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PROGRAM 

Intermezzo in E-flat, Op.117 No. I (1892) Johannes Brahms 

Sleep softly my child, sleep softly and deep! (1833-1897) 
It hurts me so, to see you weep. 

(for Danielle Martin) 

Six Pieces, Op. 118 (1892) 

1. Intermezzo in C Major 
2. Intermezzo in A Major 
3. Ballade in G Minor 
4. Intermezzo in F Minor 
5. Romance in F Major 
6. Intermezzo in E-flat Minor 

Rhapsody in E-flat, Op.119 No. 3 (1892) 

INTERMISSION 

Twelve Preludes 
from Books 1 and 2 (1910-1913) 

Ondine 
Voiles (Veils) 
"Les Fees sont d' exquises danseuses" 

("Fairies are exquisite dancers") 
Lapuerta del Vino (The wine gate) 
Les collines d'Anacapri (The hills of Anacapri) 

Claude Debussy 
(1862-1918) 

Ce qu'a vu le vent d'ouest (What the West Wind saw) 
Bruyeres (Heathers) 
La serenade interrompue (The interrupted serenade) 
La danse du Puck (Puck's dance) 
Canope 
Feux d'artifice (Fireworks) 
Minstrels 



• 
The scene: a large parlour, discreetly lighted through lovely cur

tains with long blue-gray draperies matching the colour of the heavy 
wall-to-wall carpeting. Louis XV furniture; a bookcase containing 
volumes bound in rare leather or fabric; on a low table with a marble 
top, a collection of precious little objects made of crystal, jade, or 
gold delicately chiselled. Almost in the middle of the room, the 
black Bliithner grand stood free of music, book, or photographs. 
The general atmosphere was in keeping with the aristocratic neigh
bourhood of the Bois de Boulogne, where gracious living prevailed. 

Debussy greeted me with placid courtesy. He talked little, but the 
words he said were significant. Somehow he gave the impression 
of being distant from the world, his dark eyes fixed on unearthly 
horizons. He held a cigarette between his fingers, depositing the ash 
carefully in a small china tray. He was proud of his grand piano, and 
before I played he showed me a new device invented by Bliithner: 
an extra string set on top of the others. Although not touched by the 
hammers, it caught the overtones, thus increasing the vibrations and 
enriching the sonority. This was a piano he had rented during a stay 
in Bournemouth, and liked so well that he had bought it and had it 
shipped to Paris. 

I started playing the Hommage a Rameau on this lovely instrument. 
But I didn't get very far. After the first two lines, Debussy stopped 
me: "I do not hear the triplets in time," he said. I tried again, inwardly 
counting so as to be sure of the values. But he was not satisfied. He 
put his hand on my shoulder and gently pushed me away. Then he 
sat down and played. Frankly, as intently as I listened, I couldn't see 
any difference between his way with those triplets and mine. But it 
dawned upon me that his powers of perception were extraordinary 
and could not be duplicated by anyone. 

Probably he became satisfied after all, for we continued ... Finally 
Debussy sat down again at the keyboard for a sort of recapitulation 
of the entire piece. He played a number of passages, and the tone he 
extracted from the Bliithner was the loveliest, the most elusive and 
ethereal I have ever heard. How did he do it? 

- Maurice Dumesnil, in Coaching with Debussy, 
reprinted in Debussy Remembered by Roger Nichols 



The story goes that Debussy, at age twenty-five, met Brahms in Vienna 
in 1887. They ate lunch together, during which Brahms said not a word 
to the younger man. After several glasses of French champagne, however, 
Brahms quoted a few lines from Faust: 

One cannot always do without the foreigner, 
The good things are often so far from us. 
A true-born German cannot bear Frenchmen 
But he likes to drink their wines. 

Somehow, the conversation went on from there, and the German came 
to bear the Frenchman; on the next day Brahms invited Debussy to dinner 
and a performance of Carmen. 

In the Preludes, Debussy alludes to an astonishing range of artistic 
sources: the folk idioms of Spain (Lapuerta del Vino, La serenade inter
rompue), Italy (Les collines d'Anacapri), and America (Minstrels); liter
ary characters (Ce qu'a vu le vent d'ouest, La danse de Puck, Ondine); 
artworks (Arthur Rackham's illustration Les Fees sont d'exquises dan
seuses); even abstract or symbolic entities (Voiles, Canope). 

Ce qu'a vu le vent d'ouest. What did the West Wind see? In Hans 
Christian Anderson's tale The Garden of Paradise, the four Winds come 
home for dinner and talk about their day. The West Wind comes from the 
forest wilderness of America. "I gazed into the deepest of rivers, and saw 
how it rushed through the rapids and threw up a cloud of spray large 
enough to hold the rainbow. I saw a wild buffalo wading in the river, but 
it carried him away. He swam with a flock of wild ducks that flew up when 
the river went over a waterfall. The buffalo was swept over the precipice." 

In Canope, Debussy exhibits his mastery (shared by only a few artists, 
such as Schubert, Schumann, and Blake) of creating an unforgettable work 
out of practically nothing; yet is it probably the least frequently played 
Prelude. For one thing, no one can agree on the meaning of the title. Some 
explanations involve the ancient Egyptian city of Canopus, or the "Canopic 
jars"-burial urns-that Debussy owned. I prefer another reading: Cano
pus was the name of the pilot of the Menelaus' ship, and the star named for 
him is commonly called Canope. It shines in the constellation Carina, the 
Keel, which serenely sails the distant southern horizon early in the year. 
The rising of Canope announces the coming of summer, evoked here by 
the suggestion of pan-pipes or the flute solos of another Prelude-to the 
Afternoon of a Faun. 



ABOUT THE INSTRUMENT 

The Bliithner piano company was founded in Leipzig, Germany, by the 
renowned builder Julius Bliithner, who died in 1910. The work was con
tinued by his sons. The workshop was destroyed in the Second World War, 
but was subsequently rebuilt and remains in business today. The instru
ments built by Bliithner at the end of the nineteenth century are considered 
especially valuable, with a distinctive glowing sound and light, responsive 
action. These instruments are particularly appropriate for the works of the 
later Romantic and early twentieth-century composers. 

Bliithner pianos are slightly larger than other concert grands from 
the period. A larger soundboard, longer strings, and especially the unique 
"aliquot" stringing system-with an extra, sympathetic string added to 
each treble note-contribute to the instrument's exceptional character. 

This piano was built by Julius Bliithner in 1889, during a time recog
nized as the high point of his work. The instrument was found in excel
lent though worn condition. Painstaking restoration was completed by the 
Andriessen workshop in The Hague. Small cracks in the soundboard were 
repaired, hammers were refelled, and strings were replaced. After clean
ing, the keys, ivory, action, soundboard, ribbing, and case are in original 
condition. The case is of ebony veneer with French polish. The legs and 
music desk are massive and ornately carved in the style of the period. This 
rare piano-with its exceptional character, impeccable construction, and 
excellent restoration-is a matchless addition to the Shepherd School's 
collection of instruments. 

The audience is cordially invited to examine the piano onstage after 
the concert. 



BIOGRAPHY 

BRIAN CONNELLY is recognized as a pianist of unusual range and 
accomplishment in both historical and modern repertoires. Born in Detroit, 
he studied at the University of Michigan with pianists Gyorgy Sandor and 
Theodore Lettvin. He has premiered works by William Albright, Karim A/
Zand, Derek Bermel, William Balcom, Anthony Brandt, Paul Cooper, David 
Diamond, Ross Lee Finney, Arthur Gottschalk, Laura Karpman, Richard 
Lavenda, and many others. He has performed as soloist and chamber player 
in major cities throughout the United States and Europe, as and guest artist 
with groups such as the Chicago Contemporary Players and the Pittsburgh 
New Music Ensemble. He was featured in the Carnegie Hall series "Making 
Music" in a tribute to composer William Balcom, and he performs regularly 
at the Cascade Head and Grand Teton music festivals. He has appeared in 
concert with a host of preeminent artists such as violinist Sergiu Luca, vio
list Nobuko Imai, cellists Gary Hoffman and Roel Dieltiens,flutist Carol 
Wincenc, clarinetists Charles Neidich and Lorenzo Coppola, pianists Robert 
Levin and Andre-Michel Schub,fortepianists John Gibbons and Riko Fukuda, 
and he has shared ragtime recitals with jazz pianist Marcus Roberts. Mr. 
Connelly played nearly 150 solo and chamber works for the acclaimed Da 
Camera of Houston in its path-breaking first six seasons. He is a member of 
the ensemble CONTEXT, performing on eighteenth- and nineteenth-century 
pianos as well as the modern Steinway. He teaches piano performance and 
chamber music at the Shepherd School. 

Upcoming performances include a recital of piano ragtime music by 
William Balcom on March 27 at the Shepherd School. 
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