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terror to rear its face in the fiendishly!difficult sixteenth prelude in B flat, or 
CD 1.< PRO~~AM ~ \ *::;29 3 ! the twenty-second and twenty-fo~ preludes, in G minor and D minor 

respectively. Premonitions of death stalked the middle section of thebA=l= \fl . I l{ £. " ;t I 
lp 2.. 'fWEt.HY-FOUR PRELUDES, Op. 28 (3.g' S 2.. ') Frederic Chopin j famous "Raindrop" prelude (#15). Yet those months were hardly unmiti­

gated suffering. The joys of nature, the innocence of children playing 
"" If 	 • , (1810-1849) 1 

under Chopin's window-such happy influences are to be found in these ;::; ctr~;~(.)d~ Of If 5" IVl C-#='~1Y10(,- cl-1op;VJ CL{I,-/,y) pages. And Chopin's relationship wJth the broad canvas of "love" is cer­ii' 

tainly referred to on numerous occaSions. While the seventeenth prelude 
INTERMISSION c:.~<;. <$..1) g k _ in A flat is a direct affinnation of sucr (Mendelssohn said of this piece that c::P "7 ;-;/ 	 ~~ s: lOe 13 1 he liked it so much because he couldn't have composed it himself). the t.1-Jt- ~ thirteenth in F sharp major, particularly in the middle section. shows a 

r}) ~ THE "GOLDBERG VARIATIONS" (Lf g '30) Johann Sebastian Bach purity afspirit hardly equalled before or since (excepting the theme of the 
BWV 988 ' (1685-1750) "Goldberg" Variations!). One immediately thinks of Beethoven's "An die 

Aria ' ",fl' ferne Geliebte" ("To the departed loved one"). It is clearly not of this 
30 Variations i I world. The twenty-four preludes follow the circle of fifths, alternating rel­

i J..1 	 ative major and minor keys (C major, A minor, etc.). 10Aria 	
, . 

The story of the genesis of the "Goldberg" Variations has been largely 
debunked in recent years in the name of Baroque scholarship. Yet it has 
its provenance in Bach's first official biographer, Forkel, and as such pro­
vides an interesting backdrop to the work-namely, Bach was asked to 

~ write these variations on an original theme (which appeared in his wife's 
, I,! :' ' . " ',... I" ': ", ,11.','" '. ~ notebook) to accompany and assuage the sleepless nights of a certain 

,-----.;.~eJ1l8h~p~bgti~ntraststWo~t-m~~t,.,setS:o{.sm~i~ ;.... ~_ ~~Sq.~~tb~,~~~l~~mb~o~~~coqg~9! S.~OPX·h~ 
Wrlttan:r(jtmight ~me as arelf~fto tlledudie'nce;!as\V~ US lil!ffJHfgJ~'tteJ: . I JiijjiSl~P.QffU,st.m ~ai.~I:li!lg's.:enfouragew~. a gentlemaJll by the'dlame 

, 	 tonight s performer off the hook, to 'know that these program notes are·' " Gol,dberg. and it was his duty to pla3( these PIeces of a "smooth and lively 
also likely to be relatively short!). Chopin was twenty-nine when the Pre-', cha;racter" to keep the count from bt1ing depressed. The truth of the mat­
ludes were published in 1839, Bach was fifty-seven when the "Goldtierg~t tert;slt:lCpless nights or not, is that Kaiserling offered Bach a princely sum 
variations were published in 1742. " " for the work, the most Bach ever received (by far) in his life for any of his 

In the Autumn of 1838. Chopin, already suffering from early but compositions. What sets the "Goldberg" apart from most other works of 
unmistakable signs of the tuberculosis that was eventually to kill him, this genre is that they are based not on the theme in the right hand, but 
decided to leave Paris and go with George Sand and her children to Mal- rather on the bass line (sometimes caIled "fundamental" bass). Three of 
10fca for the Winter. In a letter to his friend; Julian Fontana, he joked that the variations are in the minor key (nlumbers IS, 21, and 25-the latter the 
three doctors had come to see him in Mallorca and, in his words, "The famous "Black Pearl") and are decid6.tly darker in character than the rest. 
first said I should die, the second tha( I was dying and the third that I was Every third variation is a canon, star1jing at the unison, and finishing at the 
already dead," All kidding aside, the precarious state of Chopin's health ninth in variation 27. The variation following each canon indicates a par-
proves that the majority of these short pieces (several were actually com- ticular style of composition (such ~ the "Fughetta" of number 10) or a 
posed before he went to Mallorca) were initiated under great physical ' type of dance (the "Siciliano" of nUJl1ber 7). The second variation after 
duress-all the more wonder that tlley should tum out such perfect gems each canon is a virtuoso display orig~nally written for a two-manual harp-
of hope, wisdom, and faith. George Sand, in her autobiography "Mistoire sichord. Matters of light, shade, and dexterity allow these variations to be 
de ma Vie," talked about Chopin's disquieting imagination during this played successfully on a modem-day Steinway (it is helpful for the per-
period, perhaps occasioned by their ,daily walks to a nearby abandoned former to look upon the hand cros~ings as more fun than harrowing I). 
cloister. (Upon coming into the room where Chopin was composing late The variations come to a close with a "Quodlibet," which mixes together 
in the evening. it would often take him some minutes to recognize her, so' ,',. two well-known folk tunes of Bach's day, and had as its origin the com­
mesmerized was he by his task.) These visits to the monastery caused ' munal singing, very much part of~the ethos of the time in a musical 

household, that always resulted from the highly spirited gatherings of 
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SWlbBach and his family and friends. The whole work finishes poignantly Univer~ity of Washington

with a repetition of the theme that begins it all. 
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A word about repetitions of the sections and about ornamentation: I~ 
 ,0 -\f 
Repetitions have always been left to the discretion of the performer. The j' 

presents
time limit imposed on a program that deals with more than just the I,
"Goldberg" Variations precludes dOing more than a handful of repeats, 

however, and tonight's performer is inclined to do only those which render 

a clearer picutre of the voice writing (notably in the canons), With regard I 

to Baroque ornamentation (pace historians amongst us!), no amount of 

reading up on the subject, nor listening to recordings by the "experts", will 

take the place of what one's instincts say. Everything else is a guideline­

the instincts are, at very least, honest. 
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 t 
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He performed the complete Etudes Tableaux and Preludes of Rachmani­
 8:00PM 
noff at this summer's Seattle Chamber Music Festival, and will begin a MEANY THEATER 
project to record the complete solo work of that composer this coming OCTOBER 4, 1994
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