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William Bolcom Recuerdos
Aaron Copland El Salón México
Dave Brubeck Points on Jazz

Leonard Bernstein Arias & Barcarolles
Jennifer Robinson soprano
Bradley Robinson baritone

The Music
The works featured on this recording are not united by a single topic or style. The one thing they share is
that they are extraordinary, yet seldom heard, examples of American music for two pianists. While there
are some internal connections—jazz (Brubeck, Bernstein), Latin-American music (Bolcom, Copland), and
dance (Bolcom, Copland, Brubeck)—the composers have taken these popular idioms and adapted them to
their personal style, creating intriguing, exciting, and thought-provoking works of art. We hope you will enjoy
the listening experience and share our enthusiasm for these American Masterpieces for Piano Duo.
William Bolcom: Recuerdos: Three Traditional Latin-American Dances
William Bolcom’s Recuerdos was composed in 1991 to serve as the required piece in the Third Murray
Dranoff Two-Piano Competition in Miami. According to Bolcom, “I wrote the thing in 2 weeks, mostly because
it afforded a break in the composition of my opera McTEAGUE just where I had to kill off my heroine, and it was
a relief to get away from that seemingly obligatory murder in opera (the girl always sings a heartbreaking
aria just before being offed). It was fun to write and a sort of Latin vacation from the hard work of opera”
(email from the composer).
In the score, Bolcom writes, “Recuerdos was inspired by a volume of turn-of-the-century dances
given me by the critic and translator Michael Feingold. Falling in love with these wonderful dance pieces
from Ecuador, Brazil, Puerto Rico, Venezuela, and other Latin American countries, I became aware of the
fact that the Scott Joplin ragtime tradition was only part of a larger tradition of piano dance-music that
flourished through the First World War. The three pieces are evocations of that style-period, which, I hope,
capture the flavor of that music and the time. The first, Chôro, is in the style of Ernesto Nazareth, who
invented the form, and is written in memory of the great French popular musician, Jean Wiéner, a friend of
my teacher, Darius Milhaud. The second, Paseo, is in honor of Louis-Moreau Gottschalk and partakes of
his untrammeled romanticism. The composer I most want to evoke in Valse Venezolano, Ramon Delgado
Palacios, is not well-known but is considered to be one of the seminal composers of the Venezuelan musical
tradition. Palacios’ pieces are full of surprising leaps, modulations, and phrase lengths, and quite often
are in 5/8 time.”

All three pieces share characteristics of dance music, regular phrase lengths, predictable repetitions,
structural balance, and rhythms and melodic motives characteristic of their dance forms.
The chôro is considered the first urban popular music of Brazil, and generally consists of several
different thematic sections, each in a different key, with each new section followed by an altered repetition
of the first. Bolcom extends the third thematic section so that it becomes more of a development, creating
a better balance (from a classical perspective). The rhythmic pattern most characteristic of the chôro is
unmistakable, heard at the outset and throughout the rest of the piece.
True to its name, Paseo definitely captures the spirit of a late night stroll, perhaps through the streets
of Cuba at the turn of the century. Bolcom begins with a simple melodic idea but takes it to new heights of
harmonic and melodic complexity. It is both seductive and haunting in its beauty.
Valse Venezolano pays tribute to a venerable Venezuelan tradition—the Austrian Waltz—but in its
Latin adaptation epitomized in the music of Ramon Delgado Palacios and other composers. Bolcom’s
version makes frequent use of a rhythm characteristic of this genre (dotted quarter-eighth-quarter, with a
little snap on the eighth), shifting metric accents to give us the impression of 2/4 bars within a 3/4 setting,
several 5/8 sections of a lyrical, but quirky dance quality, and some not-so-standard syncopation that
lends a very relaxed atmosphere to other sections.
Aaron Copland: El Salón México
Copland composed his orchestral tone poem, El Salón México, after traveling to Mexico in 1932, a trip
arranged by his good friend and fellow composer Carlos Chavez. Copland wanted to experience Mexican
culture at its most elemental and get closer to the Mexican people. This he certainly did when he visited
a popular dance hall called El Salón México, which Copland described in his autobiography:
“Perhaps my piece might never have been written if it hadn’t been for the existence of the Salón
México. I remember reading about it for the first time in a tourist guide book: ‘Harlem-type nightclub for
the peepul [sic], grand Cuban orchestra. Three halls: one for people dressed in your way, one for people
dressed in overalls but shod, and one for the barefoot.’ When I got there, I also found a sign on the wall
that said: ‘Please don’t throw lighted cigarette butts on the floor so the ladies don’t burn their feet.’…
In some inexplicable way, while milling about in those crowded halls, one really felt a live contact with
the Mexican people—the electric sense one sometimes gets in far-off places, of suddenly knowing the
essence of a people—their humanity, their separate shyness, their dignity and unique charm.”

To achieve this, he used Mexican folk and popular songs and the rhythms and energy of the dance.
Copland quotes parts of many different songs in El Salón México, all drawn from either Cancionero
Mexicano, compiled by American Frances Toor, or El Folklore y la Musica Mexicana, edited by Ruben
M. Campos. “El Palo Verde,” “La Jesusita,” “El Mosco” are the three most obvious quotes, with additional
material perhaps drawn from the songs “El Mosquito,” “Corrido de Riviera,” “Corrido de Lucio,” and
“El Malacate.” From these tunes Copland pulls melodic motives, idiosyncratic contours, distinctly colorful
or expressive intervals, but never complete melodies, and uses them alone for their own special character
or in combination or alternation with others. Above all Copland wanted to employ all the devices of a
serious composer—thematic transformation, development, counterpoint—rather than create a series
of folk song settings.
Leonard Bernstein’s two-piano transcription, produced in 1943, captures all the excitement, brilliance,
and color of Copland’s orchestration. The two-piano medium with its inherently percussive nature is
extremely effective in rendering Copland’s orchestral style, particularly his dance-related compositions.
Bernstein’s mastery of the piano both in performance and composition shows through: percussive aspects
are often in accented octaves, lyrical melodies in single notes, fortissimo bass drum in thunderous clusters.
The listener has no problem imagining he hears Copland’s original instrumentation. Bernstein’s transcription
is an absolutely perfect use of two pianos to capture the ever-changing texture of this musical fabric. The
result is every bit as effective as the original.
Dave Brubeck: Points on Jazz
Dave Brubeck composed Points on Jazz in 1968 at the request of Dania Krupska, choreographer of the
American Ballet Theatre. She already had in mind a story, told through a series of dance numbers, and a
theme, a theme Brubeck had written while traveling through Eastern Europe during a 1958 State Department
sponsored tour and later recorded with his quartet. Brubeck conceived the ballet as a series of rhythmic
variations on this theme, “Dziekuye,” a “thank you” to the people of Poland.
That theme, simple, haunting, and easily recognizable, is heard stated quite simply at the start of the
first piece, Prelude. Dania Krupska sets the scene: “The Boy is the Theme. He is all alone on the stage—
detached. Gradually movement begins. The Girls make their entrances. He tries to reach out and make
contact with them, but cannot.” The music gathers energy, becomes full-bodied and embellished with a

number of decorative lines, illustrative of the choreography and the interaction of the dancers.
The Scherzo that follows is lean and athletic, with grand jetés in the first piano. “Now The Girl enters.
She is fresh and bubbling with life.”
The Blues movement that follows is as languid as Scherzo was anxious. “Here comes The Temptress.”
There are several sections to this movement, each gaining in intensity, speed, and volume. “She entices
The Boy, then leaves him to summon other men to gather around her. They fight for her in a primitive
dance and she is tossed wildly from one man to another.” With all energy spent, we return to the calm of
the opening. “Then The Temptress snaps her fingers and walks out on the men.”
The Fugue is a compositional tour de force, “a choreographed chase,” with Brubeck incorporating all
the elements of classical counterpoint—including diminution and augmentation of the theme as well as the
inversion of each in counterpoint to the original and each other—while staying true to the language of jazz.
This is even more remarkable considering the way in which Brubeck composed the set: recording the most
important melodic and harmonic material, then playing it back while improvising (and recording) the elaboration.
If the Fugue is a chase, then the Rag is the celebration of finding and catching the one you were after.
“Now The Girls and The Boys are happily together again. They are wacky, happy Couples.”
“Their happiness makes The Boy feel even more alone.” The Chorale variation is a return to the
simplicity of the Prelude’s opening, the theme set starkly, with an almost otherworldly moodiness, a
feeling exaggerated by its bitonal harmonic setting and the fact that the pianos move in the same rhythm
virtually throughout.
The jazz Waltz that follows is lush and romantic, with Brubeck teasing us with his rhythmic play. “The
Girl reaches out for The Boy. She wants to comfort him… He recognizes her as The Girl of the SCHERZO.
They dance a romantic pas de deux.” Very seldom do we get a straightforward waltz rhythm; Brubeck
will often give us two beats to a measure or stretch the three beats of waltz-time across two measures.
Brubeck explains: “The SCHERZO theme in 2/4 and the Boy’s theme in 3/4 meet in the WALTZ variation.”
The work ends with the À La Turk and Finale, a nod to one of his earlier and most popular works,
the “Blue Rondo à la Turk.” The Finale is romantic in the extreme with the theme set in powerful chords
against sweeping arpeggios. “The Girl is overjoyed. She must call everyone to share her happiness…
In the confusion of their celebration, The Boy and The Girl are separated. After a climactic search they
find each other, embrace, and walk away arm in arm.”

Leonard Bernstein: Arias and Barcarolles
Arias and Barcarolles, composed in 1988, is Leonard Bernstein’s last major work. Scored for mezzosoprano, baritone, and piano four hands, it is a story of life and love, and follows a married couple as they
reassess their marriage through a series of vignettes about birth, childhood, adolescence, looking for love,
marriage, career, and the drama, emotion, and sometimes dizzying activity of family life. Bernstein himself
wrote the texts to all but three of the 8 songs in the set, and dedicated each to a different “love” of his life.
Bernstein’s choice of piano four hands is highly unusual. Perhaps this is meant to pay homage to Brahms
and his Liebeslieder Waltzes, since these too are songs about love.
The title Arias and Barcarolles derives from a comment by President Dwight D. Eisenhower following
a concert given by Bernstein at the White House in 1960: “You know, I liked that last piece you played; it’s
got a theme. I like music with a theme, not all them arias and barcarolles.” Bernstein takes this to heart,
writing music that is down to earth, firmly rooted in the text, evoking the obvious meaning of the poetry as
well as the less apparent subtext. To this end, Bernstein employs an amazing variety of musical styles,
including late Romanticism, 12-tone technique, Hebrew songs and dances, popular song, musical theater,
and of course jazz and blues. Arias and Barcarolles is the whole of 20th Century music in microcosm.
Dramatically the story unfolds out of chronological order with only songs 1, 2, and 8 in the present,
framing the songs that are more a remembrance or that encourage reflection.
Prelude introduces us to a married couple whose relationship has grown stale with time, or perhaps
they have become complacent, taking each other for granted and paying very little real attention to one
another. This message comes across loud and clear to the audience: the piano is strident, angular, discordant, with offbeat and irregular rhythms and meters; the singers are seated throughout showing their lack
of involvement, while the vocal line is marked “lontano” (distant), “p,” and “non espressivo,” and even
though the text “I love you. It’s easy to say it” is set in parallel octaves, indicating agreement, the piece
ends with the voices separating, moving from a unison, through a minor second, to end on a major second,
a significant discord.
The second piece, Love Duet, affirms and reinforces these impressions. On the one hand, they can
sing in almost perfect agreement (“Funny the way it goes and flows this melody”), but elements of disagreement or underlying tension also abound with the spouses contradicting each other. When the wife
asks the BIG QUESTION, “Do you love me?” there is a measure of silence in response from the husband,

and then a change of subject. The two then continue to exchange unrelated, arbitrary observations and
remarks, again never connecting or answering one another. The song ends only when they decide to cooperate to answer the question “How shall we end it?” One of their closing remarks, sung in unison, is a perfect
summation of the relationship at this point: “Look how comforting and repetitious, Beautiful but repetitious.”
Little Smary, the third piece in the set, is a recollection of a traumatic childhood event, the near loss
of a beloved stuffed animal. The text is credited to Jennie Bernstein, the composer’s mother, and was a
favorite bedtime story of his when he was a child. In the story, Little Smary goes out to play with her little
wuddit (rabbit) and swings him around by the tail until he gets away from her and vanishes. Broken hearted
she heads home, and falls on the bed crying, only to discover to her great astonishment that her little wuddit
was sitting right there on the window sill. Bernstein’s musical setting is evocative of every action and emotion,
set in the highly expressive late-Romantic style of Richard Wagner, Richard Strauss, or Alban Berg, with
surprising vocal leaps, sudden changes of dynamics, and great crescendos.
The fourth piece, The Love of My Life, is another type of recollection, perhaps in the midst of a mid-life
crisis. The husband wonders whether he might have somehow just missed the love of his life somewhere
along the way (“The love of my life may still arrive, maybe did arrive when I wasn’t there...”). But to his
astonishment he also recognizes and accepts the possibility that he found and married the real love of his
life (“...maybe did arrive, once, and I was there, and maybe even aware, and, you mean, that was it, huh?”).
Greeting, the fifth song, written at the birth of his son Alexander, is an incredibly moving, yet simple
and elegant song about the birth of children, and its magical effect on everyone and everything.
The text of the sixth song, Oif Mayhn Khas’neh (At My Wedding), was written by Yankev-Yitskhok
Segal and taken from The Penguin Book of Modern Yiddish Verse. Bernstein’s choice of this poem probably
stems from his identification with the fiddler of the poem, the young upstart who astounds all the old men
with his impassioned and virtuosic music-making. They try their best to discredit and ignore him, but in the
end, they, like everyone else, are carried away by his playing. Bernstein’s father Samuel had little faith in
his son’s abilities or in music as a profession, yet Leonard’s successes eventually won him over.
Mr. and Mrs. Webb Say Goodnight, brings us back to the present with another glimpse into the hectic
lives of a couple with two, often unruly, children. This, however, is a particular couple that Bernstein is
writing about, his friends Charles Webb, Dean of the Indiana University School of Music, and Charles’s
wife Kenda. (The pianists play—and scat-sing—the parts of the boys, Malcolm and Kent.) We see the

couple at the end of a very eventful day (“Oh my God, it’s quarter to four...”), when after a brief but intense
exchange about the problems of the day, they are finally able to sleep.
Nachspiel, the eighth song, is a fitting conclusion to the set, extending for a few more moments the
feeling of repose achieved near the end of Mr. and Mrs. Webb. We see the happy pair, humming softly to
one another, as they slip away into their dreams, once again comfortable and safe in each other’s arms.
—Stacy Rodgers

The Performers
The Wang-Rodgers Piano Duo
The husband-and-wife team of Diane Wang and Stacy Rodgers
has been making beautiful music together since 1983. Since
that time they have presented recitals throughout the United
States. A perennial favorite of audiences, their programs offer
an intriguing blend of standard four-hand and two-piano
repertoire and daring new works by contemporary composers.
Stacy Rodgers is a Professor at the University of Mississippi
where he is Head of Keyboard Studies and Collaborative Piano.
He received a Bachelors degree in Piano Performance from
Southern Methodist University in Dallas, and a Masters degree in Piano Pedagogy and Literature from The
University of Texas at Austin. Mr. Rodgers teaches piano performance, keyboard literature, private lesson
and group piano pedagogy, collaborative piano, chamber music, and an occasional theory, history, or music
appreciation course. He performs frequently with his wife, Diane Wang, and with faculty colleagues from
all performance areas. At the national level, Mr. Rodgers has performed with members of the New York
Philharmonic, University of Michigan wind faculty, violinist Scott St. John, Rolf Smedvig, founder and lead
trumpet of the Empire Brass Quintet, and internationally-renowned soprano Kallen Esperian. In a typical
year, he performs more than 20 different full-length programs. His chamber repertoire alone includes
almost 500 works and vocal selections are too numerous to count. Mr. Rodgers appears frequently at

various regional, national, and international conferences, presenting programs of significant 20th Century
compositions as well as new unpublished works by young American composers. He has recordings on both
the Centaur and Albany labels.
Diane Wang, a native of the San Francisco Bay Area, holds degrees in Piano Performance from Indiana
University and The University of Texas at Austin. Her major teachers have been Sidney Foster, Harald
Logan, and Béla Siki on piano, and Gary Gray, a former member of the San Francisco Symphony, on flute.
Ms. Wang has an impressive record of performances on both piano and flute as a recitalist and soloist with
orchestra, with appearances throughout the United States, as well as in China and Mexico. As a collaborative pianist and flutist, she performs regularly with professional orchestras and ensembles, including the
Sarah Isom Trio, the University of Mississippi Faculty Woodwind Quintet, and the Wang-Rodgers Piano Duo.
She is Coordinator of the Keyboard Musicianship curriculum and Instructor of Piano and Flute at the
University of Mississippi.
Jennifer Robinson, soprano, has performed widely throughout the United States in opera, oratorio, and
recital. Her operatic roles include Despina and Fiordiligi in Così Fan Tutte, Marenka in The Bartered Bride,
Adele in Die Fledermaus, and Pamina in The Magic Flute. Active in oratorio, Ms. Robinson’s solo appearances include those with the Hilton Head Oratorio Society, the Tar River Orchestra, the Sun Coast Oratorio
Society, and both the North Carolina Bach Festival and the Tallahassee Bach Parley. Her many recital
performances include the 50th anniversary conference of the College Music Society, the National Opera
Association’s national conferences in Washington, D.C. and Memphis, Tennessee, and guest artist series
of numerous universities. Concert soloist venues include the Germantown Symphony Orchestra, L-O-U
Symphony, the Hilton Head Festival of Italian Opera, and the North Carolina Museum of Art Chamber Music
Series. She received her Bachelor of Music degree from Western Michigan University, her Master of Music
from Florida State University, and has pursued studies leading to the Doctor of Musical Arts degree at the
University of Illinois.

Dr. Bradley Robinson, baritone, has performed opera,
oratorio, and musical theater throughout the United States
with companies including the Atlanta Civic Opera, Opera
Memphis, Charlotte Opera, St. Petersburg Opera, Sinfonia
da Camera, and Chautauqua Opera. His credits include
Escamillo (Carmen), Guglielmo (Cosi Fan Tutte), Michele (Il
Tabarro), Papageno (The Magic Flute), the title roles in Don
Giovanni and Gianni Schicchi, and both Silvio and Tonio in
Pagliacci. He sang the role of Captain Amadas in the world
premiere of Ian Hamilton’s opera Raleigh’s Dream for the
British-American Festival, and later went on to tour the opera
in the title role. In 2005, Dr. Robinson sang the role of Creon for Sinfonia da Camera in the North American
premiere of Georges Enesco’s opera Oedipe (aired on Romanian National Television), appeared with them
again in 2006 as Dr. Bartolo in Le Nozze di Figaro, and in 2009 in the role of Faninal in their production
of Der Rosenkavalier. Engagements with Opera Memphis include the roles of Melchior in Amahl and the
Night Visitors with Kallen Esperian, Zuniga in Carmen, and Alfio in Cavalleria Rusticana. Lighter fare
includes the Pirate King (The Pirates of Penzance), Pish-Tush (The Mikado), and Billy Bigelow (Carousel).
An accomplished oratorio soloist, his many symphonic credits include Handel’s Messiah, Mendelssohn’s
Elijah, Orff’s Carmina Burana, the Requiems of Brahms, Fauré, and Mozart, Haydn’s Creation, the Vaughan
Williams Hodie, and Bach’s St. John Passion and B Minor Mass. He has also performed concerts for three
national conventions of the National Opera Association. As a recitalist, Dr. Robinson has performed at the
Hawaii International Conference on Arts and Humanities, the Los Angeles Symposium on American Song
Literature, the College Music Society’s 50th National Conference in Salt Lake City, and several regional
conferences of the National Association of Teachers of Singing. Dr. Robinson holds a Masters degree from
Florida State University and a Doctor of Musical Arts from the University of Illinois. He serves on the faculty
of the University of Mississippi as Associate Professor of music and vocal area head, teaching studio voice
and vocal pedagogy. He may be heard on Albany Records in Oedipe.
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