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whole. The melody rises to a held note, and the piano offers a brief interjection before 
the solo oboe descends again. After each appearance of this refrain, the piano joins 
more formally, and the duo begins exploring the musical possibilities, which grow 
more daring with each repetition. These areas of exploration are markedly more 
kinetic than the refrain, and provide a sharp contrast to that spare melody. 
 Epitaph also features a style of writing for oboe that Lutosławski would eventually 
use in his Double Concerto for oboe, harp, and orchestra. However, in the work at hand 
he works in miniature, while nevertheless conveying a wide variety of tone colors and 
musical ideas. Epitaph illustrates Lutosławski’s ability to be highly expressive using 
limited resources, and stylistically it paved the way for much of his later work. 

Suite, op. 17 (for oboe and piano) – Pavel Haas (1899–1944)
Pavel Haas’s Suite for oboe and piano is a seminal part of the composer’s legacy. 
Despite the fact that Haas was a unique compositional voice in a Czech tradition 
that included Leoš Janáček, he has become most known for his artistic responses 
to the Nazi occupation of his native country and the larger atrocities commit-
ted by the Third Reich. The Oboe Suite, written shortly after Hitler’s invasion of 
Czechoslovakia in 1939, was the first of these works. 
 Haas was born into a wealthy Jewish family in the city of Brno, and from 1920 to 
1922 studied composition at the Brno Conservatory with Janáček. When Czechoslovakia 
came under Nazi rule, Haas found his music censored largely due to his Jewish heritage. 
The work at hand, however, is an example of Haas’s staunch resistance to the Nazis 
and may well have been written in response to (or in spite of) that censorship. The 
work was originally conceived as a vocal piece, but the original text Haas had in mind 
(which may well have been too incendiary to have been revealed, let alone performed) 
has never been recovered. The decision to transform the work into a piece for oboe and 
piano was possibly born of the necessity to veil the composition’s defiant outpouring 
of patriotism, though there may have been more pragmatic and aesthetic consider-
ations in the choice as well. 

INTRODUCTION
Composers have often been drawn to the uniquely expressive and complex timbre of 
the oboe when conveying the darker emotional landscapes of the human experience. 
It is difficult for us to now imagine another instrument being chosen for the opening 
statement of the funeral march in Beethoven’s Eroica, or for the famous tragic theme 
in Tchaikovsky’s Swan Lake. An examination of J.S. Bach’s instrumental designations 
for the aria obbligati in his cantatas and oratorios reveals how strikingly often he 
chose the oboe to illustrate and complement texts centered around grief and suffering.
 This present collection offers six more examples of the instrument’s singular 
affinity for such expression. Each of these pieces is concerned primarily with tragedy 
and loss in various forms, and in each case the composer has once again gravitated 
toward the voice of the oboe to portray the emotional dissonances and psychological 
complexities of the material at hand. Yet, within these diverse utterances we find not 
only sadness and mourning, but by turns anger, defiance, resignation, nostalgia, remi-
niscence, hope and transcendence.

—Mark Hill

Epitaph (for oboe and piano) – Witold Lutosławski (1913-1994)
Epitaph (1979) marked a turning point in the compositional career of the Polish composer, 
Witold Lutosławski, as he began looking towards what would become his late style. 
The work was written at the behest of Janet Craxton, an English oboist, in honor of 
her husband, the pianist and composer Alan Richardson. Throughout the piece we 
can hear Lutosławski working in a more transparent style than he had employed  
previously. Harmony is simplified, and the composer forgoes the techniques of chance 
he had used in earlier works and opts for more traditional methods of composition. 
As a result, long expressive melodic lines emerge that are elemental to Epitaph in 
ways that rarely occurred in his aleatoric writing.
 The unaccompanied oboe opens the work with one such phrase, which subsequently 
returns four more times to become the primary organizing feature for the piece as a 



tore him apart and, through those lips to which rocks had listened, which wild beasts 
had understood, his last breath slipped away and vanished in the wind.”
 Moe envisioned Sad Steps as a lament for “the present condition of art music; 
voices that can make trees dance and rocks weep are being drowned out with negligent 
ease.” Ironically, the lament for the death of Orphic art music is played by the very 
instrument that accompanied his murder, drowning out the music from his lyre that 
otherwise would have charmed and disarmed his attackers. Indeed, the middle of the 
piece clearly depicts the Bacchic fury of the oboe’s role in the attack as described in 
Ovid’s writing. Yet in the opening and closing segments of Moe’s piece even the culpable 
oboe laments Orpheus’ death, and by extension, the abandonment of an aesthetic Moe 
feels is essential in art music.
 In a wry wink at the performer, Moe also includes an excerpt from the third book 
of Plato’s Republic on the title page. It is a dialogue between two people considering 
music in the proposed new Republic: 
 ‘Well, will you admit to the Republic oboe makers and oboe players?’ 
 ‘No, by heaven!’ He said. ‘I think not…. In that we show our good sense.’
But here we would do well not to take Plato literally. It is perhaps not the instrument 
itself that he wishes to keep from the Republic, but rather the excesses and coarseness 
associated with the oboe in ancient Greece. There is a marked preference here for the 
Apollonian restraint of Orpheus’ music over Dionysian clamor. Moe seems, then, to 
be using the oboe to tell us that “our good sense” would exclude the noise and once 
again embrace music of beauty and refinement.

Elegy (for solo oboe) – Dietrich Edmann (1917–2009)
Elegy, written for solo oboe in 1974, is one of more than twenty chamber pieces written 
by Dietrich Erdmann for woodwinds. The work is dedicated to Erdmann’s compatriot, 
the German oboist Günter Passin, who was a well-known pedagogue of the instrument 
as well as the long-time principal oboist for the Berlin Radio Symphony Orchestra. 
 Elegy exemplifies for Erdmann a late-in-life fascination with chamber music and 
discrete, individually discernible timbres. Earlier in his career, the composer had been 

 Its three movements are marked Furioso, Con Fuoco (with fire), and Moderato, 
and the tone of anger suggested by the first two of those indications is at times clearly 
evident. The second movement ends with clamorous piano writing that alludes to 
the mandated ringing of all the bells in the city of Prague to mark the “celebration” 
of the takeover of the invading forces. At other moments, however, the piece sinks 
quietly into a sense of nostalgia and melancholy. The strains of the Saint Wenceslaus 
Chorale can be heard in the work, particularly at the outset of the third movement. 
The Chorale, which was a national anthem of Czechoslovakia, is both touching and 
subversive in this context, affirming a patriotism that could not be suppressed by the 
occupying army. The piece is transformed in this third movement from an outpouring 
of anger and grief to a declaration of hope in the face of brutal oppression. 
 Haas would eventually be deported to Terezin in 1941, having divorced his 
wife, leaving her and their child in what is widely assumed to be an effort to spare 
them from Nazi persecution. At Terezin he would be detained with fellow Jewish 
composers and continue his work in a camp that was cynically presented to the world 
as a thriving center of culture. Unfortunately, as with so many others at Terezin, 
Haas was eventually sent to Auschwitz, where he died in October 1944. The Oboe 
Suite remains, along with his other works written during the war, a testament to his 
legacy and to the resilience of those ruthlessly subjugated by the Nazi regime. 

Sad Steps (for oboe and piano) – Eric Moe (b. 1954)
The legend of Orpheus has been one of the most repeatedly visited sources of inspi-
ration for composers. Given its celebration of the evocative power of music, it is 
hardly surprising that the story of ancient Greece’s premier musician should be so 
frequently referenced. In Eric Moe’s work, however, we are given a depiction of 
the hero not at the height of his powers, but rather at his demise. Moe prefaces the 
work with two epigraphs from ancient literature. The first, from the eleventh book 
of Ovid’s Metamorphoses, tells of the powerlessness of Orpheus’ music in the noise of 
battle: “...[C]lamorous shouting, Phrygian oboes with curving horns, tambourines, 
the beating of breasts and Bacchic howlings, drowned the music of the lyre… they 



Here, the combination of tape with solo oboe is deceiving in that it makes it seem as 
if the oboist is being accompanied by a musical force of some size. Instead, digital 
effects, bells, a gong, and high voices are all combined on the tape, and the oboe is 
tasked with leading this “ensemble.”
 The title of the work refers to the Greek legend of Niobe, the Queen of Thebes who 
was punished for her arrogance. In the legend, Niobe bragged to the Titan Leto of her 
fourteen children, seven sons and seven daughters. Leto, whose only two children were 
Apollo and Artemis, took exception to this boasting and sent them to slay Niobe’s 
numerous progeny. When Leto’s punishment had been carried out, Niobe is said to 
have fled to Mount Sipylus where, although she was turned to stone, she continued 
to weep for all of eternity. Today there is a limestone rock formation on that same 
mountain that resembles a female figure. Due to the rainwater that continually seeps 
through the porous limestone, the figure appears to be weeping, and legend claims 
this to be Niobe herself.
 Of the present work, the composer wrote: “[T]he solo oboe takes the part of Niobe 
bitterly lamenting her murdered children. The tape with the distant high voices and the 
slow tolling bells, and later gong, is intended to provide an evocative and descriptive 
accompaniment.” The result is a wide gamut of sounds and timbres that evoke the 
weeping of a woman betrayed by her own hubris.

Schilflieder, op. 28 (for oboe, viola and piano) August Klughardt (1847–1902)
Based on a series of five poems by Nikolaus Lenau, Schilflieder (Song of the Reeds) was 
composed in 1872 for piano, oboe, and viola and is typically Romantic in scope, scale, 
and styling. The work was one of the most popular pieces by the German composer 
August Klughardt during his lifetime and remained in the standard chamber repertoire 
until well into the twentieth century. Today, however, it has faded inexplicably from 
wide public familiarity. Klughardt dedicated Schilflieder to his friend Franz Liszt, “with 
heartfelt worship,” and some of the piano writing in the piece suggests Liszt’s influence.
 However, the five movements seem to owe more of a debt to the music of 
Robert Schumann with their intensely personal nature, quiet pathos, and intimacy, 

a proponent of neoclassicism, a movement perhaps most closely associated with Igor 
Stravinsky (whose Symphony of Psalms is a defining piece in the genre). Neoclassicists 
used forms from older music, particularly the Classical period, and repurposed them 
in a modern setting. Erdmann continued in this vein in the 1970s, during which period 
he wrote a number of simple sets of variations. However during this time, the composer 
also began experimenting with unconventional forms, of which Elegy is an example. 
 The work is in three brief movements that are given not descriptive titles, but 
simply numbers and tempo markings (Adagio, Allegro vivace, Adagio). The first 
movement is a-metrical, with no regular division of the measure into a set number of 
beats. This, with the slow tempo, gives the movement a feeling of spontaneity, as if 
the oboe is spinning out music extemporaneously. The second movement makes use 
of demanding, sometimes asymmetrical rhythmic structures that, again, seemingly  
follow no regular or repeating pattern. Here, however, they are faster and more frantic, 
an effect only heightened by the sudden dynamic shifts found in the music. The final 
Adagio returns to the irregular meter of the first movement, and begins on the same 
pitch with which that movement ended. Heard in this way, the middle Allegro vivace 
is but an interruption to a longer single-movement piece comprising the Adagios that 
bookend it. 
 Erdmann left no indications as to whether this work was written in response 
to the death of any particular individual or was simply a more abstract study on the 
general theme of loss and reflection. In seeking more information about the circum-
stances of the work’s composition, Mark Hill contacted the dedicatee, Günter Passin, 
who indicated no knowledge of it being inspired by any specific loss. Ironically, 
within a few weeks of that communication, Mr. Passin himself passed away. Perhaps 
this recording of the work that he helped bring to life can help to serve as an elegy to 
his own life and artistry. 

Niobe (oboe and pre-recorded sound track) – Thea Musgrave (b. 1928)
Niobe (1988) is the last electro-acoustic instrumental work written by Thea Musgrave 
in a period of such works that began in 1969 with her Soliloquy for guitar and tape. 



THE ARTISTS
American oboist Mark Hill’s versatile career has spanned a 
broad range of orchestral, chamber, and solo performing while 
maintaining a consistent commitment to teaching. In the sym-
phonic world he has performed with the New York Philharmonic, 
the National Symphony, the Baltimore Symphony, the Los 
Angeles Chamber Orchestra, Orpheus Chamber Orchestra, 
San Diego Symphony, the New Jersey Symphony, the 
Orchestra of St. Luke’s and the Academy of St. Martin-in-the 
Fields, and he has held positions with the New York Chamber 

Symphony and the Northeast Pennsylvania Philharmonic. He currently serves as 
principal oboe of the National Philharmonic. He has appeared numerous times and 
recorded with the Chamber Music Society of Lincoln Center, and his chamber music 
experience also includes performances with the New York Woodwind Quintet, the 
Bach Aria Group, the Aspen Wind Quintet, Chamber Music Northwest, and many 
years with New York City’s Sylvan Winds. He has been a featured artist of the 
Yellow Barn Chamber Music Festival in Vermont since 1999 and is currently a member 
of the Left Bank Concert Society in Washington, D.C.
 Mark Hill’s formal oboe training was with Ronald Roseman (at the State 
University of New York-Stony Brook, where he earned a M.M. degree in Oboe 
Performance in 1976), Darrel Randall (University of New Mexico), and Roger 
McDonald (North Carolina School of the Arts). Other influential mentors include 
Richard Killmer and Joseph Robinson.
 He is Professor of Oboe and Chamber Music at the University of Maryland 
School of Music in College Park, Maryland. He performs on a rosewood oboe made 
by A. Laubin, Inc.

all of which evoke the earlier master’s Piano Quartet. The text of Lenau’s “Reed 
Poems” is printed directly on the score, over the piano line, although the music seems 
to be responding to the poems more abstractly than in an overtly programmatic manner. 
The poems relate the story of the protagonist mourning the loss of a lover while 
walking next to a pond as the sun sets. The mood of the music alternates between  
a contemplative sadness in the odd-numbered movements and a barely-contained 
tempestuousness in the even-numbered ones. It is in these stormy movements that  
the music comes closest to being representational, depicting the brisk wind and 
breaking thunderstorm of the second and fourth poems, respectively. 
 The fifth movement is perhaps the most evocative, if less literal, setting of the 
text. The poem alludes to haunting memories lingering in the mind of the poet, and 
surely this music is steeped in the hues of bittersweet recollection and resignation. 
More than anywhere else in the work, the viola and oboe engage here in a true dialogue. 
One critic has suggested that the oboe represents the lost beloved while the viola takes 
the role of the still-grieving remaining lover. Schilflieder closes with music quietly 
changing from a quiet dialogue to the two instruments harmonizing as one, united at 
last in peaceful repose. 

—Notes by Robert Lintott and Mark Hill

Robert Lintott is a Ph.D. candidate in musicology at the University of Maryland, 
College Park, having previously earned a M.M at the same institution with a thesis 
on the manipulation of time in John Adams’ opera Doctor Atomic. Lintott’s doctoral 
work further focuses on the concept of time in staged or semi-staged music with a 
particular emphasis on compositions by Benjamin Britten, especially the War Requiem.



of Music; her teachers and mentors have included Karen Tuttle, Joseph Silverstein, 
Sandor Vegh, Felix Galimir, and William Primrose. Ms. Murdock served for eight 
years on the faculty of SUNY Stony Brook; previous to that she was on the faculties 
of The Boston Conservatory, Wellesley College, and the University of Hartford, and 
was Artist-in-Residence at University of Delaware and Harvard. Ms. Murdock is 
now Associate Professor at the University of Maryland. During the summers she is 
also on the artist faculty of the National Orchestral Institute, Yellow Barn Festival, and 
Kneisel Hall Festival. As a teacher-performer she has given master classes throughout 
the US, Taiwan, and Cappadocia, Turkey. She is currently a member of the Los Angeles 
Piano Quartet and the Left Bank Concert Society of Washington, D.C.

Pianist Xak Bjerken has appeared with the Scottish Chamber 
Orchestra, Spoleto Festival Orchestra, and members of the Los 
Angeles Philharmonic in Disney Hall. He has performed at the 
Concertgebouw in Amsterdam and Konzerthaus in Berlin as 
well as at Alice Tully Hall, Weill Hall, and the Kennedy Center. 
For many years, he has performed nationally as a member of the 
Los Angeles Piano Quartet and is the director of Ensemble X, a 
new music ensemble. He has held chamber music residencies at 
the Tanglewood Music Center, Spoleto Festival, and Olympic 

Music Festival, served on the faculty of the Eastern Music Festival, and is currently 
on the faculty at Kneisel Hall and at the Chamber Music Conference at Bennington 
College. He released his first solo recording on CRI in 2001, and has since recorded 
for Koch International, Chandos, Albany Records, Artona, with a new disc of music 
pairing Stucky and Sierra with Schubert and Schumann being released by Open G 
Records. Xak Bjerken is Professor of Music at Cornell University where, with his 
wife, Miri Yampolsky, he co-directs Mayfest, an international chamber music festival. 
Xak studied with Aube Tzerko at the University of California at Los Angeles and 
received his Master’s and Doctoral degrees from the Peabody Institute as a student 
of and teaching assistant to Leon Fleisher. 

Hailed as a “stunning pianist with incredible dexterity,” 
Canadian pianist Audrey Andrist has performed throughout 
North America and in Europe and Asia. She grew up on a farm 
in Saskatchewan, and while in high school traveled three hours 
one-way for lessons with William Moore, himself a former student 
of famed musicians Cécile Genhart and Rosinna Lhévinne.  
Ms. Andrist later studied at the Juilliard School with Herbert 
Stessin, winning first prizes at the Mozart International, San 
Antonio International, and Juilliard Concerto Competitions. 

She has performed in many of North America’s most prestigious venues, including 
the Kennedy Center in Washington, D.C., and New York’s Alice Tully Hall. She is a 
member of the Verge Ensemble in Washington, D.C., as well as the Stern/Andrist Duo 
with her husband, violinist James Stern, and Strata, a trio with Stern and Nathan 
Williams, clarinet. An avid performer of new music with many world premieres to her 
credit, Ms. Andrist can be heard on over a dozen recordings of both standard and modern 
repertoire. She currently lives in the Washington, D.C. area, where she teaches at the 
University of Maryland-Baltimore County and the Washington Conservatory. Her 
CD of solo works by Robert Schumann is available on Centaur Records.

Katherine Murdock, violist, is recognized as a soloist, chamber 
musician and teacher. She has performed throughout the world 
with such groups as the Orpheus Chamber Orchestra, the New 
York Philharmonic, the Boston Chamber Music Society, and 
the Mendelssohn String Quartet, of which she was a member 
for seven years. As a participant in the Marlboro Festival, she 
has toured with Music From Marlboro and performed on their 
fortieth anniversary concerts. She has performed live on NPR, 
West German Radio, and the BBC, and has been a guest of the 

Emerson, Vermeer, and Guarneri string quartets, as well as the Beaux Arts Trio.  
Ms. Murdock received her musical training at Oberlin College and the Yale School 
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   Audrey Andrist piano

   Pavel Haas (1899-1944)
   Suite for oboe and piano, op. 17 (1939) [14:27]

 2 I. Furioso [4:00]

 3 II. Con fuoco [5:10]

 4 III. Moderato [5:17]

   Audrey Andrist piano

   Eric Moe (b. 1954)
 5  Sad Steps for oboe and piano (1992) [7:42]

   Audrey Andrist piano

   Dietrich Erdmann (1917-2009)
   Elegy for solo oboe (1974) [7:51]

 6 I. Adagio [3:10]

 7 II. Allegro vivace [2:06]

 8 III. Adagio [2:35]

   Thea Musgrave (b. 1928)
 9  Niobe for oboe & 
   pre-recorded sound track (1987) [6:46]

   August Klughardt (1847-1902)
   Schilflieder for oboe,
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 10 I. Langsam, träumerisch [3:16]

 11 II. Leidenschaftlich erregt [2:51]

 12 III. Zart, in ruhiger Bewegung [4:56]

 13 IV. Feurig [2:45]

 14 V. Sehr ruhig [4:01]

   Katherine Murdock viola

   Xak Bjerken piano
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