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Scubert: Piano Trios No. 2, D929; 

D897, “Notturno” – Trio Vitruvi 
(Bridge) 

 
Violinist Niklas Walentin, cellist 
Jacob la Cour, and pianist Alexander 
McKenzie constitute the members of 
the Trio Vitruvi. I haven‟t previously 
heard this upcoming trio of young 
artists or even been able to find out 
much about them. All I have to go on 
to recommend them to you is their 
total commitment to the Schubert 
they play on this album and the 
dynamism and zest they invest in 
their performances. Come to think of 
it, that‟s the way it should be. 
 
Franz Schubert, as we know, was 
destined to live only 31 years, his life 
cut short by illness. What‟s more, he 
knew he was dying, and in his 
twilight years he wrote down his final 
musical works in a white heat of 
inspiration, with an energy that was 
astonishing for an invalid. These 
works include his three last Piano 
Sonatas, String Quartets 13-15, his 
last song cycle Schwanengesang 
and the “Great C Major” Symphony. 
They also include two magnificent 
Piano Trios, a contrasted pair that 
were written at more or less the 
same time.  
 
Of these last piano trios, No. 2 in E-
flat, D929, which is heard on this 
album, is more difficult, if not 
positively forbiding, to approach than 
the more amiable No. 1 in B-flat, 
D898. Consequently, we don‟t often 
get performances of the calibre the 
Trio Vitruvi give us here. There 
seems to be a keen awareness of 

 
Mendelssohn: Complete Works for 

Cello & Piano – Marcy Rosen, Lydia 
Artymiw (Bridge) 

 
Felix Mendelssohn‟s two Sonatas for 
Cello and Piano are at the apex of 
his many excellent works of chamber 
music. This album shows us why, as 
cellist Marcy Rosen and pianist Lydia 
Artymiw give their all in these works. 
The recordings, made by producer 
Judith Sherman and engineer / editor 
Jeanne Velonis in the LeFrak 
Concert Hall of the Aaron Copland 
School of Music, Queens College, 
Flushing, NY, 25-27 January, 2017, 
allow the first-class performances to 
speak for themselves. 
 
It is still not widely known that 
Mendelssohn wrote Cello Sonata 
No. 1 in B-flat, Op. 45 in 1838 as a 
birthday gift for his 16-year old cellist 
brother Paul (for whom he also was 
to compose Sonata No. 2 five years 
later). Brotherly love aside, there is a 
gracious amount of warmth and joy 
in this work, as well as a really song-
like cantabile that must have seemed 
strikingly new for the instrument. The 
opening of the first movement, 
Allegro vivace, begins quietly and 
confidently, before the parts diverge 
and things really begin to heat up. 
The music establishes a true equality 
of cello and piano as they engage in 
dialog, occasionally trading parts.  
 
The second theme establishes the 
cello as a truly melodic instrument 
capable of executing fast passages 
over very rapidly repeating piano 
chords.i Mendelssohn makes much 
use of the cello‟s dreamy, 

 
Haydn: Piano Sonatas 37, 39, 46, 48  

Anne-Marie McDermott 
(Bridge) 

 
U.S. pianist Anne-Marie McDermott 
does it again, in another fine album 
of piano sonatas by Franz Josef 
Haydn (see my Classical Reviews, 
March 2015). On the program are 
Sonatas XVI: 37, 39, 46, and 48 from 
the Hoboken catalog. The selection 
features some of the best qualities of 
Haydn‟s music: his wit and brilliance 
in the outer movements, his slow 
movements that have a way of 
drawing us into unsuspected depths, 
and the finely conceived balance 
and well-proportioned but flexible 
architectural strength that are the 
hallmarks of his style.  
 
The structure of Haydn‟s sonatas 
can be quite different from those of 
Mozart, with which the listener may 
be better acquainted. With Haydn, 
form and proportion take the place of 
Mozart‟s bel canto, though their 
affective qualities can be just as 
striking. He was almost unique 
among the composers of really great 
piano music in not being a virtuoso 
on the instrument, but he understood 
its capabilities and wrote music that 
played to its strengths.  
 
As was Mozart, Haydn was aware 
that he was writing music for two 
different classes of listeners: the 
cognoscenti, those intellectuals who 
could appreciate the finer points of a 
composition, and the somewhat 
larger number in his audience who 
were merely concerned with finding 
easy listening for pleasure, and he 

American Chamber Works for Flute 
Kerry Walker flute; Prometheus 
Piano Quartet; Roy Lewis, violin 

(Centaur) 
 

This may be your best chance to 
hear the music of some of America‟s 
pioneers in classical music from the 
turn of the 19th Century. Additionally, 
all the artists heard here are 
distinguished chamber musicians. 
That Kerry Walker, who studied flute 
and performed as a duo with no less 
a figure than Julius Baker, should be 
the top-featured artist is a reflection 
of the fact that her instrument is at 
the heart of all the pieces by Arthur 
Foote, Amy Beach, Charles Griffes, 
and Roy Harris. But don‟t neglect to 
listen for the myriad of fascinating 
ways her flute interacts with the 
other instruments to make music as 
enchanting as it is sophisticated. 
 
Poem for Flute and String Quartet by 
the sadly short-lived Griffes (1884-
1920) is a rhapsodic work with a 
haunting melody at its center. It is 
one of his best-known compositions. 
Ravishing tones, textures, and 
harmonic relationships are the 
essence of a figure who has been 
termed “America‟s Impressionist.”  
 
Roy Harris (1898-1979) had a 
penchant for singing lines and modal 
harmonies that were often at odds 
with his terse means of expression. 
The idiosyncratically titled Four 
Minutes, 20 Seconds for Flute and 
String Quartet (it actually clocks in 
here at 4:30) reveals him at his most 
intriguing. 
 
Arthur Foote (1853-1937), a native 
Bostonian who was one of the 
founders of the American Guild of 
Organists, shows a decidedly French 
influence in Three Pieces for Flute 
and Piano, Op. 31B: an idiomatic 

 
“I Play French Horn” – Bob Watt, 

horn; Todd Cochran, piano  
(MSR Classics) 

 
 

Bob Watt is phenomenal. As a young 
man, he was offered a position as 
principal assistant French horn of the 
Los Angeles Philharmonic by music 
director Zubin Mehta. He stayed with 
the LAPO until retirement 37 years 
later, frequently playing solos with 
that orchestra and as a guest artist 
elsewhere.  
 
Los Angeles proved a fruitful location 
for Watt, for it put him in touch with 
the wide spectrum of the latest 
developments in pop, jazz, R&B, and 
film scoring, all of which continue to 
excite his interest. Music scholars 
and the general public may like to 
mark boundaries between classical 
music and all the various popular 
genres, but to musicans themselves, 
“It‟s all music.” 
 
The present CD release affords Watt 
the opportunity to share his musical 
world with us. In the course of this 
album you will hear not only the 
smooth-flowing, mellow mid-register 
tones evocative of nature that we are 
used to thinking of in terms of the 
French horn, but also the dark sound 
of its deepest register and the 
brilliant tones of its highest that 
remind us that the horn is, after all, a 
member of the  brass family.  
 
You get a clear impression of its 
idiomatic sounds in the faith-inspired 
pieces: Amazing Grace, Steal Away, 
How Great Thou Art, and the Bach 
chorale Lord, I Cry to Thee. All are 
heard in arrangements by pianist 
and composer Todd Cochran, whose 
distinguished collaboration with Watt 
goes a long way toward making this 
album the experience that it is. 

 
Bloch: Music for Viola and Piano 

Paul Neubauer, viola; Margo Garrett, 
piano (Delos) 

 
 

It‟s a funny thing, but you can almost 
always name Ernest Bloch whenever 
a friend pops a disc in the machine 
and asks you to “Name That 
Composer.” The music of Bloch, 
(1880-1959) is instantly identifiable 
by its conflict between formal 
restraint and rhapsodic emotion. 
There‟s an economy here, even in 
large scale works, that gives the 
impression there are no throw-away 
phrases or wasted notes. The music 
of this hard-minded composer is 
quite personal and individual, 
considering his broad range of 
influences, from Bach to Modern, 
including the modes and rhythms of 
his own Jewish tradition.  
 
As Paul Neubauer and Margo 
Garrett, performers on the present 
album, explain it, the digital audio 
tapes from the March, 2001 sessions 
had been unaccountably misplaced 
for a number of years, until just 
recently. What a loss that would 
have been, you may judge for 
yourself. The recordings were not 
merely salvageable, they were 
magnificent. The performances help 
to enhance our insight into one of 
the great voices of the past century. 
 
Suite for Viola and Piano (1919) is 
laid out in four movements: Lento, 
Allegro ironico, Lento, and Molto 
vivo. Bloch claimed to have been 
inspired by a vision of the Far East – 
Borneo, Java, and Sumatra. And for 
sure there is much in this music that 
you could relate to an eastern 
setting, beginning with a mysterious 
phrase in the third measure of the 
opening when the viola enters with 
what Bloch himself termed “a kind of 
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Aubade Villageois, a softly glowing 
Melodie, and a rustic Pastorale 
reflecting a love of nature. The most 
memorable part of his Nocturne and 
Scherzo for Flute and String Quartet 
(1919) is the Nocturne, which 
reminded me of Griffes‟ piano piece 
“The Night Winds” in its uncanny 
evocation of mood and atmosphere. 
 
Amy Beach (1867-1944), another 
Bostonian, was a woman who did 
not let the social conventions of her 
day cause her to shy away from 
composing large-scale compositions 
(she wrote several fine symphonies). 
Her Theme and Variations for Flute 
and String Quartet reveals a sure 
grasp of harmony and counterpoint, 
especially in Variation VI, marked 
Largo di molto. Con gran’ 
espressione, in which the strings 
sensationally broaden the tempo at a 
vital point. The writing for all the 
parts is simply gorgeous (when this 
lady marked a movement “with great 
expression,” she meant it!) Variation 
IV, an Andantino in the manner of a 
slow waltz, is one of the most 
effective, while the final Variation VII 
lives up to its playful marking of 
Allegro giocoso. 
 

The variety of tones and techniques 
doesn‟t end here. We get a whole lot 
of sounds they just don‟t teach in the 
music schools. Sounds that you only 
work out for yourself when you‟re 
jamming with your pals. We have a 
short dissertation in the strange, 
unpredictable, alternative things the 
horn can be made to do in three 
pieces by Cochran, Laughter, 
Humor, and Satire, where the horn is 
variously muted, stopped, or played 
with unusual configrations when you 
blow air into the mouthpiece after it 
has been flipped over and mounted 
on the horn‟s lead pipe. In Laughter 
we get the impression of someone 
struggling valiantly to suppress a 
laugh, only to have it burst with an 
explosive sound like a squib. 
 
Watt and Cochran do some of their 
best work together in the latter‟s 
arrangement for French horn and 
piano, with support from drums and 
bass, of Dave Brubeck‟s alto sax 
classic Blue Rondo a la Turk. Watt‟s 
improvisational style particularly 
shines in the blues riffs in a piece 
that paid tribute to Mozart‟s original 
by taking it apart and reassembling it 
with bold imagination. 
 
A piece that is personally meaningful 
to Watt is his own arrangement, with 
Cochran, of Gullah Novella. Along 
with percussionists and a chorus of 
male voices plus Cochran‟s piano, 
Watt pays tribute to his West African 
forebears who toiled as slaves on 
the cotton plantations of the Sea 
Islands off the South Carolina coast. 
It was back-breaking work, made 
bearable by the indomitable spirit of 
a work song. 
 
 
 
 
 
 
 
 
 

savage cry, like that of a fierce bird 
of prey.” As in a tropical jungle, 
elements of light and darkness 
contend in this suite until we reach 
an up-tempo finale which even has a 
mood of what annotator David Brin 
terms “energetic cheerfulness,” 
which is almost the last thing you 
expect to find in this composer. 
 
Suite for Solo Viola (1958) is a very 
remarkable work in four intercon-
nected movements, played without 
pause. Bloch implies harmony and 
counterpoint in this work much as did 
J.S.Bach in his suites for solo cello 
and unaccompanied violin. At the 
end, the music simply breaks off, an 
indication Bloch was in his final 
illness and did not have the stamina 
to complete the work. 
 
Finally, we have Five Jewish Pieces 
(1950-1951) that Bloch wrote to 
celebrate his 70th birthday. He later 
broke them down into the two works 
we have here, the Suite Hébraïque 
and Meditation and Processional. 
Dynamic contours and glowing tones 
make for attractive music in both 
works. Neubauer and Garrett are not 
slow in making the best of their 
opportunities. 

 


