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The Südwestdeutsches Kammerorchester Pforzheim (South-west German Chamber Orchestra
Pforzheim) consists of fourteen musicians of seven different nationalities and is one of the few
full-time chamber orchestras in Europe. The ensemble was founded in 1950 by Paul
Hindemith’s former student Friedrich Tilegant and soon won international recognition: it was
heard at the festivals in Salzburg, Lucerne and Leipzig and on numerous recordings. Maurice
André, Dietrich Fischer-Dieskau, Frans Brüggen and Yehudi Menuhin are only a few of the
celebrity names who have worked with the Orchestra.

Following the premature death of its founder in 1968, the Orchestra was moulded by the
Viennese Paul Angerer (1971-1981) and Vladislav Czarnecki (1986-2002), who came from the
Czech music tradition. From the 2002/3 season the young German conductor Sebastian
Tewinkel has been the Music Director. 

The Chamber Orchestra today performs with renowned soloists such as Gidon Kremer,
Rudolf Buchbinder, Christian Tetzlaff, Sabine Meyer, Frank Peter Zimmermann, Mischa
Maisky and Anatol Ugorski. It has appeared at many major European music festivals
(Schleswig-Holstein Music Festival, Schwetzingen Festival, Ljubljana International Summer
Festival, Prague Spring, Flanders Festival, EuroMediterraneo International Festival, Vienna
OsterKlang Festival) as well as in the USA and Japan.
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Raphael has recorded nearly every major work for his instrument. His extensive
discography on EMI, Chandos, Black Box, ASV, Naxos and Nimbus explores both the
mainstream concerto repertoire and countless lesser-known works by Dohnanyi, Respighi,
Barber, Hindemith and Martinu, as well as Richard Strauss, Dvorak, Kabalevsky and
Khachaturian. He has recorded a wide range of British cello concertos, including works by
MacMillan, Finzi, Delius, Bax, Bliss, Britten, Moeran, Walton and Kenneth Leighton.

Britain’s leading composers have worked closely with Raphael Wallfisch, many having
written works especially for him. These include Sir Peter Maxwell Davies, Kenneth Leighton,
James MacMillan, John Metcalf, Robert Simpson, Robert Saxton, Roger Smalley, Giles Swayne,
John Tavener and Adrian Williams.

Raphael Wallfisch plays on an instrument made by Adolphe Gand in Paris 1849 for
Auguste Tolbecque, dedicatee of Saint-Saëns’ first Cello Concerto. 

William Boughton has guest conducted with many of the worlds leading Orchestras from San
Francisco to Helsinki. He is most closely associated with the English String, (later Symphony),
Orchestra which he founded in 1980. As the ESO’s Artistic and Music Director he successfully
developed the orchestra’s repertoire through the Viennese classics to contemporary music and
built a significant discography of internationally acclaimed recordings with Nimbus Records.

He has worked with many leading soloists on the international circuit, including Nigel
Kennedy, Leonidas Kavakos, Emmanuel Ax, Radu Lupu and Viktoria Mullova. He has
commissioned works from leading contemporary composers including Peter Sculthorpe, John
Joubert, Anthony Powers, Michael Berkeley, John Metcalf, Stephen Roberts and Adrian
Williams among many others. His close friendship with the late Yehudi Menuhin saw
Boughton and the ESO performing at his Memorial Service in Westminster Abbey.

In 2000 William Boughton was invited to become the Artistic Director of The Nimbus
Foundation and created the Wyastone Summer Series which takes place at the concert hall
sited in the grounds of Nimbus’s Wyastone Leys estate. The festival revolves around
international soloists and has included Grigori Sokolov, Angela Hewitt, Jordi Savall,
Anoushka Shankar, Felicity Lott, Evelyn Glennie, George Benjamin, the London Sinfonietta,
the Kopelman Quartet and John Lill. 

The 2005/6 season was the 25th anniversary of the ESO and Boughton’s final appearances
with the orchestra he founded. In July 2007 he became the 10th Music Director of the New
Haven Symphony Orchestra and has made his home in Connecticut. 
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the sense of a visionary journey as the music increases in warmth and ardour (and, indeed, in
‘English’ accent). An apparent tranquillo  reprise of the stellar opening – with the violin
returning in a further duet – is rendered richer by free-rhythmed string arpeggios in
harmonics, a colouristic device with a long history going back through Stravinsky’s Firebird
to Rimsky-Korsakov’s Sadko .

The orchestra fades into silence, and the cello launches into the work’s principal cadenza,
transforming the thematic material heard so far into various try-outs of a dance-like tune, first
pizzicato, then flautando , then with double-stopping, and accelerating finally into the fast
second movement. Here the idea that was trying to form itself in the cadenza establishes itself
at once as a pawky, rather folk-like dance tune, faintly reminiscent of The Keel Row . Although
it would make a fine rondo-subject Patterson does not really want to write contrasting
material: rather the idea ceaselessly remakes itself in different shapes, keys and registers, while
retaining its characteristic raffish dactylic rhythm. This vigorous and rather sardonically witty
movement is a real test of virtuoso skill. The pace remains constant in its drive and
momentum, with the soloist and orchestra in continual conversation: even a brief return of the
first movement’s sinister tremolandi cannot damp the ebullience. At most there are a few brief
pauses for breath before the dance resumes as enthusiastically as before. At last the strings
break off to leave the cello to a third and last cadenza, taken at more or less the same fast pace,
before the decisive coda and the emphatic slap-pizzicato of the final D major chord.

Note © 2007 Calum MacDonald

Raphael Wallfisch is one of the most celebrated cellists performing on the international stage.
He was born in London into a family of distinguished musicians, his mother the cellist Anita
Lasker-Wallfisch and his father the pianist Peter Wallfisch. At an early age, Raphael was
greatly inspired by hearing Zara Nelsova play. He was subsequently guided by a succession
of fine teachers including Amaryllis Fleming, Amadeo Baldovino, Derek Simpson and the
great Russian cellist Gregor Piatigorsky. At the age of twenty-four he won the Gaspar Cassadó
International Cello Competition in Florence. Since then he has enjoyed a world-wide career
playing. 

Teaching is one of Raphael Wallfisch’s passions. He is in demand as a teacher all over the
world holding the position of professor of cello in Switzerland at the Zürich Winterthur
Konservatorium and in Germany at the Hochschule Mainz.

Witold Lutosławski (1913-94)
1 Grave: Metamorphoses for cello and string orchestra (1981) 6.29

Elizabeth Maconchy (1907-94)
Epyllion (1975) 17.21

2 I    Lento moderato 5.38
3 II   Scherzo: Vivo 2.45
4 III Lento 4.20
5 IV Moderato 4.38

Paul Hindemith (1895-1963)
Trauermusik (1936) 8.21

6 I  Langsam 3.55
7 II Ruhig bewegt 0.41
8 III  Lebhaft 1.16
9 IV Choral „Für deinen Thron tret ich hiermit”. Sehr langsam 2.29

Paul Patterson (b. 1947)
Cello Concerto Op. 90 (2002) 24.27

0 I 12.20
q —cadenza—II 12.07

Mark Kopytman (b. 1929)
Kaddish (1966, orch. 1982) 15.02

w I    Largamente, un poco rubato—Allegro molto , con forza 4.44
e II   Andante, lontano 3.39
r III  Lento, quasi recitativo—Giocoso , vivace—Lento, dolente 6.39

Total playing time 71.45
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Of all the string instruments, the cello seems to come nearest to possessing a soul, partly
because of its great range, from the deep nobility of its lowest baritone to bass register, to the
plangent eloquence of its high soprano one. Of all the strings it has the most human-seeming
voice, though a voice beyond the capacity of any one person to imitate over its full gamut.
This human, soulful side of the instrument seems often to emerge most clearly when it is
accompanied by other strings, a homogenous background against which it can stand out as
an individual. The varied compositions on this disc (discussed in this note in chronological
order) form a powerful collection of modern works for this combination, even though two
of them exist in alternative versions for the more intimate, guarded tones of the viola.
Hindemith’s Trauermusik , indeed, is a cornerstone of the viola repertoire, yet it is equally if
not even more expressive when heard in his later version for cello.  

Born in Hanau, near Frankfurt, in 1895, Paul Hindemith was one of the great all-
rounders of musical history as composer, teacher, conductor and instrumentalist. He once
claimed to be able to be at least competent in playing every instrument in the orchestra, but
as far as his professional career went he was a string player. He had been something of a
child-prodigy violinist, who had good teachers and was kept at his studies by his father, a
frustrated artist. For several years he helped support his family as a dance-band performer,
while studying violin and also composition at Frankfurt’s Hoch Conservatoire; but he was
very familiar with the cello, not least because his brother Rudolf – for whom he wrote an
early Cello Concerto – was a cellist. Still as a violinist, Hindemith led the Frankfurt Opera
Orchestra from 1915 to 1923, except for a year’s army service on the Western Front. Within a
few years after the First World War, he was also regarded as Germany’s leading young
composer until the advent of the Nazis. As a performer, from about 1919 the viola became
his preferred instrument. In 1922 Hindemith co-founded the Amar Quartet, dedicated to the
performance of contemporary music, and he remained its violist until 1929; he was also
internationally in demand as a soloist, and gave the world premiere of Walton’s Viola
Concerto. After 1933, however, he spent increasing amounts of time away from Germany
because of the difficulties of the political situation there.

In January 1936 Hindemith was in London, scheduled to play the solo part in the UK
première of his new Viola Concerto, Der Schwanendreher. But on 21 January – the day before
the concert – King George V died. BBC protocol ruled that, at this time of national mourning,
the scheduled Queen’s Hall Concert should be replaced by a studio concert; and that instead
of Hindemith’s concerto some appropriate funeral music should be played. Adrian Boult

The second section is a capricious scherzo, very lightly scored, much of it in pizzicato and
in a rapid 5/8 metre than gives it a rather Bartókian feeling. Here too, however, Maconchy uses
various ‘free’ passages to override the tyranny of the bar-line. The cello’s final descent leads
into the Lento third section, which perhaps counts as the ‘epyllion’-form’s one digression. This
is intensely lyrical in feeling though mainly contrapuntal in texture, with long interlacing lines;
it includes several cadenza-like solos for the cello, one accompanied by randomized pizzicati
in the violins. The final section (Moderato ) then begins with a vibrant ascending passage in
trills for all the strings. Much of the section is however carried by the rhetorically voluble solo
line, both unaccompanied and in dialogue with various sections of the orchestra. Towards the
end the music becomes more meditative, with reminiscences of earlier ideas. The return of the
ascending trills also brings a dramatic reprise of the dark reiterated chords and violin
harmonics first heard at the work’s opening; and though the trills persist it is the dark chords
that seem to have triumphed in the work’s severe, even tragic final bars.

Paul Patterson is generally thought of as one of the most versatile composers of his
generation. Born in 1947, he studied trombone and composition at the Royal Academy of
Music, the latter under Richard Rodney Bennett, and was himself Head of Composition and
Contemporary Music there for many years before becoming the Academy’s Manson Professor
of Composition in 1997. A skilled craftsman, Patterson has demonstrated his virtuosity in a
range of styles and genres. He is an eclectic whose wide musical culture encompasses almost
everything from orthodox serial techniques to electronics and the commercial scene. His music
seems influenced by a number of composers, and he numbers both Hindemith and
Lutoslawski among his early influences, as well as the English choral tradition. 

Patterson composed his Cello Concerto, op.90 in 2002 for Raphael Wallfisch and the
Primavera Chamber Orchestra, who premiered it at the Rye Festival in September of that year,
conducted by Paul Manley. Like Patterson’s Violin Concerto of 10 years earlier, the Cello
Concerto uses an orchestra of strings only. The work is continuous, but is cast as a diptych of
two movements, the first slow, the other fast, hinged upon a central cadenza that acts as a
bridge between them. The Concerto opens with the cello ruminative in its lowest register,
beneath a starry sky of faintly shimmering tremolandi in high strings, and gradually opens out
with increasing agitation, culminating unexpectedly soon in a first brief cadenza for the
soloist, who then finds himself in lyrically expressive dialogue with muted strings, seconded
by a solo violin that, for a while, becomes a duet partner. The strings’ chilly tremolandi are
reminiscent of Sibelius, or perhaps the bleaker pages of Gustav Holst. A walking bass imparts
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viola’, and finding herself ‘giving it the best things’ in her quartets, but in fact she wrote for
all the string instruments with intimate knowledge and sure command. This is demonstrated
most clearly in Epyllion for solo cello and a string orchestra of 15 players, a late work which
reflects her still-evolving approach to new string sonorities and textures. The piece was
commissioned by the Cheltenham Festival and first performed at the Town Hall on 13 July
1975 by John Heley (cello) and the Academy of St Martin-in-the-Fields, conducted by Neville
Marriner.

The Greek word Epyllion, meaning ‘little epic’, does not exist in ancient Greek: it was
coined in the 19th century to describe classical poems that told a story whose subject was
love (rather than the epic’s concern with war, quest, and the gods), but making use of
mythological allusions and with at least one major digression in its form. Such poems are
found from the time of Theocritus (who died about 250 BC); a Latin example is Peleus and
Thetis by Catullus (who died some 200 years later). The term was also applied to post-
classical literature, especially the erotic treatment of mythological narratives in Renaissance
poetry: Shakespeare’s Venus and  Adonis and Marlowe’s Hero and Leander are major
English examples.

Elizabeth Maconchy’s own programme note for her Epyllion does not refer directly to
this meaning: in fact she seems to understand the title merely as a short epic. ‘I have chosen
to suggest’ she wrote, ‘that, like an epic poem, this piece of events of widely varied character.
They are, however, purely musical events.’ That is true as far as it goes, but it is in the
romantic and ardent nature of those events that the underlying poetic quality may be sensed.
Maconchy also commented that the strings ‘are sometimes treated as soloists and at others
as a group. The solo cello is highlighted all the way, but as the leading character in the cast
rather than a concert soloist’.

Epyllion is cast as a single span, but falls into four clearly-demarcated sections. The first
part (Lento moderato ) begins and ends with low-pitched, reiterated chords, urgently
chiming, with glissandi in harmonics for the violins, evoking a bird-like response in free
rhythm from the soloist. Most of this first section, however, is melodically rhapsodic, with
lyrically expressive phrases for the soloist offset by more vigorous passages, and extremely
refined string textures; there are also two mildly aleatoric, unbarred sections, the strings
playing independently of each other and of the soloist. The chords and glissandi return, but
die away.

and Edward Clark, the head of the BBC Music Department, were determined that Hindemith
should still take part, so it was decided that the funeral music should be specially written by
Hindemith himself. Thus from 11 am to 5 pm that day he engaged in what he described to his
publisher as ‘some fairly hefty mourning’, with a team of copyists engaged to transcribe the
results. The end product was Trauermusik(‘Music of Mourning’), which Hindemith premièred
in the national broadcast with the BBC Symphony Orchestra under Boult the very next day. 

This would be remarkable enough as a story of Hindemith’s fabled professionalism and
versatility; but the work he produced in those six hours has far outlived the occasion for which
it was written. Indeed it remains a shining example of an ‘occasional’ composition which is a
distinct contribution to the general repertoire, and is one of Hindemith’s most justly celebrated
pieces. For Trauermusik  is a grave, shapely, and unexpectedly eloquent lament. The music, in
his most exalted vein but with a quality of intimacy, is closely allied to the reflective portions
of his opera Mathis der Maler, which he had completed the previous year. The ‘fairly hefty
mourning’ to which he ironically referred must have been fuelled, not so much by the death
of the King, as by a strong vein of personal sorrow, no doubt occasioned by his current
uncertain position as a German artist, and his growing fears for the direction in which his
country was being taken by its Nazi masters. 

Trauermusik ’s single movement is divided into four sections. The rhythm and melodic
contours of the first are closely modelled on the opening of the ‘Grablegung’ (Entombment)
section of Mathis. The second part is more songful – even, one may fancy, with a flavour of
English folk song, though it is more likely the idiom of the Schwanendreher Concerto, based
upon Medieval German folk songs, that is recalled here. A livelier, more determined section
follows, but the energy dissipates into renewed expressions of lamentation on the viola. The
work concludes with a free elegiac invention on J. S. Bach’s Chorale Vor deinen Thron tret’ ich
hiermit (Herewith I step before Thy throne): ‘very suitable for kings’, commented Hindemith,
who went on to observe that the melody is well known in England as the psalm-tune ‘The Old
100th’. In these final bars, among the most moving he ever wrote, personal expression and the
requirements of time and place become a seamless garment.

The Israeli composer Mark Kopytman was born in the USSR in 1929. He studied music
and medicine simultaneously in Lvov, but after gaining a medical degree he decided to devote
himself to music and continued his studies in the Moscow Conservatory with Semyon
Bogatyrev, graduating in 1958. Despite a successful subsequent teaching and performing
career in Moscow, Alma-Ata and Kishinev, in 1972 he, like many other Russian-born Jews,
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decided to emigrate to Israel. Kopytman has been a professor at the Jerusalem Rubin
Academy of Music and Dance and in the musicology department of the Hebrew University
in Jerusalem. He has travelled widely, notably to the UK, USA and Australia, as a visiting
lecturer and composer in residence, and his reputation is an international one. In 1986 he
received the coveted Koussevitsky International Records Award for his orchestral work
Memory. His experience of Oriental Jewish music, following his move to Israel, brought
Kopytman to capitalize on the ancient technique of heterophony, creating musical textures
out of the simultaneous sounding of several variants of the same main idea. In recent
decades his music has focussed on the destiny and spiritual heritage of the Jewish people,
and the workings of memory, both in individual experience and in that of the race.

Kaddish, though typical of these concerns, is a comparatively early work, composed in
1966 while Kopytman was still living in Russia, and may be considered a continuation of a
specifically Russian-Jewish musical tradition maintained by such earlier composers as
Mikhail Gnessin and Alexander Krein. Like the Hindemith Trauermusik , Kopytman’s
Kaddish can also be played on the viola. The original version was written with piano
accompaniment, but in 1982 Kopytman recast it for solo with string orchestra, the form in
which it is heard in this programme. The Kaddish is one of the most important and central
prayers in the Jewish liturgy. The name often refers specifically to ‘The Mourners’ Kaddish’,
which is said as part of the mourning rituals in all Jewish prayer services as well as at
funerals and memorials. The phrase ‘saying Kaddish’, specifically denotes a ritual of
mourning. But though the Kaddish is often popularly referred to as the ‘Jewish Prayer for
the Dead’, it makes no direct mention of death, but instead praises God. Kopytman’s score,
which divides into three movements, is highly dramatic, with the solo instrument often
unaccompanied, perhaps fulfilling the role of a rabbi or cantor. This aspect is apparent from
the opening bars of the first movement, with a repeated recitative-like entry for the soloist
(Largamente, un poco rubato ) to which the strings make a quieter response (Muovendo, piu
mosso ). This section accelerates into a fierce Allegro molto , con forza with a burlesque dance
reminiscent of klezmer music. The various figures are fragmented and developed in ensuing
sections, driving to a climax in which the soloist is in unison with the orchestra violas and
cellos.

Quiet, uneasy string figuration initiates the second movement, which follows without a
break. The cello then takes the lead with espressivo melody, imitated by high violins. The
violins give out a plangent theme of mourning, taken up dolce by the cello before giving way

to a melancholic waltz-music developed from the movement’s opening bars. A dramatic
repeated cadence-figure brings the movement to a close, and the third movement begins
Lento, quasi recitativo  with an unaccompanied cadenza for the cello. A meditative passage,
recalling part of the first movement, accelerates progressively to a wild dance (Giocoso ,
vivace) which it is not inappropriate to compare to Shostakovich (who himself used Jewish
themes or musical characters in several works). The dance is suddenly cut short and another
unaccompanied recitative for the soloist brings brief reminiscences of first and second
movements before Kopytman’s Kaddish fades out softly, Largo, lontano , on the cello’s high
sustained B harmonic.

The great Polish composer Witold Lutosławski gave the world a notable Cello Concerto,
composed in 1970 for Mstislav Rostropovich. Grave: Metamorphoses is a slighter piece from ten
years later. Originally written for cello and piano, it is dedicated to the memory of the Polish
musicologist Stefan Jarocinski (1912-1980), and was first performed in Warsaw in April 1981
by Roman Jablonski and Krystyna Borucinska. The following year Lutoslawski made the
version we hear on this disc, for cello accompanied by an ensemble of 13 solo strings: this form
was first heard that August in Paris at the Festival Estival, performed by Mischa Maisky and
the Ensemble Intercontemporain. The brief single movement takes the form of a composed
accelerando through a single immense melodic line, increasing in speed from the slow
opening. The cello line also rises throughout, from bass to soprano register. 

The music seems sunk in a brown study as it begins: the opening bars quote from the
forest scene at the start of Debussy’s Pelleas et Melisande , in tribute to Stefan Jarocinski’s
renowned knowledge of and expertise  in Debussy’s work. But a marching bass figure and
nagging repeated notes in the accompaniment soon get it moving with a sense of purpose. The
mood is quite restrained with occasional more intense passages which occur with increasing
frequency as the eventual climax approaches. There are no extended themes, but the music
proceeds by the metamorphosis (thus the second half of its title) and extension of a number of
2- and 3-note motifs, associated with certain controlling harmonies which impart a ‘quasi-
tonal’ feel to the work. Having worked up speed, it climaxes in dramatic rhythmic exchanges
and a passionate outcry that descends once more to the depths. Here the cello rises again,
unaccompanied, in an elegiac cadenza before the spectral flickering of the final bars.   

Elizabeth Maconchy, who studied with Gustav Holst and Ralph Vaughan Williams,
composed in most genres but is principally celebrated as a writer of chamber music, especially
for her extensive series of string quartets. She confessed to having been long ‘in love with the


