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A String Trio is both a genre of music and a type of performing ensemlole; both are
rare and difficult to ]r'ind in their most exquisite forms. In Frencli, the instruments
are violon, alto (viola) and violoncelle. Altl\ougl’\ many composers have (perl'\ops
mistokenly) possed over the string trio in fovor of other, more common types of
chamber music, tl\ey can be true gems when performed l:>y soloists of the lligl'uest
order. In the ensemble, the balance of sound and pitcl'\ must be impeccolole; for
each player, there is nowhere to hide. The Black Oak Ensemble — three soloists
interacting as this superlative ensemble — have made it their mission to seek out
unknown string trios. Three works receive their world premiere recordings on this
disc.

Each of the composers represented has a unique musical voice and temperament,
and all resisted the “-isms” of the eorly 20" century in the Interwar years — either
as outsiders (especiolly Cras, Goug, and Tomosi) or tl'\rougl'\ stubborn indepen-
dence. Wliy did these composers choose to write string trios? The cl\ronology

of these works’ composition, in view of yet another opproocl'iing world war, may
have inﬂuenced the choice of agenre eosily realized loy only three, eosily portolole
instruments. One thread connecting these works and the time period of their
creation is the Trio Posquier: three brothers (]eon, violin; Pierre, viola; Etienne,
cello) for whom Casodesus, Froncoix, Pierng, Somozeuill’\, and Tomasi wrote and
dedicated their string trios. The Posquier brothers were the best game in Europe
and continued to perform these works in radio broadcasts, even during the war
years. The Black Oak Ensemble continues their legocy, laringing these gems to

21 century listeners.

HENRI TOMASI (901-1971)

Trio & cordes en forme de divertissement (1938)

“Pour les freres Pasquier”

Henri Tomasi was born in Marseilles on August 17,1901
to Corsican parents. His fotl‘ler, an omoteurﬂutist who
pulolisl\ed several collections of Corsican foll(songs,
encouraged his son to study music — and forloode him
from pursuing his first interest, a life at sea. The gifted
young Tomasi won top prizes in music t|1eory, piano, and
hormony at the Marseilles Conservotory and then, with
the ]r'inonciol assistance of a l:Jenefoctor, moved to Paris to
attend the Conservatoire National Supérieur de
Musique. His studies deloyed loy WWI, he was forced to
earna living playing piano in the cabarets of the Pigolle
district and in silent ]r'ilm houses, where he learned to
improvise and to respond musicolly to the variety of
emotions shown on screen. In 1927, he earned top honors
at the Paris Conservatoire in composition and conducting.
Directly ofterword, he begon arenowned career as a
conductor, first with the orchestra of the Concerts du
]ournol and tl'\en, in1931, for Rodio—Coloniol, one of
Frances first radio stations. A founding member of the
Triton Society, Tomasi was active — from 1932 olong
with ]eon Francaix, Gabriel Pierng, Francis Poulenc, the
Trio Posquier, and others — in this group dedicated to
promoting and encouraging contemporary music.

Tomasis international success as a conductor surpossed
his fome as a composer especiolly in France. Best known

todoy for his virtuosic trumpet and trombone concertos,
his impressive compositionol output of neorly 120 opus
numbers ranges from the lorge—scole (operos, ballets,
concertos, and symplwnic worl<s) to the more intimate,
including chamber music for aremarkable variety of
instrumental groups. Tomasis Mediterranean roots

are reﬂected in numerous compositions, from the eorly
Variations sur un théme corse (1925) for wind quintet to
his Trois postoroles provencoles for two guitars and string
orchestra (1966). His stogeworl<, Les santons (Provencol
for “little soints") came in the same year as the Trio &
cordes, and both pieces share melodic references toa foll<
song from the region.

The Trios opening Prélude feotures stoidly conservative
harmonic longuoge, and traditional roles for violin with
occomponimentol viola and cello are reinforced lay a
four-note rl\ytl'umic f-igure that may be a reference to
Beethoven. The implicotion of the title divertissement
comes more into focus in the second movement,
Nocturne, where the listener is lorougl'\t gently intoa
more recent musical idiom as |oyered themes of cello and
viola circle around the dissonant interval of the tritone
cradled in swaying, barcarolle rl'\ytl'\ms. The deloyed entry
of the violin in a diﬂerent meter (4/4 against the other
instruments’ "%/, a) is almost jarring in its stroigl'\tforword
presentation of melody, while the instruments’ intricate
textural combinations are mosterfully French.

The virtuosic Scherzos energetic opening melody is
quicl(ly and seomlessly handed off from one instrument to



the next, creating the impression of a single, wide—ronging
line. The movements unmarked “Trio” section slows in
pace and quotes the preceding Nocturne before returning

to tl\e energetic cl'iorocter O{ tl1e Scl‘nerzo.

The “Final” evokes a celebratory folk dance, with an open-
fiftl\ accompaniment in the viola and cello underscoring a
sprigl'itly melody in the violin. This melody isvery similar to
tlie Provengol air, "Les Olivettes," quoted in otlier Tomasi
works, including Les Santons mentioned above. The
sectional formot of the tig l\tly constructed Final reﬂects
another recurring Tomasi characteristic: constontly
cl\onging, sometimes l'iigl'ily contrasting colors ofon aural

l(qleidoscope.

Musicologist Fredéric Ducros remarked that Tomasis mu-
sic has been relegoted to “an unjust neglect, waiting to be
discovered l)y todoy's musicians.” Black Oak Ensemble’s
world premiere recording isa significant step toward that

deserved wider recognition.

Trio pour violon, alto et violoncelle (1926)

Like his younger contemporary Tomasi, the Breton ]eon
Cras was drawn to the sea but, unlike Tomasi, chose a
career in the French navy. The sonof a Novy doctor, Cras
led a double life. His pul)lic persona was that ofo naval

oﬂicer and scientist who eventuolly achieved the rank

of Rear Admiral and is credited with the invention oftlie
régle-rapporteur Cras, a navigational ruler-compass that
became standard issue for all French armed forces after
1917. His more private avocation as a composer was

la rgely achieved while at sea — sometimes in perilous,

war-time circumstances.

In preparation for his naval career, Cras received
advanced training in science and architecture. As a
composer, Cras was essenticlly an autodidact. His
musical training, initiolly from his mother, in whose
celebrated salons Cras performed Beethoven piano
sonatas and either violin or viola in his string quartets,

did not include conservatory studies. Private study with
composer Henri Duporc during a three-month hiatus in his
militory career provided his only real training in liormony,

counterpoint, and musicolformi

Cras’ compositionol output includes stage, orchestral and
choral works. His preferred medium of expression howev-

er, was chamber music. This can be seen porticulorly in his
mature works, all but two ofwl1ic|'1 (written between 1922

ond 1929) are scored ](or cl\oml)er enseml‘:les.

Cras penned his Trio pour violon, alto et violoncelle
l)etween MOI‘CI’] ond June 1926 wltile stotioned at l_orient,
an important naval port on the Brittany coast. The

first movement has no tempo marking or title, perhaps
reﬂecting the composer's no-nonsense, scientific outlook.
Swoying, syncopoted figuration in the violin and viola is

set against squarely repeated notes in the cello.

Gradually taken up l)y all three instruments, these undu-
loting figures develop into thematic material that forms
the basis of the movement. An angular double-dotted
motive is introduced as contrast to soaring violin melodies
l)efore the initial theme returns, first in a tempo thatis
doubled in pace and marked martelé (literolly
“hammered,” a bow stroke with a percussive sforzando
attack and a silence between notes). The opening
thematic material returns to close the movement colmly,

groduolly slowing to a sustained chord.

The structure of the second movement is an homage

to the slow movement of Beethovens Op. 132 string
quartet, the miniature score of which Cras olwoys l(ept

at his side while on naval duty. |nfused into the Classical
references are many elements of Breton folk music,
including frequent allusions to the biniou, a Breton
l)ogpipei The viola/cello open—fiftl'i accompaniment eorly
in the movement provides an authentic sonic foundotion
tothe modolly inﬂected violin line. A violin cadenza
further evokes Breton fol|< music with the "fifing" style of
the bombarde (an oboe-like instrument) before the meter
sl'iifts to 7/4, eclioing the metric irregulority of melodic
plirosing in Celtic foll( songs. The movement closes with
the loyering of canonic imitation between the viola and
cello coincidental with a bombarde—inspired violin melody,

spiced with harmonics and colorfulfigurotions.

Tlie ligl\t—l'ieorted tl'iird movement, morl(ed Animé witl'i a
strict tempo of 138 beats per minute but “not any faster,"

feotures each instrument as a soloist, often against a

steady, open-fifth accompaniment in the other parts.
These solo lines include multi-linear, virtuosic passages
simuloting the bombarde + biniou pairing — ployed l)y a

single stringed instrument.

The finol movement is the most illustrative oftl1e compos-
ers remark that “the general mood of the work is Breton
(lil<e its outltor)." lts a Celtic jig based on the dance Tro
de Cournouoaille, introduced l‘:y the cello with loyered
entrances l)y viola and violin. The triplet jig rl\ytlims are
tronsformed toa rippling undercurrent for the violin's
relatively slow-paced, modal melody. The movement ends
with the initial dance melody, developed and exponded

in range to ](eoture each of the instruments’ technical and

expressive capa bilities.

Trio pour violon, alto et violoncelle (1939)

When he is mentioned at allin l‘)iogropliiccl sources,
Emile Goué is noted ](or lmving given his life for his
country. (A recent work s titled Compositeur mort pour
la France.) Trained as a mathematician and pliysicist,
Goué was also passionate about music; his thesis was
“An Experimentol Study oftl\e Sound Qualities oftl'ie
Tambour Drum.” After l:ieing licensed to teach in the
sciences, Goué enrolled as a student to study contrabass

at the Conservatoire de Toulouse. To lielp defroy tuition



expenses, he occomponied silent films at the piano,
improvising and tronsloting the visual images into music.
This unconventional training was supplemented l)y
private study in liormony and counterpoint with composer
Charles Koechlin. Goué was mobilized as a lieutenant in
the French Army in 1939 and was captured as a prisoner
ofwor in1940. During the five years he was held at
Stalag Oflag XB, Goué managed to teach music, physics,
and chemistry; to form and direct an orchestra; andto
compose the majority of his extant works. Sltortly ofter
returning to Paris, Goué succumbed to a pulmonary
infection lorougl'it on l:)y his experience as a prisoner of

war.

Written just l:)efore the composer's milita ry deployment,
Goué's string trio l‘)egins in a Presto tempo with a unison
presentation of its main theme. Frequently cltonging me-
ters combined with harmonic longuoge that is not quite
tonall, liinting at a pentatonic idiom, give this movement a
sense of unpredictol)le forword motion. The Adogio sec-
ond movement, with its gently rocldng theme in the violin
(ond later the violo) is like @ lullol)y, with accompaniment
derived from the previous movement. The Adogios har-
monic longuoge is sul:)stontiolly chromatic, with surprise

sectional cadences on stroiglitforword major chords.

The final movement features a sprightly, bouncing theme,
introduced l)y the cello. |nspired l‘:y foll< dance, it oﬂers
the triplet profile and energy of a tarantella. A lyrical slow
section provides temporary respite l)efore the energetic

dance theme returns in fragmented and overlapping

contrapuntal entrances. The movement, and indeed the
whole work, is summed up with the cello getting the last

WOl‘d.

Goué’s String Trio holds a speciol ploce in the composer's
oeuvre as he was fortunate to hear the work premiered
in Poris, alongside l\is mentor Cliorles Koechlin, in MOI‘Cl’i

1946, just six months l)efore his untimely death.

Trio (1 933)

“A Messieurs Etienne, Pierre et ]eon Posquier"

Jean Francaix was the son of musical parents who closely
supervised his eorly education. His mother was a singing
teacher and founder of a celebrated choir; his father,

a composer, pianist, musicologist, and Director oftl'ie
LeMans Conservatoire. ]eon's musical optitude was
recognized early. Maurice Ravel wrote to the elder
Frongoix, "omong the childs gifts | observe above all the
most fruitful an artist can possess, that of curiosity: you
must not stiﬂe these precious gifts now or ever, or risk
letting this young sensil)ility wither.” At age four, the young
Frongoix was improvising at the piano; at ten, he was ac-
cepted as a student of harmony by the famed pedagogue
Nadia Boulanger, who later performed or conducted nu-
merous premieres of his works. Continuing his education
at the Paris Conservatoire, Frongoix received top honors

in both composition and piano performoncet At 20, he

performed his Concertino for piano and orchestra

with the prestigious Concerts Lamoureux. He toured
extensively as a soloist performing his own music, and
witl'i numerous otl'ier instrumentolists, including Etienne,

Pierre, ond ]eon Posquier, tl'ie dedicotees of l1is 1933

string trio.

Frongoix’s compositionol output encompasses works in

a wide range of genres: five operas, a monumental
oratorio, orcltestrol music (including celel:)roted solo
concertos for wind instruments), film music, ond 16
ballets. Chamber music seems to have been a preferred
medium: a variety of works for combinations of 2-12
instruments, in addition to his compositions for solo

piano, form a substantial part of his ceuvre.

Often labelled a neoclassical composer, a descriptor
that liordly encompasses the range and breadth of his
expression, Froncoix wrote this string trio using traditional
structures, with notable textural clority, ogility, and
characteristic humor. With three out of four movements
curiously marked “Vivo,” Froncoix leaves it up to the
performers to choose just how lively their performonce
should be. The first movement, Allegretto vivo, is a moto
perpetuo with constant 16™ notes outlining close melodic
intervals in repeoted scale frogments. These bits of
melodic scales are occosionolly exponded rl'iytl'imicolly

to grant diﬂerent soloists the spotliglit. Overall, the
movement is energetic but restrained, with predominoting
dynomic levels of pianissimo (pp) and pianississimo

(ppP)-

The second movement is a ployful Scherzo in the tradi-
tional tripartite formot witha contrasting middle section
and a return to the “A” section. Dance-like rhythms are
performed with quicl<ly olternoting pizzicato (plucked)
and arco (l)owed) directives. Across-the-bar syncopations
add complexity to the fost—moving excl’tonges of thematic
material from instrument to instrument. The unlabeled
Trio section is marked “Ironico” and introduces a rustic
element with intentional hesitations and syncopation to
contrast the sopl'iisticotion oftl'ie previous section. The
movement as a whole plays on the listeners expectations
of stable dance rl'iyt|1ms and calls ](or a ltigl1ly skilled

enseml:ile performonce.

The Andante movement features a solo cantabile melody
against sustained, slowly sliifting chords in the other
instruments. Sl\ifting meters (olternoting 4/4 and 3/4) give
the music a poetic plirosing, as tltougli unheard lyrics are
shaping the syntax of the melody. The final Rondo, once
again marked “Vivo,” is the most virtuosic of the Trio—
atribute to the performonce skills of its dedicatees, the
Posquier Trio. The Rondo combines both dance elements
of the Scherzo movement: agile ployfulness and a more
heavy-footed sarcasm. There is a Haydnesque humor

to the occasional empty pauses, oﬂ-tl\e—l:)eot pizzicato
syncopations, and sliding chords marked perdendosi
(dying owoy). The finol bars leave us with an impisl\ last

word, a PPP ensemble pizzicato chord.



Trio & cordes (1938) “Au Trio Posquier"

The scion ofa multi—generational musicalfamily of
Catalonian descent, Robert Casadesus is best remem-
bered as a leacling concert pianist and pedagogue, less
so as a composer. His uncles were conductor/composer
Francis Casatlesus, cellist Marcel Casaclesus, and violin-
ist Marius Casadesus. His fatl'ier, the only non-musician
in his generation, was a well-known actor and theater
director known l:y the stage name Robert Casa. |nitially
encouraged to take up violin, three-year-old Robert
adamantly chose the piano. At age ten he entered the
Paris Conservatoire and studied with a pupil of Franz
Liszt. World War | interrupted his training; his fatl'ier's call
up to duty forced the young pianist to seek employment as
an extra percussionist in the orchestra oftl‘re Theatre de
l'Opéra Comique. After establishing astellar career as

a virtuoso pianist, Casadesus became professor of piano

at tl\e American Conservatory at Fontaineloleau. After

World War ||, he made Princeton his home base.

Casadesus notably made duo piano rolls and toured with
his close frientl Maurice Ravel. His recorcling of Ravels
complete piano works continues to be revered, as do his
albums of Mozart’s piano concertos with George Szell
and Beethoven’s sonatas for violin and piano with Zino

Francescatti (a close friend ofTomasi).
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Many of Casadesus’ compositions, including four sym-
pl'ionies and five piano concertos, remain in manuscript.
His pul)lisl\ed output is largely for piano, ranging from
solo and duo piano works to sonatas for piano and flute,
violin, ancl cello, respectively. His 1938 Trio & cordes, Op.
25, the one published work among Casadesus'’ catalog
of string chamber music (comprising numerous trios,

quartets, ancl quintets), was never recordecl until now.

Casadesus’ compositions are relatively few. Accorcling to
his daughter, Thérése Rawson, he wrote mostly while on
trains, in between performances. The first movement of
the Trio & cordes, Allegro con brio, features interlocl(ing
rliytl'rmic patterns in contrasting metrical combinations.
The constant motion of these rhythmic patterns could
suggest the experience oftrain travel. Sometimes
overlapping, sometimes simultaneous, each oftl\e three
instruments participates equally within an elegant, finely

crafted contrapuntal texture.

In the second movement, Légende, the slow tempo, a
sligl’rtly unsettling 5/4 meter, and muted strings combine to
evoke an atmospl\ere shrouded in mist. The gently lyrical
character of this opening section with its grace-notecl,
slow melodies is juxtaposed with an energetic Vivo
scherzando middle section featuring a l)ouncy aral:esque
figure and across-the-bar rhythms written in a modal
syntax. Aslow monologue in the viola transitions back to a
repeat of the opening section. The movement ends with a

short, unison snippet oftl\e Viivo scherzando.

The unusual tempo marking Allegro aperto (Open
Allegro) seems a clue to the unconstrained nature of the
trios final movement. The most dissonant of the three, it
l)egins with a sweeping, dramatic melocly in the violin,
accompaniecl l)y tremolo-like excitement in the viola and
cello. The violins melocly supplies much oftl’re thematic
material for the movement which, in l<eeping with the
theatrical charisma of its opening, presents contrasting
moods in sections marked “Murmurando” (murmuring),
“Deciso” (decisive), and "Appassionato" (passionate).
The movement closes with a ffrestatement of its dramatic

opening theme.

Casadesus’ String Trio is the expression ofa unique
compositional voice, combining fine craftsmansl\ip anda
poetic sincerity not beholden to any “school” or partisan

aesthetic movement.

Suite en trio pour violon, alto et violoncelle

(1937) “Au Trio Pasquier"

Gustave Samazeuilh was l\igl\ly regarclecl as a writer —
of music criticism as well as music compositions. He was
a disciple of several iconic French composers, including
Claude Debussy, from whom the 19-year-old Samazeuilh

received individual tutoring on scores such as Prélude

a ['aprés—midi dun {aune. Declaring “l was, | am, a
Del)ussyste," Samazeuilh became an unoﬂicial pul)licist
for his mentors music. He subsequently enrolled at the
Schola Cantorum, wl\ere l'ie stucliecl witl1 its founder,
composer Vincent d'Indy. The Schola had a reputation, as
Samazeuilh later recounted, for "imposing a catechism
of strict allegiances” — a reference to the schools then-
innovative curriculum based on the study of Gregorian
chant and Palestrina. His musical criticism gracecl the
most inﬂuential music journals oftl’re 20" century, provid—
ing educated, insigl'rtful commentary on the premieres of
major works by Ernest Chausson, Paul Dukas, d'lIndy, and
others. A skilled pianist, Samazeuilh made over 100 piano
transcriptions of orchestral works by Del)ussy, cl'lndy,

Dukas, Fauré, Franck, Ravel, and others.

The Suite en trio pour vio[on, alto et violonce[[e ta|<es
the form of a Baroque dance suite. The movement titles
correspond to dance steps employed in Frencl1—inspirecl
lB"‘—century instrumental music l)y].s. Bach and others.
Originally a piano work, the composer rescored it as a
string trio widely performed l‘:y the Trio Pasquier cluring

tl1e 19305 ancl 405 TI’]e BlGCl( Odl( Enseml)le presents

the world premiere recorcling of this configuration.

The opening Prélude presents a multi-layered texture
featuring a languid melocly, each instrument tal(ing asolo
turn supported by a two-part accompaniment: filigree
16™ notes plus a countermelody that often shadows the
rliytl'ims of the main melodic line. Fluid tempo cl’ranges

evoke the improvisatory nature of a Bach prelude.



The chromoticism ofthe accompaniment, however,
presents a much more modern harmonic and melodic

sound WOI’IAA

The second movement title, Froncoise, is lil(ely a reference
to the Baroque contredanse francaise, the most popular

French dance of the 18" century, featuring repeated slow-
fast-fast rhythmic figures (as here). Samazeuilh recreates
a refined, courtly aesthetic while odding syncopation and

harmonic dissonance for spice.

The sarabande was originolly a passionate, sensuous
dance accompanied l)y castanets. Even without the
castanets, the sensuous connotations of the dance are
retoined I:)y Somozeuilh's sinuous melodic lines ond slow,

sultry tempo.

A divertissement was a scene in a 17" or 18*-century
French operaq, incorporating dance, choral singing, and an
instrumental interlude or two. The sectional mood chong—
es ofthe trios Divertissement movement may recall a
multi—port segment ofo stage work. Or it might just bea

reﬂection ofthe words generol meaning: entertainment.

A musetteis either a l)ogpipe instrument, or a donce—style
movement such as the “Gavotte ou la musette” from

Bachs Third English Suite, to which the flftl‘\ movement of
Samazeuilhs trio bears a stril(ing resemblance. The open-
flfth drone sound of the musette l‘)ogpipe is introduced I:)y

the cello in the last section of the movement.
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The finol piece in the Suite en Trio is forlone, historicolly
a lusty, spirited courtship dance and later a populor
elementin 17"‘—century French court ballet. Sama-

zeuilh instructs the musicians to perform “Trés animé et
joyeusement,” and retains the short upbeat plus long
downbeat rhythm of the forlane dance, although updated
with syncopations that would be diﬂicult for dancers to
follow. The piece concludes with a series ofshort sections
recalling the previous three movements, followed By afast

and furious moto perpetuo ﬂourish to the end.

Trois piéces en trio (1937)

Gabriel Pierné is the elder statesman among the
composers assembled on this recording: in chronologiccl
age, public status as a renowned conductor, and lived
experience. Born in Metz, which norrowly avoided l)eing
ceded to the Germons in 1871, Pierné lived through the
Franco-Prussian War and World War | and saw the ad-
vancing chaos that led to World War II. Pierné attended
the Paris Conservatoire where he studied composition
with ]ules Massenet and became lifelong friends with
DeBussy. He briefly embarked on a career as a concert
pianist, writing solo piano music for his performonces.
When César Franck possed away in 1890, leoving a
vacancy for organist at the Church of St. Clotilde in Paris,
Pierné was topped to flll this highly esteemed position.

In 1910, he occepted the directorship ofthe renowned
Concerts Colonne, conducting a 48-concert subscription
season as well as concerts in the French provinces and
internotionol cities. As a conductor, |'1e was odmired for his
clear baton technique and close study and l(nowledge of
the repertory. He conducted the premieres of major works
by Del:ussy and Ravel, and the premiere of Strovinsl(y's
Firebirdfor Dioghilev's Ballets Russes. In between concert
seasons, Pierné found time to compose at his summer
home in Brittony. His compositionol output includes stage
wor|<s (operos, bollets, ond incidentol music), lorge—scole
orchestrol music, vocol music, ond a sizeoble output for

choml‘)er ensembles .

Among Piernés last works, Trois piéces en trio was
premiered I:)y the Trio Posquier on a March 1938 concert
ofthe Triton Society4 The reviews were unoboshedly
positive, colling the work “a legitimote success, ployed

by an eminent group." Cleorly disployed on the title

page are a series of rubrics outlining the names of the
composition's dedicatees, the brothers Posquier. "]eon"
(C#—E-A-G), “Pierre” (B-B—E-D-D-E) and "Etienne"
(E-F#-B-E-G-G-E) are spelled out, each in the clef played
by thot l)rotlﬁer's instrument: violin, violo, ond cello,

respectivelyi A rubric for "TrioPosquier" follows.

The opening movement employs the name-themes, one
at atime, in each ofthe appropriate instrumental lines.
Pierre’s theme (violo) l)egins, followed l)yJeon's and
Etiennes in careful contrapuntal overlay. Although the

listener may not comprehend the full implicotions of this

thematic name game, each melody is cleorly identifiol)le,
presented in straightforward rhythms. The mood changes
when the TrioPosquier theme is introduced; the r|1yt|1mic
values get faster and the meter changes to a more
complicoted 7/3. The Pusquier theme is juxtoposed

onto itself in imitative counterpoint, indicoting a speciol
interaction between the members of the ensemble. Each
theme returns, sometimes in excerpts, sometimes with oll
instruments in unison. The mood chonges from serious to
playful, but never argumentative; altogether, the portrait

ofon exquisite ensemble.

The second movement, “Chanson,” begins with a gentle
melody introduced l‘)y the viola and occomponied by the
cello. The violas phrosing is inﬂuenced l)y rhythms that
don't obey the bar lines: the regulor metrical pulse is
obscured as though following a poetic text. The texture
becomes groduo“y more dense with the addition ofc
countermelody and a chromatic accompaniment before

returning to the opening theme and a quiet endingi

The finol movement s titled “Les trois clercqs de Sainct
Nicholas,” and also marked Giocoso — Mouvement dune
marche alerte. The movement bears an epigraph in faux
ancient French, taken from Honoré de Balzacs Droll
Stories: "After lunch, three stuﬁed cats [on ironic
reference to the three clercgs or priests], pot-bellied and
well—lubricuted wit|'1 drin|<, stumbled into t|1e crowd of
people atthe foir." Each ofthe instruments alternate in
ploying ashort, quicl(ly—poced motive representing the

sliding cats while pizzicato chords simulate the drumbeat
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of the tempo indications “alert march.” The story's
humor is also portmyed through glissandos and

the pile—up of thematic fragments. A new tl\eme,
played in high—pitched harmonics and marked “like
a populur song,” is uccompunied by repeated,
pizzicato notes in the cello marked “like a smalll
drum (tambourin)." Humorous (slopstick?) episodes
ensue. After areturn of the initial sliding-cuts motive,
the piece ends with shorter and quieter frugments of
this theme until the well—fed animals collapse intoa
sustained PPpp nap.

©Elinor Olin 2022

Dr. Elinor Olin is a professor at Northern lllinois
University School of Music and has a Boc/tground
in both music performance and music Iu'story.

Photo: Willem van de Poll
Terrace cvf Cufé dela Paixon the Boulevard
des Capucines, 1935
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Black Oak

EFnsemble

Praised for its "insightful, committed and mosterful
performonces" (C[assicsToclay “10/10" review) and
"fierce eloquence" (Times of London), the Black Oak
Ensemble is one of the most innovative and exciting

chomloer ensemloles on the internotionol stage.

The Black Ock Ensemble comprises Grammy-nominated
violinist Desirée Ruhstrat and cellist David Cunliffe
of the acclaimed Lincoln Trio and violist Aurélien Fort
Pederzoli, a founding member of the groundbreaking,
Grammy-nominated Spektral Quartet.

Released on Cedille Records in 2019, the ensemble’s
debut o“:zum, Silenced Voices — a deeply personol
program dedicated to mid-20th centuryJewisn
composers, most of whom lost their lives during the

Holocaust — has been feotured by Gramop/wne and
Strings magazines, BBC Rodio 3, The Violin Cnonnel,
and Sirius XM.

The ensemble has collaborated with renowned artists
including guitarists Mak Grgic, Denis Azobogic, Goran

Ivanovic, and ]osé Ferreiro; hurpsicnordist ]ory Vinil(our;

members of Eigi\t|1 Blockbird; and ﬂutist Eugenio Moliner.

Passionate advocates of new works, Black Oak has
commissioned and premiered string trios from renowned
composers such as Michael Nymon, David Ludwig,
Mischa Zup|<o, and Conrad Tao.

Black Oak performs regulorly in recitals and festivols
throughout the world. A recent tour throughout Europe
included performonces in Amsterdam, Athens, Geneva,
Grenoble, Lyon, Paris, Prague, Rennes, and Yverdon.
Other appearances include the Ravinia Festivol, Cnicogo
Culturol Center, Art |nstitute of Cnicogo, Lotino Music
Festivol, Moyne Stoge, WEMT, Grand Rupids Museum of
Art, University of Oregon, Communouté]uive de Noncy,
Le Festival du film ]uif de Paris, Everlusting Hope festivol in
Tneresienstodt, ond L’Alhoml’:m in Vittel, Fronce.

Recent seasons have included a speciol performonce in
Geneva, Switzerland for the opening exhibition of “A
Sanctuary in the Storm,” a performonce dedicated to
human rignts, plus their debut at the Newport Music
Festivol, a winter residency in Corsico, a recording wit|1

renowned Swiss violinist Rachel Kolly, and t|1is, their

second o"aum fOl’ Cedille Records.

Dedicated educotors, Black Oak has held residen-
cies at University of Wisconsin—Eau Claire, St. ]oi-m's
Scnool for the Arts (USVl), Arizono Stote University,
and the Gila Vo“ey Arts Council in Soﬂord, Arizona.
Tney currently serve as Ensemble-in-Residence at the
New Music School in Cnicogo and collaborate with
In Crescendo Colombia (South Americo), Evanston
Young Artists, Cnicogo Musical Pothwoys Initiative,

and the Ravinia Festivals El Sistema program.

The ensemble is named for the black oak, a beautiful

tree native to its home state of lllinois.

l)lacl(oal(ensemhle.com

Photo: Ayaka Sano
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