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PROGRAM 

Suite for Clarinet and 
String Quartet in G Minor 

Andantino - Vivace assai 
Moderato 
Vivace e marcato 

Quintet for Clarinet and Strings 

Oriental Reverie 
for clarinet and string quartet 

Ferruccio Busoni 
(1866-1924) 

Quincy Porter 
(1897-1966) 

Alexander Glazunov 
(1865-1936) 

INTERMISSION 

Quintet in F-sharp Minor, Op.JO 
for clarinet and strings 

Allegro energico 
Larghetto affettuoso 
Scherzo: Allegro leggiero 
Finale: Allegro agitato 

Samuel Coleridge-Taylor 
(1875-1924) 

The reverberative acoustics of Duncan Recital Hall magnify the slightest 
sound made by the audience. Your care and courtesy will be appreciated. 
The taking of photographs and use of recording equipment are prohibited. 
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PROGRAM NOTES 

What could an Italian teenager, an American in Paris , a Russian looking 
east, and a black Englishman have in common? The composers represented 
on tonight's program all wrote quintets for clarinet and strings that have 
been unjustly neglected. 

The quintet for clarinet and string quartet is one of many chamber music 
combinations invented by Mozart. Many composers followed his lead, most 
notably Brahms. Together, their masterpieces stand as pinnacles, casting a 
Long and dark shadow over other worthy offerings. Occasionally, the clari
net quintets of Weber or Max Reger may emerge from under the shadow, 
but romantic works by Spohr, Meyerbeer, Robert Fuchs, Stephan Kreh/, Sir 
Arthur Somerwell, Busoni, Glazunov, and Coleridge-Taylor, as well as twen
tieth-century works by Hindemith, Quincy Porter, Mordecai Seter, Louise 
Ta/ma, Arthur Weisberg, James Willey, Dan Welcher, Harald Genzmer, 
Robert Starer, Richard Lavenda, and Joan Tower have been for the most 
part obscured. 

The Italian teenager who wrote the first of these "Forgotten Gems" was 
Ferruccio Busoni, a prodigy in both piano and composition. Born in 1866, 
the son of a.famous clarinetist (Ferdinando Busoni), he wrote many pieces 
for clarinet and piano between 1874 and 1880, all meant to be performed by 
father and son. In 1881 Busoni received a special request from his father, 
who was performing on tour with string quartet. In response, Ferruccio sent 
his father "tre pezzettini" which became the Suite in G Minor. It was per
formed for the first and probably the last time on August 6, 1881, at Bad 
Neuhaus until its publication in 1995. The music does have a certain nai
vete, but there are also sophisticated harmonies, sometimes moving very 
quickly, and rhythms that keep you on the edge of your chair. Because a 
suite usually has more than three movements, and the third movement is 
slow, one can surmise that the work is unfinished. Therefore, we will re
verse the order of the second and third movements in this performance. 

As a child I was familiar with Quincy Porter because he was a family 
friend who had in fact been Dean and then Director of the New England 
Conservatory from 1938 to 1946 during which time my father (pianist 
Beveridge Webster) taught therefrom 1940 to 1944. They probably met in 
Paris in 1928-1930 during Porter's second stay there, a three-year Guggen
heim fellowship. Dated September 9, 1929, the Clarinet Quintet is a skill
fitlly crafted work in one continuous movement with alternating slow and 
.fast sections based on four lyrical motives all of which appear in the open
ing Largo and evolve throughout the piece. The music sounds conservative 
to our twenty-first century ears but is surprisingly difficult to play with its 
rhythmically complicated transitions and breakneck speed during the mid
dle section. Keith Wilson, emeritus professor of clarinet at Yale University 
(where Porter spent most of his academic career from 1946 to 1965), reports 
that Porter was very upset by the Paris premiere, the music being too dif
ficult for the performers. It was resurrected at Yale and performed a few 
times by Wilson and a string quartet that included both Quincy (an excellent 
professional violist) and his wife Lois. It has not seen many performances 
since, perhaps due to its one-movement form with a slow, soft ending, but 
more likely due to its falling in the gap between conservative and avant
garde. Fortunately, such labels have fallen by the wayside. Now composers 
can write in whatever degree of complexity and tonality they choose and 
audiences can listen with afresh ear to works like the Porter Clarinet Quin
tet and appreciate its solid musical values. 



Like Busoni, Glazunov had a prodigious talent for both piano and com
position. Born in 1865, a year before Busoni, he met Balakirev and became 
a student of Rimsky-Korsakov progressing "not from day to day but from 
hour to hour" in the words of his mentor. By the time he wrote his Two 
Pieces for Orchestra, Op.14, in 1886-87, he had already finished his first 
symphony, two string quartets, and several miscellaneous orchestra pieces. 
The Two Pieces of Op.14 were entitled Idylle and Reverie Orientale. Little 
is known about the version of Reverie Orientate for clarinet and strings, 
but it was apparently a sketch for the larger version for orchestra. Glazu
nov was one of many Russian composers fascinated with Asian music, and 
this piece is one of several that conjure up images of the Far East. 

The late works of Brahms were all performed in England shortly after 
being written, and, as chance would have it, the now-famous Clarinet Quin
tet, Op.115, shared a program at the Royal College of Music on March 13, 
1895, with a string quartet entitled Fantasiestucke written by a nineteen
year old student, Samuel Coleridge-Taylor. His composition instructor, 
Charles Stanford, challenged the class to write a clarinet quintet and "keep 
it clear of Brahms." Coleridge-Taylor took the challenge and spent the sum
mer term writing a full-fledged, thirty-minute, four-movement work that 
prompted his teacher to exclaim: "You've done it, me boy!" Perhaps he had 
steered clear of Brahms, but Coleridge-Taylor was less successful in steer
ing clear of Dvorak, whose "New World Symphony" is likely to have been 
heard by Coleridge-Taylor at the English premiere on June 21, 1894. Yet, 
in spite of the strong influence of Dvorak, Coleridge-Taylor evinces a very 
original voice. 

The first movement, for example, follows the procedure of Brahms' Piano 
Concerto No. I, Brahms' Symphony No. 3, and Dvorak's Symphony No. 7 in 
using six quick beats per bar grouped 2x3 but ripe for 3x2, a rhythmic device 
called hemiola. The first movement is based upon three distinct rhythms - the 
first heard in the middle strings in the first measure, the second introduced 
by the clarinet, and the third a dotted rhythm that appears shortly thereafter. 
If anything, Coleridge-Taylor outdoes both Brahms and Dvorak in combining 
complexity, variety, and unity within the six-beat scheme. 

The second movement would never be confused with the famous Largo 
from the "New World" Symphony, but it shares with Dvorak that wistful "gain' 
home" mood and the use of elaborate rhythms over a slow steady pulse. It is 
in the Scherzo that Coleridge-Taylor achieves more rhythmic complexity than 
either Brahms or Dvorak. Each measure contains three fairly fast beats, each 
of which is subdivided into either three or two. With syncopations of both tri
ple and duple meter abounding, it is quite a roller coaster ride. 

The finale is the most Dvorak-like of all. A reverse dotted rhythm intro
duces a modal theme that has bits of Scottish, Slavic, and American flavor. 
It is a full-fledged sonata-allegro form with a coda that refers startlingly and 
beautifully to the second theme of the slow movement and ends exuberantly 
with a treatment of the first movement theme that wraps the four movements 
in a colorfully unified package. 

Why has such a strong work, as well as the rest of Coleridge-Taylor's mu
sic, remained so obscure? I can see two reasons, the first of which was the 
color of his skin. Because his father was from Sierra Leone, Coleridge-Taylor 
was a rarity in England, a mulatto. Coleridge-Taylor hated that term and was 
very proud of his African heritage, but he was, in a sense, a man without a con
stituency. Yes, he was supported by Stanford and Elgar and received many 
positive reviews in England, but his biggest success by far was in America. 
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In 1901 the Coleridge-Taylor Society, consisting entirely of African-Ameri
can singers, was formed in Washington, D. C. With great persistence, they were 
finally able to host their namesake in 1904. After long and skillful planning, 
his first concert was successful beyond words. He conducted black singers (in
cluding Harry T. Burleigh who had familiarized Dvorak with Negro spirituals 
during his stay in the United States) and a white orchestra consisting mostly 
of U.S. Marines in a performance of his Hiawatha Trilogy, which remains his 
most important and popular work. A sell-out crowd of 2,700, two-thirds black 
and one-third white, greeted him with "little short of delirium in their enthusi
asm. To them he was the living realization of their highest ideal, the indisput
able and accepted proof that the more exalted ways of creative art were open 
to and attainable by the Negro" (Genevieve Lee quoted by WC. Berwick 
Sayers). Coleridge -Taylor was proud of being black and proud of being an 
Englishman, but if he had been American, his popularity would no doubt 
have continued to burgeon after his untimely death. 

The second reason for his obscurity is his early death brought on by acute 
pneumonia at the age of thirty-seven. We cannot predict how his compositional 
career may have evolved had he lived longer, but an apt comparison can be 
made with Dvorak, his idol. Had Dvorak died at age thirty-seven, the first 
series of Slavonic Dances would have been his last work, Brahms would have 
been unable to help him with his international career, and most of his master
pieces, including the last four symphonies, would not have been written. 

CODA 

The three romantic works on this program were all written by composers 
aged twenty-one or less. The youth of these composers is only one reason for 
their obscurity. But they all prove that digging through lesser-known works 
will occasionally produce a 'forgotten gem" well worth remembering. 

- Notes by Michael Webster 

BIOGRAPHIES 

MICHAEL WEBSTER is known as clarinetist, conductor, composer, ar
ranger, 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 Philhar
monic 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, Da Camera of Houston, CONTEXT, the Tokyo, Cleveland, 
Muir, Ying, Leont6vych, and Chester String Quartets, and the festivals of 
Marlboro, Santa Fe, Chamber Music West and Northwest, Norfolk, 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 was a member 
of the conducting faculty of the New England Conservatory and taught clari
net there and at Boston University. He served as Music Director of the Wel
lesley Symphony, was an adjunct professor of conducting at the University of 
Michigan, and founded Chamber Music Ann Arbor, which presents Spring
Fest every May. As a composer and arranger, Webster has been published by 
G. Schirmer and International and recorded by CR.I. He is a member of the 
editorial staff of The Clarinet magazine, contributing a column called "Teach
ing Clarinet." 
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Applauded by Costa Rica's La Nacion as "lucid and penetrating, combin
ing lyricism and rigor" and The Ann Arbor News for "crisp, incisive playing
with just the right quotient of sass," the ENSO STRING QUARTET is quickly 
becoming one of America's leading young ensembles. In spring 2003, the 
quartet was a winner of the 2003 Concert Artists Guild International Com
petition, and they also earned top prizes at Chamber Music Yellow Springs 
(Ohio) Competition and the Fischojf National Chamber Music Competition. 
In April 2004, the Enso Quartet will make its New York debut on the Concert 
Artists Guild series at Weill Recital Hall at Carnegie Hall, with guest pianist 
Gilbert Kalish. 

Future engagements include concerts at New York's Merkin Concert Hall, 
the Pittsburgh Chamber Music Society, the Chautauqua Institution, Brooklyn 
Friends of Chamber Music, Chicago's Music in the Loft series, Market Square 
Concerts, Newtown (Connecticut) Friends of Chamber Music, and the Bed
ford (New York) Chamber Music Series with pianist Anthony Newman. In 
addition, the quartet is planning a CD recording for the NA.XOS label. 

The Enso String Quartet has performed throughout the United States and 
abroad since its inception in 1999, including featured appearances at such 
music festivals as La Jolla SummerFest and the Great Lakes Music Festival. 
Other highlights from previous seasons include appearances on the Mostly 
Music and the Dame Myra Hess Series of Chicago, the SYZYGY: New Music 
at Rice series, and a concerto with the Rockford Symphony Orchestra and 
with the Champaign Urbana Symphony at the Krannert Center for Perform
ing Arts. Internationally, the quartet has toured Costa Rica as guest artists 
in the Twelfth International Costa Rica Music Festival, and they have also 
performed in England and Canada, where the group was a Finalist in the 
Banjf Seventh International Quartet Competition. 

Currently the graduate Quartet-in-Residence at the Shepherd School of 
Music, the Enso Quartet has also held a graduate residency at Northern Illi
nois University, where the group was mentored by the Vermeer Quartet. Re
cently the ensemble held a winter residency at the Britten-Pears Young Ar
tists Program in Aldeburgh, England. In addition to extensive residency work 
at the university level, the ensemble is committed to bringing classical music 
to the community, and offers numerous programs geared for children that 
emphasize interaction between audience and the quartet. Most recently, the 
group brought their educational programs to Mark O'Connor's Fiddle Camp 
in California and to thousands of children and teachers in schools through
out Illinois under the auspices of the Chicago-based International Music 
Foundation. In addition, the group performs extensively in Texas schools 
under the auspices of Houston Friends of Music 

The Enso String Quartet draws together four young musicians from 
around the world. Its members hold degrees from the Juilliard School, the 
Curtis Institute of Music, the University of Indiana, the Royal Northern Col
lege of Music (United Kingdom), and the University of Canterbury (New 
Zealand). In addition, the group has worked with Joseph Silverstein, com
poser Joan Tower, and members of the Cleveland, Alban Berg, and Takacs 
Quartets. The group has been featured in Chamber Music Magazine's "Amer
ican Ensembles" column, and their performances have been broadcast on 
PBS, the Australian Broadcasting Corporation-ABC Classical FM, WGBH 
Boston Public Radio, Chicago's WFMT, and Canada's CBC radio. 

The ensemble's name, ens6, is derived from the Japanese zen painting of 
the circle, which represents several things - perfection and imperfection, the 
moment of chaos that is creation, the endless circle of life, and the fullness 
of the spirit. 
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