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Korean Traditional Music: Cheong Seong Gok (=) (&)

Cheong Seong Gok is a solo daegeum (large transverse bamboo flute) or danso (small notched bamboo
vertical flute) piece in which the performer plays Tae Pyeong Ga an octave higher with variations on the
melody. Taepyeongga is one of the classical vocal pieces appreciated by the scholars of the Joseon
Dynasty. This piece is also called Cheong Seong Gok because of its clear timbre generated by the
daegum sound in the high register. In addition to the finger holes, the daegeum has a hole called
cheonggong on which a membrane is attached. The vibration of the membrane, collected from the river
reed, produces a unique sound called cheongsori (sori or sound). Cheongsori is prominent in highly
registered pieces.
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Misook Kim (Z¥]&): Joy of Ong-He-Ya (&3] ¢k &7 -%) for Violin and Piano

Joy of Ong-He-Ya composed in 2008 was awarded the third prize at the 2008 Sejong International Music
Composition Competition. It is based on the Korean traditional folk tune, 'Pori-Tajak-Sori', barley
threshing song from Kyung-Sang Province. The thematic elements are derived from the simple interval of
a major 2nd, minor/major 3rd and perfect 4th. These two short motivic ideas, 'Ong-He-Ya' and 'Uh-Jul-
Shi-Gu', keep repeating and developing as a call and response between violin and piano.

It carries a delightful rhythmic motif personifying Korean traditional folk-tune in different registers and
instruments. Throughout the piece this simple and clear musical material interacts with a happy theme,
representing the joyful and exciting Korean folk song.
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Inwon Kang (%%1¢]): Baet-Norae: Barcarolle (82=2]) for Cello and Piano

"Baet-Norae: Barcarolle," for cello and piano, is based on a folk tune from the Kyung Sang province. The
cello's melody is accompanied by a piano part written to resemble a janggu - a Korean percussion
instrument frequently used to accompany a solo instrumentalist or singer. The rhythm of the melody is
styled on the traditional geut-geo-ri rhythm, with variations in different styles, such as the jajin-mori, ut-
mori, and dan-mori rhythm patterns.
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Aaron Copland: "Simple Gifts" from "Appalachian Spring"”; Variations on a Shaker melody

"Simple Gifts" which included in a collection of Shaker melodies became popular since Copland used this
lively tune in his ballet, Appalachian Spring. Later, Bennett Lerner made an arrangement for piano four-
hands.

The Shakers were a religious sect established in America around the time of the Revolution. They
expressed religious fervor through shaking, leaping, dancing, and singing. This music is basically tender
and calm in mood, but with some early American-sounding rhythms and melodies in the Pennsylvania
hills.
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Johannes Brahms: Hungarian Dance No. 1in G minor & No. 5in F# minor, WoO. 1, No. 1
& No. 5

Johannes Brahms, the great conservative Romantic, is considered by many to be Beethoven's true
successor and is counted among the prestigious three B's of Classical music - Bach, Beethoven, and
Brahms. His Hungarian Dances, evoking directly the warm blood of Hungarian gypsy music, consist of 21
dances, originally composed for piano four hands. The 5th dance in F-sharp minor is probably the most
celebrated of the set.
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Wolfgang Amadeus Mozart: Sonata for Violin and Piano No. 22 in A major, K. 305
Mozart wrote for the combination of violin and keyboard at almost every stage of his career.
Listening, in chronological order, to his music for this combination of instruments one cannot
help but be struck by the shift from a form in which the piano is very much the dominant
instrument, and the violin role is very much that of a subsidiary, to a form in which there is rich
and complex partnership of the two instruments.

Violin Sonata in A major, K. 305 is truly a one of its kind work of Mozart. How closely the two
instruments (violin and piano) integrated can be heard from the opening bar of the first
movement Allegro in which the violin harmonizes the thematic line of the keyboard part in
compelling triplet rhythms that become a significant motive element of the movement.

An interesting aspect of the second movement, Andante (Theme and Variations) in D minor with
six variations, is the way in which Mozart builds intensity by careful management of the

interplay between the two parts. In the second and third variations the instruments alternate in
providing a virtuositic counterpoint to the main melody; in the fourth variation they present
distinctive motives in imitation. The fifth variation makes use of similar rhythms and closer
imitation, and in the final variation, in Sicilian rhythms, the parts play in unison much of the time,
truly as equals. The sonata closes with a graceful Tempo di Minuetto whose main theme is
remarkable for the gentle silences between each phrase. The work ends not with Fireworks but
with a quiet passage permeated by these small silences.
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Wieniawski: Polonaise in D major, No. 1, Op. 4

Often compared to Paganini, Wieniawski was one of the greatest violinists of the Romantic era.
As a performer, he dazzled audiences with his stupendous technique, expressive phrasing, and
rich tone. As a composer, he succeeded in blending brilliant virtuosity with true Romantic
inspiration. Like his compatriot Chopin, Wieniawski wrote music which celebrated the spirit of
Poland, with his popular Polonaise in D major serving as a sterling example. Wieniawski's talent
as a composer came to the fore in his extraordinary Violin Concerto No. 2, regarded as one of the
great works of the Romantic violin repertoire.

As a composer he combined the technical advances of Paganini with Romantic imagination and
Slavonic coloring, showing Polish nationalism in his mazurkas and polonaises.
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Rachmaninoff: Cello Sonata in G minor, Op. 19; 3rd movement: Andante

Sergei Rachmaninoff wrote his only Cello Sonata in the summer of 1901, when he was 28. Several years
earlier, harsh critical attacks had so damaged his self-confidence that he stopped composing altogether.
Under the care of the psychologist Dr. Nikolay Dahl, who treated him with hypnosis, Rachmaninoff
regained his confidence and composed his Piano Concerto No. 2, which had a triumphant premiere. It
was in the afterglow of this success that Rachmaninoff wrote the Cello Sonata, and perhaps it should
come as no surprise that the sonata shows some of the grand, extroverted manner of the piano concerto.
Rachmaninoff and cellist Anatoly Brandoukoff gave the premiere in Moscow on December 2, 1901.

The Cello Sonata has been criticized for favoring the piano at the expense of the cello. Rachmaninoff
was one of the greatest piano virtuosos of all time, and some critics have felt that he naturally wrote best
for the instrument he knew best. While the piano does have an unusually prominent role in this sonata,
this was by design rather than by default. After hearing a radio performance of the sonata in 1942,
Rachmaninoff phoned the cellist to offer congratulations on her playing but also to complain about the
balance of the broadcast: the engineers had set the piano well in the background and Rachmaninoff
wanted to specify that this was a Sonata for Piano and Cello and not simply a Cello Sonata.

The third movement Andante opens over an accompaniment of murmuring sixteenth-notes in the piano.
First piano and then cello pick up and develop the main theme, a melody so lyric that it should remind
listeners of a little-known side of Rachmaninoff: he wrote nearly seventy songs.
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Camille Saint-Saéns: Le Cygne (The Swan) from The Carnival of the Animals

Le Cygne, or The Swan, is the 13th movement of The Carnival of the Animals by Camille Saint-Saens.
This is by far the most famous movement of the suite, often performed solo and is used to showcase the
interpretive skills of the cellist. The lushly romantic cello solo (which evokes the swan elegantly gliding
over the water) is played over rippling sixteenths in one piano and rolled chords in the other (representing
the swan's feet, hidden from view beneath the water, propelling it along).

This is the only movement from the Carnival of the Animals that the composer would allow to be played in
public during his lifetime as he thought the remaining movements were too frivolous and would damage
his reputation as a serious composer.
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Ludwig van Beethoven: Trio No. 4 for Piano, Violin and Cello in B-flat major, Op. 11
“Gasswenhauser”

The opus 11 piano trio was written in 1796 for the Bohemian clarinet virtuoso Joseph Beer. It was
published two years later with a dedication to the Countess Maria Wilhelmine von Thun. To broaden its
appeal and improve sales, Beethoven transcribed the clarinet part for the violin as well. Beer may have
suggested the theme for the set of variations that make up the final movement to Beethoven. The theme
is from the aria Pria ch’io I'impegno (enigmatically translated, “Before what | intended”) from Joseph
Weigl's opera LAmor Marinaro (The Cosair). There is an indication that Beethoven was displeased with
the theme when he learned its source and considered substituting another movement. This probably
explains the occasionally applied title, Gasswenhauser, which is Viennese slang for a street song.
Beethoven effectively used the clarinet in other chamber works including his Op. 16 Quintet for Piano and
Winds and his Op. 20 Septet, which he also arranged as a trio, Op. 38 for clarinet (violin), cello and piano.

The first movement, Allegro con brio, is in classical sonata form. It opens with a powerful unison
statement in octaves. The trio, in contrast to Beethoven's earlier three trios of Op. 1, gives both the
clarinet (violin) and the cello in particular greater independence. The second theme of the movement is
introduced by the piano in the remote key of D major, but the music quickly returns to the expected
second theme key of F major. The development section begins with the same material that introduced
the second theme of the exposition, but this time in the key of D flat major. The movement ends with a
coda that surprises us again with several false endings.

The cello solo that begins the second movement in E flat major, marked Adagio, is a beautiful melody
reminiscent of the minuet of his Op. 20 Septet. The theme is repeated by the violin and embellished
further by the piano. New musical material is introduced in the dark parallel key of E flat minor.
Ultimately the cello returns to the opening melody supported by ever more elaborate accompanying
material in the piano part.

The third movement, Allegretto, a theme with nine variations, is full of surprises. Each instrument is given
prominent solo material. After the first variation, a bravura display for the piano alone, the second
variation is a duet for the clarinet (violin) and cello while the piano remains silent. The movement
deviates from standard variation practice in that it includes two variations in the key of E-flat minor. In the
final variation the theme is dramatically reconfigured rhythmically and tonally as part of an extended coda.
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Astor Pantaledn Piazzolla: Otofio Portefio (Autumn) from Four Seasons of Buenos Aires

Tango was the rage of Europe and America soon after World War | and was undistinguishable from the
popular dance of the same name. This aggressive yet passionate tango, begotten in the brothels of turn-
of-the-century Argentina and raised in the dance halls of Paris, became a quick, easy victim of parody.
Tango became past its prime. However, Argentinean composer Astor Piazzolla began revolutionizing the
tango in the mid-1950s. He created the Nuevo Tango by adding elements of dissonance, chromaticism,
rhythmic complexity, and jazz.

Piazzolla received death threats from Argentinean "nationalists" and tango purists in response to his
radical treatment of the tango. Only recently has his music become accepted, both in Argentina and also
in concert halls throughout much of the world.

Piazzolla began writing Las cuatro estaciones portefias (Four Portefio Seasons or Four Buenos Aires
Seasons) in 1965 and finished the suite in 1970. Originally written for his quintet of violin, bandonedn,
electric guitar, piano, and contrabass, it has become one of his best-known works. Piazzolla pays
homage to the tango of Buenos Aires as well as the "serious" music of the great Italian composer Antonio
Vivaldi. Vivaldian traces are most obvious in the closing bars of "Invierno portefio" and a fugue-like
section begins "Otofio portefio." With a breath of Nuevo Tango, Piazzolla gives new life to traditional
classical forms.
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