Rawson Duo Concert Series, 2014-15

What’s Next?
January: Bella Italia ~ On Friday and Sunday, January 23 and 25, 2 pm Alan and Sandy
of the Rawson Duo will present Bella Italia concert showcasing classical violin and piano
works by Italian composers at their Chimacum home, this year featuring the music of Mario
Castelnuovo-Tedesco with a swirling, evocative palette of colors and Romanesque landscape
in his Sonata-quasi una Fantasia, Notturno Adriatico, and others to be announced. Ottorino
Respighi’s stunning and brilliant Sonata in B Minor will conclude the program followed by
a delightful sweet and savory Italian reception researched and prepared by Sandy.
Beyond that?

. . . as the fancy strikes

(check those emails and website)

Reservations: Seating is limited and arranged through advanced paid reservation, $25 (unless
otherwise noted). Contact Alan or Sandy Rawson, email rawsonduo@gmail.com or call 3793449. Notice of event details, dates and times when scheduled will be sent via email or ground
mail upon request. Be sure to be on the Rawsons’ mailing list. For more information, visit:
www.rawsonduo.com
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Harold Nelson has had a lifelong passion for art, particularly photo images
and collage. It sustained him through years of working in the federal bureaucracy
with his last sixteen in Washington DC. He started using his current collage
technique in 2004, two years before retirement from his first career and his
move from Virginia to Port Townsend. His art is shown frequently at the
Northwind Arts Center and other local venues.
www.hnelsonart.com
(check out Harold’s brand new triptych overlooking the piano, “Blue Horizon”)

Zee View of the Month ~ photography by Allan Bruce Zee
The Quinault Rain Forest ~ “These images
were collected along the north fork of the Quinault
River in the rainforest area of the Olympic
National Park at the very tail end of fall. Walking
the trail that heads up into the Olympics from
here is like walking into a Disney-esque fairy tale
with moss-covered trees coming to life.”
www.allanbrucezee.com

A
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~
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music

If you would like to move your chair out of the way for the reception
(optional), please lean them against the wall on the carpet remnant next
to the wood stove and not standing on the slippery floor.

Cough drops are provided for your convenience.

At the home of Alan and Sandy Rawson, 10318 Rhody Drive, Chimacum WA
Friday and Sunday, December 19 & 21, 2 pm

The Rawson Duo
Specializing in Romantic and early twentieth-century works, the Rawson Duo has given
numerous recitals on college campuses and community performing arts series across the United
States and Canada. The Rawsons now reside in Chimacum where they perform throughout the
year in the intimate setting of their home located on 7.5 acres, bringing to life rarely heard works
celebrated with warm hospitality.
Violinist Alan Rawson first pursued his music interests in his junior year in high school as
a self-taught folk guitarist, recorder player, and madrigal singer. Classical Violin studies were
begun at Cañada Junior College in Redwood City California, since their program did not
include Country and Western fiddling. He received his Bachelor of Music and Master of Arts
degrees from San Francisco State University and completed his doctorate degree at the University of Colorado in Boulder in violin performance studying with Oswald Lehnert while developing a passionate interest in Rocky Mountain cycling and cross country skiing. He has served
on the music faculties of Concordia College in Moorhead, Minnesota and the University of
Idaho in Moscow, and has recently retired from Minnesota State University Moorhead where
he directed the University Orchestra and taught upper strings. He was concertmaster of the
Fargo-Moorhead Symphony for twenty years and appeared as a featured orchestral soloist
several times performing works by Tchaikowsky, Mozart, Sibelius, and Bruch, among others.

e dv ard gr ieg
(1843 - 1907)
norwegian dances, opus 35*
Allegro marcato
Allegretto tranquillo e grazioso
Allegro moderato alla March
Allegro molto
from

Sandy’s love of music is equaled by her love for cooking. A professionally trained chef,
having lived several years in Europe and Japan, international cuisine has been a lifelong passion.
K

O L D T B

pieces*

Melodie (op. 47, No. 3)
Berceuse (op. 38, No. 1)

Alan has a passionate interest in exploring the music of past great composers, now all
but lost to obscurity, and he is actively researching, locating and scanning public domain
scores, making these freely available to the internet community worldwide.
A native of Fargo, ND, Sandy Rawson (pianist, organist, harpsichordist) completed her
Bachelor of Music degree in piano performance at the University of Minnesota and continued
her studies at the Musik Akademie in Vienna, Austria. During her long tenure in the Fargo
Moorhead area, she was a highly active accompanist and large ensemble pianist performing with
all the major organizations including opera, symphony, choral, ballet, universities and public
schools. She frequently appeared on faculty and guest artist recitals at the three local universities,
NDSU, MSUM, and Concordia College. An active church organist from the age of 14, she held
the post of organist at the First Congregational Church in Fargo for 25 years. She currently is the
organist for Sequim Community Church.

lyric

two dances:
Halling (op. 47, No. 4)
Springdans (op. 38, No. 5)
To Spring (op. 43, No. 6)
March of the Elves (op. 54, No. 3)

~

interval

~

from p e e r g y n t , o p u s 2 3 *
Morning Mood
Ani t r a’s Da nce

O R D

Røkt Laks I Små Poteter ~ Smoked salmon in mini potatoes
Sild Og Skinkesalat ~ Ham and herring salad
Smørbrød Av Fleskepølse, Leverpostei, Reker ~ Sandwiches with sausage, liver pate, shrimp
Julekake ~ Christmas bread with lingonberry butter
Drømmer I Ørkenens Sand ~ Browned butter cookies

violin

son ata

no. 3,

opus

Allegro molto ed appasionato
Allegretto espressivo alla Romanza
Allegro animato

Linser ~ Cream tarts
Havremakroner ~ Oatmeal macaroons
Konfekt ~ Chocolate truffles

* transcriptions for violin and piano by Hans Sitt (1850-1922)

45

a few
SONATA NO. 3, OP. 45 Although there were only two years between the first two violin
sonatas, the Violin Sonata No 3 in C minor, Op 45, was not to follow for almost two decades: the
last piece of chamber music Grieg completed, it was composed—at Grieg’s home, Troldhaugen,
outside Bergen—in the second half of 1886, just spilling into the first days of 1887.
The dark tone of No 3 sets it a considerable distance away from the lyrical enthusiasms of its
two predecessors. Its formal subtlety is striking; and the explicit nationalism, intermittent in the
First, thoroughgoing in the Second, has given way to the ‘wider horizon’ of which Grieg wrote to
Bjørnson. Here too, though, Grieg works his material with considerable subtlety: the first two
subjects, which sound so different, are carved from the same shape, rooted in the ‘Grieg motif’;
the development likewise sets off with a varied version of the first motif of the first subject. The
music seems to stall briefly, as if in the eye of the hurricane, before the opening motif insists on
its space, leading to an extended discussion of the different incarnations of its genetic material.
The coda initially suggests the triumph of lyricism, over the arpeggiated chords heard early in the
development, but the mood again darkens and the movement ends bleakly.
That grim, dissonant close contrasts all the more effectively with the light-filled melody in E
major which opens the slow movement (as with the earlier two sonatas, it is also in ABA form)—
one of Grieg’s happiest inspirations, and he was not a man short of happy inspirations. The
brooding atmosphere of the central section, in the tonic minor, so starkly contrasts with its outer
panels that once again the thematic interconnections are effectively disguised.
The finale shows Grieg once more rewriting form to his own ends: he builds it from two
expository sections which are then repeated—the development is dispensed with entirely. It opens
with the violin stomping out a march-rhythm over the piano’s broken chords (open fifths) before the
instruments begin an increasingly furious exchange of ideas. It is quite some time—112 bars—before
the pace slackens enough for the secondary theme to inch forward, a broad, yearning tune that begins
low in the violin and gradually climbs upwards, falling back to allow the opening march-rhythms to
resume. The Prestissimo coda transforms the angry opening theme into an exultant C major
affirmation, swirling breathlessly to the close.
Grieg played the piano part in the premiere, in the Leipzig Gewandhaus on 10 December
1887; the violinist was the eminent Adolph Brodsky, who had given the first performance of the
Tchaikovsky Concerto six years earlier (and was later head of the Royal Manchester School of
Music). The Third Sonata was immediately popular among domestic as well as professional
music-makers: within months of its appearance it had sold 1,500 copies, and it has been a recital
favourite of the world’s major violinists ever since.
Martin Anderson ~ hyperion-records.co.uk
HANS SITT (1850-1922) was born at Prague, the son of the violinmaker (Anton Sitt), and began his studies at the Prague Conservatory in 1867.
He was leader of the orchestra at Breslau in 1869, conductor of a theatre in
Prague, and in 1873 to 1880 was town chapelmaster at Chemnitz. Later he
became conductor of the private band of Baron P. von Dervies at Nice, remaining there for some time. In 1883 Sitt was a teacher of the violin at the
Leipsic Conservatory and violinplayer in the Brodsky Quartet. Two years
later he succeeded Herzogenberg as conductor of the Bach Society and started
a series of popular concerts at the Crystal Palace, Leipsic, which were a success. Sitt wrote three
violin concertos; a viola concerto, and cello concerto; ten pieces for the piano; and many songs. He
is best known for published violin technical studies along with numerous violin and piano arrangements of popular piano and orchestral works (including major symphonies). He also arranged
Grieg’s Norwegian Dances for full orchestra.

Bits of Interest*

Composer Edvard Grieg, the icon of Norwegian music, left his home in Bergen, Norway to
study at the conservatory in Leipzig. There he began his formal musical education under the
auspices of Ignaz Moscheles (piano) and Carl Reinecke (composition). While in school, the
young composer saw the premiere of his first work, his String Quartet in D minor, performed in
Karlshamn, Sweden. Despite being diagnosed with a form of tuberculosis, which left him with
only one functioning lung, Grieg graduated from the conservatory in 1862. The composer had an
intense desire to develop a national style of composition, but recognized the importance of
becoming well versed in the work of the European masters, and consequently relocated to
Copenhagen, studying with Niels Gade. He was thus able to remain in
Scandanavia, while working in a thriving cultural center. In 1867 against
his family’s better judgment, Grieg married his cousin Nina Hagerup, a
talented pianist, but whose vocal abilities enchanted the composer even
more. Shortly after their wedding, the couple moved to Oslo, where Grieg
supported them by teaching piano and conducting. He and his wife traveled
extensively throughout Europe and it was during a period of time spent in
Denmark, the composer wrote his landmark opus, the Piano Concerto in
A minor. The premiere was given in 1869, with Edmund Neupert as the
soloist. The piece was received with an enthusiasm that would attach
Edvard and Nina
itself to the composer’s reputation for the remainder of his career.
Grieg admired his literary contemporaries and forged a productive partnership with Bjötjerne
Björnson, playwright and poet, with whom he staged performances of such works as Before a
Southern Convert, and Bergliot. While Björnson struggled with his output, Grieg met and befriended
Henrik Ibsen. The forthcoming collaboration would prove significant for both, as Grieg would
supply incidental music to Ibsen’s Peer Gynt. The premiere was performed to critical acclaim and
eventually led to Grieg’s scoring of Peer Gynt into Suites 1 and 2 (1888 and 1893 respectively).
As a result of the success of Peer Gynt, Grieg enjoyed tremendous celebrity and continued to
travel extensively, often meeting internationally renowned composers such as Tchaikovsky,
Brahms, and Liszt, among others. In addition to a grant he was awarded in 1874, Grieg was able
to earn the majority of his money by adhering to a vigorous schedule of recital tours. He served
briefly as the music director of the Bergen Symphony Orchestra, and from 1880-1882, held the
same position at the Bergen Harmonien. In 1885, Grieg and his wife relocated once again, this time
to his native Bergen, Norway, where he built their celebrated home, Troldhaugen. The property,
a popular tourist destination to this day, features a secondary building
overlooking the water, which the composer used as his work area, as he
could only work in solitude. He and his wife summered in Norway and
departed each fall for European tours that would last the remainder of
the year. Grieg also conducted extensively throughout his country.
Grieg was adored wherever he traveled and lived at a pace that would
eventually catch up with him. Grieg died of chronic fatigue, with much
credit given to his lifelong health problems, in his hometown of Bergen.

“Troldhaugen”
The Grieg Home
in Bergen, Norway

Norway’s most famous composer dedicated his career to the pursuit
of a national sound. The respect he had for his predecessors illustrates
the sincerity with which he worked towards this goal. He wrote in the
Romantic tradition with, in his own words, the determination to “create
a national form of music, which could give the Norwegian people an
identity.”
David Brensilver ~ www.allmusic.com
* mostly hewn from the internet

NORWEGIAN DANCES, Op. 35 During Grieg’s formative years Danish influence was still
strong in his native Norway, which had been ruled by Denmark until 1814. Added to that was the
German influence of his schooling at the Leipzig Conservatory beginning at age fifteen. And so a
great turning point in his artistic outlook came in the autumn and winter of 1864–65 when he met
his countryman Rikard Nordraak, who was passionate about creating a body of Norwegian
national music. It was not Nordraak’s music so much as his idea of drawing on Norwegian folk
melodies that profoundly affected Grieg’s approach.
In the summer of 1869 Grieg came across the three-volume anthology Older and Newer
Norwegian Mountain Melodies, compiled by Ludvig Mathias Lindeman, founder of the Christiania
Conservatory. By delving repeatedly into this treasure trove of inspiration Grieg was gradually
able to distance himself from his Danish and German influences in both his instrumental and vocal
music. In 1881 this now well-thumbed source yielded riches for the composer’s four Norwegian
Dances, originally for piano duet, but which he also published in a piano solo version.
Like most of Grieg’s dances based on folk tunes, the Norwegian Dances follow a three part
form in which the middle section provides contrast. For the first dance Grieg borrowed a minormode tune called Sinclair’s March, which in Lindeman’s version from Vågå contains a majormode middle section. Grieg capitalizes on the serenity of this episode between the march’s
energetic outer sections.
The other three dances are hallings from the mountains west and
northwest of Oslo. A halling is a dance in duple meter for a solo man, who
must either kick down a hat held on a stick or kick his foot up in the air.
According to a contemporary observer, Grieg played the gentle outer
sections of No. 2 in the piano version “with infinite delicacy and grace”;
the middle section erupts dramatically. In No. 3, marchlike outer sections
frame a plaintive center with rich harmonies. The broadly conceived final
dance begins with a slow introduction to its colorful main theme. The
weightier middle part proceeds through five of its own sections in which
hints of the merry tune poke through. The jolly return of the main theme is
capped by a coda that slows down only to prepare the festive finish.

business, both for Grieg himself, as well as for the publishers. In a letter to Peters, Grieg called
them Semmeln - fragrant, fresh-baked, bread - and the fact of the matter is that they were indeed
sold like “hot cakes.” No wonder the publisher Peters, in London and Frankfurt, was delighted
every time Grieg delivered a manuscript for a new album of piano pieces. He was strongly
attached to many of these pieces and enjoyed playing them, while there were others that he was
not pleased with at all. In a letter to his friend, Emil Horneman, he writes:
“My Silence is unforgivable, because I honestly haven't done anything, other than the socalled, ‘Lyric Pieces,’ which are surrounding me like lice and fleas in the country.” (Letter to Emil
Horneman, 15 September 1898)
Other people also made snide remarks about them, such as Debussy’s comment that the Lyric
Pieces were like “pink candies filled with snow,” probably alluding to the pink covers on the
editions of the albums from Peters.
Grieg’s Lyric Pieces contain 66 compositions, published in ten albums, during the years from
1867 to 1901. Most of these albums were printed again several times, and many of the pieces
were published separately. Several of the most popular of them were published in innumerable
arrangements, some by Grieg himself, but mostly by others.
Øyvind Nordheim ~ naxos.com
PEER GYNT Edvard Grieg’s two Peer Gynt Suites contain some of the most recognizable and
well-known orchestral compositions in the literature, among their collective eight movements being
the famous Morning Mood and In the Hall of the Mountain King. The music of these two suites
Grieg originally composed as part of his incidental music for Henrik Ibsen’s 1867 play of the same
name, and was published as his opus 23. The music, along with the play, was premiered on February
24, 1876. Over a decade later, in 1888 and 1891, Grieg selected eight numbers from opus 23 to make
the two four-movement suites. The first has become widely popular since its appearance and a
staple of the orchestral repertoire, as well as frequently appearing in popular culture.

Norwegian Hallingdans
Stamp, 1976

LYRIC PIECES Among Grieg's works, the Lyric Pieces seem to have a special place with a
special significance in their order. That he apparently viewed them in the same way is clear from
the fact that his last lyrical piece, “Remembrances,” Op. 71, No. 7, in 1901, quotes his first piece,
“Arietta,” Op. 12, No. 1, of 1867. Thus the circle is completed, marking the end of the period in
which he was concerned with this type of piano piece, a type that the whole world loved,
admired, and above all, played. Even though he revealed his deepest, most intimate feelings in
many of the lyrical pieces, the music remains approachable and is often played. It would probably
be hard to find the piano student who has not learned to love these lyrical pieces, in spite of their
occasional difficulty, and does not feel that the struggle has been worth while, if the results are
good. One should ignore the fact that they have at times been looked upon with disdain as inferior.
In fact they have survived as music that is both living and vital, because they are so strongly
rooted in the consciousness of the people.
The expression “Lyric Pieces” is actually Grieg’s own invention, but does not describe a genre.
Character-pieces for the piano, with or without descriptive titles, have a long tradition and Grieg is
only one to contribute to this, although his contribution is a very important one. Each of his lyric
pieces, like Mendelssohn’s Lieder ohne Worte, expresses only one mood, one feeling. From the
publication of the second book, in 1883, (the first one came out in 1867), Grieg went on to publish
collections of Lyric Pieces at regular intervals until 1901. They cover the greater part of Grieg's life
as an established composer, and represent more or less every single facet of his personal style.
No attempt has been made to hide the fact that the Lyric Pieces gradually became good

Ibsen’s play tells the story of Peer Gynt, son of the infamous Jon Gynt who squandered all his
money on a lavish lifestyle. Despite his mother’s hopes, Peer is no different. During the course of
the play’s five acts, he kidnaps a bride on her wedding day, runs off with another woman, ventures
into the hall of a troll king, travels as far as Morocco and Egypt, engages in slave trade, impersonates
a prophet while attempting to seduce an Arab chieftain’s daughter only to be swindled by her later,
and then finds himself in a madhouse where he believes himself an emperor. Old and bankrupt, Peer
returns to Norway where he is confronted with the vagabond life he has led.
Morning Mood depicts the rising of the sun in Act IV, Scene 4 which finds the eponymous
hero stranded in the Moroccan desert after his companions took his yacht and abandoned him
there while he slept. The scene begins with the following description: “A grove of palms and
acacias at dawn. Peer Gynt is up a tree, protecting himself with a broken-off branch from a swarm
of apes.”
As the Peer Gynt Suites take their pieces out of the original context of the play, Morning Mood is
not widely known in its original setting, and images of Grieg's Scandinavian origins more frequently
spring to the minds of its listeners than those of the desert it was written to depict.
Anitra’s Dance comes from the same act, in Scene 6 with the description: “The tent of an
Arab chief, standing alone on an oasis. Peer Gynt, in his Eastern dress, resting on cushions. He is
drinking coffee, and smoking a long pipe. Anitra, and a bevy of girls, dancing and singing before
him.” Here Anitra meets Peer Gynt when he is exceedingly rich with wealth he had won from
solving the riddle of the Sphinx. In her dance, she charms him and seduces him into giving her all
of his wealth, after which he is told him to scamper off before she turns her father’s guards loose.

