
Exploring the limitless possibilities of 
the traditional Japanese drum, the 
taiko, Kodo is forging new directions 

for a vibrant living art-form. Since the 
group’s debut at the Berlin Festival in 1981, 
Kodo has given over 6,500 performances on 
all five continents, spending about a third of 
the year overseas, a third touring in Japan, 
and a third rehearsing and preparing new 
material on Sado Island. Kodo strives to both 
preserve and re-interpret traditional Japa-
nese performing arts. Beyond this, members 
on tours and research trips all over the globe 
have brought back to Sado a kaleidoscope of 
world music and experiences that now 
exerts a strong influence on the group’s per-
formances and compositions. Collab o ra -
 tions with other artists and composers 
extend across the musical spectrum and 
Kodo’s lack of preconceptions about its 
music continues to produce startling new fu-
sion and forms. 
 
Sado Island 
Since 1971, Sado Island has been Kodo’s 
home and the platform from which the 
group reaches out to the world. With nature’s 
warm embrace evident in each of her four 
seasons, Sado is an extraordinary place 
where traditional ways of life and the island’s 
indigenous performing arts still thrive today. 
This island is the fountain of inspiration for 
Kodo and the guiding force behind the 
group’s creative lifestyle. The artists’ goal is 
to find a harmonious balance between 
people and the natural world. Each time 
Kodo ventures off the island, the ensemble 
encounters new people, customs, and tradi-
tional performing arts that are ingrained in 
the lifestyles of each locale. Both similarities 
and differences prompt Kodo members to 
pause and reflect upon the importance of the 
varied and rich cultures that color our world. 
These life lessons permeate each performer’s 
skin and become an invisible source of their 
expression. It is through this process of liv-
ing, learning, and creating that Kodo culti-

vates a unique aesthetic and sensitivity, 
reaching out toward a new world culture 
rooted in the rich possibilities of a peaceful 
coexistence between humanity and nature. 

 
Kodo Cultural Foundation 
Thanks to the support of many friends, the 
Kodo Cultural Foundation was established 
in 1997 in order to increase Kodo’s capacity 
for outreach projects on Sado Island. Its pri-
mary mission is to carry out nonprofit activ-
ities focused on social education and the 
notion of giving back to the local com-
munity. Kodo Cultural Foundation is com-
mitted to the cultural and environmental 
preservation of Sado Island and oversees 
many ambitious projects. From the conser-
vation of local habitats to the revitalization 
of rare craft traditions and Noh theaters 
throughout Sado Island, the highly collabo-
rative Kodo Cultural Foundation supports 
many vital initiatives. Its activities include 
holding workshops, planning the annual 
Earth Celebration music festival, creating a 
research library, managing Kodo Apprentice 
Centre and Sado Island Taiko Centre, and 
carrying out research in the performing arts. 
 
Call for Support 
Kodo’s activities have been greatly impacted 
by the ongoing COVID-19 pandemic and we 
need extra support as we navigate the ongo-
ing restrictions and disruptions to our usual 
touring and events. If you are able to make a 
donation to help us continue our mission, we 
will gratefully accept any amount you can 
spare. Your contribution will help us to con-
tinue our ongoing One Earth Tour, so that we 
can keep connecting people all over the 
world with the sound of taiko. 

To make a donation, or for other ways to 
help, please visit https://www.kodo.or.jp/en/ 
callforsupport. 

Website: www.kodo.or.jp 
Facebook: @KodoHeartbeat | Twitter: 

@KodoHeartbeatEn | Instagram: @Kodo-
Heartbeat
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David Finckel, cello 
Wu Han, piano 

 
PROGRAM 

 
           Camille SAINT-SAËNS (1835–1921)      Sonata for Cello and Piano No. 1  
                                                                                     in C minor, Op. 32 (1872) 
                                                                                                    Allegro 
                                                                                                    Andante tranquillo sostenuto 
                                                                                                    Allegro moderato 
 
                   Johannes BRAHMS (1833–1897)      Sonata No. 2 in F major for Cello and  
                                                                                     Piano, Op. 99 (1886)  
                                                                                                    Allegro vivace 
                                                                                                    Adagio affettuoso 
                                                                                                    Allegro passionato—Trio 
                                                                                                    Allegro molto 
 

INTERMISSION 
 
                                Pierre JALBERT (b. 1967)      Selections from Ephemeral Objects for  
                                                                                     Cello and Piano (2019, California Premiere) 
                                                                                                    VI. Timeless 
                                                                                                    III. Playful and dramatic 
 
       Dmitri SHOSTAKOVICH (1906–1975)      Sonata for Cello and Piano in D minor,  
                                                                                     Op. 40 (1934) 
                                                                                                    Allegro non troppo 
                                                                                                    Allegro 
                                                                                                    Largo 
                                                                                                    Allegro 
 

David Finckel and Wu Han recordings are available exclusively through ArtistLed: www.artistled.com  
www.davidfinckelandwuhan.com 

Wu Han performs on the Steinway Piano. 
 

COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor lobby/waiting areas as well 
as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for entry. The latest information on Cal Performances’ 
COVID-19 safety policies is available at calperformances.org/safety.  

Photographing and/or recording this performance is strictly prohibited.
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Camille Saint-Saëns  
Sonata for Cello and Piano No. 1  
in C minor, Op. 32  
In early 1871, a consortium of French com-
posers that included César Franck, Gabriel 
Fauré, Camille Saint-Saëns, and many 
others, established a new organization. 
Called the Société Nationale de Musique, it 
aimed to promote the performance, publica-
tion, and evolution of contemporary French 
music. The group’s motto of Ars Gallica, or 
“French art,” and its strict policies on per-
forming music written outside France were 
taken by many to be an emblem of the anti-
German sentiment in French culture that 
followed the Franco-Prussian war of 1870–
71. But in fact, the members of the Société 
were interested in exploring a productive ar-
tistic synthesis of the experimental compo-
sition practices of Wagner, Liszt, and 
Schumann and the unique lightness and 
melodic clarity of the existing French style. 

The first of their major concert events 
occurred on December 7, 1872. It featured 
music of several young French composers 
along with premieres by some of the 
founders. Among the works to receive its 
first public hearing there was Saint-Saëns’ 
Cello Sonata in C minor, Op. 32. The com-
poser was on a cello kick that year, working 
on his ground-breaking Cello Concerto in 
A minor (Op. 33) at the same time. Both 
these pieces display his attempt to combine 
the “serious” instrumental genres of the 
cello sonata and concerto with the cyclic 
structures, uncompromisingly beautiful 
melodies, and fleeting textures that became 
markers of “musical patriotism” in France 
during that period. 

The drama and C minor tonality of the 
opening movement of Op. 32 has led many 
critics over the years to see it as an homage 
to Beethoven. Still, its harmonic ambi-
guities, sweeping piano writing, and the 
use of whole-tone scales in transitional 
melodies are all characteristics that would 
be associated with French writing of the late 

19th and early 20th centuries. Saint-Saëns 
sticks to a traditional sonata form in this Al-
legro, but with a wonderfully varied, hushed 
recapitulation that lends haunting mystery 
to the cello’s pizzicato sound. 

The second movement recalls church 
music, with the cello and piano passing off 
an easy going, staccato bassline that sup-
ports a heavenly chorale. This is no acci-
dent; Saint-Saëns based this Andante on 
music he improvised at the organ, seeing 
the sonata as a chance to “reproduce the 
text of what I had extemporized.” Many 
have commented on the similarities be-
tween the tune of this chorale and the 
chorus that closes Act I of Giacomo Meyer-
beer’s opera L’Africaine, where the lead 
character open heartedly begs for salvation 
and forgiveness after he is arrested. 
Whether or not the allusion was intended 
by Saint-Saëns, it is evocative to think of 
this movement as a series of prayers, first 
hopeful, then more desperate, and then full 
of faith and expectation once again. 

When the sonata had its public premiere, 
the composer was not pleased with the fi-
nale he had written; apparently, he thought 
it was “not up to scratch” and in need of re-
vision. This dissatisfaction may have related 
to the negative response to the movement 
shared by Clemence Saint-Saëns, the com-
poser’s mother, who according to fellow 
composer Charles-Marie Widor thought 
the original finale was “worthless.” The re-
vised Allegro moderato, completed by the 
end of December, 1872, includes a particu-
larly virtuosic, perpetual-motion piano part. 
Toward the end, there is an apparent turn 
from the dominating, tense world of C 
minor to a resolution on a lyrical theme in 
a brighter key. But Saint-Saëns decides to re-
vert to stormy, minor fortissimos to close 
out the work, reinforcing with each ac-
cented chord the seriousness that he and 
those of the Société Nationale wished to 
bring into French music.  

—© Nicholas Swett, 2022 
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Johannes Brahms  
Sonata No. 2 in F major for Cello and  
Piano, Op. 99  
Brahms spent the summer of 1886 in the 
idyllic Swiss resort town of Thun. He rented 
the second floor of a hillside house on the 
Aare River, and spent much of the summer 
at a local casino, drinking beer and playing 
cards with musicians from the house or-
chestra. He wrote happily to his friend Max 
Kalbeck, “It is simply glorious here. I only 
say quite in passing that there are crowds of 
beer-gardens—actual beer-gardens—the 
English [tourists] are not at home in them!” 

The Cello Sonata in F major was com-
posed for Robert Hausmann, a close friend 
of Brahms and cellist of the great Joachim 
String Quartet. Like the violinist Joseph Joa-
chim and the clarinetist Richard Mühlfeld, 
Hausmann served Brahms as the prototypi-
cal performer-muse, very directly inspiring 
Brahms’ cello writing over the last decade of 
his career. By all accounts, Hausmann 
played with a remarkably burnished tone 
and ample technique; Brahms’ writing sug-
gests that Hausmann had no trouble nego-
tiating the cello’s highest registers, nor rising 
above the clanging fortissimo chords in the 
piano. Brahms’ facility with instrumental 
technique is similarly evident in the striking 
tremolo across the strings, taken from the 
piano’s opening gestures, which Brahms 
uses to end the exposition, and then echoes 
at the haunting end of the development sec-
tion. (It is also interesting to note that, de-
spite that mastery Brahms had achieved in 
writing for the cello by the time of this work, 
as well as the Double Concerto the follow-
ing year, he still was not satisfied. Upon 
hearing Dvořák’s Cello Concerto of 1895, he 
reportedly exclaimed, “Why on earth didn’t 
I know one could write a violoncello con-
certo like this? Had I only known, I would 
have written one long ago!”) 

At the time of the work’s premiere, the 
conductor and critic Eduard Hanslick 
wrote, “In the Cello Sonata, passion rules, 

fiery to the point of vehemence, now defi-
antly challenging, now painfully lamenting. 
How boldly the first Allegro theme begins, 
how stormily the Allegro flows!” Indeed, 
Brahms’ writing at this stage in his career 
evinces a sense of daring often overlooked 
in the dichotomy between a Brahmsian con-
servatism and Wagnerian progressivism. 

The sonata unfolds with a bristling en-
ergy, with a jolting explosion in the piano 
answered by a triumphant cry from the cello. 
The first movement’s central theme com-
prises these shouting fragments, rather than 
a continuous melodic line. Remarking on its 
unusual rhythms and bold melodic leaps, 
Schoenberg later wrote: “Young listeners 
will probably be unaware that at the time 
of Brahms’ death, this sonata was still  
very unpopular and was considered indi-
gestible”—a useful reminder to the con-
temporary listener…that Brahms was 
nevertheless a “progressive” composer 
(Wag ner and company notwithstanding). 
The movement’s harmony is similarly in-
solent, handily integrating dissonant tones, 
and flirting with minor-key tonality 
throughout the exposition. 

The work’s harmonic boldness carries 
into the Adagio affettuoso, which begins in 
the surprising key of F-sharp major, a half-
step from the key of the opening movement. 
Hypnotic pizzicati mark time under the 
melody in the piano before Brahms again 
employs the cello’s luminous upper register 
to sing a long phrase that climbs passion-
ately before settling into a sweet lullaby. 
The movement is organized into ternary 
(A–B–A) form: as in the first movement, 
the harmonies throughout the central B sec-
tion are exquisitely rich. A moment of mys-
tery presages the appearance of the troubled 
and turbulent middle section. After a jar-
ring transformation of the cello’s opening 
pizzicati, the music of the opening returns, 
beautifully decorated by a flowing accom-
paniment in the piano. Music of heavenly 
serenity closes the movement. 
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Camille Saint-Saëns  
Sonata for Cello and Piano No. 1  
in C minor, Op. 32  
In early 1871, a consortium of French com-
posers that included César Franck, Gabriel 
Fauré, Camille Saint-Saëns, and many 
others, established a new organization. 
Called the Société Nationale de Musique, it 
aimed to promote the performance, publica-
tion, and evolution of contemporary French 
music. The group’s motto of Ars Gallica, or 
“French art,” and its strict policies on per-
forming music written outside France were 
taken by many to be an emblem of the anti-
German sentiment in French culture that 
followed the Franco-Prussian war of 1870–
71. But in fact, the members of the Société 
were interested in exploring a productive ar-
tistic synthesis of the experimental compo-
sition practices of Wagner, Liszt, and 
Schumann and the unique lightness and 
melodic clarity of the existing French style. 

The first of their major concert events 
occurred on December 7, 1872. It featured 
music of several young French composers 
along with premieres by some of the 
founders. Among the works to receive its 
first public hearing there was Saint-Saëns’ 
Cello Sonata in C minor, Op. 32. The com-
poser was on a cello kick that year, working 
on his ground-breaking Cello Concerto in 
A minor (Op. 33) at the same time. Both 
these pieces display his attempt to combine 
the “serious” instrumental genres of the 
cello sonata and concerto with the cyclic 
structures, uncompromisingly beautiful 
melodies, and fleeting textures that became 
markers of “musical patriotism” in France 
during that period. 

The drama and C minor tonality of the 
opening movement of Op. 32 has led many 
critics over the years to see it as an homage 
to Beethoven. Still, its harmonic ambi-
guities, sweeping piano writing, and the 
use of whole-tone scales in transitional 
melodies are all characteristics that would 
be associated with French writing of the late 

19th and early 20th centuries. Saint-Saëns 
sticks to a traditional sonata form in this Al-
legro, but with a wonderfully varied, hushed 
recapitulation that lends haunting mystery 
to the cello’s pizzicato sound. 

The second movement recalls church 
music, with the cello and piano passing off 
an easy going, staccato bassline that sup-
ports a heavenly chorale. This is no acci-
dent; Saint-Saëns based this Andante on 
music he improvised at the organ, seeing 
the sonata as a chance to “reproduce the 
text of what I had extemporized.” Many 
have commented on the similarities be-
tween the tune of this chorale and the 
chorus that closes Act I of Giacomo Meyer-
beer’s opera L’Africaine, where the lead 
character open heartedly begs for salvation 
and forgiveness after he is arrested. 
Whether or not the allusion was intended 
by Saint-Saëns, it is evocative to think of 
this movement as a series of prayers, first 
hopeful, then more desperate, and then full 
of faith and expectation once again. 

When the sonata had its public premiere, 
the composer was not pleased with the fi-
nale he had written; apparently, he thought 
it was “not up to scratch” and in need of re-
vision. This dissatisfaction may have related 
to the negative response to the movement 
shared by Clemence Saint-Saëns, the com-
poser’s mother, who according to fellow 
composer Charles-Marie Widor thought 
the original finale was “worthless.” The re-
vised Allegro moderato, completed by the 
end of December, 1872, includes a particu-
larly virtuosic, perpetual-motion piano part. 
Toward the end, there is an apparent turn 
from the dominating, tense world of C 
minor to a resolution on a lyrical theme in 
a brighter key. But Saint-Saëns decides to re-
vert to stormy, minor fortissimos to close 
out the work, reinforcing with each ac-
cented chord the seriousness that he and 
those of the Société Nationale wished to 
bring into French music.  

—© Nicholas Swett, 2022 
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Johannes Brahms  
Sonata No. 2 in F major for Cello and  
Piano, Op. 99  
Brahms spent the summer of 1886 in the 
idyllic Swiss resort town of Thun. He rented 
the second floor of a hillside house on the 
Aare River, and spent much of the summer 
at a local casino, drinking beer and playing 
cards with musicians from the house or-
chestra. He wrote happily to his friend Max 
Kalbeck, “It is simply glorious here. I only 
say quite in passing that there are crowds of 
beer-gardens—actual beer-gardens—the 
English [tourists] are not at home in them!” 

The Cello Sonata in F major was com-
posed for Robert Hausmann, a close friend 
of Brahms and cellist of the great Joachim 
String Quartet. Like the violinist Joseph Joa-
chim and the clarinetist Richard Mühlfeld, 
Hausmann served Brahms as the prototypi-
cal performer-muse, very directly inspiring 
Brahms’ cello writing over the last decade of 
his career. By all accounts, Hausmann 
played with a remarkably burnished tone 
and ample technique; Brahms’ writing sug-
gests that Hausmann had no trouble nego-
tiating the cello’s highest registers, nor rising 
above the clanging fortissimo chords in the 
piano. Brahms’ facility with instrumental 
technique is similarly evident in the striking 
tremolo across the strings, taken from the 
piano’s opening gestures, which Brahms 
uses to end the exposition, and then echoes 
at the haunting end of the development sec-
tion. (It is also interesting to note that, de-
spite that mastery Brahms had achieved in 
writing for the cello by the time of this work, 
as well as the Double Concerto the follow-
ing year, he still was not satisfied. Upon 
hearing Dvořák’s Cello Concerto of 1895, he 
reportedly exclaimed, “Why on earth didn’t 
I know one could write a violoncello con-
certo like this? Had I only known, I would 
have written one long ago!”) 

At the time of the work’s premiere, the 
conductor and critic Eduard Hanslick 
wrote, “In the Cello Sonata, passion rules, 

fiery to the point of vehemence, now defi-
antly challenging, now painfully lamenting. 
How boldly the first Allegro theme begins, 
how stormily the Allegro flows!” Indeed, 
Brahms’ writing at this stage in his career 
evinces a sense of daring often overlooked 
in the dichotomy between a Brahmsian con-
servatism and Wagnerian progressivism. 

The sonata unfolds with a bristling en-
ergy, with a jolting explosion in the piano 
answered by a triumphant cry from the cello. 
The first movement’s central theme com-
prises these shouting fragments, rather than 
a continuous melodic line. Remarking on its 
unusual rhythms and bold melodic leaps, 
Schoenberg later wrote: “Young listeners 
will probably be unaware that at the time 
of Brahms’ death, this sonata was still  
very unpopular and was considered indi-
gestible”—a useful reminder to the con-
temporary listener…that Brahms was 
nevertheless a “progressive” composer 
(Wag ner and company notwithstanding). 
The movement’s harmony is similarly in-
solent, handily integrating dissonant tones, 
and flirting with minor-key tonality 
throughout the exposition. 

The work’s harmonic boldness carries 
into the Adagio affettuoso, which begins in 
the surprising key of F-sharp major, a half-
step from the key of the opening movement. 
Hypnotic pizzicati mark time under the 
melody in the piano before Brahms again 
employs the cello’s luminous upper register 
to sing a long phrase that climbs passion-
ately before settling into a sweet lullaby. 
The movement is organized into ternary 
(A–B–A) form: as in the first movement, 
the harmonies throughout the central B sec-
tion are exquisitely rich. A moment of mys-
tery presages the appearance of the troubled 
and turbulent middle section. After a jar-
ring transformation of the cello’s opening 
pizzicati, the music of the opening returns, 
beautifully decorated by a flowing accom-
paniment in the piano. Music of heavenly 
serenity closes the movement. 
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The fiery scherzo recalls Brahms’ ebul-
lient Hungarian dances, with its chromatic 
melodic turns and hard syncopations. The 
trio section lends the movement a lyrical 
tenderness, but still with dense chromatic 
chords in the piano accompaniment. 
Brahms the extroverted Romantic emerges 
in full form for the sonata’s finale, which 
seems to go from gesture to gesture and epi-
sode to episode with an excitedly child-like 
impatience. The subject’s pastoral melody 
offers a contrast from the ferocity of the pre-
vious movements. Soon after the opening, 
however, the music builds to a crisp march, 
heralded by staccato double-stops in the 
cello. The next episode departs from the 
movement’s idyllic quality dramatically with 
a lyrical melody in B-flat minor, suffused 
with 19th-century Sturm und Drang. The 
piano’s sweeping triplet accompaniment 
leads seamlessly into a restatement of the 
theme (now in the foreign key of G-flat 
major), against which Brahms sets a charm-
ing pizzicato commentary. The movement 
ends triumphantly in a flourish and with 
great abandon. 

—Patrick Castillo and David Finckel 
 
Pierre Jalbert (b. 1967) 
Selections from Ephemeral Objects for 
Cello and Piano (California Premiere) 
Ephemeral Objects, a duo for cello and 
piano, contains seven contrasting move-
ments. Each movement can stand on its 
own, or several can be grouped together to 
form a smaller set, or the entire set can be 
performed to form a larger work. Each brief 
movement represents a different aspect of 
my musical language. The first movement 
pairs timeless, suspended music with more 
rhythmically aggressive music. The second 
movement is slow and lyrical, with long 
song-like lines in the cello. The third move-
ment is a wild, rhythmic scherzo of sorts. 
The fourth movement is influenced by 
French-Canadian folk song. The fifth move-
ment is more experimental in nature and 

makes use of the timbral possibilities of 
the instruments (including playing inside 
the piano). The sixth movement is based on 
Gregorian chant, and the last movement  
is a pulse-oriented, bravura-style finale to 
the work.  

—Pierre Jalbert 
 
Dmitri Shostakovich  
Sonata for Cello and Piano in D minor,  
Op. 40  
Composed: Begun in mid-August 1934 in 
Moscow. On August 17, the composer 
noted that the first movement was nearly 
finished. The third movement was com-
pleted on September 13, and the last move-
ment on September 19 in Leningrad. The 
sonata was written for cellist Viktor Ku-
batsky, former principal cellist of the Bol-
shoi Theater, Moscow, and organizer of the 
Stradivarius Quartet. Shostakovich and Ku-
batsky toured as a duo, performing not only 
Shostakovich’s sonata but also the sonatas of 
Rachmaninoff and Grieg. Shostakovich re-
portedly performed all the piano parts from 
memory. The composer was 27 years old. 

First performance: In Leningrad, De-
cember 25, 1934, by Viktor Kubatsky and 
Shostakovich. 

Other works from immediately before: 
Piano Concerto No. 1, Op. 35; Jazz Suite 
No. 1. Other works from immediately after: 
The Tale of the Priest and His Servant Balda, 
Op. 36a (cartoon opera for children based 
on Pushkin); The Limpid Stream, Op. 39a 
(ballet); Symphony No. 4, Op. 43. 

The composer and the music: In public in-
terviews at this time Shostakovich spoke of 
his need to “struggle for a simple language” 
and he invoked Maxim Gorky’s phrase 
about a need for a “purity of language.” At 
the same time, his private letters suggest a 
connection with emotional experiences at 
this time. Although already married, in June 
the composer had fallen in love with a 
young translator, Elena Konstantinovskaya. 
He and his wife Nina took a long seaside 
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holiday in the South, during which time he 
wrote continually to Elena. Stopping in 
Moscow on their way home to Leningrad, 
in mid-August, Nina decided she had had 
enough and pushed for a separation. She 
continued on to Leningrad, leaving Shosta-
kovich behind in Moscow. It was at this time 
that he began the cello sonata. 

Soon after the first performance of the 
work, Shostakovich asked his wife for a di-
vorce. By later 1935, however, Nina was ex-
pecting their first child, Galina, and the 
couple were re-united. 

—Gerard McBurney 
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Cellist David Finckel and pianist Wu 
Han are the recipients of Musical 
America’s Musicians of the Year 

Award, the highest honor bestowed by the 
organization. Together, the two enjoy a mul-
tifaceted musical life that encompasses per-
forming, recording, and artistic direction at 
the highest levels. Their concert activities 
have taken them from New York’s stages to 
the most important concert halls in the 
United States, Europe and Asia. They regu-
larly perform a wide range of music that in-
cludes the standard repertoire for cello and 
piano, commissioned works by living com-
posers, and virtually the entire chamber 
music literature for their instruments. 

In 1997, David Finckel and Wu Han 
founded ArtistLed, the first internet-based, 
artist-controlled classical recording label. 
ArtistLed’s catalog of more than 20 releases 
includes the standard literature for cello and 
piano, plus works composed for the duo by 
George Tsontakis, Gabriela Lena Frank, 
Bruce Adolphe, Lera Auerbach, Edwin 
Finckel, Augusta Read Thomas, and Pierre 
Jalbert. Artistic Directors of the Chamber 
Music Society of Lincoln Center since 2004, 
they recently led the 53-year vanguard or-
ganization through two pandemic seasons, 
conceiving and producing over 270 digital 
events that sustained chamber music com-
munities across the country. A 2022 con-
tract extension positions them to become 
the longest serving artistic directors in the 
society’s history. David Finckel and Wu Han 

are also Founders and Artistic Directors of 
Silicon Valley’s Music@Menlo, where, since 
2002, the festival’s innovative thematic pro-
gramming and educational initiatives have 
set an example that is admired inter-
nationally. The festival’s exclusive recording 
label, Music@Menlo LIVE, has to date re-
leased over 130 audiophile-quality CDs. 

Passionately dedicated to education for 
musicians of all ages and experience, the 
duo was instrumental in transforming the 
CMS Two Program into today’s Bowers 
Program, which admits stellar young musi-
cians to the CMS roster for a term of three 
seasons. They also oversee the Chamber 
Music Institute at Music@Menlo, which im-
merses some 40 young musicians every 
summer in the multifaceted fabric of the 
festival. The two were privileged to serve on 
multiple occasions as a faculty members of 
Isaac Stern’s Chamber Music Encounters in 
Israel, New York, and Japan. In addition, the 
Resource section of their website (david-
finckelandwuhan.com/resource) provides, 
at no cost, a wealth of guidance for students 
on both music study and careers, as well as 
invaluable information for arts organiza-
tions and individuals on every aspect of 
concert presenting. 

Born in Taiwan, Wu Han came to the 
United States as a graduate student, where 
her talent quickly came to the attention of 
noted musicians. Mentored by legendary 
pianists such as Lilian Kallir, Menahem 
Pressler, and Rudolf Serkin, Wu Han 
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The fiery scherzo recalls Brahms’ ebul-
lient Hungarian dances, with its chromatic 
melodic turns and hard syncopations. The 
trio section lends the movement a lyrical 
tenderness, but still with dense chromatic 
chords in the piano accompaniment. 
Brahms the extroverted Romantic emerges 
in full form for the sonata’s finale, which 
seems to go from gesture to gesture and epi-
sode to episode with an excitedly child-like 
impatience. The subject’s pastoral melody 
offers a contrast from the ferocity of the pre-
vious movements. Soon after the opening, 
however, the music builds to a crisp march, 
heralded by staccato double-stops in the 
cello. The next episode departs from the 
movement’s idyllic quality dramatically with 
a lyrical melody in B-flat minor, suffused 
with 19th-century Sturm und Drang. The 
piano’s sweeping triplet accompaniment 
leads seamlessly into a restatement of the 
theme (now in the foreign key of G-flat 
major), against which Brahms sets a charm-
ing pizzicato commentary. The movement 
ends triumphantly in a flourish and with 
great abandon. 

—Patrick Castillo and David Finckel 
 
Pierre Jalbert (b. 1967) 
Selections from Ephemeral Objects for 
Cello and Piano (California Premiere) 
Ephemeral Objects, a duo for cello and 
piano, contains seven contrasting move-
ments. Each movement can stand on its 
own, or several can be grouped together to 
form a smaller set, or the entire set can be 
performed to form a larger work. Each brief 
movement represents a different aspect of 
my musical language. The first movement 
pairs timeless, suspended music with more 
rhythmically aggressive music. The second 
movement is slow and lyrical, with long 
song-like lines in the cello. The third move-
ment is a wild, rhythmic scherzo of sorts. 
The fourth movement is influenced by 
French-Canadian folk song. The fifth move-
ment is more experimental in nature and 

makes use of the timbral possibilities of 
the instruments (including playing inside 
the piano). The sixth movement is based on 
Gregorian chant, and the last movement  
is a pulse-oriented, bravura-style finale to 
the work.  

—Pierre Jalbert 
 
Dmitri Shostakovich  
Sonata for Cello and Piano in D minor,  
Op. 40  
Composed: Begun in mid-August 1934 in 
Moscow. On August 17, the composer 
noted that the first movement was nearly 
finished. The third movement was com-
pleted on September 13, and the last move-
ment on September 19 in Leningrad. The 
sonata was written for cellist Viktor Ku-
batsky, former principal cellist of the Bol-
shoi Theater, Moscow, and organizer of the 
Stradivarius Quartet. Shostakovich and Ku-
batsky toured as a duo, performing not only 
Shostakovich’s sonata but also the sonatas of 
Rachmaninoff and Grieg. Shostakovich re-
portedly performed all the piano parts from 
memory. The composer was 27 years old. 

First performance: In Leningrad, De-
cember 25, 1934, by Viktor Kubatsky and 
Shostakovich. 

Other works from immediately before: 
Piano Concerto No. 1, Op. 35; Jazz Suite 
No. 1. Other works from immediately after: 
The Tale of the Priest and His Servant Balda, 
Op. 36a (cartoon opera for children based 
on Pushkin); The Limpid Stream, Op. 39a 
(ballet); Symphony No. 4, Op. 43. 

The composer and the music: In public in-
terviews at this time Shostakovich spoke of 
his need to “struggle for a simple language” 
and he invoked Maxim Gorky’s phrase 
about a need for a “purity of language.” At 
the same time, his private letters suggest a 
connection with emotional experiences at 
this time. Although already married, in June 
the composer had fallen in love with a 
young translator, Elena Konstantinovskaya. 
He and his wife Nina took a long seaside 

PROGRAM NOTES

CP-20   Cal Performances

holiday in the South, during which time he 
wrote continually to Elena. Stopping in 
Moscow on their way home to Leningrad, 
in mid-August, Nina decided she had had 
enough and pushed for a separation. She 
continued on to Leningrad, leaving Shosta-
kovich behind in Moscow. It was at this time 
that he began the cello sonata. 

Soon after the first performance of the 
work, Shostakovich asked his wife for a di-
vorce. By later 1935, however, Nina was ex-
pecting their first child, Galina, and the 
couple were re-united. 

—Gerard McBurney 
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Cellist David Finckel and pianist Wu 
Han are the recipients of Musical 
America’s Musicians of the Year 

Award, the highest honor bestowed by the 
organization. Together, the two enjoy a mul-
tifaceted musical life that encompasses per-
forming, recording, and artistic direction at 
the highest levels. Their concert activities 
have taken them from New York’s stages to 
the most important concert halls in the 
United States, Europe and Asia. They regu-
larly perform a wide range of music that in-
cludes the standard repertoire for cello and 
piano, commissioned works by living com-
posers, and virtually the entire chamber 
music literature for their instruments. 

In 1997, David Finckel and Wu Han 
founded ArtistLed, the first internet-based, 
artist-controlled classical recording label. 
ArtistLed’s catalog of more than 20 releases 
includes the standard literature for cello and 
piano, plus works composed for the duo by 
George Tsontakis, Gabriela Lena Frank, 
Bruce Adolphe, Lera Auerbach, Edwin 
Finckel, Augusta Read Thomas, and Pierre 
Jalbert. Artistic Directors of the Chamber 
Music Society of Lincoln Center since 2004, 
they recently led the 53-year vanguard or-
ganization through two pandemic seasons, 
conceiving and producing over 270 digital 
events that sustained chamber music com-
munities across the country. A 2022 con-
tract extension positions them to become 
the longest serving artistic directors in the 
society’s history. David Finckel and Wu Han 

are also Founders and Artistic Directors of 
Silicon Valley’s Music@Menlo, where, since 
2002, the festival’s innovative thematic pro-
gramming and educational initiatives have 
set an example that is admired inter-
nationally. The festival’s exclusive recording 
label, Music@Menlo LIVE, has to date re-
leased over 130 audiophile-quality CDs. 

Passionately dedicated to education for 
musicians of all ages and experience, the 
duo was instrumental in transforming the 
CMS Two Program into today’s Bowers 
Program, which admits stellar young musi-
cians to the CMS roster for a term of three 
seasons. They also oversee the Chamber 
Music Institute at Music@Menlo, which im-
merses some 40 young musicians every 
summer in the multifaceted fabric of the 
festival. The two were privileged to serve on 
multiple occasions as a faculty members of 
Isaac Stern’s Chamber Music Encounters in 
Israel, New York, and Japan. In addition, the 
Resource section of their website (david-
finckelandwuhan.com/resource) provides, 
at no cost, a wealth of guidance for students 
on both music study and careers, as well as 
invaluable information for arts organiza-
tions and individuals on every aspect of 
concert presenting. 

Born in Taiwan, Wu Han came to the 
United States as a graduate student, where 
her talent quickly came to the attention of 
noted musicians. Mentored by legendary 
pianists such as Lilian Kallir, Menahem 
Pressler, and Rudolf Serkin, Wu Han 
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thrived at the Marlboro and Aspen Music 
Festivals and subsequently won the presti-
gious Andrew Wolf Award. She currently 
serves as Artistic Advisor for Wolf Trap’s 
Chamber Music at the Barns series and for 
Palm Beach’s Society of the Four Arts, and 
in 2022 was named Artistic Director of La 
Musica in Sarasota, Florida. David Finckel 
was raised in New Jersey, where he spent his 
teenage years winning competitions, among 
them the Philadelphia Orchestra’s junior 
and senior divisions, resulting in two per-
formances with the orchestra. The first 
American student of Mstislav Rostropovich, 
Finckel went on to become the cellist of the 
Emerson String Quartet, which, during his 

34-season tenure, garnered nine Grammy 
Awards and the Avery Fisher Prize. Finckel 
is a professor at both the Juilliard School and 
Stony Brook University. 

David Finckel and Wu Han married in 
1985 and divide their time between touring 
and residences in New York City and West-
chester County. 

 
 

David Finckel and Wu Han appear by ar-
rangement with David Rowe Artists:  
www.davidroweartists.com. 
 
Public Relations and Press Representative: 
Milina Barry PR, www.milinabarrypr.com 
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Saturday, February 11, 2023, 8pm 
Zellerbach Hall 

 

Seven Things I’ve Learned 
An Evening with Ira Glass 

 

Ira Glass is the host and creator of the pub-
lic radio program This American Life, which 
is heard weekly by over 5 million listeners 
on public radio stations and via podcast.  

Glass began his career as an intern at Na-
tional Public Radio’s network headquarters 
in Washington, DC in 1978, when he was 
19 years old. He put This American Life on 
the air in 1995. He also served as an editor 
for the groundbreaking podcasts Serial, S-
Town, and Nice White Parents.  

Under Glass’ editorial direction, This 
American Life has won the highest honors 
for broad casting and journalistic excellence, 
including seven Peabody Awards and the 
first Pulitzer Prize ever awarded for audio 
journalism. In 2021, the This American Life 
episode “The Giant Pool of Money” was in-
ducted into the Library of Congress’ Na-
tional Recording Registry, the first podcast 
so honored.

                                                                                                                            ABOUT THE ARTIST
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COVID-19: Masking is required inside the auditorium, and is strongly recommended, though not required, for indoor lobby/waiting areas as well 
as outdoor spaces. Up-to-date vaccination is strongly recommended, though not required for entry. The latest information on Cal Performances’ 
COVID-19 safety policies is available at calperformances.org/safety.  

Photographing and/or recording this performance is strictly prohibited.
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