
Byron 
Schenkman

Friends

Season Two

2014-2015

www.byronschenkman.com



Made with raw nuts, organic dried fruits,  
and egg white protein 

Fits perfectly into paleo, gluten-free,  
and raw food diets

Nutritious and tasty

10% OFF for fans of  
Byron Schenkman & Friends
Coupon code: Friendofbyron



Welcome to the second season of Byron 
Schenkman & Friends at Benaroya Hall! 
I am delighted to be back with wonderful 
friends sharing some very inspiring music. 
Our repertoire this season ranges from a 1629 
violin sonata by Biagio Marini to the 1853 
Romances of Clara Schumann, with lots of 
great Baroque and Classical chamber music 
in between. Some of the pieces we’re playing 
you’re not likely to hear performed anywhere 
else! You’ll see some familiar faces and some 
new, including two Seattle debuts: the brilliant 
young harpsichordist Ignacio Prego and the 
new bi-coastal ensemble Gut Reaction. I 
welcome you on behalf of all the musicians 
and hope the music will bring you much joy! 

Byron Schenkman & Friends is an 
Associated Program of Shunpike.

Friends

Welcome
byron schenkman

at benaroya hall!

to the 2nd season of

Special thanks to our series founders,  

Robert DeLine & Alan J. Knue and Carol Salisbury,  

and to all our donors, volunteers, and patrons!

Cover photos: Asuka Usui (top left), Will Austin (bottom right)
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Biagio Marini: 
Balletto II and Passacaglia (1655)

Johann Heinrich Schmelzer: 
Lamento sopra la morte di 
Ferdinando III (1657)

Biagio Marini: 
Sonata IV for violin and continuo (1629)

Romanus Weichlein: 
Sonata III from Encænia Musices (1695)

intermission

Johann Heinrich Schmelzer: 
Sonata II for violin and continuo (1664)

Heinrich Biber: 
Partita III from Mensa Sonora (1680)

Johann Rosenmüller: 
Sonata XI a 5 (1682)

Johann Rosenmüller: 
Suite in C from Studentenmusik (1654)

Ingrid Matthews, violin 

Gut Reaction:

Jesse Irons & Sarah Darling, violins

Sarah Darling & Jason Fisher, violas

Michael Unterman, cello

Byron Schenkman, harpsichord
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BEFORE BACH: MASTERS OF THE 
SEVENTEENTH CENTURY

Program Notes by Byron Schenkman
For many of us who grew up in the 20th century the canon of great Western art music 
pretty much began with Johann Sebastian Bach. Yet in his own time Bach’s music was 
considered hopelessly old-fashioned. Looking back on it now Bach represented a  
culmination of the great musical traditions of the 17th century, repertoire we are 
exploring on this evening’s program. The German composers whose music Bach grew 
up hearing favored the rich texture of five-part strings: two violins, two violas, and 
continuo. Italy was the trend-setter in those days and everyone was more or less under 
the influence of Italian musicians such as Biagio Marini, one of the first great violin 
virtuosos.

Biagio Marini began his career in Venice, working alongside Claudio Monteverdi 
at St. Mark’s Cathedral. He had an exceptionally international career and spent many 
years living and working in what is now Germany. Marini developed an expressive 
language for the violin based on the vocal experiments of early opera. He also expand-
ed the technical possibilities of the instrument with effects such as the chords heard in 
his fourth sonata for solo violin and continuo.

Johann Heinrich Schmelzer was the first important violinist from outside of Italy. 
His sonatas combine typically Italian virtuosity and expressivity with German order 
and logic. Several of the solo sonatas, including Sonata II, are built on ground basses. 
In other words, the harpsichordist repeats the same chord pattern over and over while 
the violinist spins out variations over it. Schmelzer spent most of his career at the 
Viennese court where he composed his Lament on the Death of Ferdinand III in 1657.

The most obscure composer on our program is Romanus Weichlein, a violinist and 
Benedictine monk best known for his Encænia Musices Op. 1 which includes the five-
part sonata on tonight’s program. This sonata frames a wonderful set of ground bass 
variations with seemingly improvisatory conversations between the two violins.

Heinrich Ignaz Franz von Biber was a Bohemian violinist who spent most of his 
career in Salzburg (nearly a hundred years before Mozart was born there). Although 
Biber does not seem to have traveled much his music became known throughout 
Europe and clearly had influence on many later composers including J. S. Bach. The 
partita we are performing is from a 1680 collection entitled Mensa Sonora seu Musica 
Instrumentalis (basically instrumental dinner music).

Johann Rosenmüller began his career in Leipzig but fled to Venice after being impris-
oned for alleged homosexual activities. In Venice he was employed by both St. Mark’s 
Cathedral, where Marini had worked earlier in the century, and the Ospedale della Pietà 
made famous by Vivaldi in the next century. His sonatas were composed and published 
in Venice; his suite from Studentenmuisik dates back to his earlier years in Leipzig.

http://en.wikipedia.org/wiki/Ospedale_della_Piet%C3%A0
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Paul Taub, flute

Liza Zurlinden, violin

Jason Fisher, viola

Nathan Whittaker, cello

Byron Schenkman, piano

Wolfgang Amadeus Mozart: 
Trio in B-flat, K. 502, for violin, cello, 
and piano

Allegro  
Larghetto  
Allegretto

Carl Maria von Weber: 
Trio in G Minor, op. 63, for flute, cello, 
and piano

Allegro moderato   
Scherzo: Allegro vivace  
Schäfers Klage: Andante espressivo   
Finale: Allegro

Intermission

Wolfgang Amadeus Mozart: 
Fantasy in D Minor, K. 397/385g, 
for piano

Carl Maria von Weber: 
Grand Quatuor in B-flat Major for 
violin, viola, cello, and piano

Allegro   
Adagio ma non troppo  
Minuetto: Allegro   
Finale: Presto

MOZART & WEBER: 
MUSICAL COUSINS23November

2014
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Program Notes by Byron Schenkman
Throughout history, music has often been a family business. Wolfgang Amadeus 
Mozart and Carl Maria von Weber are typical in this regard, though extraordinary in 
their talent. Mozart and his sister Maria Anna (“Nannerl”) both studied music with 
their father Leopold, a famous violinist and pedagogue who exploited his children’s 
talent for his own glory and profit. Weber was the son of a musician turned theater 
director who had short-lived ambitions to fashion young Carl Maria into another 
wunderkind like Mozart, his cousin by marriage. Young Weber grew up in the theater, 
surrounded by singers. It is no wonder that his greatest accomplishments, beyond his 
fame as a virtuoso pianist, were in the field of opera. Mozart’s background could easily 
have led him to a more austere career as an instrumentalist and church musician, 
however he too became a great opera composer. His connection to the Weber family 
had no small part in this. He found a second home in the family of Fridolin Weber 
(Carl Maria’s uncle) and soon fell in love with young Aloysia Weber. Aloysia was a 
phenomenal singer for whom Mozart wrote many great arias. She was one of four 
daughters, all singers. Mozart eventually married Constanze, but remained on good 
terms with Aloysia, who premiered the role of Donna Anna in Don Giovanni,  
as well as their sister Josepha, who premiered the role of the Queen of the Night in 
The Magic Flute (probably the most famous role in all of Mozart’s operas).

There are operatic elements in all the instrumental works on our program. In the 
Mozart trio this is most notable in the Larghetto with its arioso theme. This move-
ment is in rondo form and every time the main theme returns it is more elaborately 
and lusciously embellished. The Weber trio is a late work, his last piece of chamber 
music. The opening of the trio establishes a dark, brooding atmosphere, not nearly as 
spooky as the famous wolf ’s glen scene in Der Freischütz, but evocative in its own way. 
There are many cantabile duets between the flute and the cello or between the piano 
and the other instruments. The brief scherzo sounds a bit like a demented waltz, and 
then a “Shepherd’s Lament” leads into a rousing and joyful finale. The most oper-
atic piece on our program is probably Mozart’s Fantasy in D Minor, a rare taste of 
what Mozart’s improvisations at the keyboard may have sounded like.  Weber’s piano 
quartet is an early work he composed for his own concert use. Apart from the moody 
second movement, with its recitative-like opening and dramatic outbursts, this is a 
joyful work with some very danceable tunes in the third and fourth movements.  
This is the Weber so well beloved for his Invitation to the Dance.

MOZART & WEBER: 
MUSICAL COUSINS



page 8  *   Bach Harpsichord
Concer tos

Ignacio Prego & Byron Schenkman, harpsichords

Ingrid Matthews & Laurel Wells, violins

Jason Fisher, viola

Nathan Whittaker, cello

BACH HARPSICHORD 
CONCERTOS

Johann Sebastian Bach:  
Concerto in C Major, BWV 1061, 
for two harpsichords

(Allegro) 
Adagio ovvero Largo 
Fuga: Vivace

Johann Sebastian Bach: 
Concerto in G Minor, BWV 1058, 
for harpsichord and strings

(Allegro) 
Andante 
Allegro assai

Intermission

Johann Sebastian Bach: 
Sonata in E Minor, BWV 1023, 
for violin and continuo

(Prelude) 
Adagio ma non tanto 
Allemande 
Gigue

Johann Sebastian Bach: 
Concerto in E Major, BWV 1053, 
for harpsichord and strings

(Allegro) 
Siciliano 
Allegro

28December

2014
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Program Notes by Byron Schenkman
In contrast to Handel and Telemann who were both very public composers writing 
for the theater and for an international market of music-buying amateurs, Johann 
Sebastian Bach was a very private musician. Apart from his famous 1705 walk from 
Arnstadt to Lübeck (around 500 miles round trip) to hear Dietrich Buxtehude  
perform, Bach hardly traveled and lived a relatively humble life in the service of God 
and The Church. Bach was a great scholar who studied, copied, arranged, and taught 
a wide variety of repertoire, from the polyphonic music of the late Renaissance to  
the most up to date music from Italy and France. 

Of Bach’s contemporaries the composer who seems to have had the most influence 
on his work was Antonio Vivaldi. Bach transcribed many of Vivaldi’s concertos, for 
solo harpsichord, for organ with pedals, and even for four harpsichords and strings, 
from a concerto originally for four violins. Bach’s own instrumental concertos are 
modeled to a great extent on those of Vivaldi although Bach’s harmonic language 
and his use of counterpoint are a lot more complex (and as a result his concertos also 
tend to be a lot longer).

Just as Bach turned a Vivaldi concerto for four violins into a new concerto for 
four harpsichords, he also turned several of his own violin concertos into harpsichord 
concertos. The Concerto in G Minor, BWV 1058, is one such example, reworked from 
the Violin Concerto in A Minor, BWV 1041. Two of Bach’s concertos for two harp-
sichords are arrangements of other instrumental concertos (BWV 1060 for oboe and 
violin, and BWV 1043, the famous “Bach Double” for two violins). For this program 
we are performing the only concerto originally conceived for two harpsichords, with 
optional string parts which almost entirely double the solo parts. We are performing 
the version without the strings, allowing the individual harpsichord parts to be more 
easily heard. The Concerto in E Major, BWV 1053, is one of Bach’s happiest concer-
tos. The joyful ebullience of the final Allegro is felt even more keenly following the 
sad middle movement with its soulful violin solos.

While the concertos on this program link Bach to his Italian contemporary 
Vivaldi, the Sonata in E Minor for violin and continuo, BWV 1023, links Bach back 
to his German predecessor Heinrich Biber. Like many of Biber’s violin sonatas, this 
work begins with a quasi-improvisatory prelude which is then followed by some very 
stylized dance movements. 

BACH HARPSICHORD 
CONCERTOS
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Robert Schumann: 
Abendlied, op 85, no. 12, for cello 
and piano

Clara Schumann: 
Three Romances, op. 22, for violin 
and piano

Andante molto 
Allegretto 
Leidenschaftlich schnell

Robert Schumann:  
Arabesque, op. 18, for piano

Robert Schumann:  
Six Songs and a Requiem, op. 90, 
for voice and piano

Intermission

Clara Schumann:  
Trio in G Minor, op. 17, for violin, 
cello, and piano

Allegro moderato 
Scherzo: Tempo di Menuetto 
Andante 
Allegretto

Clara Rottsolk, soprano

Clara Kim, violin

Nathan Whittaker, cello

Byron Schenkman, piano

ROBERT & CLARA SCHUMANN8March

2015
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Program Notes by Byron Schenkman
With this program we enter the world of Romanticism and the first generation to 
view composers as geniuses and artists creating “art for art’s sake” — no longer the 
servants and craftsmen of previous ages. Robert and Clara Schumann both had hugely 
influential roles in this shift, although in neither case was it their work as a composer 
which held the greatest influence. Robert was one of the first great music journalists, 
famous for declaring Chopin a genius, anointing young Brahms as the heir to Beetho-
ven, and discovering Schubert’s ninth symphony (a major masterpiece by a composer 
previously known primarily for songs and other salon music). Clara Wieck was a child 
prodigy who went on to become one of the greatest piano virtuosos of all time and 
a champion of the music of her husband and of their beloved friend Brahms. Heart-
breakingly, Clara wrote in her diary in 1839 that she had given up the idea of being a 
composer because “a woman must not desire to compose — there has never yet been 
one able to do it. Should I expect to be the one? To believe that would be arrogant…” 
(quoted in Nancy B. Reich, Clara Schumann, Cornell University Press, 1985). If only 
she had known about Hildegard von Bingen, Francesca Caccini, Elisabeth Jacquet de 
la Guerre, and so many other brilliant and successful women composers who preceded 
her! Fortunately for us, Clara Schumann was “arrogant” enough to publish quite a bit 
of great music, including the works you will hear tonight.

In the spirit of “art for art’s sake,” 19th-century composers wrote many short pieces 
that are essentially musical poems or what Felix Mendelssohn termed “songs without 
words.” We begin our program with five such pieces. First is Robert’s Abendlied  
(Evening Song), originally for piano, three hands. Robert was devoted to children  
and this piece is from a set he designed for a beginner to be able to play in a duet with 
a more advanced student. Next are three Romances which Clara wrote with friendly 

affection for her duo partner Joseph Joachim, the great Jewish violinist with whom 
she toured extensively. Finally Robert’s Arabesque reflects the Romantic fascination 
with the exotic “other.”

Robert began a great outpouring of songs following his marriage to Clara,  
including several great cycles. His Six Songs and a Requiem sets six texts by Nikolaus 
Lenau, an Austrian poet who, like Robert, struggled with mental illness and died  
in an asylum. The text to the Requiem is anonymous.

Both Clara and Robert were devoted to preserving the great music of the past and 
saw it as the composer’s mission to carry on the classical tradition. Their large-scale 
works, such as Clara’s Trio in G Minor, show the influence of classical era composers 
such as Beethoven, much of whose solo and chamber music Clara performed.

ROBERT & CLARA SCHUMANN
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Lied eines Schmiedes
Fein Rösslein, ich Beschlage dich,
Sei frisch und fromm,
Und wieder komm!
Trag deinen Herrn Stets treu dem Stern,
Der seiner Bahn
Hell glänzt voran!
Trag auf dem Ritt Mit jedem Tritt
Den Reiter du
Dem Himmel zu!
Nun Rösslein, ich Beschlage dich,
Sei frisch und fromm,
Und wieder komm!

Meine Rose
Dem holden Lenzgeschmeide,
Der Rose, meiner Freude,
Die schon gebeugt und blaßer
Vom heißen Strahl der Sonnen,
Reich ich den Becher Waßer
Aus dunklem, tiefen Bronnen.
Du Rose meines Herzens!
Vom stillen Strahl des Schmerzens
Bist du gebeugt und blaßer;
Ich möchte dir zu Füßen,
Wie dieser Blume Waßer,
Still meine Seele gießen!
Könnt ich dann auch nicht sehen
Dich freudig auferstehen.

Kommen und Scheiden
So oft sie kam, erschien mir die Gestalt
So lieblich wie das erste Grün im Wald.
Und was sie sprach, drang mir zum Herzen ein
Süß wie des Frühlings erstes Lied.
Und als Lebwohl sie winkte mit der Hand,
War’s, ob der letzte Jugendtraum mir schwand.

Die Sennin
Schöne Sennin, noch einmal
Singe deinen Ruf ins Tal,
Dass die frohe Felsensprache
Deinem hellen Ruf erwache.
Horch, o Sennin, wie dein Sang
In die Brust den Bergen drang,
Wie dein Wort die Felsenseelen
Freudig fort und fort erzählen!
Aber einst, wie Alles flieht,
Scheidest du mit deinem Lied,
Wenn dich Liebe fortbewogen,
Oder dich der Tod entzogen.
Und verlassen werden stehn,
Traurig stumm herübersehn
Dort die grauen Felsenzinnen
Und auf deine Lieder sinnen.

Song of the Blacksmith
There, horse, you’ll soon be shod;
then off you go, brisk and good,
and come back again one day.
Carry your master always true to the guiding star
that shines bright
over his road.
And as you go with each step carry
your rider
towards the heavens!
And now steed, you’re shod,
so off you go brisk and good;
and be sure to come back again!

My Rose
To the precious jewel of springtime,
to the rose, my joy,
already drooping and pale
from the heat of the sun,
I bring a beaker of water
from the deep well.
And so you, rose, of my heart,
With a quiet stream of pain,
drooping and pale with sorrow,
Silently, over your feet,
as I pour water for this flower,
so my soul would flow!
— even though you might not then
revive like the rose.

Meeting and Parting
Each time we met, the sight of her
seemed as lovely as the first green in the woods.
And her words thrummed in my heart
as sweetly as spring’s first song.
And when parting she waved goodbye,
it was as if the last dream of my youth had disappeared.

The Cowherdess
Beautiful Cowherdess, once more
sing your call down into the valley
so that the bright, echoing speech of the mountains
wakes at your clear voice.
Hark how your song
has reached the heart of the high hills.
That now your words they re-speak
joyfully each to each.
And yet, all things pass,
and one day you and your song will depart for ever,
when love has claimed you
or death takes you.
And they stand deserted,
looking down sad and speechless
The grey rocks
remember you and your songs.

TEXT & TRANSLATIONS: 
Six poems by Nikolaus Lenau and a Requiem
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Einsamkeit
Wild verwachs’ne dunkle Fichten,
Leise klagt die Quelle fort;
Herz, das ist der rechte Ort
Für dein schmerzliches Verzichten!
Grauer Vogel in den Zweigen,
Einsam deine Klage singt,
Und auf deine Frage bringt
Antwort nicht des Waldes Schweigen.
Wenn’s auch immer Schweigen bliebe,
Klage, klage fort; es weht,
Der dich höret und versteht,
Stille hier der Geist der Liebe.
Nicht verloren hier im Moose,
Herz, dein heimlich Weinen geht,
Deine Liebe Gott versteht,
Deine tiefe, hoffnungslose!

Der schwere Abend
Die dunklen Wolken hingen
Herab so bang und schwer,
Wir beide traurig gingen
Im Garten hin und her.
So heiß und stumm, so trübe
Und sternlos war die Nacht,
So ganz wie unsre Liebe
Zu Tränen nur gemacht.
Und als ich mußte scheiden,
Und gute Nacht dir bot,
Wünscht ich bekümmert beiden
Im Herzen uns den Tod.

Requiem
Ruh von schmerzensreichen Mühen
Aus und heißem Liebesglühen;
Der nach seligem Verein
Trug Verlangen, Ist gegangen
Zu des Heilands Wohnung ein.
Dem Gerechten leuchten helle
Sterne in des Grabes Zelle,
Ihm, der selbst als Stern der Nacht
Wird erscheinen, Wenn er seinen Herrn
erschaut in Himmelspracht.
Seid Fürsprecher, heilge Seelen!
Heilger Geist, lass Trost nicht fehlen.
Hörst du? Jubelsang erklingt,
Feiertöne, Darein
die schöne Engelsharfe singt.
the beautiful harp of the angels.

Loneliness
A wild tangle of dark fir-trees;
the ceaseless lament of the fountain;
heart, this is a fitting scene
for your painful renunciation.
One somber bird in the branches
alone sings your sorrow;
and your questioning receives for its answer
only the silence of the woods.
Though the silence of the woods remains unbroken,
cease not your lament;
She listens and understands,
The spirit of lament.
Heart, your secret weeping is not lost
here among the moss;
God understands your love,
your deep hopeless longing.

The grave night
The dark clouds hung
so oppressive and heavy;
we were walking sadly
in the garden together.
So sultry and silent, so overcast
and starless was the night,
so like our love,
fit only for tears.
And when I had to depart,
and bade you goodnight
I found it in my anguished heart
to wish us both dead.

Requiem
Rest now from your painful striving,
from your passionate burning love;
he whose desire was for
reunion in Heaven has passed beyond,
into his Saviour’s dwelling.
Even in the tomb a bright
star shines on the righteous man;
and to him a true star in the night,
shall appear, when he beholds
his Lord in the glory of Heaven.
Intercede for him, holy souls;
let not your comfort fail him, holy spirit.
Hark, psalms of triumph resound,
solemn tones among which sings.

Translation by Clara Rottsolk

TEXT & TRANSLATIONS: 
Six poems by Nikolaus Lenau and a Requiem
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Georg Philipp Telemann: 
Sonata no. 6 in G Major, from Sonate 
Methodiche, for oboe and continuo

Cantabile 
Vivace 
Mesto 
spirituoso

Georg Philipp Telemann: 
Trio no. 3 in G Minor, from Essercizii 
Musici, for oboe, violin, and continuo

Mesto 
Allegro 
Andante 
Vivace

George Frideric Handel: 
Suite in D Minor (1733) for harpsichord

Allemande 
Courante 
Sarabande and variations 
Gigue

George Frideric Handel: 
Sonata in F Major, op. 1, no. 12,  
for violin and continuo

Adagio 
Allegro 
Largo 
Allegro

Intermission

George Frideric Handel: 
Sonata in G Minor, op. 2, no. 5, 
for oboe, violin, and continuo

Larghetto 
Allegro 
Adagio 
Allegro

Georg Philipp Telemann: 
Quartet in G Major, from Tafelmusik, 
for flute, oboe, violin, and continuo

Largo-Allegro-Largo 
Vivace-Moderato-Vivace 
Grave 
Vivace

Joshua Romatowski, flute

Debra Nagy, oboe

Ingrid Matthews, violin

Nathan Whittaker, cello

Byron Schenkman, harpsichord

HANDEL & TELEMANN: 
MUSICAL FRIENDS19April

2015



Handel  & Telemann  *   page 15

Program Notes by Byron Schenkman
Georg Philipp Telemann and George Frideric Handel were two of the most famous 
musicians of the eighteenth century.  This was a time in which more and more people 
were attending public performances of music as well as buying scores and parts to 
music they could play at home. Telemann and Handel (and their publishers) profited 
greatly from this growing market. In Handel’s case, his publisher John Walsh was not 
above selling music by other composers under Handel’s name or arranging bits of 
earlier works by Handel to create new works. An example on this program is the last 
movement of the trio sonata in G Minor, op. 2, no. 5, which shares its material with 
the second movement of the organ concerto, op. 4, no. 3. From an eighteenth-century 
point of view this sort of borrowing, or even misattributing, is less egregious than it 
would seem to us. Even the most famous composers of this period were still regard-
ed as craftsmen and servants of the churches, courts, theaters, or even publishers for 
whom they worked. The idea of the composer as an artist/genius to be honored and 
revered did not take hold until the age of Beethoven, three generations later. At this 
point Handel’s name was simply a great draw and Walsh was a good businessman. 

Handel began his career as a teenager working at the Hamburg Opera. He next 
spent some very formative years in Italy before settling in London where he remained 
for the rest of his long life. His sonatas are modeled are modeled to a great extent 
on those of Arcangelo Corelli with whom he worked closely in Rome. Corelli was 
arguably the most influential composer anywhere in Europe at the time and his 
influence lasted well into the eighteenth century. Everyone was copying his way of 
writing. Telemann even published a set of trio-sonatas he titled Corellisierende Sonaten 
(“Corelli-ized Sonatas”). 

Like J.S.Bach (another of his distinguished friends), Telemann got to know the 
French and Italian styles not from actually travelling but from simply studying the 
music. He did eventually spend time in Paris where he had the opportunity to work 
with some of the great French woodwind players. The quartet which ends tonight’s 
program predates that trip yet already shows the influence of French style. This quartet 
is from Telemann’s Tafelmusik, a monumental collection of orchestral and chamber 
music intended for light entertainment (literally “table music”). His Sonate Methodiche 
and Essercizi Musici are nominally teaching pieces although, like the nineteenth-century 
etudes of Chopin and Liszt, their artistic merit far transcends their pedagogic value.

HANDEL & TELEMANN: 
MUSICAL FRIENDS
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Byron Schenkman has 
recorded more than thirty CDs of 17th- 
and 18th-century repertoire, including 
recordings on historical instruments 
from the National Music Museum 
and the Museum of Fine Arts, Boston. 
He received the Erwin Bodky Award 
from the Cambridge Society for Early 
Music “for outstanding achievement in 
the field of early music.” Schenkman 
made his New York recital debut on 
modern piano in 2009 and his playing 

was described in The New York Times as “sparkling,” “elegant,” and 
“insightful.” He is a member of the new period instrument ensemble 
Gut Reaction and has been a featured guest with the Chameleon 
Arts Ensemble of Boston, the Daedalus Quartet, the Northwest 
Sinfonietta, Pacific Baroque Orchestra, Philharmonia Northwest, and 
the Portland Baroque Orchestra. He also appears frequently in recital 
with violinist Ingrid Matthews, with whom he co-founded the Seattle 
Baroque Orchestra in 1994. Schenkman is a graduate of the New 
England Conservatory and received his master’s degree with honors  
in performance from the Indiana University School of Music. He  
currently teaches at Seattle University and Cornish College of the 
Arts. In 2012 he also served as guest lecturer in harpsichord and  
fortepiano at the Indiana University Jacobs School of Music. 

Sarah Darling, violist and 
baroque violinist, enjoys a varied  
musical career that spans many 
centuries and styles. Sarah studied at 
Harvard, Juilliard, Amsterdam, and 
Freiburg (as a recipient of the Beebe, 
Paine, and DAAD grants), and is  
currently finishing a doctorate at  
New England Conservatory with  
Kim Kashkashian. She holds a variety 
of leading and directorial roles with  
A Far Cry, Boston Baroque, the 

Harvard Baroque Chamber Orchestra, Musicians of the Old Post 
Road, Musical Offering, Les Bostonades, and the Arcturus Ensemble. 
She also performs with the Boston Early Music Festival, Carmel Bach 
Festival, Emmanuel Music, the Bach Ensemble, and Tafelmusik, and 
has recorded old and new music for Naxos, Linn, Paladino, Azica, 
MSR, and Centaur Records. As a chamber musician, Sarah has 
performed in the Ravinia, Lucerne, Larzac, Sarasota, and Yellow Barn 
festivals and has collaborated with members of the Juilliard, Takacs, 
Borromeo, Ying, Orion, and Cleveland quartets. Sarah has been 
praised for her “excellent solos” (Boston Globe), “absolute concentra-
tion and astonishing precision” (Badischer Zeitung), “sympathy and 
spirit” (Hub Review) and “agility in coaxing a variety of grunts,  
groans, and creaks from the viola.” (Boston Musical Intelligencer.)  
For a list of upcoming musical adventures, visit www.sarahdarling.net.

Violist Jason Fisher, native 
of Seattle, is a founding member of the 
critically acclaimed, co-directed  
chamber orchestra A Far Cry. He is 
also a member of the newly founded 
bi-coastal baroque ensemble, Gut 
Reaction. Jason has been described as 
bringing “an intelligent, impassioned 
delivery and innate understanding of 
the conversational nature of chamber 
music” (The Springfield Republican), 
and his playing was portrayed as 

“delightfully rich” (The Times Argus). Fisher has performed with  
members of the Florestan and Peabody Trios, and the Brentano, 
Cleveland, Emerson, Mendelssohn, and St. Lawrence String Quartets. 
In an appearance with the Peabody Trio, he was hailed as a “fine guest 
artist”, his performance described as “first-rate” (The Baltimore Sun). 
He was a Carnegie Hall Fellow, taking him on a tour of concerts,  
outreach, and cultural exchange in Kazakhstan and the Kyrgyz 
Republic, as well as a Peabody Singapore Fellow, spending a month in 
Southeast Asia assisting with inaugural ceremonies for the new Yong 
Siew Toh Conservatory and performing as guest with the Singapore 
Symphony Orchestra. Jason Fisher and his wife, violinist Asuka Usui, 
live in the Jamaica Plain neighborhood of Boston. He plays on an 
18th-century English viola by Richard Duke made in London, 1768.

Jesse Irons, violin, is a founder 
of the self-conducted orchestra A 
Far Cry, and has appeared in concert 
across the United States and Europe, 
as well as in Kazakhstan, Kyrgyzstan, 
and Singapore. His playing was 
described as “insinuating” by The New 
York Times, and he’s pretty sure they 
meant it in a good way. His mentors 
at the Peabody and New England 
Conservatories included Pamela Frank 
and Nicholas Kitchen. Mr. Irons 

enjoys exploring music outside the classical mainstream, and has  
performed with Yo-Yo Ma and the Silk Road Ensemble as well as 
with new-music luminaries Alarm Will Sound. His baroque- 
violin-playing alter ego appears with the Handel and Haydn Society, 
Boston Baroque, and numerous small ensembles around Boston, 
including the recently formed quintet Gut Reaction.

Violinist Clara Kim, has not 
only worked with some of today’s most 
influential composers on their own pieces 
– Donald Crockett, Michael Gordon, 
Grammy Award-winning Stephen Hartke, 
Andrew Norman, and Kaija Saariaho – but 
she has also collaborated with numer-
ous young composers in the creation of 
solo works written for her. Performance 
highlights include Edward Nesbit’s 
Violin Concerto with Montreal’s Nouvel 
Ensemble Moderne, the premiere of Jordan 
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Nelson’s Violin Concerto this spring with USC’s Thornton Edge, and 
the American Soundscapes Workshop with John Adams at Carnegie 
Hall. Clara is the first prize winner at the 2012 International Solo 
Violin Competition in Cremona, Italy, and has performed at festivals 
across Europe and North America, such as Birdfoot (US), Grachten 
(NL), Heidelberg Fruhling (DE), and Prussia Cove (UK). She holds 
degrees from Tufts University, New England Conservatory, the Royal 
Conservatory of the Hague, and is currently a doctoral candidate at the 
USC Thornton School of Music on full scholarship. For more informa-
tion, please visit www.clarakim.info. 

Ingrid Matthews has 
long been established as one of the 
leading baroque violinists of her gener-
ation. She founded the Seattle Baroque 
Orchestra with Byron Schenkman in 
1994, and served as Music Director 
until stepping down from that position 
in 2013. First prize-winner in the 1989 
Erwin Bodky International Competition 
for Early Music, Matthews has per-
formed extensively around the world as 
soloist, guest director, or concertmaster 

with many prominent period-instrument ensembles including the New 
York Collegium, the Australian Brandenburg Orchestra, the Boston 
Early Music Festival Orchestra, Tafelmusik, and many others. Matthews 
has won international critical acclaim for a discography ranging from 
the earliest solo violin repertoire through the Sonatas and Partitas of 
J.S. Bach. The latter recording was named by Third Ear’s Classical 
Music Listening Companion as “the finest complete set of these works,” 
and the critic for American Record Guide writes “this superb record-
ing is my top recommendation for this music… on either modern or 
period instruments.” Ingrid Matthews has served on the faculties of the 
University of Toronto, the University of Washington, Indiana University, 
the University of Southern California in Los Angeles, the International 
Baroque Institute at Longy, and Amherst Early Music, and is currently 
on the faculty of Cornish College of the Arts in Seattle. In addition to 
her musical work, she is active as a visual artist.

Debra Nagy has been 
praised for her “dazzling technique  
and soulful expressiveness,” (Rocky 
Mountain News), and deemed “a 
baroque oboist of uncommon elegance” 
(Cleveland Plain Dealer). She frequently 
performs with baroque ensembles in 
San Francisco, Los Angeles, Portland, 
Seattle, New York, and Philadelphia, 
and is the founder of the Cleveland-
based ensemble Les Délices, whose 
debut CD was named “One of the 

Top Ten Early Music Discoveries of 2009” by NPR’s Harmonia. 
She received her doctorate from Case Western Reserve University 
where she directs the Collegium in programs spanning the fourteenth 
through seventeenth centuries. A graduate of Oberlin, Debra has 
received many awards for her artistry and scholarship including  
first-prize in the 2002 American Bach Soloists Young Artist 
Competition, and most recently, a 2010 Creative Workforce 
Fellowship from Cuyahoga Arts and Culture. Debra has recorded 

for the Capstone, Bright Angel, Naxos, Chandos, Delos, Yarlung, 
Loft, CPO, and ATMA labels and has had live performances featured 
on CBC Radio Canada, Klara (Belgium), WKSU Kent, WGBH 
Boston, WNYC New York, and NPR’s Performance Today. A 
dedicated teacher, Debra serves on the artist faculty of the American 
Bach Soloists’ Academy and has given masterclasses at the Cleveland 
Institute of Music, San Francisco Conservatory, Juilliard, Cincinnati 
Conservatory, and University of Washington.

Ignacio Prego, Praised for his 
“…overwhelming elegance...” (Scherzo), 
is considered one of the leading Spanish 
harpsichordists of his generation. First 
Prize winner at the 2012 Westfield 
International Harpsichord Competition 
and recipient of the 2014 The English 
Concert Fellowship, he has performed 
in major cities in Europe, the USA, 
Canada, South America and Asia. 
Appearances in 2013/14 included solo 
recitals in New York, Washington, 

Chicago, Ithaca, Miami, as well as concerts with Maurice Steger 
and cellist Phoebe Carrai and a concert tour at the Oregon Bach 
Festival playing as a soloist with the Portland Baroque Orchestra lead 
by Monica Huggett. He is the founder and artistic director of the 
ensemble Flores de Musica, recently presented at the Hispanic Society 
in NY. In 2012, Mr. Prego released his second CD under the label 
Verso entitled “Chromatic Fantasy”, dedicated exclusively to the music 
of J.S. Bach. He has also recorded for Glossa, Cantus Records, and 
the WFMT and WQXR radios. Mr. Prego studied harpsichord with 
Elisabeth Wright at Indiana University and with Kenneth Weiss and 
Richard Egarr at The Juilliard School. 2014/15 engagements include 
a solo recital at St. Martin in the Fields in London, and concerts in 
Seattle, Madrid and New York.

Joshua Romatowski is 
a versatile young artist in the Seattle 
area. Joshua’s playing has been described 
as “elegantly shaped” (San Francisco 
Examiner) and “with graceful intimacy” 
(San Francisco Classical Voice). Joshua 
holds an Artist Diploma from the 
Cornish College of the Arts in Early 
Music. Joshua also holds a Master 
of Music in Flute Performance from 
the San Francisco Conservatory of 
Music and a Bachelor of Music in 

Flute Performance from the University of Texas at Austin. Joshua has 
appeared with the Detroit Symphony, Ukiah Symphony Orchestra, 
and Philharmonia Healdsberg. In 2014 Joshua was a winner of the 
Ladies Musical Club of Seattle Walter Frances Competition. Winner 
of the 2012 San Francisco Conservatory of Music Baroque Concerto 
Competition, Joshua performed C.P.E. Bach’s Concerto for Flute and 
Orchestra in D Minor with the SFCM Baroque Ensemble. Joshua 
has performed in San Diego with the Pacific Bach Project and in San 
Francisco with MUSA and the Albany Consort. Joshua will be  
appearing in concert this season with the Portland Baroque Orchestra 
and the American Bach Soloists. Joshua’s primary teachers have been  
Janet See, Timothy Day, Marianne Gedigian, and Jeffery Zook.
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Clara Rottsolk, “Pure and  
shining” soprano, has been lauded by  
The New York Times for her “clear, 
appealing voice and expressive conviction” 
and by The Philadelphia Inquirer for the 
“opulent tone [with which] every phrase 
has such a communicative emotional  
presence.” In a repertoire extending from 
the Renaissance to the contemporary, 
her solo appearances with orchestras 
and chamber ensembles have taken her 
across the United States, the Middle East, 

Japan and South America. She specializes in historically informed 
performance practice, singing with ensembles including American 
Bach Soloists, Tempesta di Mare, Seattle Baroque Orchestra, Les 
Délices, Pacific MusicWorks, Magnificat Baroque, Baltimore Chamber 
Orchestra, Piffaro—The Renaissance Wind Band, Colorado Bach 
Ensemble, Trinity Wall Street Choir, Indianapolis Baroque Orchestra, 
New Mexico Symphonic Chorus, and the Masterwork Chorus. 

She has performed at the Carmel Bach Festival, Indianapolis Early 
Music Festival, Berkeley Early Music Festival, Philadelphia Bach 
Festival, Whidbey Island Music Festival, Boston Early Music Festival, 
and the Festival de Música Barroca de Barichara (Colombia) as well 
as on myriad concert series across the country. In collaboration with 
pianists Sylvia Berry and Byron Schenkman, and guitarist-lutenist 
Daniel Swenberg, Ms. Rottsolk has given recitals of song from the 
17th to 21st centuries. She has recorded French Baroque cantatas with 
Les Délices, and Scarlatti Cantatas with Tempesta di Mare on the 
Chandos-Chaconne label. A native of Seattle, Ms. Rottsolk earned 
her music degrees at Rice University and Westminster Choir College. 
Currently she is based in Philadelphia and teaches voice at Swarthmore, 
Haverford and Bryn Mawr Colleges.

Paul Taub, flute, was 
born in New York City and has been 
a resident of Seattle since 1979. A 
gradurate of Rutgers University and 
the California Institute of the Arts, he 
has studied with some of the world’s 
greatest flutists including Michel 
Debost, Samuel Baron, Marcel Moyse, 
and Robert Aitken. As a longtime 
faculty member at Cornish College of 
the Arts and founding member of the 
Seattle Chamber Players, Taub plays an 

active role in the Seattle music scene. He has performed and recorded 
American and world premieres by internationally known composers 
including Robert Aitken, John Cage, George Crumb, Janice Giteck, 
Sofia Gubaidulina, Wayne Horvitz, Ned Rorem, Toru Takemitsu,  
Reza Vali, and Peteris Vasks among others. As a soloist, he has 
appeared with the Northwest Chamber Orchestra, the Olympia 
Chamber Orchestra, Philharmonia Northwest, the Everett Symphony, 
the Young Composers Collective, and the Esoterics.

Taub has worked extensively to promote Soviet/Russian composers 
in America and American composers in the former Soviet Union. 
His Soviet repertoire has been featured on National Public Radio’s 
Performance Today, at the Goodwill Arts Festival, in a solo recital 
at the Leningrad Musical Spring International Festival and at New 

York’s Symphony Space. He has also performed in China, Costa 
Rica, Denmark, Estonia, Italy, Latvia, Lithuania, The Netherlands, 
Poland and Ukraine. In 2011, he released Edge – Flute Music from the 
Periphery of Europe (Present Sounds) featuring works by Kancheli, 
Vasks, Sergei Slonimsky, Artur Avanesov and Elmir Mirzoev. He has 
recently completed distinguished terms on the Boards of Chamber 
Music America and the National Flute Association.

Michael Unterman 
is a cellist newly unleashed on the 
scene, fresh out of a Master’s degree 
program in Historical Performance at 
The Juilliard School. His time there 
included private studies with Phoebe 
Carrai and numerous performances with 
some of the early music world’s finest, 
including William Christie, Richard 
Egarr, Monica Huggett, Robert Mealy, 
Jordi Savall and Masaaki Suzuki. Besides 
being a member of Gut Reaction (fea-

tured in this season’s Byron Schenkman and Friends), Michael is a recent 
addition to the cello section of the Portland Baroque Orchestra and is a 
member of the (modern instrument) chamber orchestra A Far Cry, with 
whom he has received critical mention both for his “particularly lovely 
solo playing” (Boston Musical Intelligencer) and for his knack at curating 
concert programs, with a concert of Cage, Schittke, and Haydn being 
named one of the Top 10 Performances of 2012 by the Boston Classical 
Review, and a separate program which was praised for its “exhilirat-
ing concept and execution. This is the way good programing should 
proceed” (Arts Fuse). Michael also holds Bachelor’s and Master’s degrees 
from the New England Conservatory where he studied with Laurence 
Lesser and Natasha Brofsky, and was the recipient of a Fulbright grant in 
2008 to study in Barcelona, Spain with Lluis Claret.

Laurel Wells is known for 
her work on both baroque and modern 
viola and violin. She has enjoyed an 
extensive and eclectic musical life, 
performing in Hong Kong, Norway, 
Canada, and throughout the United 
States. For twenty years she played 
violin with the Lyric Opera of Chicago, 
between seasons earning Master’s 
degrees in violin and viola from Indiana 
University. She studied chamber music 
at the Banff Centre in Canada and 

performed extensively under the guidance of the Vermeer Quartet. 
Laurel was a member of the Northwest Chamber Orchestra, hold-
ing the position of principal viola. She is currently a member of the 
Pacific Northwest Ballet orchestra and performs often with the Seattle 
Symphony, Seattle Opera, and at the 5th Avenue Theater. In the early 
music world, Laurel plays with the Seattle Baroque Orchestra, the 
Pacific MusicWorks, and with her quartet, Opus 20, in the Gallery 
Concert Series. She has also participated in the Whidbey Island Music 
Festival, and the EMG’s Early Music Fridays. Laurel has recorded with 
Seattle Baroque, for NPR, and the Wild Boar and Centaur labels.
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Nathan Whittaker, 
violoncello, enjoys a unique and diverse 
career as a concert soloist, chamber musi-
cian, recitalist, teacher, and historical 
cello specialist. He plays regularly with 
the Seattle Baroque Orchestra, Pacific 
Baroque Orchestra, Portland Baroque 
Orchestra, and is a founding member 
of the Op. 20 String Quartet. Recent 
concert appearances have included 
the Indianapolis Early Music Festival, 
Vancouver Early Music Festival, and 

Pacific Baroque Festival (Victoria, B.C.), as well as other concert stops 
ranging from Seattle to New York to Dubai. He also composed and 
recorded an original score for the Emmy nominated documentary 
“When Seattle Invented the Future”. He can be heard on recordings 
by ATMA Musique and Harmonia and broadcasts by NPR, CBC, and 
KING FM. An active pedagogue, he maintains a dynamic private studio 
and is faculty at the Cornish College of the Arts and the founder and 
director of the Seattle Chamber Music Coaching Sessions (SCMCS). 
Along with his busy performance and teaching schedule, he completed 
a Doctorate of Musical Arts from the University of Washington in 2012. 
Dr. Whittaker also holds degrees from Indiana University.

Violinist Liza Zurlinden, a 
native of San Francisco, enjoys a career rich 
with chamber music, orchestral playing, 
and teaching. She is a recent transplant to 
Seattle and is thrilled to be making this 
beautiful city her home! Ms. Zurlinden 
has performed with the New Century 
Chamber Orchestra in San Francisco since 
2003 and the self-conducted chamber 
orchestra A Far Cry in Boston since 2007. 
She has collaborated with members of the 
Cleveland, Juilliard, and Mendelssohn 

Quartets and was a member of the Mosaic Quartet in New York from 
2008-2010. Ms. Zurlinden maintains a private teaching studio and 
has also coached chamber music in Rice University’s pre-college music 
program, at the University of Memphis, at the New York Summer 
Music Festival, and through the New York Youth Symphony and 
Boston Youth Symphony Orchestra chamber music programs. She was 
assistant professor of violin and a member of the Ceruti String Quartet 
at the University of Memphis for the year 2002-2003. She has recorded 
for Naxos, Paladino Music, Azica, NSS, and Blue Note Records. Ms. 
Zurlinden holds a Bachelor of Music degree from the University of 
Michigan, a Master of Music degree from Rice University, and an Artist 
Diploma from SUNY Purchase.
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RussianChamberMusic.org
“...to bring the best of Russian music to American audiences.”

Saturday, September 13, 7:00 PM
Mercer Island Presbyterian Church in 
collaboration with MIPC concerts series.

Sunday, October 12, 5:00 PM 
Benaroya Nordstrom Recital Hall 
“Autumn Evenings”

Friday, December 12, 7:30 PM
Frye Art Museum  
Eleonora Karpukhova, Solo piano recital

Saturday, December 13, All Day 
Mercer Island Presbyterian Church 
Russian Piano / Ensemble Festival/Competition

Join us as we continue our 2014 
season of premiere concerts

Craig C. 
Tomlinson



JAMES EHNES Artistic Director

Illsley Ball Nordstrom Recital Hall at Benaroya Hall

2015 SEASON
WINTER FESTIVAL // JANUARY 23-31           SUMMER FESTIVAL // JULY 6-AUGUST 1

206.283.8808  //  SEATTLECHAMBERMUSIC.ORG


