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tIl "ROSAMUNDE" OVERTURE, D. 644 ... ../..Q.!.~.~ ...... ... .. ....FRANZ SCHUBERT 
(1797 -1828) 

-:;] 2/:/2
l.bCONCERTO FOR 2 PIANOS IN D MINOR .. ........ .. .... .. ......... ... FRANCIS POULENC 

(1899-1963) 

Allegro non troppo 

Larghetto 

Allegro molto 


Robin and Rachelle McCabe, pianists 

INTERMISSION 
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CD SYMPHONY No.4 IN F MINOR, OP. 36 .... ~.,). .~}..~ .......PETER TCHAIKOVSKY 
(1840-1893) 

Andante Sostenuto-Moderato con anima 

Andantino in modo di canzona 
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Finale (Allegro confuoco) 
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These concerts are dedicated to the memory of MARSHA LANDOLT, 
Dean of the Graduate School, and her husband, ROBERT BUSCH, WhD 

died on January 2 in an avalanche in Idaho. 

When he was six, SCHUBERT began to study piano on his own, managing to 
master the musical elements. The following year he started to receive fonnal 
musical instruction and was writing music by the time he was 13. At 19, after 
two miserable years as a schoolteacher in his father's school, he detennined to 
make a living as a composer. By this time he had already written three sympho­
nies, two masses, three string quartets, music for several operettas and melodra­
mas, and many songs. The following two years were equally productive but, 
being notably deficient in business acumen, he was still unable to achieve finan­
cial independence. 

Success in the field of opera seemed the only way to achieve this goal, and 
through the help of his friend Vogl, he received a commission from the Kfunt­
nertor Theatre. The result was the operetta Die Zwillingsbriider (The Twin 
Brothers) produced in 1820. Though it ran for only six perfonnances, it was 
wannly received, and led to another commission, this time from the rival Thea­
ter an der Wien. A melodrama by Georg Hofmann called Die Zauberharfe (The 
Magic Harp) was the basis of the new work. It was not a success and nothing 
remains to us of the music except the overture. In 1828, the year of his death, 
Schubert published the overture as a piano duet. He renamed it ROSAMUNDE, the 
name of another unsuccessful stage work for which he had written incidental 
music. The overture has been known ever since as ROSAMUNDE and has become 
one of Schubert's most enduring orchestral pieces. 

French music of the 1920s is characterized above all by an artistic, somewhat 
ironic handling of stylistic characteristics of the most disparate kind, including, 
not least, allusions to, and reminiscences of, older periods of music. Although 
also found in works by Prokofiev and Shostakovich, this neo-classical style was 
centered in Paris, a city whose musical profile was stamped by Stravinsky and 
"Les Six", a group of French composers that numbered POULENC among its 
ranks. In the course of his relatively short life (he died of a sudden heart attack 
some three weeks after his sixty-fourth birthday), Poulenc wrote piano music, 
chamber music, stage works, sacred works, and above all, a large number of 
songs. His music is French in the best sense of the word and might more aptly 
be described as Parisian, since there is nothing long-winded or pompous about a 
compositional style which wins over its listeners by dint of its freshness, clarity 
and chann, jazz rhythms and sounds, and moreover the constant excellence of its 
craftsmanship and masterly sense of sound. Poulenc was certainly no revolu­
tionary and, modest to the end, would never have claimed that he was. 

He was, however, an excellent pianist (he always used to compose at the 
piano) and together with Jacques Fevrier, a friend from his youth, gave the first 
perfonnance of his CONCERTO FOR Two PIANOS AND ORCHESTRA in Venice in 
1932 within the framework of a festival of contemporary music. The piece was 
successful from the outset and remains so to this day, commanding respect 
through its freshness and rhythmic vitality, its delightful sonorousness and unas­



suming brilliance and, last but not least, the gentle irony of its endlessly irides­
cent allusions, including, for example, reminiscences of Mozart in the Larghetto. 

Nearly every major composer has endured a watermark year in which personal 
crises affected the future development of his music. For Beethoven, that year 
was 1802, when encroaching deafness drove him to the verge of suicide. For 
Wagner, it was 1848 when the Dresden Revolution forced him to rethink his 
political convictions. For TCHAIKOVSKY, the year ofturmoil was 1877. Though 
his greatest masterworks still lay in the future, the composer had already proven 
his mettle with three symphonies, several operas, the Rococo Variations and the 
ballet Swan Lake. He was also benefiting from the recent acquisition of a 
patron, Madame Nadezhda von Meck, whose financial support had allowed him 
to concentrate more fully upon composition. All of those aspects were positive 
influences upon Tchaikovsky's life; the crisis lay in a sudden and very ill-con­
sidered marriage. A former student of the composer's had become deeply 
infatuated with him, and swore that, if he did not marry her, she would take her 
life. Concerned for the girl's well-being, Tchaikovsky agreed to the marriage, 
even though taking a woman into his home was the last thing his own inclina­
tions would have led him to do. They married in the summer. His nervous 
breakdown came in the fall, at which point his doctors recommended that he 
never see the young woman again. Soon, the composer and his brother Anatoly 
had left Russia for Switzerland in hope of finding solace for poor Peter's bat­
tered spiri t. 

As so often happened, Tchaikovsky sought consolation in composition, 
plunging back into his sketches for the opera Eugene One gin, and beginning the 
orchestration of his new symphony, the fourth of what would ultimately be six 
works in the genre. By late in the year, he was able to give an optimistic report 
to Madame von Meck, writing, "Never yet has any of my orchestral works cost 
me so much labor, but I've never yet felt such love for any of my 
things ... Perhaps I'm mistaken, but it seems to me that this Symphony is better 
than anything I've done so far." Such enthusiasm was rather unusual for the 
composer, who more often expressed a loathing for his works, but here, it 
seems, he knew that he had exceeded even his own demanding standards. He 
completed the new symphony on Christmas Day, by the Russian calendar, in 
1877 (January 7, 1878 by the Western calendar). The piece bore a dedication 
"to my best friend," a reference to Madame von Meck, who agreed to accept the 
honor only on the grounds of anonymity. 

The FOURTH SYMPHONY premiered in Moscow that same winter with the 
composer's mentor Nikolay Rubinstein conducting. A few months later, a col­
league of Tchaikovsky's, the composer Sergei Taneyev, criticized the piece for 
being programmatic, that is, for having a plot. Tchaikovsky defended his crea­
tion, declaring, "I don't see why you consider this a defect. On the contrary, I 
should be sorry if symphonies that mean nothing should flow from my pen, con­
sisting solely of a progression of harmonies, rhythms and modulations .. . As a 

matter of fact, the work is patterned after Beethoven's Fifth Symphony, not as to 
musical content but as to the basic idea." 

Tchaikovsky's statement begs a question as to what this "basic idea" might 
be. After all, the answer to that question would not only help us to interpret the 
Russian master's creation; it would also shed light on what Tchaikovsky saw as 
the central concept of the Beethoven piece. Fortunately, Tchaikovsky provides 
us with an answer in a letter to Madame von Meck in which he outlined what he 
viewed as the program for bis Fourth Symphony. According to the composer 
himselt~ the ominous opening theme for horns and bassoons represents fate 
hanging over one's head like a sword. This all-consuming gloom devours the 
few, brief glimpses of happiness, appearing mostly in the form of waltz themes. 
The second movement, Tchaikovsky asserted, expresses the melancholy felt at 
the end of a weary day. Then, in the third movement, he imagined what he 
called "fleeting images that pass through the imagination when one has begun to 
drink a little wine." The fourth movement holds Tchaikovsky's prescription for 
happiness . Here's how he described it: "If you cannot find reasons for happi­
ness in yourself, look at others. Get out among the people ... Oh, how gay they 
are!. .. Life is bearable after all." And so, to summarize Tchaikovsky's view, this 
is a symphony that brings us from gloom to melancholy to slow recovery to life­
affirming energy. It is a progression from darkness to light, a progression that 
we can sense in Tchaikovsky's Fourth as well as in Beethoven's Fifth. 

Celebrated American pianist ROBIN MCCABE has enthralled audiences on four 
continents with her virtuosic performances, and has established herself as one of 
America's most communicative and persuasive artists . McCabe's involvement 
and musical sensibilities have delighted audiences across the United States, 
Europe, Canada, South America, and the Far East. 

Critics respond both to McCabe's prowess and to her expressive intensity. 
As noted by the New York Times, "What Ms. McCabe has that raises her playing 
to such a special level is a strong lyric instinct and confidence in its ability to 
reach and touch the listener." She has won numerous prizes and awards, and her 
recordings have received universal acclaim. 

McCabe, a Puyallup native, earned her bachelor of music degree summa 
cum laude at the University of Washington School of Music, where she studied 
with Bela Siki, and her master's and doctorate degrees at the Juilliard School of 
Music, where she studied with Rudolf Firkusny. She joined the Juilliard faculty 
in 1978, then returned to the UW in 1987 to accept a position on the piano fac­
ulty. In 1994 McCabe was appointed Director of the School of Music. She 
continues to teach as Professor of Piano and head of the school's keyboard divi­
sion, and is one of two Ruth Sutton Waters Professors of Music for 2002-05. In 
addition, McCabe is a persuasive arts ambassador and advocate for arts audience 
development. 

The winner of numerous prizes and awards, including the International 
Concert Artists Guild Competition and a Rockefeller Foundation grant, McCabe 



was the subject of a lengthy New Yorker magazine profile, "Pianist's Progress," 
which was later expanded into a book of the same title. 

She was honored in 1993 at Seattle 's Association for Women in Communi­
cations annual Matrix Table dinner, at which outstanding women of achieve­
ment in business, the arts and community service are recognized. In 1995 
McCabe presented the annual faculty lecture-a concert with commentary-at 
the University of Washington. She was the fi rst professor of music in the his­
tory of the University to be awarded this lectureship. The November 1997 issue 
of Seattle magazine selected McCabe as one of 17 current and past University of 
Washington professors who have had an impact on life in the Pacific Northwest. 

RACHELLE MCCABE, concert pianist and Professor of Music at Oregon State 
University, enjoys an international career as artist-teacher. She bas performed 
throughout the United States , Canada, Southeast Asia, and England and has 
played solo recitals in Seattle, Singapore, Kuala Lumpur, Washington D.C. , 
Atlanta, Detroit, Portland, and Cambridge (UK). In chamber music recitals and 
concerto performances, she has collaborated with some of the world's finest 
artists. As concerto soloist, Rachelle McCabe has played with many North 
American orchestras including the Seattle Symphony, and the Pittsburgh, Ore­
gon, and Victoria symphonies. A frequent soloist with the Corvallis-OSU Sym­
phony, she recently performed Beethoven's 5th Concerto and Ravel's G Major 
Concerto, and next season will perform Beethoven's 4th Concerto. McCabe has 
appeared in many summer festival s, including the Victoria International Festi­
val, The Highlands Festival in North Carolina, Chamber Music Northwest, and 
the Chintimini Chamber Music Festival. She has been heard on NPR' s Per­
fo rmance Today, CBC, and PBS television. McCabe is also an experienced 
harpsichordist and fortepianist. 

As Artist in Residence at LaSalle School of the Arts in Singapore, she was 
named an affiliate artist of the school. An engaging lecturer, her seminars for 
teachers and students are in-depth explorations into the matters of performance 
and the musical worlds of composers, including Bach, Mozart, Debussy, and 
Bartok. As a performer of these styles, the Atlanta Constitution noted, 
"McCabe 's reading of Bartok's 'Improvisations ' displayed a true affinity for the 
eclectic Bartokian style and Debussy 's 'Estampes ' was a model of limpid under­
statement, always delivered with taste." 

At Oregon State University, McCabe directs the piano program and teaches 
many courses, including the music history sequence for undergraduate majors. 
Based on outstanding teaching, she was named a Master Teacher in the College 
of Liberal Arts, and has taught interdisciplinary courses linking music with phi­
losophy, sociology and English. 

She earned her doctorate from the University of Michigan, where she stud­
ied with Theodore Lettvin and Gyorgy Sandor; her master's degree from the 
JuiJliard School, where she studied with Ania Dorfmann; and her bachelor 's 
degree from the University of Washington School of Music, where she studied 
with Bela Siki. 

PETER EROS is professor of instrumental conducting at the University of Wash­
ington School of Music. He was born in Budapest, Hungary, and is a graduate 
of the Franz Liszt Music Academy, where his teachers included Zoltan Kodaly 
and Leo Weiner. In 1956, during the Hungarian Revolution, he emigrated to 
Holland. At age 27, he was named associate conductor of the Amsterdam Con­
certgebouw Orchestra, a post he held for fi ve years. In the summers of 1960 and 
1961 he was a coach for the Bayreuth Wagner Festival, and in 1961 Eros was 
assistant conductor of the Salzburg Mozart Festival's production of M ozart's 
/domeneo , among others, though 1964. 

He then held the positions of music director and conductor of the Malmo 
Symphony Orchestra (1966-1969, Sweden), the Australian Broadcasting Com­
mission Orchestras (1967-1969, Sydney and Melbourne; 1975-79, Perth), the 
San Diego Symphony Orchestra and La 10lla Chamber Orchestra (I971-l980), 
and the Aalborg Symphony Orchestra (1982- I 989, Denmark). 

As a guest conductor, Eros has appeared with numerous major symphony 
orchestras and opera companies on five continents , such as the Chicago Sym­
phony Orchestra, the Cleveland Orchestra, the Seattle Symphony Orchestra, the 
San Francisco Symphony, the Israel Philharmonic Orchestra, the London Royal 
Philharmonic Orchestra, the Hamburg Philharmonic Orchestra, the Stockholm 
Philharmonic Orchestra, the Scottish National Orchestra, and others, including 
nine tours of South Africa. He received ASCAP awards in 1983 and 1985 for 
playing music by American composers. 

Eros came to the UW School of Music in 1989 as conductor of the Univer­
sity Symphony Orchestra. He has also taught at the Amsterdam Conservatory 
and at the Peabody Conservatory of Music. 

There will be an informal reception for the soloists and orchestra in the West 
Lounge of Meany Hall after the February 24 concert, to which all concert-goers 
are invited. 


