto)
Lento cantabile
Allegretto giocoso

Sonata for Clarinet and Piano (19 74)
Andante sostenuto -Allegro con brio Lento -· Presto

Michael Webster
(b.1944)

INTERMISSION

Magic Flute Fantasy (1997)
WA. Mozart/Michael Webste,v
(for flute, clarinet, and piano; based on
themes from Mozart's The Magic Flute)

Sonatina for Flute, Clarinet,
and Piano (1994)

Paul Schoenfield
(b. 1947)

Charleston
Rag
Jig

All of the works on this evening's program are Houston premieres.
In consideration of the performers and members of the audience, please
check audible paging devices with the ushers and silence audible timepieces.
The taking of photographs and use of recording equipment are prohibited.
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PROGRAM NOTES
Hungarian Dance Suite No. I

.

Johannes Brahms

Vienna acted as a cultural magnet for composers of the 18th and 19th
centuries. Juhannes Brahms was one of many who settled there, and due to
proximity with Budapest, became influenced by Hungarian music.
Brahms' seminal performing experience had been as piano accompanist
for the famous Hungarian violinist, Eduard Remenyi (1830-1898), on tour
during the 1852-53 season. He brought that background with him when he
moved to Vienna in 1862 and incorporated overt references to the Hungarian style in such works as the Piano Quartet in G Minor, Op. 25 (1861), the
Viola Quintet in G Major, Op.111 (1890) and the Clarinet Quintet in B
Minor, Op.115 (1891). He also wrote twenty-one Hungarian Dances, published in four books, two each in 1869 and 1880, originally for piano fourhands. All o_f them were orchestrated by Brahms, Dvorak, and some lesserknown composers, and became immensely popular during Brahms' lifetime.
Bittersweet is the word that best characterizes Hungarian music. It tends
to be happy and sad at the same time, or to vacillate quickly between contrasting moods. Among these seven dances, chosen for their interesting key
relationships and contrasting moods, only No.14 (the shortest) does not have
significant tempo changes to dramatize quickly changing moods. Popular
Hungarian dance forms are interspersed: in No. 5 and No.13 the csardas, a
fast dance in two beats; in No. 21 the sebes, an even faster dance; and in No.
16 the dumka, alternating fast and slow. Dances No.14 and No. 13 feature
three-measure phrases, and jolly No. 7 includes the "snapped" rhythm (quick
note on the beat) in typical Hungarian fashion. Major and minor scales are
often colored by raising the fourth step, creating Lydian mode in major (No.
6 and No. 7) and the "gypsy" scale in harmonic minor (No. 6 and No.16).
There is even reference to the Hungarian hammered dulcimer, called cimbaJom, in the tremelos of No.14.
During the century and a quarter since they were written, certain of the
Hungarian Dances (such as No. 5 and No. 6) have achieved incommensurable popularity in their orchestrated versions. This set attempts to revisit the
original four-hand version and bring some of the lesser-known but equally
engaging dances to a wider public.
- Note by Michael Webster
Sonatina .

. Karel Husa

After music studies in his native Prague, Karel Husa was awarded a
French government grant for study in Paris, where his composition teachers
were Nadia Boulanger and Arthur Honegger. In 1953 he immigrated from
Paris to the United States, joining the music faculty of Cornell University in
Ithaca, New York. His String Quartet No.1 (1948) brought him international
recognition, and he later received numerous awards, including a Guggenheim Fellowship and a Pulitzer Prize. His catalog contains many chamber
and keyboard works as well as music for chorus and orchestra. Music for
Prague (1968) and Apotheosis of this Earth (1970) for wind ensemble have
become classics for that medium.
Husa appeared frequently as guest conductor with major American and
European orchestras and also was very active in the musical life of my hometown, conducting a professional chamber orchestra and orchestras at both
Cornell and Ithaca College. As a young student, I attended his concerts,
admired his music and musicianship, and eventually came to know him as
a neighbor, collaborator, and friend. (Incidentally, Husa bears a striking
resemblance to my late father, who in public often received compliments,
including one from Joan Tower, on "his" compositions.)

Karel Husa has supplied the following note: "In 1945, while still a student at the Conservatory of Music in Prague, I wrote the Sonatina for Violin
and Piano. The Second World War was still raging in my native country, but
the end was near. In 2001 I arranged this composition for flute and piano at
the urging of Leone Buyse, who premiered the new version at Ithaca College
on July 4, 2002, with pianist Diane Birr. The Sonatina expresses something
which I did not fully realize at the time I wrote it: my belief in and happiness
about the upcoming end of war."
- Note by Leone Buyse

Sonata for Clarinet and Piano .
. Michael Webster
My only sonata for clarinet and piano was written in 1974 and dedicated
to my father, pianist Beveridge Webster. Together we pe,formed it several
times, including a videotape session for WKAR-TV at Michigan State University, which was distributed nationally on public television. Gradually,
distance prevented us from playing together so often, and he retired from
performing in public for the last several years of his long life. Playing the
sonata with another pianist while he was living would have felt to me like
an act of infidelity, so tonight's performance is the first since sometime in
the early '80s.
The formal procedure of the sonata is similar to the Liszt piano concerti,
in this case, four delineated sections played without pause and linked by a
small amount of continually evolving thematic material. The two prime motives are stated by the piano and clarinet, respectively: a rising and falling
minor third with each note repeated, and a minor second-perf ect fourth
stated at.first melodically and later harmonically as a perfect fourth opening to a perfect fifth. The four sections are slow-fast-slow~fast and contain
most of the elements of classical sonata form.
I don't know how I arrived at the harmonic language. Perhaps, like
Aaron Copland, 1 was "at the mercy of my ideas." The chords that I chose
are a combination of consonance and dissonance. For example, a four-note
chord often has a triad spiced with a major seventh or minor ninth. I wasn't
thinking in terms of a particular tonality, but as I re-learn the sonata, I notice that it does revolve around B-flat minor, albeit in disguised fashion.
Another kind of consonance occurs when a perfect fourth spreads to a
perfect fifth. This procedure leads to large stacks ofperfect fifths in the third
section. Here I was clearly influenced by Bartok's Second Piano Concerto,
for which I had turned pages for Dad's performanc e with the Aspen Festival Orchestra in the early '60s. Being enveloped by the miraculous sound
of piano and orchestra was a thrilling experience. From that moment on,
I knew I had to play in an orchestra. I admired my father so much and associated the sonata so strongly with him that for many years I didn't want to
play it with anyone else. Now that he is no longer living, the time has come.
- Note by the composer

Magic Flute Fantasy .

WA. Mozart/ Michael Webster

Mozart's last opera, Die Zauberflote, K. 620, was different from his
others in taking the form of a German Singspiel, rather than an Italian
opera. Singspiel was written to appeal to a broader public, with fantastic
plots, including imaginary creatures and magical spells. It was written in
the language of the people, with spoken dialogue rather than the secco recitativo of Italian opera. The plot follows Prince Tamino and Papageno, the
bird catcher, as they attempt to save Pamina, the daughter of the Queen of
the Night, from the mysterious Sarastro. In truth, Sarastro is the high priest
who is saving Paminafrom her mother's evil. Sarastro initiates Tamino and
Papageno into the mysteries of his religion, which mirrors the Masonic ideals

that Mozart followed during the last few years of his life. Using a magic flute
to aid his quest, Tamino succeeds in saving Pamina. The lovers are reunited,
Papageno finds his own bride, Papagena, and all ends happily.
The Magic Flute Fantasy follows the plot by highlighting the major musical numbers, using the piccolo and the treble of the piano to represent the
magical instruments in the plot -the magic flute and glockenspiel. Like the
opera, it starts and ends in E-flat major, the key of Masonic significance to
Mozart, and contains other references to Masonism, such as the thrice-repeated chord. A shortened and fantasized version of the overture is followed
by these numbers:
I am indeed the bird catcher (Papageno)
How strong is your magic tone (Tamino)
All feel beloved joy (Monostatos)
Aria (Queen of the Night)
0, I feel it (Pamina)
A maiden or a wife (Papageno)
Pa-pa-pa (Papageno and Papagena)
Final Chorus (Chorus)
- Note by Michael Webster

Sonatina for Flute, Clarinet, and Piano .

. Paul Schoenfield

This work was commissioned by the Minnesota Commissioning Club in
1992 to honor Sam and Thelma Hunter on the occasion of their 50th wedding
anniversary. Almost every aspect of this Sonatina was conceived with the
Hunter family in mind. Thelma, her son John, and daughter-in -law Karen
Ursin, are professional musicians, and this suggested the scoring for piano,
clarinet, and flute. Likewise, the genre of each of the three movements has a
connection with the Hunters.
The opening movement is a Charleston (to the best of my knowledge, the
Charleston was invented the same year as Thelma was born), and the last
movement is a jig (Sam was born in Ireland). While I was living in Minnesota, I had the reputation as being ragtime player no. 2 (the "classical" ragtime player), and this is no doubt what prompted Thelma to request that I
include a rag. This constitutes the middle movement.
I have been close to the Hunter family for nearly thirteen years, and it
was with great affection and warmth that I composed this work. To me it is
a tribute to an extraordinary couple who have extended to me, and the Minnesota community in general, an abundance of kindness, consideration, and
good will.
- Note by the composer

PERFORMER BIOGRAPHIES
Founded in 1988, THE WEBSTER TRIO is dedicated to promoting and expanding the repertoire for flute, clarinet, and piano. Compact discs include
Tour de France on the Crystal label and Sonata Cho-Cito San, a Nami/Live
Notes release in Japan. Prior to Robert Moeling, collaborative pianists have
been the legendary Beveridge Webster, Michael's late father and a long-time
member of the Juilliard School faculty, pianist-composer Martin Amlin of
Boston University, and Katherine Collier of the University of Michigan. To
date, International Music has published five of Michael Webster's compositions
and transcriptions for flute, clarinet, and piano: Debussy's Prelude al'apresmidi d'unfaune (1994), Carmen Rhapsody (1997), Faure's Dolly Suite (1999),
Bizet's Jeux d'enfants, and the Brahms-Webster Hungarian Dance Suite No. I
(2001).
LEONE BUYSE is Professor of Flute and Chamber Music at The Shepherd
School of Music. In 1993 she relinquished her principal positions with the

Boston Symphony and the Boston Pops to pursue a more active teaching and
solo career after twenty-two years as an orchestral musician. Previously a
member of the San Francisco Symphony and the Rochester Philharmonic Orchestra, Ms. Buyse has appeared as soloist with those orchestras, as well as
with l'Orchestre de la Suisse Romande, the Boston Symphony and Boston Pops,
and the Utah Symphony. She has performed with the Boston Symphony Chamber Players throughout Europe and Japan, with the Tokyo, Juilliard, and Muir
String Quartets, and in recital with Jessye Norman and Yo-Yo Ma. Ms. Buyse
has taught at the University of Michigan, the New England Conservatory, Boston University, Tanglewood Music Center, the Boston University Tanglewood
Institute, and as a visiting associate professor at the Eastman School of Music.
Festival appearances include Aspen, Sarasota, N01folk, Domaine Forget (Quebec), Sitka, Maui, Steamboat Springs, Lake Placid Institute, and Park City. Ms.
Buyse has presented recitals and master classes at universities and conservatories across the US., as well as in Canada, New Zealand, and Japan. As solo
flutist of the Boston Symphony, Boston Pops, and the San Francisco Symphony,
she may be heard on the Philips, Deutsche Grammophon, RCA Victor, and
Sony Classical labels. Her solo recordings include The Sky's the Limit and
Rivier Revisited on the Crystal label and Contrasts on the Boston Records label.
A multi-faceted musician, MICHAEL WEBSTER is known as clarinetist,
conductor, composer, arranger, and pedagogue. Associate Professor of Clarinet and Ensembles at The Shepherd School of Music, he is also Artistic Director of the Houston Youth Symphony. Formerly principal clarinetist with the
Rochester Philharmonic and the San Francisco Symphony, he has appeared
as soloist with many orchestras, including the Philadelphia Orchestra and the
Boston Pops. He has performed with the Chamber Music Society of Lincoln
Center, the 92nd Street Y, the Tokyo, Cleveland, Muir, Ying, Leont6vych, and
Chester String Quartets, and the festivals of Marlboro, Santa Fe, Chamber
Music West and Northwest, N01folk, Victoria, Stratford, Skaneateles, Domaine
Forget, Angel Fire, Steamboat Springs, Park City, and Sitka, among others.
In Rochester, Webster directed the Society for Chamber Music and taught at
the Eastman School,from which he holds three degrees. He has held faculty
positions in clarinet and/ or conducting at Boston University, the New England
Conservatory, and the University of Michigan, and has directed the Michigan
Youth Symphony, the Wellesley Symphony, and Chamber Music Ann Arbor.
As a clarinetist, composer, and arranger, his works have been published by
G. Schirmer and lr,ternational and recorded by C.R.I
Dutch pianist ROBERT MOEL/NG has performed to critical acclaim in
Holland, Luxembourg, France, and the United States. He has appeared as soloist with the Milwaukee Symphony and the Denver Chamber Orchestra, and
has performed with the Mirecourt Trio and members of the Fine Arts Quartet.
His recordings include solo and chamber works of Brahms and Willem Pijper
and the complete Debussy preludes for the Music and Arts, Koss Classics,
Erasmus, and Projects labels. A frequent guest on National Public Radio, his
pe,formances have also been broadcast by WFMT Chicago, Wisconsin Public
Television, Iowa Public Radio and Television, and Kansas Public Radio and
Television. He has performed with the Amsterdam Chamber Society, Chamber
Music International / Dallas, Anchorage Winter Classics, the Piatigorsky Foundation, and the festivals of Groningen, Sitka, Estes Park, Anchorage, and Park
City, where his collaboration with Leone Buyse and Michael Webster began.
Robert Moeling is a graduate of the Rotterdam Conservato,y and pursued
graduate studies at Indiana University as a Fulbright-Hays grant recipient.
A devoted pedagogue, Moeling has held teaching posts at the Wisconsin Conservatory of Music, the University of Wisconsin-Milwaukee, Concordia University, and at Bethany College in Kansas as Billue-Burnett Distinguished Professor of Piano. He teaches chamber music and preparatory piano at the University of Houston.
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