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FRANZ SCHUBERT
born January 31, 1797, Vienna
died November 19, 1828, Vienna 

Notturno in E-flat major, D. 897 (pub.1846)
Schubert’s Adagio in E-flat Major, D.897 was published in 1846, eigh-
teen years after the composer’s death, under the name Notturno.  
Schubert scholars now believe 
it to be a rejected slow move-
ment for the Piano Trio in B-flat 
Major, D.898.   The name Not-
turno, or “nocturne,” did not 
originate with Schubert (his 
manuscript simply says Adagio) 
and was probably the invention 
of that first publisher, but it has 
remained part of the way we 
think of this music. 

The shimmering, subdued at-
mosphere of this music earned 
it the nickname Notturno, and 
while not authentic, that name 
is apt.  

Schubert’s sense of this brief 
movement may be seen in his 
complex markings: though the 
dynamic of the opening is pia-
nissimo, Schubert stresses that 
it should also be appassionato.  
Over softly arpeggiated piano chords, violin and cello sing a long duet 
in thirds.  Suddenly the roles reverse: the piano has that gentle melody 
while the strings frame it with pizzicato accompaniment.  The central 
episode moves into E major and grows more energetic, the music 
proceeding along sharply dotted rhythms.  Schubert brings back his 
opening string duet and weaves material from the trio section into the 
coda before the Notturno draws to a very quiet close. 

ABOUT THE ARTISTS
Violinist Livia Sohn, cellist Luigi Piovano, and pianist Bernadene Blaha 
came together to form Latitude 41 in the summer of 2009, as a result 
of their previous musical collaborations and mutual passion for cham-
ber music. Since their formation, highlights of Latitude 41 appearances 
include the Newport Music Festival (for the opening gala in 2009 and 
the closing gala in 2011), the L’Ermitage Foundation in Los Angeles, 
and “Sundays Live” at the L.A. County Museum of Art, which is streamed 
live across the internet and radio. Latitude 41 released its debut CD this 
year with the monumental Schubert Piano Trio in E-flat, and Schubert 
Notturno, on the label Eloquentia. 

Livia Sohn gave her first public performance at age eight. In 1989, at 
the age of 12, she won First Prize in the Yehudi Menuhin International 
Violin Competition. She attended the Juilliard Pre-College Division from 
the age of seven, at which time she began her studies with Dorothy 
DeLay and Hyo Kang. She continued under their tutelage at the Juil-
liard School, where she also studied chamber music with the legendary 
Felix Galamir. Livia plays on a J. B. Guadagnini violin crafted in 1770 and 
a Samuel Zygmuntowicz made in 2006.

Luigi Piovano started studying music at the age of five. At the age of 
17 he received his diploma with first-class honors. Due to a scholarship 
he won at the International Menuhin Music Academy, he performed 
all around the world as a soloist under the baton of Lord Menuhin. He 
then earned a diploma in cello and chamber music at the European 
Conservatoire of Music in Paris.  since 2007 he has been the First Soloist 
Cello guest of the Tokyo Philharmonic Orchestra with which he has 
performed Haydn Concerto under the baton of Myung-Whun Chung. 
He plays an Alessandro Gagliano dated 1710.

Originally from Canada, Bernadene Blaha first came to international 
attention as a prizewinner in the Montreal Symphony Orchestra Com-
petition; the Masterplayers International Competition, Lugano, Switzer-
land; and the 11th Annual International Piano Competition, New York 
City. This latter award resulted in two highly acclaimed recital appear-
ances, at Carnegie Recital Hall and the Lincoln Center Library. Ms. Blaha 
currently resides in Los Angeles, and since 1993 has been a member 
of the Keyboard Faculty at the Thornton School of Music, University of 
Southern California where she is an Associate Professor.

Schubert



JOHANNES BRAHMS 
born May 7, 1833, Hamburg
died April 3, 1897, Vienna

Sonata No. 1 for Cello and Piano in E minor (1865)
The Cello Sonata No 1 in E minor Op. 38 was started in 1862, when 
Brahms was not yet thirty, with the finale being added to the long-
completed first two movements in 1865.  
This, his first surviving duo-sonata, is an im-
portant work, in some ways a turning-point.  

Johannes Brahms’ early works were writ-
ten under very different artistic influences.  
Having been, in Hamburg, a pupil of the 
rigorous theoretician Eduard Marxsen, 
throughout his life Brahms was a great 
admirer the work of Johan Sebastian Bach, 
and always considered counterpoint as 
the best tool to expose and organize one’s 
musical ideas in a clear way.  When he was 
about 20 years old, therefore at the time 
of his first works deemed worthy of pub-
lication, Brahms had occasion to become 
acquainted with and study in depth the 
work of Robert Schumann.  This knowl-
edge proved quite important, for it favored 
the birth in him of a Romantic vein that 
fully emerged in the early works such as 
the Piano Sonata in F minor Op. 5 or the 
Piano Concerto in D minor Op. 15, to wane 
gradually in his later output.  All the work 
of Brahms, in any case, is marked by the 
tension between expressive goals and aca-
demic formality, between magniloquence 
and intimacy.  Indeed Brahms ended up re-
alizing pretty soon that the profound spiritual legacy left to him by 
Schumann with his famous launching article in the Neue Zeitschrift 

für Musik did not exactly match his artistic ideals.  Very little, as a matter 
of fact virtually nothing of the fighting spirit of Schumann, who consid-
ered music something that could have a real influence on life, is found 
in Brahms’ music, even that of the early days.  For Brahms, music is not 
a sort of weapon against the “Philistines” of art and society; it can only 
be an answer to the quest for perfection and beauty, but it cannot and 
must not in any way exercise an influence beyond its sphere, which 

is that of aesthetics.  For this reason Brahms’ 
later works show a progressive breaking off 
from those Schumann ideals which can some-
times be found early in his output.

The first of his two Sonatas for cello and piano, 
in E minor, Op. 38, was composed in 1865, 
indeed at a time when Brahms’ personality 
as a composer clearly revealed its freedom 
from any of Schumann’s models and steered 
towards a goal of melancholic contemplation 
of a pure and uncontaminated expressive 
territory.  It is in this perspective that also the 
vague Neo-classical hints that can be found 
in his work must be understood, which would 
become a constant characteristic of this 
composer’s musical language.  The Sonata 
No. 1 in E minor Op. 38 is structured in three 
movements and, in strictly musical terms, is 
perfectly balanced. In fact the dreamy lyri-
cism that pervades the long and wonderful 
first movement (Allegro non troppo) ends up 
making the traditional slow section quite un-
necessary; an ample cantabile passage is to be 
found, in any case, and also in the Allegretto 
quasi Minuet too, while the concluding alle-
gro, with its rich counterpoint, is much more 
lively.

       - Danilo Prefumo

Brahms



CAMILLE SAINT-SAENS 
born October 9, 1835, Paris
died December 16, 1921, Algiers

Piano Trio No. 2 in E minor (1892)
“I am working quietly away at a trio which I hope 
will drive to despair all those unlucky enough to 
hear it.  I shall need the whole summer to per-
petrate this atrocity, one must have a little fun 
somehow.”    
- Saint-Saëns to a friend in 1892 about what has been 
called the greatest French piano trio of the 19th century.

Camille Saint-Saëns is best known today for 
several orchestral works—his Organ Sym-
phony, Danse macabre, and several concertos—and above all for the 
ever-popular Carnival of the Animals.  But in his day he did his utmost to 
prove that French composers could equal their German counterparts in 
writing chamber music of great quality.  His two piano trios are entirely 
deserving of more frequent performances—the first tuneful, cheerful, 
and aimed at winning over the French public, and the second rich, seri-
ous, and reflecting a lifetime of experience.

Almost three decades had elapsed by the time Saint-Saëns returned to 
the piano trio medium, and by this time he felt free to follow his inner 
voice without having to prove anything.  From Pointe Pescade, Alge-
ria, he wrote to a friend in February 1892: “I will bring back a ‘Trio’ with 
piano, which has been lying around in my head for who knows how 
long and of which I need to rid myself.  And this is no small affair!  I don’t 
claim that it will please these gentlemen, but it must please me, and I 
have my requirements which are not slight.”

Completed that July, the Trio received at its first performance on Decem-
ber 7 at Paris’s Salle Érard.  As with his First Trio, the composer himself 
also performed this work on many occasions.  What Saint-Saëns had jok-
ingly called an “atrocity” turned out to be a five-movement masterpiece.  

- Jane Vial Jaffe

Saint-Saëns

“There is a charm about Boulevard de la Madeleine which no other streets in the 
world seem to possess. They are a recognized rendezvous for fashionable idlers 
and pleasure-seekers. Throngs of elegant vehicles pass and repass here every af-
ternoon in bewildering succession. On their broad sidewalks there are not simply 
thousands of promenaders, but hundreds of men and women seated at little tables 
in front of glittering cafés, sipping coffee or eau sucrée, or eating an ice-cream, 
as an excuse to have the privilege of occupying, as it were, an orchestra chair or 
proscenium box at this attractive spectacle of life and gaity, of which the bou-
levard itself is the stage. And if this be true of the boulevards in the afternoon, 
still more brilliant and animated do these sidewalks become on pleasant evenings, 
when every café is radiant with lights repeated in innumerable mirrors, and when 
every jeweler’s windows look like the entrance to Aladdin’s fabled caverns! Two 
features of Parisian boulevards will be recalled by every traveler. They are the 
tall circular structures called ‘kiosques,’ some of which are merely covered with 
theatrical advertisements, while others serve as newspaper stands, or little bars for 
the sale of unintoxicating drinks.”

- from Glimpses of the World: A Portfolio of Photographs of the Marvelous Works 
of God and Man (1892)



Europe, in 1800, had just met the future. Throughout the preceding century, its people—the educated 
part, at least—had felt that progress was constant, rational, and gentle. Then, in one great explosion, everything 
changed. The French Revolution, which began in 1789, created a new, fierce, often bloody world. No king, no 
church, no aristocracy; these were such shocking novelties that the other European Powers—Prussia, Austria, Great 

Britain—banded together to restore the old order. By 1800, it was clear that they had failed. 
They still had their own churches and monarchies, but all their leaders, political and intel-
lectual, understood that they were facing not just a new century but a new world. Whatever 
happened, Europe was leading the way.

By 1830, Europe was a continent in ferment.  From the Netherlands to Greece, from Poland 
to Portugal, the fires of revolution burned or smouldered.  France dethroned the last of the 
Bourbons; Belgians and Poles rose against their alien rulers; in Brunswick, Saxony and Hesse-
Cassel, German princes conceded constitutional reform in face of imminent revolution; insur-
rection threatened in the Papal States; and much-troubled Portugal and Greece knew the 
uneasy quiet which preceeds the returning storm.

Sometimes referred to as “the railway age,” this period marked the age of reform - but also of 
laissez-faire.  In Britain, industry was failing not for want of capital, but through insufficiency 
of markets.  The railway transformed this situation.  The supreme beneficiaries of this were 
the basic industries of coal and iron.  Hand in hand with the advance of basic industry went 
the growth of the activities of the engineer.  In the first half of the nineteenth century engi-
neering was rich in invention and innovation.

The corollary to industrial growth was the expansion of the export trade.  From the middle 
of the century the life of the working-clases slowly took on a less sombre appearance.  The 
wealth of nations was at least so augmented as to raise the living standards of all but the 
poorest and least adaptable of the community.  Even the farm-laborer, hitherto the most 
distressed member of a depressed economic group, felt the benefit of a bouyant economy.

Although the Catholic Church had reluctantly admitted that the earth was round and that it 
circled the sun, it held firm to quite a number of other outdated beliefs, which none but the 
very pious still respected. At the same time, religious tolerance was rapidly gaining ground, 
despite the opposition of the various established churches. In Prussia, Frederick the Great 
(1740-1786) had allowed both Catholic and Protestant cathedrals to be built in Berlin—no 

doubt, it helped that he cared nothing for religion. Even in France, a country from which Protestantism had been 
banned in 1684, toleration was appearing; finally, in 1788, the French had been allowed to worship as they pleased. 

Even more striking, great numbers of educated people felt able to reject all religious teaching—a few because they 
were atheists; most because, like Voltaire, George Washington, or Thomas Jefferson, they were deists. They thought 
that there must be a Supreme Being, but were unwilling to let themselves be hemmed in by a specific theology.

The Orphan Girl at the Cemetery 
Eugène Delacroix
circa 1823–1824
Musée du Louvre, Paris



“Romanticism,” first defined as an aesthetic in literary criti-
cism around 1800, gained momentum as an artistic movement in 
France and Britain in the early decades of the nineteenth century and 
flourished until mid-century.  With its emphasis on the imagination 
and emotion, Romanticism emerged as a 
response to the disillusionment with the 
Enlightenment values of reason and order 
in the aftermath of the French Revolution 
of 1789.

The movement focused on imagination, 
freedom from boundaries and rules, and 
living a solitary life free from societal 
boundaries.  Romantic artists believed 
that imagination was superior to reason 
and beauty.  They loved and worshipped 
nature and were dedicated to examining 
human personality and moods. Roman-
tics were inherently curious, investigating 
folk cultures, ethnic origins, and the me-
dieval era.  They admired the genius and 
the hero, focusing on one’s passion and 
inner struggle.  Romantics also were inter-
ested in anything exotic, mysterious, re-
mote, occult, and satanic.  As a movement 
that began as an artistic and intellectual 
movement that rejected the traditional 
values of social structure and religion, it 
encouraged individualism, emotions, and 
nature. 

In painting, artists held personal spirit and 
creativity above formal training and saw 
the artistic process as a transcendental 
journey and spiritual awakening. Roman-
tic techniques were developed to pro-
duce associations in the mind of the viewer.  These foundations of the 
Romantic Movement were influential in the development of Symbol-
ism and later Expressionism and Surrealism. 

In the wake of the Romantic revolution came a similar revolution in music. 
About 1820, Beethoven began to write passionate compositions which often 
threatened to burst asunder the classical forms in which he worked.  His 1824 
Symphony No. 9 is notable not only for its length and complexity, but for the 

fact that he introduced vocal soloists and 
a chorus into the final movement, as if the 
purely instrumental form of the classical 
symphony could not express all that he 
felt.  After this radical departure from tra-
dition, many composers felt free to experi-
ment.

Beethoven is also significant in the history 
of music for being the first composer to 
earn his living directly from his own work 
without being subsidized by a church or 
aristocrat.  He benefited from the emer-
gence of the new bourgeois audience 
which could not afford to retain a com-
poser on salary as Haydn was retained by 
Prince Esterhazy, but who eagerly bought 
tickets for Beethoven’s concerts.  With the 
money he received from lessons, from the 
sale of his compositions, and from his pub-
lic performances, Beethoven was able to 
survive if not to prosper.  This was a cru-
cial factor in allowing him to express his 
extreme individualism, rejecting the role 
of artistic servant within which even giants 
like Haydn and Mozart had been confined.  
He could write as he pleased and chal-
lenge the public to follow him.

The rise of the new middle classes created 
a new audience seeking fresh experiences.  
It was also an audience which was power-

fully drawn to emotion in the arts and music more than any of the other arts 
has the capacity to elicit powerful emotions.  Although forms like the sonata 
continued to be used by Romantic composers, the new, wider audiences were 
less prone to appreciate the details of the development of themes than to be 
swept along on waves of melody, harmony, and rhythm.Theatrical satire 19th century - Metropolitan Museum of Art

Costume Institute Fashion Plates



SCHUBERT & ROMANTICISM
Romanticism attained its fullest development in the works of German compos-
ers.  Although elements of Romanticism are present in the music of Beethoven, 
Weber, and Schubert, it reached its zenith in the works 
of Berlioz, Mendelssohn, Schumann, Chopin, Liszt, and 
Wagner.  Other composers placed in the middle period 
of Romanticism are Brahms, Tchaikovsky, Dvorák, and 
Grieg; those grouped in the last phase include Elgar, 
Puccini, Mahler, Richard Strauss, and Sibelius.

Many Romantic composers, including Mendelssohn, 
Schumann, Chopin, and Brahms, worked in small forms 
that are flexible in structure, e.g., prelude, intermezzo, 
nocturne, ballad, and cappriccio, especially in solo mu-
sic for the piano.

Schubert’s great contribution to European art music 
was his invention of the form of the Lied (pronounced 
“leed”) or “art song.”  A solo voice performs a melody 
to piano accompaniment.  The texts are often poems 
by more or less distinguished writers.  These are care-
fully composed works, often with variations in melody 
between verses which would be alien to traditional 
folk song forms.  Lieder (the plural form) are not usually 
studied by students just beginning to appreciate classi-
cal music, but they are an important part of the history 
of European music.  For our purposes, it is important 
to note that lieder represent one of the many ways in 
which Romantic composers tried to blend the arts to-
gether, making a new creation out of poetry and music.  
Schubert set an example for many other composers by 
setting to music poems by Goethe, beginning with 
“Gretchen am Spinnrade” (“Gretchen at the Spinning 
Wheel”) in 1814.

In contrast, Schubert’s operas are very little known to-
day.  His other most important bodies of work are for 
the piano, especially a series of sonatas, and for string 
quartet.  But the average listener is most likely to en-
counter Schubert in his symphonies, especially the ever-popular “Unfinished” 
Symphony (No. 8).  His Symphony No. 5 in B-flat major is also a brilliant work, 

strongly influenced by Haydn and Mozart, and filled with energy and 
panache.  It is all the more remarkable for having been written in 1816, 
when he was only 19 years old. 

DESIGN ASTHETICS & THE MIDDLE CLASS
Given our historical perspective of almost 200 
years, it is interesting to note how the aesthet-
ics of an artistic movement such as Romanti-
cism can affect artists in other media. Often 
aesthetic concepts echo from one art form to 
another, but other times new styles emerge 
as a reaction against prevailing ideas. For ex-
ample, from 1815-1848 the Biedermeier furni-
ture design evolved as an influential style from 
Germany. 

The Biedermeier style was a simplified inter-
pretation of the influential French Empire Style 
of Napoleon I, which introduced the romance 
of ancient Roman Empire styles while adapting 
them to early 19th-century households. Stylis-
tically the furniture was simple and elegant. 
Based on utilitarian principles, the emphasis 
was on clean lines and minimal ornamenta-
tion. Its construction utilized the ideal of truth 
through material, something that later influ-
enced the Bauhaus and Art Deco styles. Fur-
niture from the earlier portion of the period 
(1815-1830) was the most severe and neoclas-
sical in inspiration. It also supplied the most 
fantastic forms which the second half of the 
period (1830 – 1848) lacked.

Biedermeier furniture was the first style in 
the world to emanate from the growing mid-
dle class. As the period progressed, the style 
moved from a rebellion against Romantic-era 
fussiness to increasingly ornate commissions 
by a rising middle class eager to show their 

newfound wealth. The emphasis on clean lines and utilitarian postures 
would resurface in the 20th century, continuing to the present day.

Germany, Long Case Clock, ca. 1820.
Milwaukee Art Museum



JOHANNES BRAHMS
In 1853 Brahms was introduced to the re-
nowned German composer and music critic 
Robert Schumann.  The two men quickly grew 
close, with Schumann seeing in his younger 
friend great hope for the future of music.  He 
dubbed Brahms a genius and praised the 
“young eagle” publicly in a famous article.  The 
kind words quickly made the young composer 
a known entity in the music world.
 
But this music world was also at a crossroads.  
Modernist composers like Franz Liszt and 
Richard Wagner, the leading faces of the “New 
German School,” rejected the more traditional 
sounds of Schumann. Theirs was a sound pred-
icated on organic structure and harmonic free-
dom, drawing from literature for its inspiration.
 
For Schumann and eventually Brahms, this 
new sound was sheer indulgence and negated 
the genius of composers like Johann Sebastian 
Bach and Ludwig van Beethoven.
 
In 1854 Schumann fell ill.  In a sign of his close 
friendship with his mentor and his family, 
Brahms assisted Schumann’s wife, Clara, with 
the management of her household affairs. Mu-
sic historians believe that Brahms soon fell in love with Clara, though she doesn’t seem to have recipro-
cated his admiration. Even after Schumann’s death in 1856, the two remained solely friends.
 
Over the next several years, Brahms held several different posts, including conductor of a womens’ 
choir in Hamburg, to which he was appointed in 1859.  He also continued to write his own music.  In 
this period his output included  the String Sextet in B-flat Major and first Piano Concerto.

In the early 1860s Brahms made his first visit to Vienna, and in 1863 he was named director of the 
Singakademie, a choral group, where he concentrated on historical and modern a cappella works.  
Brahms, for the most part, enjoyed steady success in Vienna.  By the early 1870s he was principal con-
ductor of the Society of Friends of Music, and he also directed the Vienna Philharmonic Orchestra for 
three seasons.

Seattle’s Occidental Hotel looking east 
on Mill Street (Yesler Way) from Com-
mercial Street (First Ave. S.). The date 
is most likely sometime in 1887 for that 
year’s extension of the hotel to the east 
is underway. Note the scaffolding. James 
Street is on the left. The tracks are for the 
horse-hauled “bob tail” common carrier 
that ran up Second Avenue to Pike and 
from there west to First (Front) where it 
continued north in the Belltown and even-
tually to the foot of Queen Anne Hill.



CAMILLE SAINT-SAENS
During the 1870s Camille Saint-Saëns began the series of European concert tours 
which brought him and his music into greater international prominence than any 
other French composer of his generation.  It also brought him many distinctions 
and honors.  Apart from his operas, he had a sure success with Danse macabre 
in 1874, while his superb Cello Concerto, Op. 33, was premiered in 1873 and the 
fourth piano concerto in 1875, with the composer playing the soloist’s part.  As 
well as being a first-rate scholar and editor of manuscripts (he undertook a mam-
moth edition of all of the works of Jean-Philippe Rameau), the composer was an 
enthusiastic archaeologist and a dedicated traveler, including trips to Africa (espe-
cially Algiers), the Middle and Far East, Russia and even South America.  He was also 
an active writer, able to produce plays as well as poetry and stories. Later in life he 
turned his hand to effective, if chauvinistic, journalism.

Despite all this activity, and the continued success of his music, Saint-Saëns was 
gradually becoming something of a misanthrope and a musical reactionary.  The 
turning point in his life came in 1875: always deeply attached to his mother, at 
the age of 40 he had a whirlwind romance with the 19-year-old Marie-Laure Truf-
fot, marrying her against his mother’s wishes.  From the outset the marriage was 
troubled, and although two sons were produced in quick succession, two domestic 
tragedies virtually sealed its fate: firstly, in an horrific accident, one son was killed 
when he fell from a fourth floor window; no more than six weeks later the second 
boy died of an infection from which he had been expected to recover.  Devastat-
ed, and no doubt influenced by his mother, Saint-Saëns blamed Marie-Laure.  The 
breaking point came for the composer while the couple was on holiday in 1881: he 
simply disappeared from their hotel and from that day on severed all connections 
with her.  With normal relations restored with his mother, Saint-Saëns lived alone.

MAJOR EVENTS TRANSPIRING IN AMERICA DURING THE ERA:

• Poet Emily Dickinson is born in 1830, in Amherst, MA.
• In 1831, Alexis de Tocqueville spent nine months touring America. The book that de Tocqueville 

wrote following the trip, Democracy in America, was published in 1835.
• Democrat Andrew Jackson is re-elected president, gathering 216 electoral votes to National 

Republican candidate Henry Clay’s 49.
• The first attempted assassination of a U.S. president (Andrew Jackson) fails when Richard Law-

rence’s gun misfires on January 30, 1835.
• P.T. Barnum begins his first circus tour of the United States in 1835.
• During 1838, the forced removal of nearly 17,000 Cherokee Indians from Georgia on the “Trail of 

Tears” results in an estimated 4,000-8,000 deaths.

Edgar Degas - The Dance Class (1874)
Metropolitan Museum of Art

Program material adapted from myriad 
print and electronic sources



• Charles Goodyear invents vulcanized rubber in 1839.
• Edgar Allen Poe publishes The Fall of the House of Usher in the September 1839 edition of Burton’s 

Gentleman’s Magazine.
• Beethoven’s Symphony No. 1 is performed for the first time in Boston in 1841.
• The first professional orchestra in the United States, the New York Philharmonic Society, forms as a 

cooperative venture among performers in 1842.
• The Steinway family open up a piano-making business, Steinway & Sons, in New York in 1843.

• Ireland’s potato famine results in an influx of Irish immigrants to 
the United States beginning in 1845.
• In 1848, James Marshall discovers gold near Sutter’s Fort, Califor-
nia. The discovery of gold is the beginning of the California Gold 
Rush of 1849.
• “America” wins the first America’s Cup yacht race on August 22, 
1851.
• Harriet Beecher Stowe’s Uncle Tom’s Cabin is published in 1852.
• The U.S. Supreme Court’s March 6, 1857, “Dred Scott Decision” 
rules that Scott, a slave moved to a free state, never ceased to be 
a slave despite residing in a free state, denied him citizenship, and 
denied him the right to sue.
• Confederate forces begin bombarding Fort Sumter in Charles-
ton Harbor on April 12, 1861.
• President Abraham Lincoln signs the Homestead Act into law in 
1862, giving applicants freehold title to land, typically 160 acres, 
of undeveloped federal land west of the Mississippi River.
• On September 17, 1862, the bloodiest single-day battle in Amer-
ican history is fought near Sharpsburg, MD, and Antietam Creek.
• The “New York City Draft Riots” rage from July 13 to July 16, 1863, 
following the passage of a draft law to supply men to the Union 
Army.
• On April 14, 1865, President Abraham Lincoln is shot by John 
Wilkes Booth during the play Our American Cousin. Lincoln died 
the following morning at 7:22.
• Russia finalizes its sale of Alaska to the United States, on March 
30, 1867.

• The Boston Conservatory, New England Conservatory, Chicago Musical College and the Cincinnati 
Conservatory are all founded in 1867.

• Louisa May Alcott publishes Little Women in 1868.
• Civil War General Ulysses S. Grant beats New York Governor Horatio Seymour in the 1868 presidential 

election.
• Ceremonies at Promontory, UT, celebrate completion of the transcontinental railroad on May 10, 

1869.

The David Hilton family near Weissert, 
Custer County, Nebraska, 1887.



2013/14 Season

The Port Townsend Chamber Music Festival
CENTRUM
presents

Lucinda Carver, Artistic Director

Series $75 or $90 / Individual events $30 or $35

(360) 385-3102 x110   www.centrum.org

RESERVE YOUR SEATS TODAY! 

Enjoy masterworks of Bach, Vivaldi, 
Handel, Telemann and more;  pre-
sented with a special emphasis on 
the cultural conditions that fostered 
the development of the music.

Sherezade Panthaki, soprano; Stephen Schultz, flute
Marc Schachman, oboe; Kati Kyme, violin; Lisa Weiss, violin
Anthony Martin, viola; William Skeen, violoncello
Hanneke van Proosdij, harpsichord

This program emphasizes the ideas of diversity and unity: from kaleido-
scopic colors of original baroque instruments to the ravishing voice of 
Sherezade Panthaki which combine to sing of both public and private feel-
ings. We bring together composers who worked in Italy, Germany, and 
England, including Bach’s great wedding cantata “O holder Tag” (“O Glori-
ous Day!”) whose variety of forms, colors, instrumental combinations, and 
sentiments celebrate the union of a devoted couple.

“A wondrous fusion of tender, molten vocal tone and expressive urgency”
San Francisco Chronicle

Friday, March 14, 2014   -   7:30 pm  Wheeler Theater

Trio in E minor, from Tafelmusik II
Oboe Concerto in D minor
Flute Concerto in D major, Op. 10, No. 3  Il Gardellino
Sonata in G major, Op. 5, No. 4
Air in D from Orchestral Suite No. 3
Wedding Cantata  “O Holder Tag, erwünschte Zeit”

TELEMANN
MARCELLO
VIVALDI
HANDEL
BACH
BACH

NEXT PERFORMANCE


