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YO-YO MA, Cello
KATHRYN SCOTT, Piano

Intermission

PROGRAM

Suite Italienne .................................................................................... Igor Stravinsky
    Introduzione 
    Serenata 
    Aria 
    Tarantella 
    Minuetto e !nale

!ree Pieces 
    Alma Brasileira ....................................... Heitor Villa-Lobos, arr. Jorge Calandrelli   
    Oblivion ...................................................... Ástor Piazzolla, arr. Kyoko Yamamoto
    Dansa Negra ..........................................Camargo Guarnieri, arr. Jorge Calandrelli

7 Canciones Populares Españolas, G. 40 ........................................ Manuel de Falla
    El Paño Moruno 
    Seguidilla muricana 
    Asturiana 
    Jota 
    Nana 
    Canción 
    Polo

Louange à l’Éternité de Jésus .......................................................... Oliver Messaien
    from Quatour pour la !n du temps

Sonata No. 3 in D minor, Op. 108 ................................................ Johannes Brahms
    Allegro 
    Adagio 
    Un poco presto e con sentimento 
    Finale: Presto agitato
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PROGRAM NOTES
Several of the works on this program are transcriptions of music originally written for 
other performing forces. Transcriptions are an age-old technique for expanding a given 
instrument’s repertoire and for allowing a performer the opportunity to play music 
that is of special importance or emotional a!nity for that individual. It is not easy to 
make a transcription that works well; in essence, a good transcription requires basically 
recomposing the piece. "e key, pitch range, timbre, technical requirements, blend of 
new instrumentation in chamber music – these are a few of the considerations that go 
into making a musical work speak for a new combination of performers. In general, these 
notes will address the background of the original works, but the transcriptions will be as 
easily enjoyed as those works written for cello and piano.

IGOR STRAVINSKY !1882"1971# wrote his ballet Pulcinella for Sergei Diaghilev’s 
Paris-based Ballet Russes in 1920. It was based on melodies and bass lines from trio 
sonatas and vocal arias attributed to Giovanni Pergolesi (1710-1736). "e ballet and 
its music were very popular, and Stravinsky made numerous arrangements for various 
instruments. He and Gregor Piatigorsky made the #rst cello and piano arrangement, 
using selected movements from the ballet, and gave it the title Suite Italienne. With 
Pergolesi’s beautiful melodies and strong bass lines, and Stravinsky’s 20th-century 
harmonies in the middle voices, the piece is what Stravinsky called “a parodistic musical 
collaboration” between himself and Pergolesi. 

HEITOR VILLA"LOBOS !1887"1959# was a professional cellist and a good guitarist, 
in addition to being a highly skilled composer. “Alma brasileira” (Soul of Brazil) is taken 
from his Choros, a multiple-movement work; this was the only movement originally 
written for solo piano. "e term “choro” referred both to dance forms and to groups 
of chamber musicians who played in the streets and restaurants of Rio de Janeiro. "e 
music was based on popular street songs of Brazil, with modern harmonies and elaborate 
ornamentation of the melodies.

ASTOR PIAZZOLLA !1921"1992# was an Argentinian composer, band leader, and 
bandoneon virtuoso. He was also a somewhat controversial #gure because he enlarged 
the standard tango form to include elements of jazz, folk, and classical music, which 
met with some resistance from traditionalists. However, his “Nuevo Tango” movement 
became very successful, and it in$uenced a great many later composers of popular music. 
Oblivion was written for a traditional “choro” ensemble: bandoneon, voice, violin, piano, 
electric guitar, and double bass. It #rst appeared in a 1984 #lm, Enrico IV (Henry IV). "e 
rewritten version appeared as a separate composition in 1990. Numerous arrangements 
have been made of it, and it is always a popular inclusion in a program. 

MOZART CAMARGO GUARNIERI !1907"1993# studied in Paris, but spent most 
of his career as a conductor and professor of composition at the São Paulo Conservatory. 
His many works, especially his piano pieces, often combined African, Brazilian and 
native elements. His Dança Negra is one of those that fused these in$uences. Guarnieri 
described it as a “Brazilian etude.”
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MANUEL DE FALLA !1876"1946# based his Siete Canciones Populares Españolas, G. 
40, on authentic melodies from seven regions of Spain, which he found in folk music 
collections. !e chosen songs displayed a wide variance in style, rhythm, melodic 
contour, and texts. !e cycle for voice and piano was completed in Paris in 1914. Falla 
"ed to Spain at the beginning of World War I, and the premiere was given there in 
January 1915. !e song cycle is one of his most important works and is also very popular 
in transcriptions; in fact, it is heard nearly as often in instrumental arrangements as in 
the vocal version. !ese are not simply folk song arrangements, but virtually rewritten 
versions based on the melodies. Modern harmonies, melodic fragments developed in 
new ways, and a variety of rhythmic variations distinguish them from the original 
tunes, yet Spanish musicians could always trace the elements of the native regions that 
produced the originals. Falla’s harmonic vocabulary was unique and has been traced to 
his discovery of an older treatise, Acoustique nouvelle, in a Madrid library.

OLIVIER MESSIAEN !1908"1992# was interned in the prisoner of war camp at 
Görlitz, East Germany, in 1940. He was already a well-known pianist, organist and 
composer. His deep religious faith infused all his works, including the Quatuor pour 
la Fin du Temps (Quartet for the End of Time), which was written in the camp. !e 
available musicians played piano, violin, clarinet, and cello. !e premiere was given for 
some of the prisoners and o#cials on January 15, 1941, with Messiaen at the piano. !e 
cello had only three strings and the other instruments had various problems but the 
work was rapturously received. !e title comes from the passage in the New Testament 
Book of Revelation, Chapter 10, especially verse 6, where the angel prophecies the end of 
earth and time as humans know it. !e $fth movement, “Louange à l’Eternité de Jésus” 
(Praise to the Eternity of Jesus), was based on an earlier work for six Ondes Martinot 
(the Ondes Martinot was an electronic instrument invented in 1928). !is was the only 
movement for cello and piano. Messiaen wrote that the cello stands for Jesus as the 
“Word made "esh,” referring to the $rst verses of the Gospel of John. !e music unfolds 
slowly, as if time were, indeed, of no essence: the tempo marking in the score translates 
to “in$nite, slow, ecstatic.” 

JOHANNES BRAHMS !1833"1897# dedicated the Violin Sonata No. 3 in D minor, 
Op. 108, to his friend, the great pianist and conductor Hans von Bülow. It was published 
in 1889. Brahms was the pianist at the premiere, with the Hungarian virtuoso Joachim on 
violin. In the $rst movement, Brahms’ strong characteristic modulations and demanding 
piano part are heard. !e second movement is very lyrical and in the dominant key of 
A Major; the stringed instrument plays many passages in thirds, and there are fewer 
modulations. !e third movement has some delicate and even humorous moments. In 
the fourth movement, the piano part becomes even more demanding. Melodic invention 
is never-ending, with many motives developed brie"y by each instrument. As was usual 
with Brahms, the two instruments are treated as equals, each with a challenging and 
beautiful role to play. 

 Mary Black Junttonen
 Michigan State University Music Librarian 


