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The five movements of the 1957 Suite No. 3 by Ernest Bloch (1880-1959) recite a procession of fast and 
slow music, duple and triple meters—a broad opening prelude, a corrente-like third movement mostly in com-
pound triple meter, a penultimate movement that apes the stately triple meter of a sarabande, and a gigue-like 
finale opening that gives way to the suite’s opening gestures—an order similar to what we hear in the unac-
companied violoncello suites of Johann Sebastian Bach. The Bach suites present dances subjected to so many 
variants that they become stylized: despite their binary structures they could not be danced to effectively. Bach 
and Bloch each make melodic choices of unusual richness, so that different registers emerge with independence 
and narrative. But while Bach’s choices reveal harmonic progressions below the surface of the music, Bloch’s 
are informed by the lack of common tonal practice in the twentieth century. The implicit harmonies are well 
heard, but continually surprising to the listener in their progression. So Bloch provides references to Bach as the 
familiar element in the music, in a sense stylizing the Bach suites as Bach stylized the dances of his own time.

All three of Bloch’s solo suites, composed in a small community in coastal Oregon toward the end of his 
well-traveled life, stand in contrast to his accompanied violoncello works, Jewish-themed and overtly emotional, 
Schelomo (1916) chief among them. 

When Roger Sessions (1896-1985) came to Bloch for lessons, in 1918, they embarked on an exhaustive 
examination of fugue; this prefigured Sessions’ self-directed counterpoint studies two decades later. But while 
Sessions’ Six Pieces for Violoncello (1967) may have the proportions of a Bach dance suite, the music is 
not informed by dance at all, and it bears little relationship, on its forbidding but passionate surface, to Bachian 
counterpoint. The forms and expressive thrust of the pieces are clear. It is a twelve-tone work with materials 
easily identifiable, the row appearing only in prime and retrograde forms and in ways emphasizing their borders: 
a perfect fourth and a minor third. Moments of great expressivity occur within statements of the row, Sessions 
working to exploit at any given time the “freshest” pitch—meaning one that had not been just highlighted—
setting up, like Bach, a tension between clean structure and emotive force. 

John Harbison (1938- ) worked closely with Sessions at Princeton, over time shifting his course of study from 
harmonic issues to problems of form and shape. His music is less expressionistic than Sessions’ and shares with 
Bloch a delight in referencing Bach. For Harbison formal restraint is often the touchstone of intimacy, privacy. He 
writes of his 1993 Suite for Solo Cello that he began the composition in Italy “shortly after completing my 
Concerto for Cello and Orchestra. I wanted to do a short piece of a very different character for the instrument that 
had held my attention over many months. The concerto is in many ways a discovered form, improvised to fit the 
material, and of a very demonstrative, public type. The solo piece is baroque in origins, more private, and very compact.”

      A Note From the PerFormer

For a number of years now I have been programming concerts by following the lines traced by my own curios-
ity about composers’ relationships with one another as teachers, mentors and friends. I see the relationships 
and bonds that exist between the composers with whom I collaborate, and have become keenly aware of the 
significance of these relationships musically, personally and professionally. To what extent these exchanges 
play a role in determining what and how composers write, is intriguing to me; whether they manifest distinctly 
in harmony and structure, and whether the music either hints at influence or does not betray its associations at 
all, these connections have become an important entry point for me interpretively and programmatically. This 
program presents music that through connection and contrast, outlines a series of relationships extending from 
three significant European figures into North American cello music of the 20th and 21st centuries, and is in all 
cases music that I love and have relished exploring. I feel fortunate and happy to have worked with all the living 
composers whose work is represented here. My time with each one of them has informed the playing, shaped 
the program and enriched my experience throughout the project. I thank them all for their time and support.

      the music

Lines, the title of this imaginative program, beguilingly performed, links pupils to teachers in three principal 
strands: Bloch-Sessions-Harbison; Lutoslawski-Stucky-Waggoner and Weesner; and Boulanger-Carter. While 
it is difficult to overestimate the influence of a powerful mentor, not all mentor relationships develop in formal 
arrangements. Carter was deeply influenced by Sessions, and was close with him, without having enrolled 
as his student. Both Waggoner and Weesner forged close relationships with Harbison, and in different works 
reveal Harbison’s influence as much as Stucky’s. While in his early works Harbison often exhibited Sessions’ 
influence, his baroque sensibilities have more in common with the neoclassical predispositions of Bloch, his 
“grand-teacher.” The criss-crossing of the lines hints at the wealth and variety of music influence and tradition.



Anna Weesner (1965- ), who, like Waggoner, has been a student of Steven Stucky, revised her 1995 
Possible Stories for Caroline Stinson in 2004. Weesner embeds conceptions of intimacy into the very narra-
tive of her theme and variations. Marked “collected and private,” the theme follows the public, more boisterous 
opening, as if tucked inside the piece. Subsequent variations, which grow gradually more boisterous and pub-
lic—Weesner herself uses the metaphor of a party—protect the theme, until intimate reflections pour out at the 
end. The diatonic framework of the music is everywhere undermined ingeniously by chromatic cross-relations, 
blending buoyancy and introspection. Awarded the 1995 Brian Israel Prize, Possible Stories was composed 
during Weesner’s student days at Cornell

Nadia Boulanger (1887-1979) was trained as a composer, but found her first fame as a conductor, giving 
groundbreaking performances of Renaissance and Baroque works, offering the premiere of Stravinsky’s 
Dumbarton Oaks Concerto, and being the first woman to conduct a host of European ensembles. Her legacy, 
though, particularly in the United States, is as a teacher of counterpoint, musical analysis, and ear training, 
to generations of musicians who came to work with her at the American Conservatory at Fontainebleau. Her 
pupil Ned Rorem deemed her “the most influential teacher since Socrates,” and composers as diverse as Elliott 
Carter, Aaron Copland, Philip Glass, and Virgil Thomson flocked to study with her. Her first love, perhaps, 
was counterpoint, and Elliott Carter recounts that while sitting on innumerable juries for piano competitions 
she could be found scribbling canons. Her Three Pieces for cello and piano date from early in her musical 
career, and reflect in the middle movement her talent for canons and in the outer movements her affinity for the 
music of Gabriel Fauré.

The densely contrapuntal music of Elliott Carter (1908- ) has acquired in recent decades a translucence, 
light permeating the structures to find an ever greater number of recurring figures and, on occasion, tonal 
references. His working method has been to deploy groups of six notes that are fixed in content, but unordered 
and transposable. This means that he can pull out of these groups whatever intervals interest him. But in 
Figment (1994) what he pulls out, noticeably, are a major tenth measured up from the low open C string of 
the violoncello, and a series of intervals above the open G string. That a B and G# often surmount these open 
strings takes little away from the sense that Figment is testimony to Schoenberg’s proclamation, that there is 
more great music to be written in C major.

—Harold Meltzer

The four movements of Harbison’s suite—Preludio, Fuga-Burletta, Sarabanda, and Giga—push us to 
hear a clear succession, if not an inevitable one, of chords progressing below the surface of filigreed lines, 
the proportions of each movement other than the Fuga outlining the Bach-like binary forms. The music is 
full of sly references to tonal counterpoint, chromatic inflections suggesting leading tones to chords with 
ambiguous functions.

Throughout the variations of Grave (1981) Witold Lutoslawski (1913-94) tethers the violoncello to the 
piano in its long dramatic ascent from low to high register and its changing gait from measured steps to sprint. 
Material he assigns to the two instruments is interchangeable so often, as if Lutoslawski were writing invertible 
counterpoint, that their lines seem fused in a composite sound. This dramatizes the only moments for violon-
cello solo, eleven broad strokes to open the piece, repeated as a variant near the end, after a brief cadenza. It’s 
a statement of first principles, the intervals determining most of what follows, Lutoslawski intent to create a 
musical world rather than reveal a seemingly existing one.

Perhaps Steven Stucky (1949- ) looked to his mentor, Lutoslawski, when composing Dialoghi (Dialogues) 
in 2006 for cellist Elinor Frey; the music seems modeled on Grave. In both there is the dramatic move from 
“white keys” to “black keys” after the first few notes of a low, slow beginning. The more important correspon-
dence, though, is structural: both move from this opening to a set of variations, only to return to the theme and 
then conclude peacefully. And in both the theme is purely a linear phenomenon: for Lutoslawski it is a tone row, 
for Stucky it is a musical translation of the six letters of the name “Elinor.” Those notes are deployed frequently 
as a motto, announcing the next phase of the piece.

Le Nom (Upperline), named for the New Orleans street and its famous restaurant, is both meditation 
and lament, composed by Andrew Waggoner (1960- ) in 2005 after Hurricane Katrina ravaged the composer’s 
birthplace. Two stunning textures—a spray of natural harmonics and a shadowy tremolo—provide respite 
from and commentary on the principal line that pours out from the violoncello’s highest registers, from what 
Waggoner describes as “evocation of higher ground, the relative safety of a rooftop.” Like the Lutoslawski, this 
music returns time and again to its earliest melodic intervals, using them to illuminate different paths. The 
Waggoner, though, isn’t rhetorical, but proceeds as if the music began after “first principles” were enunciated; 
it is the perfect complement to an upper line with a hidden bass. Le Nom was written for Caroline Stinson and 
premiered by her at the 2006 Winnipeg New Music Festival.



                 the PerFormers

Caroline Stinson

Praised for her vibrant lyricism, fresh interpretations and expressive performances, cellist Caroline Stinson 
is sought after by orchestras and fellow musicians in the US, Canada and Europe as a soloist, recitalist and 
chamber musician for concerts of both traditional and contemporary repertoire. Ms. Stinson’s invitations include 
Carnegie Hall’s Weill and Zankel Halls, Alice Tully Hall, the Museum of Modern Art’s Summergarden Series, 
Le Poisson Rouge, Miller Theatre and Bargemusic in New York, Boston’s Gardner Museum, Washington D.C.’s 
Smithsonian in the United States; the Koelner Philharmonie, Lucerne Festival and Cité de la Musique in Europe, 
and the Centennial Centre, Eckhardt-Gramatté and Winspear Halls in Canada. A champion of contemporary 
music, Ms. Stinson has commissioned concerti, works for cello solo and with electronics, in addition to 
chamber music through her work with the Lark Quartet, Open End (a new music and improvisation group she 
founded with her husband and composer, Andrew Waggoner) and the cello quartet, CELLO. As a soloist, she has 
performed with the Banff Festival and Cleveland Institute of Music Orchestras, the Interlochen World Youth and 
Syracuse Symphonies and the Alberta Baroque Ensemble. Caroline has performed and toured with a multitude 
of ensembles including the Bang On a Can All-Stars and Accroche Note of France. 

Caroline is the recipient of the 2007 J.B.C. Watkins Prize in Music from the Canada Council and first prize 
in the Hohnen Foundation Cello Competition of Germany. She is the recipient of prizes, grants and scholarships 
from the Alberta Heritage Scholarship Fund, the Alberta Foundation for the Arts, the Winspear Fund, the Anne 
Burrows Foundation of Edmonton and the Canada Council for the Arts, as well as fellowships from the Aspen, 
Lucerne, Verbier and Sarasota Festivals, and the Piatigorsky Seminar for Cellists in Los Angeles. Ms. Stinson’s 
principal teachers were Tanya Prochazka, Alan Harris, Maria Kliegel and Joel Krosnick, and she holds degrees 
from the Cleveland Institute of Music and the Hochschule für Musik Köln (First Prize), and completed her 
Master’s Degree and her Artist Diploma as a Jerome Greene Fellow at the Juilliard School. Ms. Stinson is on the 
cello and chamber music faculty music of the Setnor School of Music at Syracuse University and is an assistant 
to Joel Krosnick at the Juilliard School.

Molly Morkoski

Pianist Molly Morkoski has performed as soloist and collaborative artist throughout the US, Europe, and Japan. 
In June of 2007, she made her solo debut on Carnegie’s Stern Auditorium stage and in 2003 performed on the 
inaugural concert of Carnegie’s Zankel Hall under the direction of John Adams. Ms. Morkoski’s performances 
include appearances at Carnegie’s Weill Hall, Lincoln Center’s Alice Tully Hall, Merkin Hall and Miller Theater 
in New York, Le Poisson Rouge in New York, Boston’s Gardner Museum and Jordan Hall, St Louis’ Pulitzer 
Museum, Portland’s Newmark Theater, Washington D.C.’s Smithsonian, Strasbourg Conservatoire, and the 
US Embassies in Paris and Nice, France. She has appeared as soloist at the Tanglewood, Bang-on-a-Can, 
and Pacific Rim festivals, and performed concertos with the Raleigh, Asheville, University of North Carolina 
at Chapel Hill, Tuscaloosa Symphony Orchestras, and Moravian Philharmonic Orchestras. An avid chamber 
musician, she is a member of the Zankel Band, Open End Ensemble, and Meme; and has collaborated with some 
of today’s leading musicians including Dawn Upshaw, John Adams and David Robertson. Ms. Morkoski was a 
Fulbright scholar to Paris, France where she was apprentice with the Ensemble Intercontemporain. She is also 
a recipient of the Teresa Sterne Career Grant and the Thayer-Ross Awards. Her principal teachers were Michael 
Zenge, Leonard Hokanson, and Gilbert Kalish and she holds degrees from the University of North Carolina at 
Chapel Hill, Indiana University-Bloomington, and SUNY-Stony Brook. She currently resides in New York City 
and is Associate Professor at CUNY’s Lehman College in the Bronx.

susanbush
Sticky Note
(www.carolinestinson.com)
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	 	 Caroline Stinson		cello

	 	 Ernest Bloch
	 	 Suite No. 3 for violoncello solo	[11:22]
	 1	 Allegro	deciso	[1:42]
	 2	 Andante	[2:37]
	 3	 Allegro	[2:24]
	 4	 Andante	[2:35]
	 5	 Allegro	giocoso	[2:02]

	 	 Roger Sessions
	 	 Six Pieces for Violoncello	[11:02]
	 6	 Prelude:	Allegro	energico	[1:22]
	 7	 Dialogue:	Andante	[1:47]
	 8	 Scherzo:	Allegro	[1:35]
	 9	 Berceuse:	Lento	e	dolce	[2:29]
	 10	 Fantasy:	Con	fantasia	[1:22]
	 11	 Epilogue:	Adagio	molto	[2:07]

	 	 John Harbison
	 	 Suite for solo cello	[8:41]
	 12	 Preludio:	Andante,	rubato	[2:16]
	 13	 Fuga-Burletta:	Allegro	moderato	[2:52]
	 14	 Sarabanda:	Lento	molto	[1:54]
	 15	 Giga:	Prestissimo	[1:28]

	 	 Witold Lutoslawski
	 16	 Grave
  (Metamorphoses for ’cello and piano)	[6:21]
	 	 Molly	Morkoski,	piano

	 	 	

  Steven Stucky
	 17	 Dialoghi (Studi su un nome) [5:47]

	 	 Andrew Waggoner
	 18	 Le Nom (Upperline)*	[7:29]

	 	 Anna Weesner
	 	 Possible Stories*	[12:07]
	 19	 Things	to	come:	fleet,	semi-improvisatory	[1:48]
	 20	 Theme:	collected,	private	[0:44]
	 21	 Alternately	passionate	and	hesitant,
	 	 earnest	then	capricious	[2:19]	
	 22	 Engaged,	becoming	rugged	and	joyful	[2:08]
	 23	 First	a	smile…	and	finally	a	brazen	mood	[3:31]
	 24	 Memories	of	a	private	song	[1:35]

	 	 Nadia Boulanger
	 	 Trois Pièces	[7:10]
	 25	 Modéré	[2:48]
	 26	 Sans	vitesse	et	à	l’aise	[1:30]
	 27	 Vite	et	nerveusement	rhythmé	[2:43]
	 	 Molly	Morkoski,	piano

	 	 Elliott Carter
	 28	 Figment	[5:49]

	 	 ToTAL	TiME:		1:16:32

  *world premiere recordings
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