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We grow accustomed to the Dark - 151D 7] AUTUALANNAANA

When Light is put away - LHBUENEINNALAY
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For newness of the night - Tuana lndgassainia

Then - fit our Vision to the Dark - eufsamzaunliudmanadia

And meet the Road - erect - u,ao,ummuauuwmmmmmumwm
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Those Evenings of the Brain - ANNAUSLIYNANNUNAR
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And sometimes hit a Tree VAR UTUGY LT
Directly in the Forehead - i ldasenanentinunn
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Either the Darkness alters - tbilganuiianuwasly
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Or something in the sight NANLLUNITHBIZDAUT
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Emily Dickinson (1830- 1886)
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The meanings of darkness are manifold: the unknown, ignorance, evil,
death, sadness, anger; but also solitude, contemplation, and peace. The
three works on this evening’s program each give expression to a
different facet of darkness: Thomas Ades’ Darkness Visible takes us on
an immersive journey into Renaissance composer John Dowland’s
exquisite song, “In Darkness Let Me Dwell;” Beethoven’s celebrated
piano sonata Op. 27 No. 2 opens with a haunting adagio that
generations of listeners have associated with the beauty of moonlight;
and Shostakovich’s devastating Piano Trio No. 2 in e minor illuminates
the darkness of war and loss.
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Darknesse Visible Thomas Ades (b. 1971)
Sonata Quasi Una Fantasia Op. 27 No. 2  Ludwig van Beethoven
Adagio sostenuto (1770-1827)

Allegretto

Presto agitato

Piano Trio No. 2 in e minor Dmitri Shostakovich
Andante (1906-1975)
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Program Notes

Darknesse Visible, Thomas Adeés

Darkness Visible 1s, in Thomas Adés’ own words, an “explosion” of
John Dowland’s beautiful song, “In Darkness Let Me Dwell.” Every
pitch (technically, pitch class) remains the same, but Ades changes its
register, duration, dynamics and texture to great expressive eftfect. The
notes are scattered to the far reaches of the piano. Deep rumbles in
the bass collide with intense bursts of sound in the uppermost register
and all the while, a shimmering cascade of single-note tremolos glow
softly in the background. Darkness Visible seems to make time slow
down. Ades’ music envelopes us, much like the beguiling darkness of
the song on which this work is based.



In darkness let me dwell; the ground shall sorrow be,

The roof despary; to bar all cheerful light from me;

T he walls of marble black, that moist'ned still shall weep;
My music, hellish jarring sounds, to banish_friendly sleep.
T hus, wedded to my woes, and bedded in my tomb,

O let me living die, till death doth come, tll death doth come.

John Dowland “In Darkness Let Me Dwell” (1563-1626)
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Sonata quasi una fantasia Op. 27 No. 2, Ludwig van
Beethoven

“Temperaments that possess a_feeling for the sublime are drawn gradually, by the
quiet stillness of a summer eveming as the shummering light of the stars breaks
through the brown shadows of night and the lonely moon rises into view, into high
Jeelings of friendship, of disdain_for the world, of eternity.”

— Immanuel Kant (1724-1804)

Beethoven did not call this sonata the “Moonlight Sonata”, but rather
Sonata quasi una fantasia—sonata in the manner of a fantasy. In fact,
both of the sonatas published as Op. 27 have this unusual title. The
name 1s both a good description of the sonatas’ form and sound
performance advice: these works are to be played as if they were
improvised fantasies.

The sonata Op. 27 No. 2 opens with a slow movement—a highly
unusual choice in Beethoven’s day. This iconic movement features a
plaintive dotted figure in the soprano; a slow, dignified bass line, and
an unbroken, hypnotic string of triplets in the middle register. The
musical texture remains the same from start to finish. The second
movement is a gentle scherzo and trio in the parallel major. This
music lightens the mood for a brief instant before the breathtaking,
stormy finale.

And so, what about the title “Moonlight Sonata”? I know of at least
one concert pianist who calls the title “absurd.” But I don’t find it
absurd. The name “Moonlight Sonata” comes from the poet and
music critic Ludwig Rellstab who, in 1832, wrote that the first
movement reminded him of moonlight shining oft of Lake Lucerne
in Switzerland. Carl Czerny, a close friend of Beethoven’s, similarly
described the movement as “a nocturnal scene, in which a mournful
ghostly voice sounds from the distance.” Franz Schubert composed a
song called An Den Mond (“To the Moon”) D. 193 featuring a
remarkably similar texture and figuration. Undeniably, associations
between the first movement of this sonata and nocturnal imagery run
deep in our collective imagination. Those associations are still
meaningful even though they don’t come from Beethoven. Music is



what we make it. So, think of moonlight if you like—or anything else
this remarkable fantasy conjures up for you.
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Piano Trio No. 2 in e minor, Dmitri Shostakovich
“One must speak the truth about the past or not at all.”

“Jewish_folk music has made a most powerful impression on me. I never tire of
delighting in 1t; 1t's multifaceted. It can appear to be happy while it s tragic. 1t's
almost always laughter through tears.”

— Dmitri Shostakovich (1906-1975)

While composing his second piano trio, Shostakovich was consumed
by the darkness of tragedy, both on the personal and national level. In
January, 1944 the siege of Leningrad, which claimed the lives of over
a million people, finally came to an end. As the Germans retreated,
the horrors of the Nazi Holocaust began to come to light. Around this
time, Shostakovich’s close friend, Ivan Sollertinsky, died suddenly and
unexpectedly. He was forty-one years old. “Ivan was my very closest
and dearest friend,” Shostakovich wrote to Sollertinsky’s widow, “To
live without him will be unbearably difficult.”

Indeed, Shostakovich fell into a depression and was unable to
compose for several months. However, in the summer, he returned to
his work. He quickly completed the piano trio and wrote a string
quartet as well. Shostakovich decided to dedicate the trio to
Sollertinsky.



The work begins with one of the most striking openings in the
chamber repertoire: a thin thread of music played by the cellist in
harmonics. A bleak fugue slowly unfolds based on this theme. The
independence of the musical lines make it sound as if each player
experiences their pain completely alone. The tempo and energy
gradually increases over the course of the movement, yet the music
remains stark and brutal throughout.

In the second movement, we are given a taste of Shostakovich’s
trademark irony. In a different context, the theme of this scherzo
might be playful. However, the musical setting 1s frantic and obsessive.
What Shostakovich has done is compose a parody scherzo. The music
suggests desperation rather than joy.

The third movement 1s a passacaglia—a musical work based on
repeating bass line or harmonic pattern—in the dark key of B-flat
minor. Once again, Shostakovich pens a striking opening: a forceful
declaration of the harmonic pattern played by the pianist alone. As
the harmonic pattern repeats, the violin and cello play sorrowful
fragments of music.

The finale follows the passacaglia without interruption. This
movement 1s sometimes referred to as the “Jewish” movement because
of Shostakovich’s use of Klezmer melodies and idioms. This was a
bold choice in 1944, as anti-semitism was rampant in Russia,
especially among members of the Soviet regime. Not only was
Shostakovich fascinated by Jewish music, but he felt a deep
compassion for the Jewish people. Klezmer music is emotionally
complex: happiness coloured by sadness and vice versa. Such music
naturally fits Shostakovich’s aesthetic. To the Klezmer-inspired
melodies, Shostakovich adds motives from the preceding three
movements, making the finale a powerful culmination of the trio as a
whole.
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Program notes by Elissa Miller-Kay
Translated to Thai by Sarunda Siasiriwatana
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The Performers

Canadian pianist Elissa Miller-Kay performs regularly in Canada, the
United States, and Southeast Asia where she currently resides. Recent
engagements include solo recitals on the Phnom Penh Classical Concert
Series and at the Bangkok International Piano Festival. As a concerto
soloist she has appeared with the Mississauga Symphony Orchestra, the
Oakville Symphony, the Kitchener-Waterloo Chamber Orchestra, the York
Symphony, and the Greater Toronto Philharmonic. Awards include first
prize at the International Beethoven Piano Sonata Competition (2009) and
the Ben Steinberg Musical Legacy Award (2006).

In addition to performance, Elissa is passionate about music education and
scholarship. Her principal areas of research are Beethoven reception,
nineteenth-century performance practice, and piano pedagogy. She
recently wrote a beginner piano method book, available in English and
Thai, called Piano So Fun! \fla Tuayna3. The book is available for free
download at pianosofun.com.

Elissa 1s on faculty at the Princess Galyani Vadhana Institute of Music in
Bangkok, Thailand where she teaches Piano Performance, Music History,
and Research Methodology. She holds degrees in piano performance from
Oberlin College, Mannes College, and New York University.

Korean-American violinist Hayne Kim has performed as soloist and
chamber musician on a diverse variety of stages around the world. She
made her Carnegie Hall debut at the age of 16, and has had solo
appearances with the Lansing Symphony Orchestra in her native
Michigan and the Tusciafestival Orchestra in Viterbo, Italy. Sought after as
an ensemble player, she has given performances in some of New York
City’s most beloved halls, such as Merkin Hall (Lincoln Center) and Stern
Auditorium, as a guest artist with the Shattered Glass Ensemble and as a
member of the International Chamber Soloists under the direction of
violinist Dmitri Berlinsky. An ardent supporter of contemporary music, she
takes a special interest in collaborating with living composers, and
continues to be actively involved in premiering new works and
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participating in interdisciplinary performance projects. Hayne holds
degrees from Michigan State University and Manhattan School of Music,
where she was the recipient of the Vice President's Award. She was trained
under both the Galamian and Russian traditions of violin pedagogy by her
teachers Lyman Bodman, Grigory Kalinovsky, and Dmitri Berlinsky. She is
currently on the faculty of Princess Galyani Vadhana Institute of Music in
Bangkok, Thailand.

Tapalin Charoensook was born in Bangkok, Thailand in 1988. Her
music study was made possible with the great support of her father,
Dr.Sugree Chareonsook and his “Talent Education Research Project.”
Under his guidance, she began her cello study at the age of 10 with Ms.
Saowakhon Muangkruan, Mr. Martin Grund and Mr. Juris Lakutis.
Tapalin earned her Diploma for musician and Master of Music under the
guidance of Prof. Maria-Luise Leihenseder-Ewald and Prof. Brunhard
Bohme from Hochschule fur Musik “Franz Liszt” in Germany.

Tapalin performs recitals and chamber music regularly. As a soloist, she
has performed with Thuringen Philharmonie Gotha-Suhl, Thailand
Philharmonic Orchestra, Orkiestra Symfoniczna Filharmonai Sudecka,
and Thubingen Kammerorchestra. In August 2014, she performed a
premiere Cello Concerto, “Far from Home,” by Narong Prangcharoen
with the Thailand Philharmonic Orchestra under the baton of Maestro
Alfonso Scarano. She has also performed at many festivals including
Singapore International Classical Music and the Thailand International
Composition Festival. She has given concert tours in China, Furope and,
recently, at Weil recital hall at Carnegie hall, New York. Awards include
first prizes from the Settrade Thai Youth Musician Competition (2000,
2002, 2005, 2006, 2007 and 2008), the King’s Award, Conrad Young
Musician Award of the Thailand Competition (2007), and first prize from
the International Youth Chamber Music Competition (IYCC) in
Interlaken, Switzerland (2005).

From 2013 to 2018, Tapalin worked as a faculty member and music
director in pre-college program at the College of Music, Mahidol
University. Currently she works actively as a pedagogue, directing cello
activities for a younger generation at the Aum-Aree music school.
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Thank You

To my colleagues at PGVIM, for your help with planning and

staging this concert.

To my students for inspiring me with your creativity, artistry,
and hard work.
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