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i n t r o d u c t i o n
In 2006, I made a decision to record a solo disc. This would be my first solo disc and I immediately began  
thinking about the music that I would want to live with for the next year. I was sure the repertoire would  
be a cross selection of old and new works representing my desire for the work I enjoy most at the piano. The  
selections on this disc encompass my musical journey as a college and graduate student through my time as a  
beginning professional in New York City. Three of the works represent my time in study with teachers whose 
musical input and genius still instructs my work today. Those men are, in order of study, Michael Zenge at the 
University of North Carolina at Chapel Hill for my undergraduate degree program; Leonard Hokanson at Indiana 
University in Bloomington for my master’s degree; and, finally, Gilbert Kalish at the State University of New York 
at Stony Brook for my doctorate degree. The other three selections are contemporary works by composers whose 
lives and music greatly impacted my beginnings as a professional musician in New York City, and still do. Those 
composers are John Adams, Louis Andriessen, and Charles Wuorinen. 
 In keeping with the chronology of my studies, Chopin’s Ballade in F minor, Op. 52 represents the final 
year of my undergraduate study with Michael Zenge. I came back from a summer festival in Chautauqua, New 
York where I had fallen in love with the ballade. I loved working on this glorious work during my senior year and 
it was even richer and more meaningful practicing it for this recording more than ten years later. I always knew 
Michael Zenge was a great teacher, but being separated from that first learning experience by ten years of teach-
ing myself, having completed two degree programs, having given many solo and chamber concerts covering a 
widely diverse repertoire, and having worked nearly five years as a professional musician in New York City, I felt 
privileged to see his markings again and was acutely aware of the “distance” I’d traveled at the piano. 
 I first learned Beethoven’s Bagatelles, Op. 126 in 1996 for my final master’s degree recital, which I 
prepared with Leonard Hokanson. I paired this wonderful set of pieces, Beethoven’s last solo works for piano, 
with Ives’ masterpiece Piano Sonata No. 2, Concord, Mass., 1840–60. Little did I know then, that I would offer 
the Bagatelles in 2007 on one of the greatest concert stages of the world, Carnegie’s Stern Auditorium/Perleman 
Stage. That performance came two weeks after the completion of this disc and it remains a dream come true.
 I spent much of my master’s degree program devouring new music and so, when presented with the 
opportunity to study with Gil, whose masterful recording of the “Concord” I had carefully listened to over and 
over, I very eagerly accepted. As a new music enthusiast, I expected to receive expert help with contemporary 
works that many conservatory teachers at that time found difficult to approach. And, while those expectations 
were more than met, I realize that Gil and I struck a great balance between the new works, the very brand-new 

works, and the more traditional piano repertoire during my doctorate program. I am eternally grateful to know 
Gilbert Kalish and feel privileged to have studied with him. And, it was with Gil that I first learned Prokofiev’s 
Third Sonata — the last selection on this disc. 
 John Adams has also been a huge influence in my musical life. I first met John during the summer 
of 1998 in Aspen, Colorado. I had just finished writing a doctoral thesis paper — a rhythmic analysis of his 
“Roadrunner” movement from his Chamber Symphony No. 1. I was star struck to meet him and work with him 
as the keyboardist for his concert version of Nixon in China that summer. He was so kind to me and made 
suggestions for a possible time for study in Europe, which I did do in 1999 on a Fulbright Scholarship with  
the help of David Robertson and the Ensemble Intercontemporain — a direct result of my time in Aspen.  
Since then, John and I have collaborated on numerous projects including the opening concert of Carnegie’s 
Zankel Hall, where I did play Ives under John’s baton, who also loves Ives deeply. I have played much of John 
Adams’ music and have loved knowing him personally. 
 On this disc, China Gates is paired with the Toccata “Image de Moreau” of Louis Andriessen, another 
influential composer in my musical life. I first met Louis at Tanglewood in 2001 during a workshop/collaboration 
with famed choreographer, Mark Morris. Later, in 2003, I met Louis again at the Bang on a Can festival in North 
Adams, Massachusetts. Here, I presented his extremely difficult Trepidus for solo piano and it was also here that 
he gifted me his Toccata. That summer represents a courageous turning point for me and composers Michael 
Gordon, David Lang, and Juila Wolfe and the musicians of Bang on a Can, especially Lisa Moore, along with 
Louis Andriessen, were important, encouraging, and fearless influences for me. I am grateful to all of them. 
 I first met Charles Wuorinen and his musical language during an intense and wonderful collaboration  
with the amazing soprano Lucy Shelton. We worked on and performed Charles’ song cycle A Winter’s Tale on a 
concert at Merkin Hall and it was a truly memorable experience. It is noteworthy that it was at this very concert 
that I met the inestimable Max Wilcox, who became a friend and supporter and who is the producer for this disc. 
At that same time, I also met Howard Stokar who would engage me in numerous subsequent projects and continues 
to be a huge supporter and fan. It was Howard, I recall, who later suggested me as a possible pianist and collaborator 
to Pam Tanowitz, a young choreographer. She wanted to choreograph John Adams’ China Gates and Phrygian 
Gates and needed a pianist. I was more than happy and eager to help out. And later, when Pam decided to 
choreograph Charles Wuorinen’s Blue Bamboula, the second selection on this disc, I was asked to join her again. 
I listened to the piece and knew immediately that I wanted to play it. It is an incredibly virtuosic work for piano 
and a ton of fun to play. 



 This hour of music represents many facets of my musical education. There is the traditional repertoire of my 
youth and undergraduate studies, the period of discovery and love of new harmonic and rhythmic structures from my 
time as a master’s student, and a final synthesis and balance of all styles from my time as both a doctoral student and 
professional musician in New York City. I cannot say enough good things about the instruction and influence that all of 
the teachers, composers, performers, and administrators represented by this disc have had on my life in music. There 
are many more influential people along the way that have been unmentioned here, but not unrecognized by me. 
Hopefully, there are many more influences to come, and I look forward to my next recording journey. — Molly Morkoski

t h e  M u s i c
Composed in 1823-24, Beethoven’s Bagatelles, Op. 126 were among his last published pieces for solo piano. They 
were written during a period of his musical output that includes the last five piano sonatas, the Diabelli Variations, the 
Ninth Symphony, and his final string quartets. Literally meaning ‘trifles,’ these bagatelles, forerunners of the character 
pieces of the romantic era, were intended as a set indicated by Beethoven’s own declaration on his sketches: “Ciclus 
von Kleinigkeiten” — cycle of small pieces. Although Beethoven often referred to the piano as an “inadequate 
instrument,” it was the source of much of his compositional exploration throughout his life. In his biography of 
Beethoven, Schindler shares that Beethoven’s playing at later times in his life, “was more painful than agreeable… 
the outpourings of his fancy became scarcely intelligible… he would often place his left hand flat on the piano, 
while his right hand played with great feeling. It was as if he was drowning out his musical thoughts, so that they 
could not be overheard by anyone, not even himself.” Inadequate to express the fullness of his feelings, perhaps, but 
it was the piano that he trusted with his intensely private thoughts, as can be heard in these bagatelles.
 With the Ballade in f minor, Op. 52, Chopin brought a new compositional form to the piano repertoire. It 
was composed around 1842-43 and dedicated to Madame la Baronne C. Nathaniel de Rothschild, who invited 
him to play in her Parisian estate with the intention of introducing him to the aristocrats and nobility. After the 
November Uprising of 1830-31 and the suppression of the Polish forces by the Russian army, Chopin was forced 
into exile from his homeland to Paris. The Great Emigration that followed led many Polish artists, scientists, and 
academics to Paris where they banded together in social circles. 
 It was here Chopin met the exiled poet, Adam Mickiewicz, who had become popular a decade earlier when 
his ballady were published and is considered today to be one of the greatest Polish poets. Chopin, who often 
expressed feelings of isolation and loneliness in France, sought to align himself with his Polish culture by writing 

in nationalistic musical forms such as polonaises and mazurkas. The shared experiences and feelings following 
the exile, combined with the penchant for Romantic era composers to delve into literary forms make it plausible 
and sensible that Chopin, the “poet of the piano,” would attempt to translate Mickiewicz’ popularized Polish 
poems to a musical art form of ballade. The ballady might have represented to Chopin everything he longed for 
prior to 1830 — a carefree existence with his family and friends, his adolescence, and his homeland; a perfect 
time and a perfect place.
 Sergei Prokofiev’s Third Sonata in a minor, Op. 28 was composed between the years 1907-1917. A very 
fine pianist himself, Prokofiev gave the premiere of the work on April 15, 1918 in Petrograd. This piece, along 
with Prokofiev’s Fourth Sonata, was given the subtitle “from the old notebooks” as the musical materials are 
derived from sketchbooks written in 1907-08 during his conservatory years. He wrote nine sonatas in full with  
a tenth unfinished, arguably contributing the largest continuation of sonata form in the 20th century. While most 
of his contemporaries returned to the shorter ideas of the Baroque sonata form (if they were using them at all), 
Prokofiev continued in the tradition of large-form, multi-movement sonatas. In contrast to the large scale of his 
other sonatas, the Third Sonata is a short, single-movement work of less than eight minutes that creates the 
sense of a multi-movement sonata with a fast beginning, slow middle section, and fast ending. There are two 
themes: one melodically angular, paired with a rhythmic, toccata-like accompaniment; and a lovely, lyrical  
contrasting second theme. These two styles are very distinctive elements of most of Prokofiev’s compositions,  
as well as the care he gives to harmonic progression. 
 Similar to Prokofiev’s obsession with the repetition of rhythmic patterns and care for harmony is John 
Adams’ China Gates from 1977. This five-minute work maintains a steady, uninterrupted eighth-note rhythm from 
beginning to end, with harmonic shifts between four key centers, or “gates.” The harmonic shifts are underscored 
by the very precise pedaling, which delineates the architecture of the piece. Adams once told me that the inspira-
tion for the piece began on a rainy day, high up in the hills, overlooking the Bay of San Francisco. To me, this 
image sets the mood and tempo of the piece, as the eighth notes represent the constancy of a drizzling rain. The 
work is not frantic, or hurried — it just exists in all its beautiful grey hues. 
 The following is from the introductory note of the published work, written by the composer: “The sound 
should be soft and resonant. Dynamic levels should never exceed mezzo forte. Special attention should be given 
to equalizing the volume of both hands so that no line is ever louder than another. In this way the intertwining of 
patterns can be most successfully realized… Pedal should be held throughout each passage until the next gate 
(change of mode) occurs.”



 Charles Wuorinen’s Blue Bamboula was written in 1980 and was commissioned by pianist Ursula Oppens, 
who wanted the work to have the same kind of spirit as Wuorinen’s Grand Bamboula of 1971 for string orchestra. 
The term “Bamboula” was originally used in classical piano works by New Orleans native Louis Moreau Gottschalk. 
Gottschalk wrote his “Bamboula” in response to his exposure to the drum of the same name and the accompanying 
dance brought to New Orleans’ Congo Square and the Virgin Islands by African slaves. According to Wuorinen, 
the Blue Bamboula and his other bamboulas — Bamboula Squared and Grand Bamboula — have “nothing in 
common beyond their names but a community of spirit.” This spirit in his Blue Bamboula is extremely athletic 
and exuberant. The energetic activity of the opening loud chords and accentuated melodic materials ring through 
long, suspended pauses, and melt into long sweeping phrases which soar and plummet acrobatically across the 
length of the entire keyboard. The harmonic structure, the lyrical lines, and the rhythmic vitality and drive create a 
dramatic work that is captivating and powerful, and I suppose the “blue” of this bamboula is found in some of the 
rhythms, which are at times highly syncopated. Also present is a quotation of Tchaikovsky’s Piano Concerto No. 1, 
which exposes Wuorinen’s musical playfulness and humor. It is a great piece of music to perform and one whose 
pianistic acrobatics, like that in much of his other piano music, is incredible to see, as well as hear. 
 Louis Andriessen’s Toccata — Image de Moreau was the result of a commission from Carnegie Hall 
and was included in their anthology “Piano Book Project” of 2000, a collection of pieces from many wonderful 
composers who were asked to write short and not too technically demanding pieces. Some of the composer’s 
works fit very well with the technical demands of a younger, intermediate-level student and some of the works fall 
happily beyond that parameter. 
 Many people quickly identify the similarities to both Ravel and Prokofiev Toccatas. It becomes decidedly 
French-Romantic in feeling as the piece moves towards a generous climax through the slowly increasing dynamics 
and widening expansion of the piano’s range. Melodies float above the initial toccata figures, becoming increasingly 
more colorful as a result of the addition of pedal and an opened soundboard. Inspired by French Romantic painter 
Gustave Moreau, Andriessen writes, “Moreau combines large areas of abstraction with very sharp figurative details, 
faces and objects, opening up unexpected emotional feelings.” One can hear clearly that description in the musical 
progression of this work, which begins dryly with staccato interjections and moments of pointed accents and  
ultimately climaxes in a swirling, sweeping romantic line and a wash of pedal.
 — Molly Morkoski

t h e  a r t i s t
Pianist Molly Morkoski has performed as soloist and collaborative artist 
throughout the US, Europe, and Japan. Molly Morkoski’s playing has been 
recognized by the New York Times as “strong, profiled, nuanced……beautifully 
etched.” In 2003, she performed on the inaugural concert of Carnegie’s 
Zankel Hall under the direction of John Adams. And, in June of 2007, she 
made her solo debut on Carnegie’s Stern Auditorium/Perelman stage. 
 Ms. Morkoski’s performances include appearances at Carnegie’s Weill 
Hall, Lincoln Center’s Alice Tully Hall, Merkin Hall and Miller Theater in NY, 
Le Poisson Rouge in NY, Boston’s Gardner Museum and Jordan Hall, St Louis’ Powell Hall and 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; she has also collaborated with the NY Philharmonic Chamber 
Players, the Metropolitan Opera Orchestra, St. Louis Symphony, New World Symphony, Speculum Musicae, 
Brooklyn Philharmonic, Brooklyn Chamber Music Society, and Orpheus Chamber Orchestra; and has collaborated 
with some of today’s leading musicians including Dawn Upshaw, John Adams and David Robertson. 
 A champion of new music, Ms. Morkoski has worked with composers John Adams, Louis Andriessen, 
Gerald Barry, William Bolcom, John Corigliano, David Del Tredici, Lukas Foss, Gabriela Lena Frank, Mark Grey, 
John Harbison, Aaron Jay Kernis, David Lang, Oliver Knussen, George Perle, Steve Reich, Steven Stucky, Andrew 
Waggoner, Anna Weesner, and Charles Wuorinen and has given the world premiere performance of Martin 
Kennedy’s Piano Concerto and Mark Grey’s piano solo, “A Rax Dawn.”
 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.
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t h r e a d s  Molly Morkoski ,  p iano

	 	
	 	 Ludwig van Beethoven
	 	 Six Bagatelles, Op. 126
	 1	 Andante	con	moto	[3:16]
	 2	 Allegro	[2:55]
	 3	 Andante	[2:34]
	 4	 Presto	[3:53]
	 5	 Quasi	allegretto	[2:20]
	 6	 Presto	[4:14]

	 	 Charles Wuorinen
	 7	 Blue Bamboula	[11:24]

	 	 Frédéric Chopin
	 8	 Ballade in f minor, Op. 52	[11:40]

	 	 Louis Andriessen
	 9	 Toccata: Image de Moreau	[3:38]

	 	 John Adams
	 10	 China Gates	[4:55]

	 	 Sergei Prokofiev
	 11	 Sonata No. 3 in a minor, Op. 28	[8:05]

	 	 total	time	=	58:55	
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