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From	
ARNALDO COHEN,
ARTISTIC DIRECTOR
Thank you for joining me in welcoming 
Tamara Stefanovich, the second artist 
of our 2014 / 2015 season, in her 
Portland debut!

Ms. Stefanovich will perform two 
completely different programs, taking 
us to several fascinating and contrasting 

worlds. On Sunday, we will experience the rarely performed Ives Sonata 
No. 1 and on Monday, alternating Rachmaninov and Ligeti studies.

While some of today’s music may be unfamiliar or even uncomfortable 
at times, I encourage you to be courageous! Remember that music is 

a language with a non-breakable code, allowing 
each listener to construe what they wish. Use your 
imagination as you listen and rest assured that 
whatever the music says to you will always be 
true. Only if we open ourselves to experimentation 
and uncertainty, can we find new passions.

On Saturday, Ms. Stefanovich led young pianists 
in “Beyond the Score,” an intimate opportunity 
to observe a master teacher coach talented 

students. These open-to-the-public free events are vital to Portland Piano 
International’s educational mission. The Maybelle Clark McDonald Fund 
has recently encouraged such programming by awarding Portland Piano 
International a $20,000 matching grant for education. For every dollar 
you give for educational programs, the Fund will match it.

I want to thank our season sponsor, Noam Ben-Hamou and our recital 
sponsor Marianne Perrin for their generosity and ongoing support.

ABOUT PORTLAND PIANO INTERNATIONAL

Since 1978 Portland Piano International has presented more than 160 
world-class pianists in solo recitals. Visionary Harold Gray founded 
the series and in October 2012 Arnaldo Cohen, a concert pianist of 
international renown, succeeded him. While focused on advancing 
artistic excellence, Arnaldo is also committed to growing Portland Piano 
International’s educational programs. In addition to its Summer Festival 
and “Beyond the Score” master classes, Portland Piano International 
is creating opportunities for young up-and-coming performers, 
commissioning new compositions for solo piano and reaching new 
audiences across the state.

In the 2014 / 2015 season, we 
present four Portland premieres 
and a North American premiere; 
three artists under 30 and 34 
composers from 14 countries, 
including America and Australia.

TAMARA 
STEFANOVICH 
TODAY'S ARTIST

SIMONE 
DINNERSTEIN 
DEC 14–15, 2014

DENIS 
KOZHUKHIN 
JAN 25–26, 2015

BENJAMIN 
GROSVENOR 
MAR 8–9, 2015

Duo ANI & NIA 
SULKHANISHVILI 
MAY 3, 2015

IGOR 
KAMENZ 
SEP 21–22, 2014

Only if we open 
ourselves to  

experimentation 
and uncertainty, 
can we find new 

passions. 

THE 

NORTHWEST’S  

P REMIER 

PIANO STORE

711 SW 14th Avenue  
Portland, Oregon 97205 

503.775.2480 
portlandpianocompany.com

Discover a breathtaking array of 
instruments, including pre-owned 

Steinway pianos.

T he music you make is 
an integral part of you. To 

be your best, play the best! 
At Portland Piano Company, 
you’ll find our selection and 
service are nothing short of 

world class.

A fine piano is more than an instrument.
It’s a way of Life.

Cover Photo: Marco Borggreve
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Known for captivating interpretations 
of a wide variety of repertoire, Tamara 
Stefanovich performs at the world’s major 
concert venues including New York’s 
Carnegie Hall, Berlin’s Philharmonie, 
Tokyo’s Suntory Hall and London’s 
Royal Albert Hall, Barbican Centre and 
Wigmore Hall. She features regularly in 
international festivals such as Lucerne, La 
Roque d’Antheron, Aldeburgh, Salzburger 
Festspiele, Klavier-Festival Ruhr and 
Beethovenfest Bonn. 

Highlights of the current season include 
an extensive US recital tour marking the 
90th birthday of Pierre Boulez, recitals at 
Konzerthaus Berlin, Southbank Centre 
London and Muziekgebouw Amsterdam 
as well as performances with Bochumer 
Symphonieorchester under the baton of Anu 
Tali. She performs Ligeti’s Piano Concerto 
with Stuttgarter Kammerorchester and 
Matthias Foremny. 

Recent engagements have included 
performances with the Symphonieorchester 
des Bayerischen Rundfunks/Susanna 
Mälkki, MDR Symphonieorchester Leipzig/
Kristjan Järvi, WDR Symphonieorchester 
Köln, Chamber Orchestra of Europe/
Thomas Zehetmair, Asko | Schönberg and 
Iceland Symphony Orchestra. Stefanovich 
has also appeared with orchestras including 
the Cleveland Orchestra, Chicago 
Symphony, London Symphony, London 
Philharmonic and Philharmonia, Bamberger 
Symphoniker, Britten Sinfonia, Deutsche 
Kammerphilharmonie Bremen, Swedish 
Chamber Orchestra and London Sinfonietta. 
In the spring of 2012 she toured Germany 
with the Junge Deutsche Philharmonie, 
performing Messiaen’s Turangalîla 
Symphony to much critical acclaim.

Tamara Stefanovich has collaborated with 
conductors such as Esa-Pekka Salonen, 
Vladimir Ashkenazy, Osmo Vänskä and 

Vladimir Jurowski as well as leading 
composers including Pierre Boulez, Peter 
Eötvös and György Kurtág. She teaches 
at the Hochschule für Musik Köln and 
regularly leads educational projects at 
Klavier-Festival Ruhr, Barbican in London 
and Philharmonie Köln. 

Her discography includes the Grammy-
nominated recording of Bartók’s Concerto 
for Two Pianos, Percussion and Orchestra 
with Pierre-Laurent Aimard, Pierre Boulez 
and the London Symphony Orchestra 
for Deutsche Grammophon (which also 
received a MIDEM nomination and Gold 
Record Academy Award) and Mozart’s 
Concerto for Two Pianos with Aimard, 
Jonathan Nott and Camerata Salzburg for 
the ARTE. Stefanovich has also recorded 
for the AVI and harmonia mundi labels, 
including her latest release featuring works 
by Thomas Larcher. 

Taught by Lili Petrović, Tamara 
Stefanovich gave her first public recital 
at the age of 7 and became the youngest 
student at the University of Belgrade 
at the age of 13. As well as music, her 
broad university education encompassed 
several other disciplines – psychology, 
education, sociology – and she received 
her master's degree in piano at the age of 
19. She also studied at the Curtis Institute 
with Claude Frank, and subsequently 
studied with Pierre-Laurent Aimard at 
the Hochschule Köln. v

TAMARA STEFANOVICH Biography	

Following the performance, please 
join Tamara Stefanovich in the lobby 
where she will autograph programs 

and copies of her recordings.

CDs will be available for purchase.

Meet	the	Artist

The 2014 / 2015 Season is Generously Sponsored by Noam Ben-Hamou.

PORTLAND PIANO INTERNATIONAL PRESENTS
Tamara	Stefanovich
Major	performance	sponsor:	Marianne	Perrin

TAMARA STEFANOVICH IS REPRESENTED WORLDWIDE BY HARRISONPARROTT GMBH. 
The use of photographic or recording devices during performances is strictly prohibited.

OCTOBER 19, 2014  |  4 PM

Ludwig van Beethoven
Bagatelles, Op. 119

No. 3, D Major – à l’Allemande
No. 6, G Major – Andante

No. 7, C Major –  Scherzando
No. 10, A Major – Allegramente

No. 11, B-flat Major – Andante ma non troppo

Bagatelles, Op. 126
No. 6, E-flat Major – Presto. Andante amabile e con moto

Béla Bartók
14 Bagatelles, Sz. 38, Op. 6

– Intermission —

Charles Ives 
Piano Sonata No. 1

I. Adagio con moto – Andante con moto – Allegro risoluto – 
Adagio cantabile

IIa. Allegro moderato - Andante
IIb. In the Inn – Allegro – Meno mosso con moto

III. Largo – Allegro – Largo
IVa. 

IVb. Allegro – Presto – Slow
V. Andante maestoso – Adagio cantabile – Allegro – Andante

OCTOBER 20, 2014  |  7:30 PM

Olivier Messiaen
Le Courlis cendré from Catalogue d’oiseaux 

(Curlew from Catalogue of Birds)

Franz Liszt
Variations on Weinen, Klagen, Sorgen, Zagen, S. 179

Olivier Messiaen
From Quatre études de rythme (Four Rhythm Studies)

Île de Feu I (Isle of Fire I)

Île de Feu II (Isle of Fire II)

– Intermission —

Sergei Rachmaninov / György Ligeti
Rachmaninov: Étude-Tableau, Op. 33 No. 1 in F minor
Ligeti: Premier livre: Étude No. 3, Touches bloquées 

(Blocked Keys)

Rachmaninov: Étude-Tableau, Op. 33 No. 2 in C Major
Ligeti: Deuxième livre: Étude No. 10, Der Zauberlehrling 

(Wizard Apprentice)

Rachmaninov: Étude-Tableau, Op. 39 No. 1 in C minor
Ligeti: Troisième livre: Étude No. 15, White on White

Rachmaninov: Étude-Tableau, Op. 39 No. 4 in B minor
Ligeti: Deuxième livre: Étude No. 8, Fém (Metal)

Rachmaninov: Étude-Tableau, Op. 39 No. 8 in D minor
Ligeti: Premier livre: Étude No. 2, Cordes à vide (Open 

Strings)

Rachmaninov: Étude-Tableau, Op. 39 No. 9 in D Major
Ligeti: Deuxième livre: Étude No. 13, L’escalier du diable 

(The Devil’s Staircase)

Molto sostenuto
Allegro giocoso

Andante
Grave
Vivo
Lento

Allegretto molto capriccioso
Andante sostenuto

Allegretto grazioso
Allegro

Allegretto molto rubato
Rubato

Elle est morte (She is dead): 
Lento funebre

Valse: Ma mie qui danse (Waltz: 
My dancing sweetheart)

Photo: Marco Borggreve
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PROGRAM notes         SUNDAY  /  October 19, 2014

From	the	artist:

“The three composers featured in 
this program are experimenting 
in these pieces … these are 
not works conceived as perfect 
architectural mountains, [but] 
rather a playground for discovering 
new ways of expressiveness. It is 
odd that Bartók and Beethoven 
have chosen small forms whereas 
Ives has, it seems, started his 
journey without a map – his 
[first] sonata feels like a written 
improvisation, with fits of 
recollections and references. 

“It has struck me as so 
refreshing that all the works 
in this program seem to not 
look for logic or approval – 
they exist as a necessity of a 
moment – shorter in Bartók and 
Beethoven, and kind of richly 
layered in a psychological self-
observation by Ives. Making 
them share the same program 
was intended as a study of 
their own uncertainties. For me 
personally, it’s extremely touching 
to see how these masters needed 
moments of deliberately being 
in search instead of presenting a 
constructed monument.” 

– Tamara Stefanovich

LUDWIG VAN 
BEETHOVEN
Bagatelles, Op. 119 Nos. 3, 6, 7, 
10 and 11

Bagatelles, Op. 126 No. 6

 COMPOSER   born December 16, 1770, 
Bonn; died March 26, 1827, Vienna

 WORKS COMPOSED   Op. 119 was 
completed between 1820 and 1822; 
Op. 126 was finished in March 1824

 ESTIMATED DURATION  each bagatelle 
lasts from 10 seconds to 4 minutes

In 1821, Ludwig van Beethoven 
sent five short solo piano pieces to 
composer and teacher Friedrich 

Starke for inclusion in the latter’s piano 
tutorial. Along with the scores, Beethoven 
included a note describing these pieces 
as “Kleinigkeiten” [trifles]; today they 
are known by their more familiar French 
appellation, “Bagatelles.” 

The following year, Beethoven sent these 
five Kleinigkeiten, along with six more, to 
Peters Verlag, under the opus number 119. 
The title Kleinigkeiten may have negatively 
influenced Peters as to their quality, 
because he dismissed them with the 
comment, “Your pieces are not worth the 
money and you should consider it beneath 
your dignity to waste time with such trivia 
anyone can write.” 

Undeterred, Beethoven approached Schott 
with Op. 119, and they were published 
in 1822. The music journal Allgemeine 
musikalische Zeitung gave them a rave 
review: “A rapid glance shows us eleven 
pieces of music on a small scale; but an 

infinite amount lies bewitched in their 
magic circle! They contain few musical 
words, but much is said with them – as 
every initiated person will willingly 
believe; for is Beethoven not altogether a 
musical Aeschylus in energetic brevity? To 
us these eleven bagatelles seem veritable 
little pictures of life.” 

The Op. 119 Bagatelles are a collection, 
rather than a unified cycle. They were 
written during different periods of 
Beethoven’s career – sketches indicate 
that a few may have been conceived as 
early as the 1790s. As such, Beethoven 
did not intend them to be performed as a 
complete set. Biographer Lewis Lockwood 
opines, “Like decorative ornaments to the 
great jewels of Opp. 110 and 111, these 
bagatelles show Beethoven’s ability to 
convey a sense of completeness within the 
smallest boundaries.” As a case in point, 
the 12 measures of No. 10 race past in less 
than 15 seconds. Stefanovich observes, 
“Beethoven has given himself, it seems, a 
green light to just react to an impulse, and 
to not feel obliged to develop it or find a 
suitable form.”

Unlike Op. 119’s patchwork origins, 
Beethoven wrote the Op. 126 bagatelles 
as a cycle and intended them to be 
performed as a complete set. All six 
bagatelles were composed in February 
and March of 1824, just after Beethoven 
finished the Ninth Symphony; they are 
his final compositions for solo piano. 
When Beethoven sent Op. 126 to Schott 
in the autumn of 1824, he included a note 
describing it as “6 Bagatelles or Trifles for 
solo piano, some of which are rather more 
developed and probably the best pieces of 
this kind I have written.”

No. 6 begins and ends with six measures of 
technical virtuosity, marked Presto. These 
six bars contrast utterly – in both meter 

and mood – with the lyrical, introspective 
3/8 lullaby they bracket; perhaps this 
Presto is Beethoven’s amused, self-mocking 
assessment of his own work.

BÉLA BARTÓK 
14 Bagatelles, Sz. 38, Op. 6

 COMPOSER   born March 25, 1881, 
Nagyszentmiklós, Hungary [now 
Sînnicolau Mare, Romania]; died 
September 26, 1945, New York City

 WORK COMPOSED   1908

 ESTIMATED DURATION   25 minutes

“Endlich etwas wirklich neues! [At 
last, something truly new!] I hold 
these pieces to be among the most 
interesting and original of our times; 
what the composer has to say is 
out of the ordinary and entirely 
individual.” 

— Ferruccio Busoni, enthusing about 

Bartók's Op. 6 Bagatelles

Like Beethoven, when Béla Bartók 
first attempted to publish his 14 
Bagatelles, publishers initially refused 

them, not for their supposed triviality 
– as in Beethoven’s case – but for their 
uncompromisingly modern sound. 

In 1906, Bartók embarked on an intensive 
exploration of Hungarian folk music 
with his friend and fellow composer 
Zoltán Kodály. The two men became 
ethnomusicologists, traveling to all regions 
of the country notating and recording 
music they heard in remote villages on wax 
cylinders. In 1907, Kodály, returning from a 
trip to Paris, introduced Bartók to the music 
of Claude Debussy. These dual influences 
– folk music and Debussy’s compositions, 

based on non-Western scales and chords, 
imprinted on Bartók’s ear and forever 
changed his own compositional approach. 
Bartók acknowledged this in the preface 
to the 1945 score of his Op. 6 Bagatelles: 
“In these, a new piano style appears as a 
reaction to the exuberance of the romantic 
piano music of the nineteenth century, a 
style stripped of all unessential decorative 
elements, using only the most restricted 
technical means. As later developments 
show, the Bagatelles inaugurate a new trend 
of piano writing in my career, which is 
consistently followed in almost all of my 
successive piano works.” 

Although the Bagatelles have often been 
described as atonal or bitonal, Bartók 
insisted that each bagatelle employed only 
one tonal center. He went on to specify 
the tonalities of most of the bagatelles, 
and concluded with the statement, “This 

information is addressed especially to 
those who like to pigeonhole all music 
they do not understand into the category 
of ‘atonal’ music.”

The opening bagatelle confounds the 
performer even before the first note is 
struck: the right hand is notated with 
four sharps, while the left is written 
in four flats. Bartók explained, “This 
half-serious, half-jesting procedure 
was used to demonstrate the absurdity 
of key signatures in certain kinds of 
contemporary music. After carrying the 
key signature principle ad absurdum in 
the first piece, I dropped its use in all 
the other Bagatelles and in most of my 
following works as well.”  

No. 2 features Stravinskian offbeat accents 
and juicy, acidic dissonances (like biting 
into a fresh lemon). The rippling ostinato 

1845 - 48
In Ireland, The Great Hunger, aka the 
Potato Famine, causes the deaths of 
1.5 million people from starvation

1859
Franz Liszt composes his variations on 
Weinen, Klagen, Sorgen, Zagen from J.S. 
Bach's Cantata No. 12 

1866 
Swedish chemist and armament 
manufacturer Alfred Nobel 
invents dynamite

1874
American composer Charles Ives is born on 
October 20 in Danbury, CT

1873
Russian composer, pianist and 
conductor Sergei Rachmaninov is born 
on April 1 in Oneg, Russia

1822 
The Rosetta Stone is deciphered; 
Beethoven publishes his Bagatelles, 
Op. 119

BLUE SKY 
THE OREGON CENTER FOR  

THE PHOTOGRAPHIC ARTS AT 40
 

OPENS OCTOBER 18

#portlandartmuseum Photo © Louie Palu
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right hand pattern of No. 3 accompanies a 
left hand melody that stubbornly refuses 
to settle into any key; its five notes span 
the most dissonant of intervals, the 
tritone.

The expansive, chordal Bagatelle No. 4 is 
based on a Hungarian “cowboy” folk song; 
its straightforward tonality contrasts sharply 
with the preceding Bagatelles. 

The octave unison notes of the frisky No. 
9 Scherzo hop about the keyboard like two 
rabbits at play, and No. 10 extends this idea 
with denser texture and growling, bearlike 
riffs in the left hand. In No. 11, Bartók 
teases our ears with a series of descending 
chords that continually resolve to the 
“wrong” key. But in Bartók’s pan-tonal 
universe, is there such a thing as a “right” 
key?

Nos. 13 and 14 relate to events in Bartók’s 
personal life. Elle est morte (She is dead) 
refers to Bartók’s broken engagement to 
violinist Stefi Geyer (she refused him in a 
letter he received – in a cruel ironic twist 
– on February 14, 1908). The funereal left 
hand accompaniment provides a somber 
underpinning to the original theme Bartók 
had composed for the violin concerto he 
dedicated to Geyer. Bartók inverts Stefi’s 
theme, originally four ascending notes, 
which enhances the mournful quality of 
the music. 

In light of Geyer’s refusal, the title of the 
final bagatelle, My Dancing Sweetheart, 
takes on a sardonic, darkly humorous tone. 
It features a macabre waltz, through which 
Stefi’s theme flits like a demented pixie.

CHARLES IVES
Sonata No. 1

COMPOSER   born October 20, 1874, Danbury, 
CT; died May 19, 1954, New York City 

 WORK COMPOSED   1915-16, revised 1921

 ESTIMATED DURATION   40 minutes

“Ives’ piano sonatas are in a way like 
animals that don’t want to be tamed.” 
— Jeremy Denk, pianist 

In the mid-1940s, Aaron Copland wrote, 
“It will be a long time before we take the 
full measure of Charles Ives ... It is truly 

gratifying to realize that only America could 
have produced a Charles Ives. Or, to be 
more specific, only New England in the last 
quarter of the nineteenth century.” 

Although he studied composition at Yale 
University, Ives made his living selling 
life insurance. Musically, Ives worked in 
virtual obscurity, isolated from almost all 
the prevailing influences of his time; as a 
result, Ives’ music is utterly iconoclastic. 
Copland’s assessment of Ives was prescient; 
70 years after his death, his music continues 
to challenge and astonish.

In 1898, after Ives graduated from Yale, 
he and several fellow graduates rented an 
apartment in New York City. The apartment 
came with a battered piano, upon which 
Ives spent many hours improvising; a 
number of those improvisations ended up 
in his First Sonata. When Ives completed 
his first draft of the sonata, he sent the only 
copy of the score to a friend for comment. 
Unfortunately, Ives’ friend lost the score, 
which dampened Ives’ enthusiasm for 
revising and completing the work. It 
was not until 1940 that fellow composer 
Lou Harrison made a complete copy of 
the sonata’s five movements from Ives’ 

1900 
German philosopher Friedrich 
Nietzsche dies on August 25

1877
Thomas Edison demonstrates the first 
phonograph on November 29

1881
Hungarian composer Béla Bartók is 
born on March 25 in Nagyszentmiklós, 
Hungary (now part of Romania)

sometimes-illegible sketches. James North, 
writing in Fanfare, notes, “Although it 
remains a collection of loosely connected 
fragments, it is so lively, so imaginative, as 
to be irresistible in its own right.” William 
Masselos, who premiered the First Sonata 
in 1949, wrote, “[It] always seems like 
an inspired improvisation, with each 
performance having a character quite 
its own.” 

The underlying narrative of the First Sonata 
centers on scenes from Connecticut farm 
life. In the outer movements, Ives portrays 
a contented family together at home. The 
second and fourth movements, which 
feature high-energy ragtime, depict, in Ives’ 
words “the boy away sowing his oats,” while 
the central movement reflects his parents’ 
anxiety about their wayward son as it quotes 
from the hymn What A Friend We Have in 
Jesus. In his Memos, Ives provides a more 
detailed description: 

“What is it all about? … Mostly 
about the outdoor life in Conn. 
Villages in (the) eighties and nineties 
– impressions, remembrances, and 
reflections of country farmers in 
(the) Conn. Farmland … Fred’s 
Daddy got so excited that he shouted 
when Fred hit a home run and the 
school won the baseball game. But 
Aunt Sarah was always humming 
Where is my Wandering Boy, after 
Fred and John left for a job in 
Bridgeport. There was usually a 
sadness – but not at the Barn Dances, 
with (their) jigs, foot jumping, and 
reels, mostly on winter nights. In 
the summer times, the hymns were 
sung outdoors. Folks sang (as Ole 
Black Joe) – and the Bethel Band 
(quickstep street marches) – and the 
people liked (to say) things as they 
wanted to say, and to do things as 
they wanted to, in their own way – 
and many old times … there were 
feelings, and of spiritual fervency.”

Musicologist Jan Swafford described Ives 
as “the supreme American Impressionist” 
for his colorful and atmospheric evocations 
of American life. Impressionism in 
this instance means literal impressions; 
Ives’ use of direct quotations of popular 
songs, hymns and marches immerse the 
listener (and the performer) in a colorful, 
sometimes chaotic, blend of images and 
emotions, which impress themselves upon 
the listener with the vivid intensity of 
childhood memories. v

© 2014 Elizabeth Schwartz. Elizabeth Schwartz is a free-lance writer and 
musician based in Portland. In addition to annotating programs for the 
Oregon Symphony, Portland Piano International and other Oregon ensembles, 
she has contributed to NPR’s “Performance Today,” (now heard on American 
Public Media). Schwartz also writes about music, food and culture for Oregon 
Jewish Life Magazine and other publications, and co-hosts “The Portland 
Jewish Hour,” heard on Sundays at 10 a.m. on KBOO 90.7 FM. Email: 
schwartzelizabeth@yahoo.com.

1908
Bela Bartok finishes his set of 14 
Bagatelles, Op. 6 and French composer 
Olivier Messiaen is born on December 10

1916
Ives completes his Piano Sonata No. 1

PORTLAND YOUTH PHILHARMONIC   

FA L L  C O N C E R T  
NOVEMBER 8, 2014, 7:30 PM             ARLENE SCHNITZER CONCERT HALL

"The performance was brilliant in all departments."
-Alan G. Artner, Chicago Tribune, July 7. 2014

WAGNER: Dawn and Siegfried’s Rhine Journey from Götterdamerung

HARBISON: Concerto for Bass Viol and Orchestra | Ted Botsford, Double Bass

RACHMANINOFF: Symphonic Dances

Get two tickets for the price of  one! Discount code: PYPFALL

www.portlandyouthphil.org  |  information@portlandyouthphil.org
FOR T ICKETS ,  C ALL  THE PYP OFF ICE 503 .223 .5939

FIND US!

@PDXYouthPhil

1918
World War I ends on November 11

“Tamara Stefanovich 
is a wonderful guide 
through both familiar 
and unfamiliar 
musical territory, 
a rare talent.” 

  –	Arnaldo	Cohen
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PROGRAM notes          MONDAY  /  OCTOBER 20, 2014

OLIVIER MESSIAEN
Le courlis cendré from Catalogue 
d’oiseaux (Curlew from Catalogue 
of Birds)

 COMPOSER  born December 10, 1908, 
Avignon; died April 27, 1992, Paris

 WORK COMPOSED  Messiaen composed his 
Catalogue d’oiseaux between 1956-68 

 ESTIMATED DURATION  11 minutes

Olivier Messiaen’s longest 
composition for solo piano, and 
arguably the most epic in scope, 

the monumental Catalogue d’oiseaux, 
is seldom performed in its entirety, due 
to both its length – 2.5 hours – and the 
unrelenting technical demands it makes 
on the performer. Messiaen requires both 
performer and audience to hear music in a 
new way, not as a combination of melodies, 
rhythms and harmonies, but as aural 
interpretations – prayers, if you will – to 
both nature and the Divine.

Birds held great symbolic and mystical 
meaning for Messiaen; he called them 
‘little servants of the immaterial joy.’ As he 
wrote for the premiere performance of the 
Catalogue d’oiseaux:

“In my hours of gloom, when I am 
suddenly aware of my own futility, 
when every musical idiom – classical, 
Oriental, ancient, modern and 
ultra-modern – appears to me as no 
more than admirable, painstaking 
experimentation, without any ultimate 
justification, what is left for me but to 
seek out the true, lost face of music 
somewhere off in the forest, in the 
fields, in the mountains or on the 
seashore, among the birds.”

No. 13, Le courlis cendré, introduces the 
curlew, a sea bird Messiaen describes as 
“large with streaked plumage and russet 
markings, a grey-brown bird standing 
upright with a long beak curved like a sickle 
or yataghan … This is its song: sad slow 
tremolos, chromatic accents, wild trills, 
and a mournful repeated glissando which 
expresses all the desolation of the seashore.” 

Messiaen studied birdcalls with 
ornithologists and went on many field 
trips to hear birds in their native habitat, 
so that he might accurately notate their 
calls and songs. Pianist Yvonne Loriod 
recalled one such trip, when she and 
Messiaen were in central France, far from 
the ocean and the curlew’s usual habitat. 
Loriod had never heard an actual curlew, 
but she had played Le courlis cendré. “I 
suddenly said to him, ‘I can hear a curlew,’ 
and he said, ‘No, that wouldn’t be possible 
here,’” Loriod remembered. She insisted, 
saying, “I’m sure … it’s absolutely the same 
as the curlew in the Catalogue d’oiseaux.” 
Messiaen continued to doubt her until he 
saw a curlew flying overhead and cried, ‘Yes, 
you’re right!” His notation of the curlew’s 
call was so accurate Loriod was able to 
discern it in nature just from her familiarity 
with Le courlis cendré.

FRANZ LISZT
Variations on Weinen, Klagen, Sorgen, 
Sagen, S. 180 

 COMPOSER   born October 22, 1811, Raiding, 
(Doborján); died July 31, 1886, Bayreuth

 WORK COMPOSED   1859; dedicated to 
Russian pianist Anton Rubinstein.

 ESTIMATED DURATION   16 minutes

In 1848, after eight years touring Europe 
as a virtuoso concert pianist, Franz 
Liszt moved to Weimar at the request of 

Grand Duchess Maria Pavlovna of Russia. 
As the splendidly titled Kapellmeister 
Extraordinaire, a post Liszt had held since 
1842, he could at last focus all his energy 
on composition. Liszt spent his time in 
Weimar writing music and teaching piano. 
One of his students (and future son-in-
law), Hans von Bülow, went on to become 
famous in his own right as a virtuoso 
pianist and conductor. 

145 years earlier, a young Johann Sebastian 
Bach took up his first post as court musician 
under Duke Johann Ernst III in Weimar. 
After just seven months, Bach moved on 
to other cities, but returned to Weimar in 
1708, first as principal organist and later 
as Konzertmeister, where he remained for 
the next nine years. One of Bach’s primary 
duties included composing church cantatas 
for Sunday services, like his Cantata No. 12, 
Weinen, Klagen, Sorgen, Zagen (Weeping, 
Lamenting, Worrying, Fearing). 

Liszt was drawn to the exquisite 
melancholy of the opening chorus of 
Weinen, Klagen, Sorgen, Zagen, and in 
particular to its repeated descending 
chromatic bass line, known as a “ground 
bass” in Baroque music. Ground bass lines 
are common in musical laments (the most 
famous example is Dido’s aria, When I Am 
Laid in Earth from Henry Purcell’s Dido 
and Aeneas), and their step-wise descent 
makes them a perfect vehicle for melodic 
and harmonic variations. 

The first time Liszt used the Weinen 
bass line, in 1859 he composed a simple 
piano prelude. Later that year, Liszt’s son 
Daniel died at the age of 19. In 1862, 
after the death of his daughter Blondine, 
Liszt expanded his original work into a 
monumentally personal expression of 

grief featuring 30 different variations on 
the ground bass. After the deaths of two of 
his children, and his inability to marry the 
love of his life, Princess Carolyne zu Sayn-
Wittgenstein (she was already married), 
Liszt removed himself from public life and 
eventually took holy vows with the Third 
Order of St. Francis, in Rome.

OLIVIER MESSIAEN
From Quatre études de rythme (Four 
Rhythm Studies):

Île de Feu I (Isle of Fire I)
Île de Feu II (Isle of Fire II) 

 COMPOSER   born December 10, 1908, 
Avignon; died April 27, 1992, Paris

WORKS COMPOSED   Messian composed his 
Quatre études de rythme in 1949-50; both 
Îles de Feu are dedicated to the people of 
Papua New Guinea

 ESTIMATED DURATION    Île de Feu I: 2 
minutes; Île de Feu II: 4 minutes

Messiaen’s Quatre etudes de rythme, 
as the title implies, explores 
various aspects of rhythmic 

technique. Two of the four studies, the 
Îles de Feu I and II, are named for the 
geologically volatile island of Papua New 
Guinea, and dedicated to its people. The 
first Île de Feu features what Messiaen 
describes as “all the violence of the magic 
rites of this country” a heavy, primal rhythm 
in the bass, punctuated by bird song, 
dissonant resonances and gongs. Île de Feu 
II is specifically dedicated to the province of 
Papua, which shares half the island of New 

Guinea. Messiaen calls its primary theme 
“ferocious and violent,” a treble fanfare of 
dissonance. Île de Feu II ends with a descent 
into what Messiaen calls “the depths of 
the keyboard,” while the pianist executes 
complicated cross-handed patterns.

From	the	artist:

“Pairing Ligeti with Rachmaninov 
was a way of saying that two 
composers, one looking to the past 
and the other using past ideas to 
look into the future, had the same 
love for combining virtuosity with 
character studies, color experiments 
and the pleasure of having two 

1945
The United States drops atomic 
bombs on Hiroshima and Nagasaki on 
August 5 and 9, respectively

1956-58
Messiaen composes his Catalogue d'oiseaux 
(Catalogue of the Birds)

1966 
Mao Tse-Tung launches China's 
Cultural Revolution

1985-95
Ligeti composes his three 
volumes of piano études

1969
Neil Armstrong becomes the first 
man to walk on the moon on 
July 20

1943 
Rachmaninov dies in Beverly Hills, CA on 
March 28, four days before his 70th birthday

1239 SW Broadway Por t land,  OR 97205 (503) 222-9070  Mon-Fr i  11:30am-12am / Sat & Sun 4pm- 12am

photo credits: John Valls



10  |  Portland Piano International portlandpiano.org  |  11

hands juggle incredible amounts 
of notes and speed. Having them 
share the same program was also 
a possibly naive attempt to allow 
two composers [who otherwise 
could not have done so] to meet, 
hoping a musical friendship could 
be possible. I hope that their etudes 
in this program will enhance each 
other’s strengths.

“I have tried to pick etudes that 
sometimes resemble or share the 
same color shadings or the same 
metrical or theatrical presentations, 
and I hope the Rachmaninov lovers 
will discover Ligeti and vice versa.” 

– Tamara Stefanovich 

SERGEI 
RACHMANINOV
Études-Tableaux, Op. 33 No. 1 in F minor

Études-Tableaux, Op. 33 No. 2 in C Major

Études-Tableaux, Op. 39 No. 1 in C minor

Études-Tableaux, Op. 39 No. 4 in B minor

Études-Tableaux, Op. 39 No. 8 in D minor

Études-Tableaux, Op. 39 No. 9 in D Major

 COMPOSER   born April 1, 1873, Oneg, 
Russia; died March 28, 1943, 
Beverly Hills, CA

 WORKS COMPOSED   Rachmaninov composed 
the Opus 33 Études-Tableaux in 1911 and 
the Opus 39 Études-Tableaux in 1916-17

 ESTIMATED DURATION   Each étude-tableau is 
from 2.75 to 3 minutes

Composers who also make their living 
as performers tend, by necessity, to 
write a lot of music for their own use. 

As a virtuoso pianist, Sergei Rachmaninov 
was always searching for new material he 
could present in concert that would show 
off his particular pianistic strengths, and 
who could write such music better than 
Rachmaninov himself?

Rachmaninov coined the term “études-
tableaux” (study-pictures), and composed 17 
of these idiosyncratic, imaginative pieces that 
combine technical skill with Impressionistic 
colors. Despite their name, the “étude” 
aspect of these works takes a back seat to the 
“tableaux.” They are beautifully crafted aural 
paintings, full of rich colors and evanescent 
harmonies, but what do they portray? 
Rachmaninov doesn’t say; instead, he tells 
us, “I do not believe in the artist disclosing 
too much of his images. Let them paint for 
themselves what it most suggests.”

The nine Études-tableaux of Op. 39 are the 
last works Rachmaninov composed in Russia. 
Two months after the October Revolution, 
Rachmaninov fled the country with his wife 
and daughters. The family eventually ended 
up in the United States, where Rachmaninov 
supported them with an exhausting schedule 
of performances. 

Throughout his life, Rachmaninov was 
fascinated – or perhaps haunted – by the 
music of the Dies irae (Day of Wrath). This 
iconic melody comes from the liturgy of 
the requiem mass, and the text describes 
the Day of Judgment, when all souls must 
account to God for their sins. Rachmaninov 
incorporated the Dies irae into many of his 
best-known compositions, including the 
Rhapsody on a Theme of Paganini, Isle of the 
Dead and the Symphonic Dances. Each of the 
Op. 39 Études-tableaux also contains the Dies 
irae; sometimes the notes are obscured, and 
sometimes, as in the first five, they are clearly 
perceptible, but always, inexorably, present.

Tamara Stefanovich’s unusual programming 
decision – to alternate six of Rachmaninov’s 
Études-tableaux with six etudes by 

Hungarian composer György Ligeti – stems 
from several impulses. “I was for years 
trained in a rather one-sided manner, 
as virtuoso pianist playing all the ‘big’ 
Romantic and Russian literature, with a 
certain – I am ashamed to say it now – pride 
in technique,” she explains. “When I met 
[pianist] Pierre-Laurent Aimard, the first 
thing he gave me was a set of 8 Ligeti Études 
to learn by the next lesson. My pride in 
technique diminished in a matter of seconds, 
as I discovered that muscular technique 
is nothing in comparison with brain and 
ear technique, or ways of listening and 
understanding the compositional structures 
in order to fully incorporate Ligeti’s style. In 
particular, polyphony and poly-rhythmical 
techniques are much harder then the plain 
virtuosity of Rachmaninov or Liszt. I am 
afraid a lot of Ligeti’s music is played as a 
mechanical exercise and a showcase for 
fingers, but the sheer beauty, poetry, humor 
and dramatic impact of his etudes is much 
richer than one can imagine, if one takes the 
time to shape them properly.”

GYÖRGY LIGETI
Premier livre: Étude No. 3, Touches 
bloquées (Blocked Keys)

Deuxième livre: Étude No. 10, Der 
Zauberlehring (The Apprentice Magician)
Troisième livre: Étude No. 15, 
White on White

Deuxième livre: Étude No. 8, Fém (Metal)

Premier livre: Étude No. 2, Cordes à vide 
(Open Strings)

Deuxième livre: Étude No. 13, L’escalier du 
diable (The Devil’s Staircase)

 COMPOSER   born May 28, 1923, 
Dicsöszentmárton [Diciosânmartin, now 
Tîrnãveni], Transylvania; died June 12, 
2006, Vienna

 WORKS COMPOSED   Ligeti completed his first 
book of études in 1985; he composed the 

1991
The Soviet Union officially dissolves after 
Mikhail Gorbachev resigns his office on 
December 26

1992 
Messiaen dies on April 22 in Paris, 
at the age of 83

1994
Nelson Mandela becomes the first black 
president of South Africa

(RE)DISCOVERIES:  
NEW RESTORATIONS, NEW PRINTS

SEPT 5–NOV 1

WHITSELL AUDITORIUM
1219 SW PARK AVENUE

SCHOOL OF ARCHITECTURE
SCHOOL OF ART + DESIGN
SCHOOL OF MUSIC 
SCHOOL OF THEATRE + FILM

  PORTLAND STATE UNIVERSITY

COLLEGE OF THE ARTS

“The aim of art is to represent not the outward 
            

                          - Aristotle
A creative engine of 2,750 artists invested in 
advancing the cultural life of the community. 

WWW.PDX.EDU/THE-ARTS
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PAUL ROBERTS in PORTLAND 
OcTOBER 2014:

Cross Currents of 
FranCe and sPaIn 

Master Classes at Portland Piano Company
located at 711 SW 14th Ave.

 Portland, Oregon
Sat., October 25   1:30pm-4:30pm  The Music of Spain
Sun., October 26   1:30pm-4:30pm     General repertoire

Free and open to the public
For full information on 

Paul Roberts in Portland 
October 2014, go to 
paulrobertspiano.com

Special thanks to Portland 
Piano Company for their  

generous support of 
Paul Roberts in Portland

Falla’s Fantasia Baetica, pieces by Albeniz, Granados, 
Mompou, and Ohana’s Etudes d’inteprétation

Thursday  October 23  7:30 pm
The Old Church

 1422 SW 11th Avenue
Portland, Oregon

Tickets available on-line at brownpapertickets.com
 Adults:   $30      Students:   $15

Paul RobeRts 
at Reed College
debussy, Ravel and Mompou
A presentation in music and words 
Kaul Auditorium
Wed., Feb. 25, 2015    7:30 pm 

Master Class
Fri., Feb. 27, 2015    4:00 pm

Sponsored by
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second book between 1988-94, and the first 
four études of the third book were published 
in 2005

 ESTIMATED DURATION   Each étude is 2.75 to 
5 minutes

Unlike Rachmaninov, György Ligeti 
was no piano virtuoso, and yet his 
three books of piano études feature 

some of the most challenging works in 
contemporary solo piano literature. Ligeti 
began composing piano etudes in 1985 as 
a means of improving his own piano skills, 
which he termed “inadequate.” By writing 
such demanding pieces, which he worked 
out at the keyboard, Ligeti sought to improve 
his own pianistic ability and create music 
that, despite its occasional technical glitches, 
might evoke a sense of wonder. 

As he composed the Études, Ligeti drew 
on an eclectic range of inspirations, both 
within and outside music. In particular Ligeti 
cited his debt to keyboard giants Scarlatti, 
Chopin, Schumann and Debussy, as well 
as jazz pianists Thelonious Monk and Bill 
Evans. Ligeti was also drawn to Indonesian 
gamelan and the complex polyrhythms 
of African drumming. But Ligeti looked 
beyond the aural to the visual for ideas, 
including Cezanne’s paintings, M. C. Escher’s 
compellingly impossible drawings and the 
abstract realms of fractal geometry. 

Pianist Jeremy Denk, a great admirer of 
the études, also calls them “perverse” and 
mentions Touches bloquées (Blocked Keys) as 
a prime example. As one hand silently presses 
a group of notes, it blocks the fast scale 
passages executed by the other hand. The 
music stutters and stumbles like a drunk at a 
party. Denk observes that in this étude Ligeti 
is simultaneously upending and making fun 
of traditional piano technique, which in itself 
demands a high degree of skill.

The title of Der Zauberlehring (The 
Apprentice Magician) is taken from a poem 
by Goethe (it can also be translated as The 
Sorcerer’s Apprentice, but any resemblance 

between this étude and Paul Dukas’ famous 
work starring Mickey Mouse ends there). 
Ligeti borrows the percussive sounds 
of balafon (marimba) music of Malawi 
and combines it with a quasi-Minimalist 
approach. He begins with a handful of 
staccato repeated notes and gradually adds 
new pitches one at a time, all executed with 
lightning-fast, hand-over-hand virtuosity.

White On White, as its title suggests, consists 
entirely of white-key notes, with a few 
accidentals thrown in at the end. In this 
stately, introspective étude, Ligeti includes 
not a single consonant interval; seconds, 
ninths and sevenths abound and gradually 
our concept of dissonance morphs into 
consonance, even in the concluding Vivace. 

Ligeti features pairs of open fifths in Fém 
(Metal) like glittering links on a chain. In the 
score he wrote they should be “very rhythmic 
and springy,” with “hard and metallic” 
articulations. 

String instruments are tuned in fifths; 
when string instrumentalists play notes on 
open strings, the notes sound with extra 
resonance. Initially, the static quality of the 
open fifths in Cordes à vides (Open Strings) 
seems to impede motion, but eventually the 
gently arpeggiated notes of the fifths gain 
momentum and softly glide away.

The title for Ligeti’s 13th etude, L’escalier du 
diable (The Devil’s Staircase) was inspired 
by a ferocious El Niño storm that hit Santa 
Monica, California while Ligeti was visiting 
in 1993. He associated the wild weather with 
a tornado-like musical vortex, always rising 
and gaining strength, impossible to resist. 

© 2014 Elizabeth Schwartz. Elizabeth Schwartz is a free-lance writer and 
musician based in Portland. In addition to annotating programs for the 
Oregon Symphony, Portland Piano International and other Oregon ensembles, 
she has contributed to NPR’s “Performance Today,” (now heard on American 
Public Media). Schwartz also writes about music, food and culture for Oregon 
Jewish Life Magazine and other publications, and co-hosts “The Portland 
Jewish Hour,” heard on Sundays at 10 a.m. on KBOO 90.7 FM. Email: 
schwartzelizabeth@yahoo.com.

SIMONE DINNERSTEIN
DEC 14, 2014
SUN 4 PM
Poulenc,	Bach,	Schubert

DEC 15, 2014
MON 7:30 PM
Bach,	Crumb,	Muhly,	Schubert

Beyond 
the	

Score

DEC 13, 2014
SAT 10 AM Free!
Join us for this free master class with 
Ms. Dinnerstein and local pianists at 
the Portland Piano Company.

“A DEEPLY MUSICAL PLAYER … CAN MESMERIZE AUDIENCES”
– The Washington Post

PORTLANDPIANO.ORG    503.228.1388

OUTSIDE THE BOX 

Tamara Stefanovich may 
be known as a devotee of 
contemporary music but 
that is just part of the story.

She has built her career on drawing 
listeners into contemporary 
music by letting them hear the 
anticipation of the future in 
established repertoire. Her programs 
for Portland Piano International 
reveal the correspondences she 
seeks between pieces, between 
composers, between eras. What 
she finds fascinating, for instance, 
about the pieces chosen for 
Sunday’s recital is the experimental, 
unfinished nature of each. In 
those works, Beethoven, Bartok, 
Ives had the courage to expose 
the uncertainty of the artistic 
process. For Monday, at first glance, 
Rachmaninov could not be more 
different than Ligeti, but in pairing 
those 12 etudes, the pianist leads 
us to hear the commonalities 
among them, and to discover new 
pleasures in each.

Ms. Stefanovich observes that the 
absence of contemporary music 
from most concert programs is 
analogous to art-lovers focusing 
on Rembrandt and Renoir to the 
exclusion of Richard Serra and 
Cindy Sherman. Or literature-lovers 
limit reading lists to Shakespeare 
and Austin, ignoring Donna Tartt 
and Haruki Murakami.

She also reminds us the music of 
Beethoven and Liszt is performed 
today in a completely different way 
than in those times. Everything has 
changed: the instrument, the rooms, 
the technique and the interpretation. 
Today’s music represents our time, 
the circumstances in which we live. 

2003
The Human Genome Project announces 
it has sequenced 99% of the human 
genome on April 14

2006 
Ligeti dies on June 12 in Vienna, 
at the age of 83
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Greetings! 

I was asked to tell you why I 
am sponsoring this season of 
Portland Piano International’s 
recital series. It’s simple - I 
am passionate about the 
piano! For those of you like 
me, you understand the thrill 
of playing the piano yourself 
or the joy of listening to a 
great artist create music with 
this amazing instrument. 

I am honored to be able to 
support an organization where 
the individuals – the audience, 
the donors, the board, the staff 
and Arnaldo – all share my 
passion for the piano. It is a great 
deal of fun for me! I am excited 
about where PPI is heading, from 
commissioning new works, to 
presenting up-and-coming young 
artists, to sharing the love of 
the piano with new audiences 
around Oregon. 

I hope you’ll join me in 
contributing to the future of 
Portland Piano International, and 
I look forward to meeting and 
“talking piano” with you!

Noam Ben-Hamou

The Maybelle Clark Macdonald Fund has generously 
awarded Portland Piano International $20,000 in 
a dollar-for-dollar matching grant for education. We 
must match the first $10,000 by June 30, 2015. 
Give now to double the power of your donation and 
accelerate us into the future! We thank the Maybelle 
Clark Macdonald Fund – and you – for joining our 
commitment to the future of piano in Portland.

PLEASE JOIN US IN
FUNDING our FUTURE!

FROM OUR
SEASON SPONSOR

Bruce & Betty Bell 

Susan Bodin 

Richard Brown  

Maggie Doolen    

Carol Edelman   

Richard & Janet Geary    

John Gray    

Winthrop Hall 

Judy & Hank Hummelt   

Frederick & Gail Jubitz 

Larry Kirkland  

Louis H. & Judy McCraw 

James F. and Marion L. 
Miller Foundation 

Widney & Glenn Moore  

Jeffrey Morgan   

Park Foundation 

Marianne Perrin  

Ronald Potts 

Don & Barbara Roberts  

Anne Savaria  

Albert Solheim  

Nancy & Ken Stephens  

Larry & Dorie Vollum   

Cameron J. Wiley 

Francine and Bill Zieverink

FUNDING OUR FUTURE
CAMPAIGN DONORS

In 2012, Portland Piano International took on the challenge of raising 
funds to support the future of Portland Piano International. Under the 
leadership of Carol Edelman, more than $275,000 has been raised to 
date from these generous individuals and institutions. Thank you!

TO LEARN MORE about the 
Funding Our Future Campaign, 
contact Ellen Bergstone Wasil at 
ellen@portlandpiano.org 
or 503.228.1388.

A R L E N E  S C H N I T Z E R  C O N C E R T  H A L L

Portland Piano Intl. Ad: Half-page CL4 & CL6

Jeffrey Kahane Plays Gershwin
November 1-3 
Carlos Kalmar, conductor

• Jeffrey Kahane, piano
Dukas: The Sorcerer’s Apprentice

• Gershwin: Concerto in F
Prokofiev: Cinderella Suite

André Watts 
December 6-8
James Gaffigan, conductor

• André Watts, piano

Sibelius: Symphony No. 4
• MacDowell: Piano Concerto No. 2

Copland: Suite from Appalachian Spring

OrSymphony.org  |  503-228-1353    Groups save: 503-416-6380

Tickets as low as $22 – while they last!

Jeffrey Kahane

André Watts

Masters of the American Piano

Celebrate this Season with

A Blaze of
Brass & Song!

Trinity’s 
Christmas Concert & Wassail Party

Sat., Dec. 13, 5:00 pm
Sun., Dec. 14, 7:30 pm
Trinity Episcopal Cathedral • 147 NW 19th Ave, Portland

To order tickets and for more information: 
503.478.1230 or www.trinity-episcopal.org

WITH
THE 

OREGON
SYMPHONY
BRASS &

HARP
AND 
THE

CATHEDRAL 
CHAMBER
SINGERS

WHAT ARE 
RISING STARS?
Artistic Director Arnaldo Cohen 
will soon begin to realize his goal of 
expanding the educational outreach 
of Portland Piano International with 
the January 2015 launch of the “Rising 
Stars” program, which will bring 
up-and-coming pianists to Oregon to 
perform multiple recitals across the 
state. For the first time, Portland Piano 
International will present recitals 
outside the Portland Metro area.

In addition to his dynamic career 
as an international artist, Arnaldo’s 
professorship at Indiana University’s 
esteemed Jacobs School of Music 
provides entrée to faculty and 
students at leading conservatories 
and universities across the world. 
In dialogue with his colleagues, 
Arnaldo will choose “Rising Stars” 
who show potential to become 
international artists. 

The Rising Stars program affords 
these young pianists opportunities so 
critical to the development of their 
talent while - as attendees of the 2014 
Summer Festival know - providing 
audiences the exciting sense of hearing 
today the future of piano performance. 

These free, small-space recitals 
will allow people of all ages the 
opportunity to experience the intimate 
intensity of live, solo piano, perhaps 
for the first time. Programs will be 
low-key and personal, with pianists 
engaging audiences - many of whom 
we hope will be close to their age - as 
they informally answer questions and 
discuss the works performed.

Portland Piano International intends 
to inspire and enlighten by making the 
beauty of live piano highly accessible, 
in every way.

This visionary program is supported 
by the Autzen Foundation, Jackson 
Foundation, Oregon Cultural Trust, 
Herbert A. Templeton Foundation 
and US Bank. To learn more, visit 
portlandpiano.org
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A THANK YOU TO OUR 
GENEROUS SPONSORS

BOARD OF DIRECTORS

Dean Alterman
Donald Beebe
Betty Bell
Maggie Doolen
Carol Edelman
Winthrop Hall
Judy Hummelt
John Mansfield
Louis McCraw
Jeffrey Morgan
Marianne Perrin
Ronald Potts
Anne Savaria
Ken Stephens
Larry Vollum
Cameron Wiley

ARTISTIC DIRECTOR

Arnaldo Cohen

STAFF

Ellen Bergstone Wasil 
Executive Director

Robin Power 
Associate Director

Harold Gray 
Artistic Director Emeritus

BOARD MEMBERS EMERITUS

Craig Casey
Richard Chapman
Dorothy Fahlman
Rebecca Green
Susan B. Larson
John Montague
Widney Moore
Ron Quiring
Barbara Roberts
Patricia Scordato
Nancy Stephens
Ray Torgerson

CONSULTANTS

Eric Leatha 
Piano Technician

Rod Evenson 
Recording Engineer

Heckles Creative 
Design

Cynthia Kirk/(syn•tax) 
Marketing

CONNECT

Portland Piano International
PO Box 6469
Portland, OR 97228
503.228.1388

info@portlandpiano.org
portlandpiano.org

 @portlandpiano
 Portland Piano International 

PEDAL SOCIETY
$10,000 & Above

Noam Ben-Hamou

Arnaldo & Karina Cohen

Marilyn Easly

Carol Edelman

Fred W. Fields Fund of the 
Oregon Community Foundation

Dorothy Lemelson

Louis H. & Judy McCraw

James F. & Marion L. 
Miller Foundation

Marianne Perrin

Regional Arts & Culture Council

Ken & Nancy Stephens

Nellie Tholen Fund of the Oregon 
Community Foundation

Cameron J. & Carey W. Wiley

GUARANTORS
$5,000-9,999

Betty & Bruce Bell

Dr. Richard & Nancy Chapman

Daniel Deutsch & Carl & 
Roberta Deutsch Foundation

Oregon Arts Commission

Shell Oil Company Foundation

Ray & Amy Torgerson

Larry & Dorie Vollum

Work For Art, including 
contributions from more than 
60 companies and 1,600 
employees in the region

BENEFACTORS
$2,000-4,999

Autzen Foundation

Gretchen Brooks

Debbie & Steve Carlton

Margery Cohn & 
Marvin Richmond

Maggie Doolen & John Slocom

Lanier & Paulette Hanchett

Judy & Hank Hummelt

John Montague & Linda Hutchins

Widney & Glenn Moore

Oregon Cultural Trust

John Shipley

Herbert A. Templeton Foundation

88 KEY SOCIETY
(also includes all names above)

$1,000-1,999

Dean Alterman 

Gerald & Lori Bader

Donald Beebe

Dorothy Cofield - in honor 
of Carol Edelman

Annette Demsey & Erik Richmond

Ann Edlen

Pauline Eidemiller

Jackson Foundation

Marianne King

Lawrence Levy & Pamela 
Lindholm-Levy

Jack & Lynn Loacker

Jeffrey Morgan

Dr. Laura Pedersen

Don & Barbara Roberts

Betsy Russell

Anne Savaria

Albert Solheim

Marcia Starr

Tonkon Torp LLP

Bill & Helen Whitsell

Martin & Carolyn Winch 
through the McKenzie River 
Gathering Foundation

Zieverink Family Fund of the 
Oregon Community Foundation

PATRONS
$500-999

George & Nancy Barker

Nathan Davis

John Forsgren & Daniel Winter

Marybeth Fossati

Claire & Zanley Galton

Richard Graves

Harold Gray & Mary Kogen

Missy Vaux Hall

Robert L. Ladehoff

Bob & Nancy Leon

Ronald Potts & Karen Eddleman

Roger & Kim Reynolds

Scott Teitsworth & 
Deborah Buchanan

SUPPORTERS
$250-499

Acorn Fund of the Oregon 
Community Foundation

Maria Agoston

John H. Barker

Chita Becker

Ellen Bergstone Wasil 
& Dan Wasil

Mitchell Bower, Jr. & 
Marlia Jenkins

Craig & Nancy Casey

Kathryn Coffel

Ervin Czimskey & Tom Kuffner

Richard Dobrow

William Dolan & Suzanne 
Bromschwig

Dell Ann Dyar & Gary Miller

Douglas Elwood & David Dotlich

Margianne & Arthur Erickson

Winthrop Hall

Peggy Hammond

Sonja L. Haugen

Timothy W. & Ellen Heltzel

William J. Hetzelson 
& Robert Trotman

Kirk Hirschfeld

Marjorie Janove

Douglas & Selby Key

Colin Ma

John Mansfield

Maynard Orme & Lynne DeVries

Mitch Paola

Vince & Robin Power

Eike & Kathleen Richter

Roger Saydack & Elaine Bernat

Patricia Scordato

Carl E. Selin 

Carol Smith-Larson

Kyle Smoot

Janet P. & Philip K. Swartz

Dr. Richard & Barbara Weleber

Martin & Carolyn Winch

Lawrence & Karen Zivin

FRIENDS
Up To $249

Scott Anderson

Thomas R. Anderson

Philip Austin

Barbara Backstrand

Dr. Michael D. & Jane S. Baird

Willene & Mark Bautista

Barbara Bell – in memory 
of Mary A. Tooze

Scott Berggren

Frederick Blank – in honor 
of Carol Edelman

Margaret Bolger – in honor 
of Carol Edelman

Patricia Bollin

Murr Brewster & David Price

Diana Burman

Steven Cantor

Patrick Caplis

Jean Cauthorn

Susan Chan

Yu-Lin Chao

Richard Cheverton

Ann Clarke

Daphne Clifton & Jim McBride

Richard Colman

Colleen Connolly & Steve Smith

John & Sherie Corley

Jeannine Cowles

Patricia Craig-Waldrip

Darlene Cusick

Eloise Damrosch

Nelia L. De Ocampo

Lonny Doi

Elke Dortmund

Kay L. Doyle

Cecil & Sally Drinkward

Dorothy & Clyde Fahlman

Elysa & Eric Foxman

David & Dorothea Fradkin

Dr. Marcia Freed

Barbara Friesen

Yoko Fukuta

Carolyn Gassaway

Ray & Joyce Gee

Diana Ginsburg

Karen Goldmann

Maris Graube

Sylvia Gray & Victors Berstis

Erika Hadlock

Roger Hallin

Dr. James & Linda Hamilton

Fred & Amelia Hard

Josephine Hawthorne

Michael Hughes

IBM International Foundation

Geri & Steve Jacobs

Sibyl Jarrett

W. Charles Jensen

Patricia Kalvin

Elaine Kemp

Elizabeth Keyser

Lois & James King

Susan & Richard Koe

Robert & Susan Leeb

Muriel D. Lezak

Nadja & David Lilly

Jeanne Magmer

Philip Mandel – in memory 
of Mary A. Tooze

Eileen Markson

Kenneth Maupin

Patrick McCarty

Lynette Meadows

Helene & Graham Nash

Nike Inc.

Cindy Olson

Jim & Patti Petersen

Rev. Dr. & Mrs. Anthony Petrotta

Ron & Minnie Quiring

Suzanne Rague

Carol & Walter Ratzlaf

Ed & Ellen Reingold

Barbie & Burke Rice

Chris Riley

John & Joanne Rudoff

Nancy Salt Black

Judith Schneider

Mark Schumacher

Peter Schütte

James Seibert

Maxine Selling

David & Frances Sessions

Kyle Shetterly

Lane Shetterly

James Simpson

Sue Specht

The Standard

Elizabeth Stern

John & Martha Stewart

Marlise Stroebe & David Zine

Gilah Tenenbaum

Mary Jean Thompson

William Udy

Jacques & Mary Vaillancourt

James Vannice

Wayne Wakeland

Bruce Weber

Clifford Weber

Roy M. Wilkinson

Elizabeth E. Willis

Annie Windsor

Darrell & Geneva Wright

Herbert & Nancy Zachow

Florence Zeller

ANNUAL GIFTS: Portland Piano International thanks our generous donors who help make 
these wonderful recitals possible.  Annual gifts received between October 1, 2013 and September 30, 2014

This activity is supported in part by a grant 
from the Oregon Arts Commission and the 

National Endowment for the Arts.

Our apologies in 
advance for any 
omissions. Every gift 
is important to us!
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Classic Pianos Salutes 
Portland Piano International 

on its
2014-2015 Season

You’re invited to bring your music to our historic showroom 
 (featuring five different piano rooms) to audition some of the world’s top pianos:

Bösendorfer  •  Yamaha  •  Schimmel  •  Estonia  •  Mason & Hamlin 
Charles R. Walter  •  Hailun  •  Vintage-restored Steinway & Sons

Yamaha Disklavier reproducing pianos. Full family of Yamaha digital pianos, 
plus “Hybrid” AvantGrand and “Silent Piano.”  

Over 300 new and used pianos in inventory
Five-star Full Lifetime Trade-up Policy
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