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Emanuel Ax. And so he proposed this project to me, and with 
great enthusiasm, I embraced the idea. With Richard, my 
friendship goes back many years, beginning in the 1960’s.  
In recent times we’ve done some recordings together and  
even exchanged pastry recipes. With Manny the friendship is 
more recent, but towards both these artists I’ve harbored an 
enduring and unclouded admiration.
 Commedia was written during the summer months of 2002, 
largely in Tuscany and Leipzig, Germany. As I began working 
on the piece I had no idea what its form or shape would be, but 
I felt that it must begin on a note of high, even frantic, energy 
and that the organizing motivic sonority would be a major sev-
enth enclosing a minor third. (In recognition of the cascading 
onslaught of the opening attack, the tempo direction is ”LABOOH,” a mysterious word 
of obscure origin, possibly derived from the expression: “Like A Bat Out Of Hell.”)
 Eventually the motoric thrust runs out of steam and undergoes a transformation 
into something more suspended and expressive. This is followed by a lengthy stretch 
of music that is lyric and flexible, with the clarinet and piano engaging each other in 
melodic and figurative exchanges. The harmony is rich and progressively inflected, 
but the music is never just one thing: it is in constant flux, now amorous, now insistent, 
now timid and hesitant, now despairing. There is a brief chorale with commentary, and 
a semi-improvised scherzando duet. The music moves towards a passionate climax, and 
then recedes into private sadness, as if in reminiscence. Almost as an afterthought, the 
quick music of the opening is brought back as if to say: perhaps it was only a joke!
 According to the OED, Macaulay called Dante’s Divine Comedy a personal nar-
rative. Dante himself called his poem La Commedia because “in the conclusion, it is 
prosperous, pleasant and desirable,” and in its style, “lax and unpretending…written 
in the vulgar tongue in which women and children speak.”
 I infer from this that not all of La Commedia is sweetness and light, and that the 
style, ‘lax and unpretending…in the vulgar tongue in which women and children 
speak,” implies that it avoids learned pedantry and embraces the vernacular, the 
direct and unpretentious language of everyday speech.
 Commedia is dedicated to Emanuel Ax and Richard Stoltzman.

IT WAS BILJANA MILOvANOvIC who conceived this project of recording 
a group of my compositions for Albany Records. She chose the particular 
pieces, selected the players and determined the recording venue and the 
recording engineers. As an expert keyboard artist she also undertook 
the challenging task of playing in a number of pieces calling for piano 
or harpsichord. Although I performed in one piece — Commedia — with 

Richard Stoltzman, and conducted another — De Novo for Cello and Ensemble — my 
major role was to coach the performers in matters of style and to guide the recordings 
from the control booth. Part of my work was to calibrate balances in order to illuminate 
the essential character of each piece. Some extremes might be noticed. For example, in 
the second movement of Dances of Atonement the violin line is intentionally inundated 
and overwhelmed by the massive attack from the piano, a deliberate imbalance that reflects 
the idea that the older traditions are under assault from forces of the modern world. 
 The overall enterprise has been exciting and deeply affirmative. The outstanding 
performers brought the music to life with superb skill and spontaneous enthusiasm, 
and I would like to express my gratitude. 
 It will be noted that the repertory spans 50 years of composition beginning with 
Partita for Piano of 1952 and arriving at Commedia for Clarinet and Piano of 2002. The 
following comments about each of the compositions and the circumstances of their 
creation may help to pique the interest of listeners. 

—YEHuDI WYNER

The Music

Commedia for Clarinet and Piano (2002)
The impulse for the creation of a new composition for clarinet and piano came from 
Richard Stoltzman. He wanted something to help him celebrate a significant birthday, 
something he could receive and participate in, but also something he could pass  
to others. He also wanted to share this experience with his treasured colleague, 



partita as they were composed, and played them for him. There was no criticism, no 
discussion of the techniques of the works, about the “ideology’ of neoclassicism. Piston 
simply and quietly approved, no questions asked. While I was pleased, I was also 
puzzled. What kind of teaching was this, I wondered. Was the lack of intervention a 
sign of indifference, of passive acquiescence, a sign that Piston did not want to get 
involved in matters outside his own creative preoccupations? Years later (on the basis 
of my own teaching experience) I came to the conclusion that Piston had sensed that 
I knew exactly what I wanted to do at that moment. What I needed was support, not 
criticism, and his approval helped me develop a sense of confidence and fluency.
 I played the entire Partita at a concert at Paine Hall at the end of the Spring 
Semester 1952 (or was it during the Summer Session? I cannot recall). 
 When I returned to Yale in the fall, I showed Hindemith the work I had been 
doing the previous year. He was furious. He hated the outer trappings of “referential” 
neo-classicism (paradoxically, he loved Oedipus Rex), and realized at once that 
Stravinsky had gained the upper hand in my musical thinking. He tried tinkering 
with details of the Overture, fussed and fumed, revised and erased, finally threw the 
pencil down in high irritation and commanded me to get started on something new.

Dances of Atonement (1976) 
Dances of Atonement began its existence as an occasional piece. In 1976, in response to 
a request for instrumental music suitable for presentation on a television program 
devoted to Yom Kippur and featuring violinist Joseph Silverstein, then concertmaster 
of the Boston Symphony Orchestra, I was unable to come up with any suggestions. 
In the absence of an available literature, the notion to create an appropriate music 
sprang to mind and I set to work at once. My first thought was to base a piece on 
the familiar Kol Nidre chant utilized by the 19th century composer Max Bruch and 
unmistakably identified with Yom Kippur. But the very familiarity of this chant 
made it difficult to work with; every variation, every distortion abused rather than 
enhanced the original and I felt myself trapped by the association. I sought a solu-
tion by searching for material elsewhere and found an unfamiliar Kol Nidre in a 
collection of the music of the Jews of Morocco. From the style of the chant I inferred 
it to be of great antiquity. It’s very remoteness stimulated my imagination. In a 
short time the piece was completed and first performed on Boston Channel 5 by 

De Novo for violoncello with Flute, Bass Clarinet, Two violas and Contrabass (1971)
De Novo for Cello and small ensemble was written early in 1970 in response to a 
request from my colleague at Yale, the wonderful cellist and teacher, Aldo Parisot. He 
was preparing to give a recital at Tully Hall and sought to present something new. 
There was always a sympathetic bond between us. I admired his playing, its refine-
ment, its feral animation, from the very first time I heard him play in 1946, my fresh-
man year at Yale. This impression never waned in all our continuing collaborations 
as players and teachers. And so when he honored me with a request for a piece to be 
performed at a particularly auspicious occasion, I eagerly seized the opportunity. 
 The composition is a rather curious one: it’s a kind of poetic meditation, dark, 
elusive and shadowy. 
 A short, aggressive middle section provides contrast and context for the contem-
plative endgame and its dissolution. Lurking beneath the surface of the piece is Valse 
Triste by Sibelius, a melancholy waltz of infinite nostalgia that I’ve always loved. 
At the premiere, Parisot finished playing the piece and, pleased with the audience 
response, announced that he would play it again, noting that De Novo means “of the 
new,” but also ”again.”

Partita for Piano (1952)
In 1951 I interrupted my studies with Hindemith at Yale and came to Harvard to spend 
one year in the graduate program. My principal teachers were Allen Sapp, Archibald 
Davison, Randall Thompson and Walter Piston. The course work, especially in coun-
terpoint and in medieval notation was rigorous and rewarding. A survey of the operas 
and oratorios of Handel, taught by Thompson, proved to be a powerful eye and ear 
opener. With Piston, the spring was devoted to the composition of the Partita for piano 
that reflected at every turn the influence of the music I was studying. Obviously, I was 
drawn to the bold, telegraphic, theatrical stance of Handel (as opposed to the dense, 
systematic, exhaustive processes of Bach), the modal counterpoint and cadential 
formulas of the middle ages, the keyboard style of William Byrd. But the decisive 
influence which guided my thinking was the neoclassical esthetic of Stravinsky with 
which I had a growing involvement.
 To the private sessions I had with Piston I brought completed movements of the 



this movement as a 12-tone dance. Decadenza means, as one would expect, decadence. 
Indeed there is the possibility in this somewhat spastic music that organized, regulated 
relationships are falling apart!
 The title given the first movement, Cadenze (pl. of cadenza), requires further 
explanation. I had in mind the perverse idea of building a beginning movement out 
of endings and cadences. Some of these suggest intermediate pauses; others resemble 
the full close one might encounter at the end of an extended composition. Some of 
these cadences are parodies of conventional ‘v-I’ formulae common to all tonal music. 
Some are conventional dance-figure endings. Each short section, then, is conceived 
as an ending of some sort. A composition composed of endings? very vexing, very 
irritating…Eventually the cadences begin to adhere to each other and the resultant 
momentum enables the music to move forward in a released and energized way.

Silverstein and myself.
 But the piece was not complete. The vitality of the material seemed to enjoy an 
unsolicited life in my imagination and the Kol Nidre continued to expand, to elaborate, 
to transform. An additional group of themes, also from the traditional chants reserved 
for Yom Kippur, demanded a hearing as well. So while Kol Nidre expanded, a new 
movement V’hakohanim (and the priests entered) was begun. Both movements were 
completed in November 1976 and Dances of Atonement received its first performance in 
New York shortly thereafter.
 Like much of my work, Dances of Atonement seeks to transform simple, even com-
monplace material into abstract, mystical, or otherwise unforeseen states of being. 

Cadenza! (1969)
Cadenza! was written in 1969 for two colleagues from the Yale School of music faculty, 
clarinetist Keith Wilson, and harpsichordist Ralph Kirkpatrick. The composition was 
completed on July 20th, the date of the first moon landing.
 We think of a cadenza as a display piece, virtuosic and improvisatory in character, 
usually occurring toward the close or cadence of a concerted movement. But a cadenza 
may be something more, as suggested by the following definitions:

Cadenza (Italian): cadence, modulation
Cadence (from Italian cadere, to fall): a rhythmic 
sequence or flow of sounds in language; The beat, 
time or measure of rhythmic motion or activity. A 
falling inflection (of the voice). The modulated and 
rhythmic recurrence of a sound, especially in nature.
Cadence (French): 17th century name for the trill
Cadencer (French): to give rhythm and cadence to, to 
harmonize.

The four movements of Cadenza! with their somewhat absurd and alliterative titles are:
I. Cadenze; II. Canzona; III. Dodecadanza; Iv. Decadenza
 Canzona suggests an aria or song. Dodecadanza compounds two words; ‘danza’ 
meaning dance, and ‘dodeca,’ referring to the number 12 and in this case identifying 

The composer
Awarded the 2006 Pulitzer Prize for  
his Piano Concerto, “Chiavi in mano,” 
YEHuDI WYNER (b.1929) is one of 
America’s most versatile musicians.  
His compositions include more than 60 
works for orchestra, chamber ensemble, 
solo voice and solo instruments, piano, 
chorus, and music for the theater, as 
well as liturgical services for worship. 
He has received commissions from 
Carnegie Hall, The Boston Symphony, 
The BBC Philharmonic, The Santa Fe 
Chamber Music Festival, The Library  
of Congress, The Ford Foundation, The 
Koussevitzky Foundation, The National 
Endowment for the Arts, The Fromm 
Foundation, and Worldwide Concurrent 

Premieres among others. His recording 
The Mirror on Naxos won a 2005 
Grammy Award, and his Horntrio (1997) 
was a Finalist for the Pulitzer Prize.
 Other honors received include two 
Guggenheim Fellowships, The Institute 
of Arts and Letters Award, the Rome 
Prize, and The Brandeis Creative Arts 
Award. In1998 Mr. Wyner was awarded 
the Elise Stoeger Prize given by the 
Chamber Music Society of Lincoln 
Center for “lifetime contribution to 
chamber music.” He is a member of  
both the American Academy of Arts  
and Letters and The American Academy 
of Arts and Sciences. 
 He has been composer-in-residence 
at Civitella Ranieri, the Eastman School 



of Music, vassar College, the Atlantic 
Center for the Arts, the Rockefeller 
Center at Bellagio, Italy, the American 
Academy in Rome, and at the Sante Fe 
Chamber Music Festival. He was a pro-
fessor at Yale from 1963-1977 where  
he served as head of the Composition 
faculty, and he became Dean of the 
Music Division at SuNY Purchase in 
1978, where he taught for 12 years. A 
guest professor at Cornell university 
in 1988, Mr. Wyner has been a fre-
quent visiting professor at Harvard 
university since 1991. From 1991-2005, 
he held the Walter W. Naumburg Chair 
of Composition at Brandeis university, 
where he is now Professor Emeritus.
 Recordings of his music can be 
found on New World Records, Naxos, 
Bridge, Albany Records, Pro Arte, CRI, 
4Tay Records, and Columbia Records.

The performers
Clarinetist RICHARD STOLTzMAN’S 
virtuosity, musicianship and sheer  
personal magnetism have made him  
one of today’s most sought-after concert 
artists. As soloist with more than a  
hundred orchestras, as a captivating 
recitalist and chamber music performer, 

as an innovative jazz artist, and as 
a prolific recording artist, two-time 
Grammy® Award winner Stoltzman has 
defied categorization, dazzling critics 
and audiences alike throughout many 
musical genres.
 Stoltzman graduated from Ohio  
State university with a double major 
in music and mathematics. He earned 
his Master of Music degree at Yale 
university, and later worked toward a 
doctoral degree at Columbia university. 
As a ten-year participant in the 
Marlboro Music Festival, Stoltzman 
gained extensive chamber music expe-
rience, and subsequently became a 
founding member of the noted ensemble 
TASHI, which made its debut in 1973. 
 Since then, Stoltzman’s unique style 
of playing the clarinet has earned him 
an international reputation as he has 
opened up possibilities for the instru-
ment that no one could have predicted. 
He gave the first clarinet recitals in 
the histories of both the Hollywood 
Bowl and Carnegie Hall, and in 1986, 
he became the first wind player to be 
awarded the Avery Fisher Prize. In 2006, 
he was awarded the prestigious Sanford 
Medal by the Yale School of Music.  
His talents as a jazz performer as well as 
a classical artist have been heard  

far beyond his annual tours. He has  
performed or recorded with such jazz 
and pop greats as Gary Burton, the 
Canadian Brass, Chick Corea, Judy 
Collins, Steve Gadd, Eddie Gomez, Keith 
Jarrett, the King’s Singers, George 
Shearing, Wayne Shorter, Mel Tormé, 
Spyro Gyra founder Jeremy Wall and 
Kazumi Watanabe. His commitment to 
new music has resulted in the com-
missioning and premiere of numerous 
new works for the clarinet, including 
“Fantasma/Cantos” by Toru Takemitsu, 
the 1994 winner of Grawemeyer Award 
for Music Composition. 
 Richard Stoltzman has a discography 
numbering more than 60 releases on 
BMG/RCA, SONY Classical, MMC, BIS, 
Albany and other labels, including 
Grammy-winning recording of Brahms 
Sonatas with Richard Goode and Trios  
of Brahms, Beethoven and Mozart with 
Emanuel Ax and Yo-Yo Ma.
 

The IBIS CAMERATA 
brings together  
four internationally 
acclaimed musicians 
of the new generation. 

Coming from different corners of the 
world, each one of them possesses a  
distinct remarkable musical personality.

Formed under the auspices of the 
university of Miami’s Frost School of 
Music in 2001, they have garnered much 
attention with audiences and critics in 
their new home base of Boston and 
Miami, Florida (their original home) as 
well as around the world. Their unique 
ensemble enables them to command a 
much more varied repertoire than the 
traditional piano trio, allowing them  
to perform rarely heard classical  
masterpieces, works by contemporary 
composers and non-conventional  
repertoire such as tango and jazz.
 Avid supporters of new music, the 
Ibis Camerata have performed and 
recorded works by Yehudi Wyner, 
Gunther Schuller, Lansing McLoskey, 
Kati Agócs, Eric Ewazen, and John  
Heiss, among many others. 
 The Ibis Camerata has performed 
at such world renowned festivals as the 
Aspen Music Festival, the Hampton-
Sydney Music Festival and the White 
Nights Music Festival in St. Petersburg, 
Russia. They have previously released 
three albums on the Albany Records  
label titled Glisten, Sculpting Clouds and 
Boston Dairy. For more information visit 
www.ibiscamerata.com.



Pianist BILJANA MILOvANOvIC began 
her performance career at the age of 15 
under the sponsorship of the Concert 
Management Association “Jeunesses 
Musicales” while still a student at the 
School for Gifted Children in Belgrade, 
Serbia. Ms. Milovanovic continued 
her education at the world renowned 
Conservatory “Rimsky-Korsakov” in 
St-Petersburg, Russia, where she 
received her Bachelor and Master 
Degrees and at the Royal Conservatory 
of Music in Toronto. Ms. Milovanovic 
received her D.M.A. from the university 
of Miami Frost School of Music. She 
has performed both as a soloist and 
chamber musician in Serbia, Croatia, 
Macedonia, Russia, Estonia, ukraine, 
Belgium, Canada, Switzerland, Italy, 
Spain, and the united States and  
participated in international festivals.

violinist DMITRI POGORELOv has 
appeared in solo recitals, and as a soloist 
with orchestras in the united States, 
Germany, Italy, France, Japan, and 
Russia, where he performed in the most 
prestigious concert halls of Moscow and 
St. Petersburg. In addition to his solo and 
chamber music activities Dmitri has also 
worked under Pierre Boulez, Bernard 
Haitink, Sir Mark Elder, Esa-Pekka Salonen, 

and Miguel Harth-Bedoya, as concert-
master of the Chicago Symphony’s Civic 
Orchestra. Dmitri Pogorelov plays a 1714 
vincenzo Ruggieri violin.

Cellist RAFAEL POPPER-KEIzER maintains 
a vibrant and diverse career as one of 
Boston’s most eminent freelance musi-
cians. Mr. Popper-Keizer is an alumnus 
of the New England Conservatory, where 
he studied intensively with master peda-
gogue and Piatigorsky protégé Laurence 
Lesser, and of the Tanglewood Music 
Center. Mr. Popper-Keizer appears regu-
larly with Emmanuel Music, Chameleon 
Arts Ensemble, Winsor Music, the Ibis 
Camerata, and Monadnock Music,  
and is principal cellist of the Boston 
Modern Orchestra Project and the 
Boston Philharmonic Orchestra. He  
has made guest appearances with the 
Fromm Chamber Players, Boston Musica 
viva, the Boston Trio, the Rockport 
Chamber Music Festival, and John 
Harbison’s Token Creek Festival, among 
numerous others.

Clarinetist MICHAEL NORSWORTHY’s 
virtuosity and unique voice have made 
him a sought after soloist and chamber 
music collaborator and garnered praise 
from critics and audiences around the 

globe. Mr. Norsworthy is one of the most 
celebrated champions of the modern 
repertoire. To date, he has given more 
than 125 world premieres with leading 
contemporary music groups, including 
Klangforum Wien, Boston Modern 
Orchestra Project, Manhattan Sinfonietta, 
Fromm Players at Harvard, Boston Musica 
viva, Callithumpian Consort in Boston, 
Ensemble 21 in New York and the 
Pittsburgh New Music Ensemble. His 
discography numbers more than 15 
releases. Mr. Norsworthy is Professor  
of Clarinet and Woodwind Admissions 
Coordinator at The Boston Conservatory.

violist COLIN BELISLE is an active 
performer throughout New England.  
He has performed solo and chamber 
music works in Carnegie Hall, Merkin 
Hall at the Kaufman Center, Boston’s 
Jordan Hall, and other venues through-
out North America, and has collaborated 
with members of the Cassatt, New Helenic, 
and Turtle Island String Quartets. He  
has degrees from Lawrence university 
and New England Conservatory, with 
additional studies at the Royal College  
of Music in London.  

LISA HENNESSY is principal flutist with 
the Portland Symphony Orchestra and 

the Boston Landmarks Orchestra. She 
also performs regularly with Boston 
Ballet, Boston Lyric Opera, and many 
other orchestras throughout New England. 
Ms. Hennessy is a graduate of the New 
England conservatory and the university 
of Houston.

Double-bassist ROBERT LYNAM has 
performed with many ensembles in 
the New England area, including the 
Boston Symphony, the Boston Pops and 
Boston Pops Esplanade Orchestras, and 
the Boston Modern Orchestra Project. 
He is principal bass of both the Boston 
Lyric Opera Orchestra and the Boston 
Landmarks Orchestra and is a regular 
member of the Boston Ballet Orchestra 
and the Boston Philharmonic Orchestra. 

violist MARY-KATHRYN STEvENS is a 
member of the New World Symphony. 
An active chamber musician,  
Mary-Kathryn is a founding member 
of the veritas Piano Quartet based in 
Toronto, Ontario. She studied at the 
Royal Conservatory of Music in Toronto 
and the New England Conservatory.
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 1 Commedia [16:14]
  Richard Stoltzman, clarinet   
  Yehudi Wyner, piano

 2 De Novo [7:36]
  IbIS CameRata
  Rafael Popper-Keizer, cello 
  michael Norsworthy, clarinet | 
  Lisa Hennessy, flute
  Colin belisle, viola | 
  mary-Kathryn Stevens, viola | 
  Robert Lynam, double bass

  Partita
 3 Overture - Grave [2:16]
 4 Allegro [2:39]
 5 Aria - Andante [4:53]
 6 Allemande - Moderato [2:27]
 7 Minuet [1:52]
 8 Gigue-Presto [3:19]
  IbIS CameRata
  biljana milovanovic, piano

  Dances of Atonement
 9 Kol Nidre [6:49]
 10 V’hakohanim [5:18]
  IbIS CameRata
  Dmitri Pogorelov, violin |    
  biljana milovanovic, piano

  Cadenza!
 11 Cadenze [5:53]
 12 Canzona [3:28]
 13 Dodecadanza [1:35]
 14 Decadenza [4:01]
  IbIS CameRata 
  michael Norsworthy, clarinet | 
  biljana milovanovic, harpsichord

  total time = 68:54
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