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Summer Session to study composition along with flute and music theory. She 
taught theory for fifteen years at the Manhattan School of Music, and learned com-
position techniques mostly on her own, through analyzing and teaching students 
about a variety of twentieth-century scores. Her first composition was published in 
1972 by Carl Fischer. Two years later, in 1974, she received a master’s degree in 
music theory from the Manhattan School. Besides building an impressive catalog of  
compositions, Hoover has worked to make known the works of other women  
composers, both historical and contemporary.

Hoover wrote Ritual in 1989 during her tenure as New York State Music Teachers 
Association’s Composer of the Year. The one-movement piece, almost 11 minutes 
long, was premiered in October 1989 at the NYSMTA Conference at Hofstra Uni-
versity, by Naomi Drucker and Blanche Abram. The clarinet writing was influenced 
by Hoover’s earlier study of Greek folk music in preparation for writing her often-
performed orchestral tone poem Eleni: A Greek Tragedy (1986). Sometimes called 
“the soul of Greek folk music,” the clarinet in that tradition sounds somewhat like 
the klezmer clarinet of Ashkenazi Jewish music, Hoover explains. In Ritual she uses 
“interval patterns, runs, and rhythmic material related to the Greek tradition,” while 
writing within the Western usage of the clarinet. 

The title Ritual—a solemn ceremony of acts or rites in a prescribed order—suggest-
ed to Hoover that the music should have “a certain formality and intensity, a sense 
of strong, specific meaning distilled into gestures or statements.” The opening 
features fast downward arpeggios in both instruments followed by sustained high 
trills and tremolos. Next comes a slow, “mournful” (Hoover’s description) duet that 
culminates in variants of the opening gestures. The second half of the piece is a 
fast, Greek-style dance based on these same gestures. The dance is interrupted by 
a return of slower material, then resumes with renewed frenzy, ending with the final 
return of the opening gestures.

the music
These five pieces for clarinet-piano duo were composed by five distinguished 
women working in the United States. Four of the pieces date from the later decades 
of the twentieth century and one from mid-century. None of the pieces has been 
issued in commercial recording before now. 

Because the repertoire of classical concert music is dominated by men composers, 
especially dead, white, European men composers, the initial impulse for this record-
ing was to highlight other repertoire—more recent music composed by women 
in the U.S. All five composers are highly regarded by audiences, performers, and 
critics. All have won prestigious awards and received important commissions to 
compose new works. Beginning when they were students—all were taught only by 
male composers—each followed a distinctive musical path. Each has maintained 
her own individual voice. 

The five pieces were chosen because each conveys something intimate and impor-
tant to these two performers. Each has an element that draws the listener closer to 
catch every inflection, every intended meaning.

Katherine Hoover : Ritual
Katherine Hoover, composer, flutist, teacher, and conductor, was born in 1937 in  
Elkins, West Virginia, and grew up there and in Philadelphia. Discouraged by her 
family from studying music, she entered the University of Rochester, but after two 
years she transferred to the Eastman School of Music. She graduated in 1959  
with a bachelor’s degree in music theory and a performer’s certificate in flute. Her 
composition classes at Eastman were discouraging: she was the only woman and 
was ignored. “There were no women involved with composition at all.” She moved  
to Manhattan to perform and teach; in 1960 and 1961 she attended the Yale  
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Each movement of the sonata expands organically from an initial “seed” to achieve 
its own shape. In the first movement the seed motive, a low, fast triplet in the 
clarinet against a steady piano bass, grows higher, broader, and more elaborate. 
The piano seems sometimes to thwart the persistent triplet, sometimes support its 
rise. Towards the end of this humorous three-minute adventure the clarinet pauses 
to allow the piano to reflect rhapsodically. Both instruments move without a break 
into the second movement, which is slower and more lyrical; a fast section in the 
middle recalls the percussive style of the first movement. The final movement is a 
fast-moving, leaping, dancing exercise in perpetual motion that showcases both 
players’ technical virtuosity.

Lauren Bernofsky : Solitude
Lauren Bernofsky has written solo, chamber and choral music as well as larger-
scale works for orchestra, film, musical, opera, and ballet. She has received a 
number of important commissions and grants, and her music has been performed 
across the U.S., Europe, and Asia, as well as in Australia, Iceland, and South Africa. 
Her trumpet concerto is frequently performed as audition and recital repertoire both 
in the U.S. and abroad. She has been a professor at the Peabody Institute and she 
has taught composition at the Interlochen Arts Camp. Currently she lives in Bloom-
ington, Indiana, and works mainly as a freelance composer.
 
Bernofsky was born in 1967 in Rochester, Minnesota, and lived there until age seven 
when the family moved to New Orleans. She attended the New Orleans Center for 
Creative Arts, and then studied violin and composition at the Hartt School of Music 
of the University of Hartford in Connecticut, where she earned a bachelor’s degree. 
She pursued a master’s degree in composition at the New England Conservatory 
in Boston, then earned a doctorate in composition at Boston University, studying 
with Lukas Foss. During her student years in Boston she played violin in orchestras 
around New England, performed contemporary chamber music, and taught violin.

Marga Richter : Sonata for Clarinet and Piano
Marga Richter, a Midwestern native, was born in Wisconsin in 1926, and received her 
early musical training in Minneapolis, Minnesota. When she was in her teens, her sup-
portive family moved to New York City so that she could enroll at the Juilliard School. 
She studied piano with Rosalyn Tureck and composition with William Bergsma and  
Vincent Persichetti, earning her bachelor’s (1949) and master’s (1951) degrees. 
Richter’s music first came to national attention through a series of four works com-
missioned and recorded by M-G-M records in the 1950s. Her 1964 ballet, Abyss, was 
commissioned by the Harkness Ballet, which presented it on five continents. 

Richter has written more than 160 works, encompassing virtually every (classical) 
genre. Her orchestral music has been played by more than fifty orchestras, includ-
ing the Minnesota Orchestra and the Atlanta, Milwaukee, Tucson, and Oklahoma 
Symphonies. Twenty-seven of her works are available on commercial CDs. A full-
length biography by Sharon Mirchandani was published in 2012 by the University of 
Illinois Press.

Richter wrote her exuberant Sonata for Clarinet and Piano in March 1948, during her 
second year at Juilliard. It was premiered there on November 11, 1948, by Herbert 
Tichman, clarinet, and the composer at the piano. Richter recalls that the sonata 
seemed to create itself, pouring out of her. “I didn’t think about it.” It was not her 
first composition, but she came to think of it as her official Opus 1, as it “proved to 
incorporate all the hallmarks of my continuing personal style: organic structures, 
wildly asymmetrical rhythms, evolving tempo changes, juxtapositions of chromatic, 
modal, diatonic harmonies, and intrinsic ‘arrival’ points.” Although the response was 
enthusiastic, a leading publisher turned it down as “an extraordinary composition 
for a young lady.” In February 1951, while still a master’s student, she presented the 
sonata at a Composers Forum concert; influential New York critics were impressed. 
The sonata has continued to be performed and was eventually published by  
Carl Fischer.
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After the war, in 1946, when the composer Paul Hindemith came to Mexico City to 
conduct a series of concerts, she showed him her music and he recommended her 
admission to Yale University to study with him. She moved to the U.S. and gradu-
ated with honors from Yale with a bachelor’s degree in composition. Schonthal is 
the rare Hindemith student whose music does not sound like a pale imitation of his. 
She attributed this to the fact that, although she was only in her early twenties, her 
compositional voice was well formed. “He was a great teacher if you were a strong 
student,” she once said. After her marriage in 1950, she settled in New Rochelle. 
In the 1970s, she turned to university teaching. She continued to maintain a private 
studio as well, teaching composition, music theory, and piano.

Schonthal was an articulate musician, generous in answering questionnaires and 
granting interviews with admiring musicians and writers. She frequently referred 
to the many interruptions in her composing life—continuing financial necessity, 
and personal and family responsibilities. Still, she received wide recognition, with 
frequent performances of her music, including major performances throughout the 
world as well as recordings, prizes, and awards. In 1994, Martina Helmig published 
a full-length biography in German; an English translation was published shortly after 
the composer’s death.

The Sonata Concertante (1976) is a big, three-movement work with concertante or 
soloistic, concerto-like writing for both instruments. The composer first conceived 
the work in 1973 for cello and piano, then rewrote the cello part for clarinet three 
years later. The first performance of the new version was in 1977 at the College of 
New Rochelle, by Esther Lamneck and Gary Steigerwelt.

As in Richter’s sonata, the movements grow organically. “Variation and metamor-
phosis” are key, Schonthal believed, so that everything is “influenced and trans-
formed—as in life itself.” In contrast to Richter’s energetic modernism, Schonthal’s 

She wrote Solitude in 1992 when she was a doctoral student; it was first performed 
by two fellow students. In an A-B-A form, slightly over five minutes long, Solitude 
is calm and introspective in mood, featuring carefully shaped legato phrases that 
move between duple and triple divisions of the beat. This metric irregularity adds 
tension and a subtle sense of “pull” while the wide leaps challenge the clarinetist  
to produce a smoothly connected line. 

The piece develops from an initial sonority of stacked fifths (F-C-G) in both  
instruments. Bernofsky recalls being attracted to that sonority at the time as “a 
very grounding, soothing sound.” The beginning has a key signature of four flats, 
possibly to suggest (to the players) subdued timbres. The clarinet begins while the 
piano plays slow chords, echoes clarinet phrases, and introduces counter-melodies. 
The texture develops gradually with slightly increasing complexity; the key signature 
changes to three sharps, suggesting brighter timbres. The evolving ideas reach a 
distinct point of arrival at about the half-way point, then continue with decreasing 
intensity. When the opening clarinet melody returns, this time in the piano first, the 
key signature returns to four flats. A less complex development unfolds gradually  
to the close.

Ruth Schonthal : Sonata Concertante
Ruth Schonthal (1924–2006), composer, pianist, and teacher, was born in Hamburg,  
Germany, to Viennese parents. In 1929, at the age of five, she began study at the 
Stern Conservatory in Berlin; in 1935 she was expelled along with the other Jewish 
students. In 1938, to escape Hitler the family moved to Stockholm, where she was 
admitted to the Swedish Royal Academy of Music despite restrictions on Jewish 
refugees. In 1941, German occupation necessitated further escape, this time to 
Moscow and then to Mexico City. Supporting herself by playing piano in nightclubs, 
she studied with the pianist and composer Manuel Ponce, who introduced her to 
many renowned performers. She was soloist in an acclaimed performance of her 
Concierto Romantico for piano and orchestra.
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and awards and becoming a leader of the avant-garde. In the 1970s she began 
teaching at Brooklyn College. From 1979 to 1982 she served as artistic director of 
the contemporary music series Music New to New York.

Kolb composed Related Characters in August–September 1980 at the MacDowell 
Colony in Peterborough, New Hampshire. It was first performed in 1982 in Los  
Angeles in a version for viola and piano. The notation, at times complex, requires 
both players to read from full score. Together they create their own ways of  
interpreting the score and coordinating their timing of motives and silences  
according to Kolb’s directions.

The first character, Tranquillo, features gently pulsating clarinet pitches and soft, 
shimmering arpeggios. The instruments are “in a dialogue with each other, creating 
a situation of gesture,” Kolb explains. The activity becomes slightly more intense 
and then subsides. In Ritmico the clarinet develops irregular rhythmic patterns 
which the piano accompanies with independent, spontaneous-sounding sequences  
of wide piano chords and clusters. The form is loosely palindromic, as the  
dynamics and chord patterns in the first half are reversed in the second half. 

In Lirico, marked “gentle and impersonal,” the piano part is a single line (no 
chords). The two parts sometimes move in opposite directions, sometimes in  
parallel, “welded together to equal one continuous line,” Kolb writes. In the final 
character, Esplosivo, the piano part, again a single line, moves very fast and the 
clarinet plays sustained pitches, reversing their roles in Ritmico. The inconclusive 
final notes are followed by three seconds of silence.

work is post-modern: melodious, lyrical, neo-romantic. The first movement explores 
three “seed” ideas: piano chords in a dotted-rhythm motive that pays homage 
to Robert Schumann’s piano concerto, then a brilliant arpeggiated passage for 
clarinet, and finally a chordal melody, also Schumannesque, imbued with yearning 
and nostalgia. This opening expands into a flowing duet of steady, broken-chord 
melodies that culminates in a new version of the brilliant clarinet passage. Further 
elaborations and combinations follow.

In the second movement the principal melody is presented first in slow, expressive 
chords, then as a clarinet melody accompanied by broken chords. Shifting accents 
vary the rhythmic patterns within a steady triple meter. In the relatively brief third 
movement the piano supports the clarinet melody in a single line of arpeggiated 
chords, sometimes two contrapuntal lines. Mixed meters enliven the gentle texture. 
A new, sustained motive for clarinet rises dramatically. Tonal centers are evident 
throughout the sonata; harmonies are newly enriched with polytonal combinations 
and chromatic and dissonant inflections.

Barbara Kolb : Related Characters
Barbara Kolb was born in 1939 in Hartford, Connecticut, and grew up there, eventu-
ally attending the Hartt School of Music of the University of Hartford. Her father was 
music director of the local radio station and led a few bands; he was “incredible at 
improvising,” she has said. There was no piano at home, but at an early age she 
“fell in love with” the E-flat clarinet. She majored in clarinet at the Hartt School and 
continued studying composition there after graduation. She taught clarinet and 
music theory there and earned a master’s degree. In the summer of 1964 she was 
accepted as a composition student at the Tanglewood Music Center in western 
Massachusetts. There she met Lukas Foss and was impressed by his inventive 
music and by his personality, ”always in a state of change.” Foss became an 
advocate for her work. The next year she moved to New York City, living on grants 
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Jessica Lindsey, executive 
producer

Dr. Jessica Lindsey has established 
herself as a dynamic performer and 
pedagogue, pursuing a career that 
is equally devoted to both spheres. 
Her reputation as a clarinetist in both 
chamber and orchestral settings has 
seen her perform throughout the United 
States, and as far afield as China and 
New Zealand. 
 A genuine artist of today’s chang-
ing musical landscape, Jessica is 
committed to pushing the boundar-
ies of the clarinet; by commissioning 
new repertoire, championing music by 
diverse composers, and showcasing 
works through commercial recordings, 
performances at festivals, and confer-
ence presentations. She is regularly 
featured at the International Clarinet 
Association’s ClarinetFest, and the 
National College Music Symposium.
 

 Jessica actively performs with several 
chamber ensembles including Spatial 
Forces Duo, a clarinet/bass clarinet duo 
with Christy Banks that has received 
critical acclaim for its energetic perfor-
mances of electroacoustic music.
 A dedicated educator, Jessica has 
taught clarinet, saxophone, and music-
related courses at universities across 
Nebraska, Alaska, and Colorado. She is 
currently Assistant Professor of Clarinet 
at UNC Charlotte, where she prides 
herself on creating new musical oppor-
tunities for her growing studio of clarinet 
students. Jessica holds a Doctor of 
Musical Arts Degree from the University 
of Colorado at Boulder, and a Master of 
Music from the University of Nebraska-
Lincoln. She is also a member of  
Andover Educators, pursuing a license  
in Body Mapping.
 

Pianist Dr. Christian Bohnenstengel 
feels equally at home in a wide range of 
musical genres. He has been featured as 
soloist in Rachmaninoff’s Rhapsody on 
a Theme of Paganini and has conducted 
and performed Mozart’s concertos for two 
and three pianos. He has played in pit 
orchestras and with small and large Jazz 
ensembles. He has restored two harp-
sichords and has participated in annual 
performances of Handel’s Messiah. 
Praised as “...a master of contrasts...” 
(Aalener Nachrichten) and for his ability to 
“...put the audience into a state of sheer 
awe...” (Gmünder Tagespost), Christian’s 
performances have taken him all over the 
United States, to South America and to 
Europe. He has performed on public radio 
and presented at state, regional, national 
and international conferences. 
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  Katherine Hoover (b. 1937)
 1 Ritual (1989) [10:39]

  Marga Richter (b. 1926)
  Sonata for Clarinet and Piano (1948)
 2 Fast [3:10]
 3 Slow [5:17]
 4 Fast [3:25]

  Lauren Bernofsky (b. 1967)
 5 Solitude (1992) [5:12]

  Ruth Schonthal (1924-2006)
  Sonata Concertante (1976)
 6 Tempo Rubato [7:59]
 7 Slow, calm and with great expression [6:50]
 8 Allegro Moderato [3:47]

  Barbara Kolb (b. 1939)
  Related Characters (1980)
 9 Tranquillo [2:31]
 10 Ritmico [2:03]
 11 Lirico [3:10]
 12 Esplosivo [1:44]

  Total Time = 58:47
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