Rawson Duo Concer t Series, 2015 - 16

What’s Next?
To be Announced: tentatively set for December 18 and 20
Beyond that?

. . . as the fancy strikes

~ Stay Tuned

(check those emails and the website)

s ea so n

o p e ne r

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
H A N G I N G

O U T AT T H E

R A W S O N S (take a look around)

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.
Harold’s 2012 triptych, “The Big Picture,” overlooks the piano, and “Paul’s
Mountain” (2011) hangs beside the woodstove. A recent copy of Gourmet magazine made
its way through the shredder to be reworked by Harold’s hand into the triangular piece
adorning the kitchen.
www.hnelsonart.com

Zee View of the Month ~ photography by Allan Bruce Zee
The Red Dragon (Japanese Garden, Portland, Oregon) “Ever since first entering its gates and
following its paths after moving to Portland in 1979, Portland's Japanese Garden in Washington
Park has been a valued source of inspiration for me, regardless of
whether my camera is with me or not. I feel a strong affinity to the
philosophies and aesthetics of the East. The Japanese Garden is a
living marriage of philosophy and art. Its emphasis on harmony with
nature, symbolism, constant change, balancing elements, simplicity
and serenity are aspects that inform much of my work.”
www.allanbrucezee.com

A

note

about

chairs

~

following

the

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. Any extras may be
placed in the nearby closet or remain setup for use out in the room. Thanks

Cough drops are provided for your convenience.
image: along the Aula river valley in the Knüllgebirge mountains, Hessen, Germany
(Rawson Duo on the trail, July, 2015)

At the home of Alan and Sandy Rawson, 10318 Rhody Drive, Chimacum WA
Friday and Sunday, October 23 & 25, 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.
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.
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.

a

b r a h m s

i n d u l g e n c e

PAPRIKÁS CSIRKE ~ paprika chicken in filo
SAUERBRATEN ~ spiced beef
BUDAPESTER SALAT ~ wurst pepper salad
LIPTAUER ~ pa pri ka ch ee se

Brahms

in

Autumn

Sonatas for Viola and Piano
Opus 120* (1895)
Johannes Brahms (1833 - 1897)

Sonata in F minor, Op. 120, No. 1
Allegro appassionato
Andante un poco Adagio
Allegretto grazioso
Vivace
~ interval ~
Sonata in E flat Major, Op. 120, No. 2
Allegro amabile
Allegro appassionato: Sostenuto
Andante con moto (theme and variations)

NOUGATKUGELN ~ hazelnut truffles
MOHN STREUSELKUCHEN ~ poppyseed crumble cake
SACHERTORTE ~ Viennese chocolate apricot cake
MANDEL-HIMBEER KEKSE ~ almond - raspberry cookies

* published for clarinet or viola with piano
(and even violin with piano originally, when Streatfield was not about)

a few
AN INSPIRING FRIEND
Richard Mühlfeld (1856 –1907) originally joined the Meiningen
Court Orchestra, one of the oldest and most traditional orchestras in
Europe, in 1873 as a violinist. He changed to the clarinet three years
later and held the position of principal for the remainder of his career.
Mühlfeld’s sound quality and musicianship, heard in solo playing of
works by von Weber, Mozart, and Spohr, inspired Brahms late in his
life to start composing again. The two became close friends.
T H E O P U S 1 2 0 S O N A T A S (May, continued)
“Two Sonatas for clarinet and pianoforte, the last works of chamber music composed
by Brahms, were completed during the summer of 1894, and towards the end of September
Mühlfeld arrived at Ischl to try them with the composer. The first private performance took
place very soon afterwards, when the two artists played them before the ducal circle of
Meiningen at the palace of Berchtesgarten . . .
“The master’s journeys and performances with Mühlfeld gave him extraordinary
pleasure, and the publication of the two sonatas, which in the usual course of things
would have taken place in the autumn of 1894, was delayed until the summer of 1895, that
his possession of the manuscripts might be prolonged. Both works were performed at the
Rose concerts, Vienna, by the composer and his friend No. 2 in E flat on January 8, 1895,
when the Clarinet Quintet was also played ; and No. 1 in F minor at an extra concert on
January 11, the programme of which included the G major String Quintet. Amongst other
towns visited by Brahms and Mühlfeld in the month of February were Frankfurt,
Rudesheim, and Meiningen, and the master was seen for the last time in public by his
Frankfurt friends on the 17th, when he listened to a performance of his D major Symphony,
and conducted his Academic Overture at a Museum concert. The two sonatas were
performed for the first time after publication at Miss Fanny Davies’ concert of June 24 in
St. James’s Hall, London, by the concert-giver and Mühlfeld, engaged expressly to come
to England for the occasion. The manuscripts of both works are in the possession of
Mühlfeld, to whom the composer presented them on publication, with an appreciative
autograph inscription.
“With the publication of the two Clarinet Sonatas,
our master’s career is all but closed, and closed as we
would have it. The more familiar they become, the
more firmly will they root themselves, as we believe,
in the affection of the lovers of his music. The fresh,
bounding imagination of youth is, indeed, not in them,
nor would we wish it to be there; but both works are
pervaded by a warmth and glow as of sunset radiance,
which, reflecting the spirit of the composer as he was
when he wrote them, fill the mind of the listener with
a sense of the mellow beauty, the rich pathos, the
unwavering sincerity of his art. To compare the two
sonatas one with the other is unnecessary. We prefer
simply to commend them to the study of those of
our readers to whom they are not entirely familiar,
Brahms in 1896
holding them, as we do, to be amongst the especially
(drawing by Willy von Beckerath)
lovable examples of the late period of Brahms’ art.”

Bits of Interest*

B R A H M S T O D AY
by Rovi Staff (allmusic.com)
The stature of Johannes Brahms among classical composers is well illustrated by his
inclusion among the "Three Bs" triumvirate of Bach, Beethoven, and Brahms. Of all the major
composers of the late Romantic era, Brahms was the one most attached to the Classical ideal as
manifested in the music of Haydn, Mozart, and especially Beethoven; indeed, Hans von Bülow
once characterized Brahms' Symphony No. 1 (1855-1876) as "Beethoven's Tenth." As a youth,
Brahms was championed by Robert Schumann as music's greatest hope for the future; as a mature
composer, Brahms became for conservative musical journalists the most potent symbol of musical
tradition, a stalwart against the "degeneration" represented by the music of Wagner and his school.
Brahms' symphonies, choral and vocal works, chamber music, and piano pieces are imbued with
strong emotional feeling, yet take shape according to a thoroughly considered structural plan.
The son of a double bassist in the Hamburg Philharmonic Society, Brahms demonstrated great
promise from the beginning. He began his musical career as a pianist, contributing to the family
coffers as a teenager by playing in restaurants, taverns, and even brothels. Though by his early
twenties he enjoyed associations with luminaries like violinists Eduard Reményi and Joseph
Joachim, the friend and mentor who was most instrumental in advancing his career was Schumann,
who all but adopted him and became his most ardent partisan, and their esteem was mutual.
Following Schumann's death in 1856, Brahms became the closest confidant and lifelong friend of
the composer's widow, pianist and composer Clara Wieck Schumann. After a life of spectacular
musical triumphs and failed loves (the composer was involved in several romantic entanglements
but never wed), Brahms died of liver cancer on April 3, 1897.
In every genre in which he composed, Brahms produced works that have become staples of the
repertory. His most ambitious work, the German Requiem (1863-1867), is the composer's singular
reinterpretation of an age-old form. The four symphonies -- lushly scored, grand in scope, and
deeply expressive -- are cornerstones of the symphonic literature. Brahms' concertos are, similarly,
in a monumental, quasi-symphonic vein: the two piano concertos (1856-1859 and 1881) and the
Violin Concerto (1878) call for soloists with both considerable technical skill and stamina. His
chamber music is among the most sophisticated and exquisitely crafted of the Romantic era; for but
a single example, his works that incorporate the clarinet (e.g., the Trio in A minor, Op. 114 and the
two Sonatas, Op. 120), an instrument largely overlooked by his contemporaries, remain unsurpassed.
Though the piano sonata never held for Brahms the same appeal it had for Beethoven (Brahms
wrote three to Beethoven's 32), he produced a voluminous body of music for the piano. He showed
a particular affinity for variations -- notably, on themes of Schumann (1854), Handel (1861), and
Paganini (1862-1863) -- and likewise produced a passel of national dances and character pieces such
as ballades, intermezzi, and rhapsodies. Collectively, these constitute one of the essential bodies of
work in the realm of nineteenth century keyboard music.
BRAHMS IN CONTROVERSY
from Modern Music and Musicians by Richard Alexander Streatfeild
(New York: Macmillan, 1906)
“NOTHING is more natural than that a composer who travels along untrodden paths and
opens new avenues of expression to the world of music should arouse violent diversity of
opinion. The storm of controversy that raged around the personality of Wagner thirty years ago
now belongs to ancient history, but it is easy to understand why his music aroused such relentless
animosity on the one hand and such enthusiastic devotion upon the other. He spoke in a language
not understood by the world at large, and he had to educate his hearers to accept his view of music
and drama. . . .The case of Brahms is very different. Brahms was anything rather than a pioneer.
He worked upon strictly traditional lines. He invented no new forms, he made no pretence at
* mostly hewn from the internet

being revolutionary, yet few composers of modern times have been more vigorously discussed or
more variously judged. Brahms has been before the world for fully half a century, yet it seems that
we are as far as ever from having made up our minds what is his place in the hierarchy of
musicians. On the one hand, we find Mr Fuller Maitland, in the latest edition of Grove’s Dictionary,
unhesitatingly declaring that “as years go on, it is more and more generally realised that he is not
only among the great masters, but that he must be assigned a place with the very greatest of them
all.” On the other, no less an authority than Tchaikovsky has pronounced him “ungifted, pretentious,
and lacking in all creative power . . .”
“. . . His first appearance as a composer was greeted by Schumann with a paean of delight in the
last words which he ever wrote for publication: — ‘He is come, a young hero, at whose cradle Graces
and heroes kept watch. . . . One who has not brought us his masterhood in gradual unfolding, but has
sprung like Minerva fully armed from the head of Kronos.’ It is hardly too much to say that this
eulogy of Schumann’s hung round Brahms’s neck like a millstone for the rest of his life. To tell a boy
of twenty that he is the promised Messiah of music is to pay him a dangerous compliment, however
gifted he may be. Brahms, no doubt, believed all that Schumann told him, and he faced life feeling
himself to be the recognised depository of the classical traditions. More unlucky still was his
intercourse with Hans von Bülow, who in 1870, smarting under what he believed to be the injuries
inflicted on him by Wagner, seized upon Brahms as the handiest stick with which to beat his former
friend. In an unlucky moment Bülow, who was a born phrase-maker, hit upon his famous saying
about the three B’s of music, coupling Brahms with Bach and Beethoven. Brahms, who was
naturally a modest and retiring man, may or may not have objected to being made the tool of Billow’s
animosity. Very likely he saw nothing of the latter’s ulterior motive, and accepted his homage wholeheartedly. At any rate the mischief was done. Brahms’s position in the world of German music was
definitely fixed. Anyone who wanted to run down Wagner did it by exalting Brahms. Wagner was a
wicked anarchist, striving to overturn the musical applecart by every means in his power; while
Brahms was a serene and high-souled artist, to whom, by some kind of extra-special divine providence,
the ark of classical tradition had been confided”
T O N A L I N D I F F E R E N C E (Streatfeild continued)
“The wonderful lessons of beauty in the handling of material taught by Wagner and
Berlioz fell in this case on deaf ears. Brahms cared little for the medium in which he wrote. He
had no feeling for the beauty of orchestral colour nor for the special qualities of individual
instruments. He appears to have conceived his works without any reference to any precise
form of instrumental combination. Many of them exist in two or more arrangements. The
well known piano quintet was originally written for strings alone and was subsequently
converted into a duet for two pianos, treated by the composer as an independent work and
dignified by a special opus-number. Even the pronounced individuality of the clarinet meant
nothing to Brahms. The clarinet part of the famous quintet is alternatively allotted to a viola,
and the clarinet sonata in E flat was arranged for a violin. Not unnaturally it is equally
ineffective in both forms. Such being Brahms’s views upon the nature and use of instruments,
it is not surprising that his orchestration is singularly dreary and featureless.”
A BRAHMS IN AUTUMN
from The life of Johannes Brahms by Florence May (London: Edward Arnold, 1905, v.2)
“Frau Grüber’s little house, of which Brahms occupied the first-floor, was built on a mountain
slope, and a short flight of steps at the side led to a small garden furnished with a grass plot, a garden
bench, and a summer-house. Visitors had to mount the steps, cross the garden, find a second
entrance-door at the back of the house, go in, and knock at the door of the composer’s sitting-room.
Sometimes he would cross the room, open the door, and peep cautiously out; but more often than

not he called out, ‘Come in!’ and the visitor stepped at once into his
presence. He laid strict injunctions on his landlady, however, that the
door of his rooms was to be kept locked and the key in her possession
whenever he was out, and that on no account was she to allow anyone
even to peep into the room containing his papers and piano. If he once
found out that she had disregarded this rule, once would be enough for
him; that very day he would pack up and leave her, never to return. It
was a most necessary precaution to take, for numerous visitors of
either sex who were unknown to him found their way to the house, and
would gladly have sought consolation for their disappointment at not
seeing him by inspecting some of his belongings.
“One or other of his friends frequently called for him about half-past eleven, and soon
afterwards he would start out and gradually make his way to the Hotel Kaiserin Elisabeth.
Between two and three o’clock he usually made his appearance on the promenade by the side of
the river. Stopping at Walter’s coffee-house, he would seat himself at a table under the trees
outside, where a cup of black coffee and the daily papers were at once brought to him. Here he
generally remained for at least an hour, and sometimes it was much longer, to be joined by one
friend and another till his party numbered a dozen or more. Walter’s became, indeed, at this hour
of the day, a rendezvous not only for Brahms’ personal friends, but for many musical visitors to
Ischl who did not know him, but who heard that they could easily get a sight of him there. He was
very particular in acknowledging the greetings of his numerous acquaintance as they passed along
the promenade, and, owing to his anxiety to be courteous and his near-sightedness combined, he
sometimes made a mistake and bowed to people whom he did not know.
“ ‘Oh, if you had only been with us this afternoon!’ a friend and fellow-lodger said to the
author one day in the summer of 1894. ‘Paula and I were walking on the promenade, and we met
Brahms, who greeted us so kindly. He waved his hand, and looked round, saying, “Good-day!
good-day!” Of course I returned his greeting. I wonder if it could have been because he was
pleased with my little Paula? He takes so much notice of children.’ Frau F. was far too much
gratified by the incident to accept the author’s opinion that it was a case of mistaken identity, as
Brahms was not in the habit of consciously bowing to strangers.
“Herr Oberschulrath Wendt, of Carlsruhe, when staying at Ischl, was
daily to be seen in the master’s company, and the two men, both of
striking appearance, presented a singular contrast as they paced side by
side along the promenade. Wendt, tall, thin, and pale, was delicate-looking,
and walked with a slight stoop. Brahms, rather short, very stout, with a
good deal of colour, probably acquired by exposure to the weather, that
seemed the more pronounced from its contrast with his white hair and
beard, went along with head well thrown back, the very personification of
vigour. On leaving Walter’s he generally betook himself to a friend’s house,
most frequently that of Johann Strauss. To his intimacy there the world
is indebted for some of the best of his late photographs those of Krziwanek,
of Vienna and Ischl which were taken one afternoon in the summer of
1895 as he was sitting at ease with his friends.
“Brahms knew, and was well known to, all the children of the neighbourhood, and when
starting on his country walks would fill his pockets with sweetmeats and little pictures, and
amuse himself with the eagerness of the small barefooted folk, who knew his ways and would
run after him as he passed, on the look-out for booty. ‘Whoever can jump gets a gulden,’ he
would say ; and, displaying beyond reach of the little ones a handful of sweetmeats made in
imitation of the Austrian coin, he would increase his speed, and raise his hand higher and
higher, drawing after him the flock of running, leaping children, until he allowed one and
another to gain a prize ”

