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y far the most familiar genre of music for piano and
orchestra is the piano concerto. Composers of that
form are accustomed to concentrate more or less—more

in the classical period, less in the romantic and modern eras—on
fashioning a solo-orchestral relationship in which, though the
idea of a battle is much too simplistic, the soloist is clearly
king. It is indeed the portrayal of the individual’s mastery over
the crowd that has helped the concerto to rival and perhaps
even outrank the symphony as the most popular form in
what, for want of a better term, we call classical music.

What the seven works gathered on this CD delightfully
demonstrate is that the formal concerto method is by no
means the only way of treating the instrumental combination.
All of them, in different degrees, revel in the freedom of 
deploying their resources in a less, so to speak, ideological
manner, taking and giving pleasure in the freedom to 
contrast, alternate, and combine piano and orchestra just as
the spirit of the music takes them, without the need to establish
any fixed pecking order.

B
“Everything in the universe has a rhythm, everything dances.” 

—Maya Angelo



The work that opens our program is an excellent
example of this approach. Born in the northeastern
French town of Metz, near the tripling at the
junction of France, Germany, and Luxembourg,
its composer, Gabriel Pierné (1863-1937),
moved with his family to Paris to escape the effects
of the Franco-Prussian War. As a student at the
Paris Conservatoire, he distinguished himself with
first prizes for organ, harmony, and counterpoint,
and, as a member of Maisonette’s composition
class, he won the French Prix de Rome in 1882 with
the cantata Edith. The successful career thus fore-

shadowed included following César Franck as organist at Saint Clotilde Basilica
in Paris, serving for seven years as deputy conductor of the Concerts Colonne,
and, on Édouard Colonne’s death, succeeding him as principal conductor from 1910
to 1933.
       The downside to the latter post was that Pierné was responsible for conducting
48 different programs a year. As a result, like his near-contemporary Gustav
Mahler, he was able to devote substantial time to composition only during the
summer, which he would spend in Brittany with his wife and their three children.
Aside from the classical symphonic repertoire, his performances with the
Colonne orchestra included a number of notable world premieres, including
those of Stravinsky’s Firebird, Debussy’s Ibéria, and several Ravel works 
including the first suite from Daphnis et Chloé. (Some of his recorded Colonne 



performances, including those of works by Chabrier and Lalo as well as Debussy’s
Prélude à L’Après-midi d’un faune and Ravel’s Boléro and Pavane pour une infante
défunte, have been transferred to CD and are still available.)
       Despite this welter of activity, Pierné managed to produce a fairly
large body of compositions, some of which, understandably, reflect the 
influence of varied styles that any busy conductor-composer is subject
to. But the Fantaisie-ballet, Op. 6, for piano and orchestra, is an early
work, composed when he was just 21, and thus predating the period of those
burdensome posts. This work too is dedicated to Caroline de Serres, which was
the name the dedicatee of Saint-Saëns’s Caprice-Valse took on her second marriage.
       The score calls for an orchestra with double woodwinds, four horns, two
trumpets, 3 trombones, tuba, timpani, and percussion, and after the piano’s
solo exordium, these forces are treated with considerable technical resource
and a good deal of dynamic exuberance. But there is ample quiet contrast in
both the piano and the orchestral parts, especially in a graceful section
marked “Mouvement de Valse,” though the excitement revs up again for a
boisterous ending in a tarantella-like 6/8 meter. And curiously enough, a
rhythmic figure in the opening section that may sound familiar to many
listeners is reminiscent, not of one of the orchestral works Pierné knew so well,
but of the famous funeral march in Chopin’s B-flat-minor Piano Sonata.
       



The Mexican composer, pianist, and teacher 
Ricardo Castro [Herrera] (1864-1907) was the
son of Vicente Castro, a deputy congressman,
and María de Jesús Herrera. Castro began his
musical education with Pedro H. Ceniseros. He
was born in Durango State, but when he was
thirteen his family moved to Mexico City. In the
National Conservatory of Music there, he studied
piano with Juan Salvatierra and Julio Ituarte,
and harmony and counterpoint with Melesio

Morales, cutting the usual ten years of studies to five, and graduating in 1883.
       It was in the same year that, aged only 19, he completed the first of his two
symphonies, but it had to wait until 81 years after his death for its premiere. As
early as his student days it was clear that Castro was marked out for success. He
had already represented his country as pianist and composer at the Bolivar centenary
in Venezuela. His international touring began in earnest in 1885, when he played
in Philadelphia, Washington, and New York. Later, as the recipient of a scholarship
from the Mexican government, he spent several years in Europe, studying piano
with Eugen d’Albert in Paris and with Teresa Carreño, giving master classes in
some of Europe’s major cities, and all the while composing copiously. In January
1907, soon after his triumphant return to Mexico, he was appointed director of
the Conservatory, but his death from pneumonia followed in the next month.
       Castro’s Vals-Capricho, or “Caprice-Valse” to give it the French title it
carries in the score, is music of a virtuoso cast that indicates what a fine pianist he



must have been. The waltz proper begins after a short Allegro introduction and a
brilliantly cascading cadenza. Several more cadenzas and cadenza-like passages
punctuate the further course of the work, which includes sections marked
“Capriccioso,” “Grandioso,” and finally “Vivo.” In all of this there is, as critics
have noted, little sign of Latin-American influence. Rather, the delicacy and 
subtlety of the piano writing places the work firmly in the French tradition, 
revealing in particular the composer’s well-attested enthusiasm for Chopin.

Music-lovers are familiar with the image of 
Fryderyk Franciszek Chopin (1810-1849) as the
very type of the intense, fragile artist, with his exquisite
sensibility, his aloofness from the world, and his
affecting and (in the 19th-century sense) picturesque
consumptive cough. He succumbed to consumption
at the age of 39—and before long the Chopin legend
was fully formed. 19th century society had a talent
for heightening every scrap of color in the lives of
those who interested it. An early death was an open
invitation to imaginative embroidery: one particular
Polish countess used to be pointed out as the only

lady of her class in whose arms Chopin did not die. And, of course, if there was a
breath of scandal to be inflated into a gale, so much the better.
       But all this is no more than a small and distorted part of the truth about
Chopin. Sensitive he certainly was, but on the whole he was no more aloof than



his malady dictated. And though that malady made him relatively fragile in a
physical sense, his character was unusually firm even in his student days. Soon
conscious of the special direction of his talent, he refused to be diverted from it.
When his teacher Józef Elsner protested, “Your genius should not cling to the piano:
operas must make you immortal,” Chopin’s reply was uncompromising in its 
emphasis on his “perhaps too audacious but noble wish and intention to create for
myself a new world.” Though less than eighteen years remained to him for the task,
he created that world, and the piano has never been the same instrument since.
       The Krakowiak, or Grand Concert Rondo, for piano and orchestra, had 
already been written at the time of that conversation. Chopin composed it in
1828, two years before leaving his native Poland to settle permanently in
Paris, where he soon established himself as a fashionable piano teacher. As its
title suggests, the piece is based on the style of a popular dance of the Kraków
region, familiar to many listeners from its striking appearance in the last movement
of Chopin’s First Piano Concerto. But his piano writing grew out of his piano
playing, which was felt to be the most aristocratically poised, the most tasteful,
and at the same time the most sensitive and poetic playing his listeners had ever
heard. Inevitably, then, the elegance of the writing in this piece turns it into not
so much a folk dance as a sophisticated outgrowth from the national folk style
Chopin enthusiastically admired.



Camille Saint-Saëns (1835-1931), a composer of
prodigious facility, enjoyed a career that spanned all but
the first five or six of his 86 years, turning out nearly 170
numbered works and many un-catalogued ones. Such
fertility always has its dangers—“Both his great reputation
and subsequent neglect have been exaggerated,” suggests
the New Grove Dictionary article on the composer. But
the fairest conclusion is that he was indeed, as the same

source puts it, “a gifted, fluent and prolific composer” who “embodied in his works
many of the essential French qualities, above all clarity and order.”
       Saint-Saëns was one of a number of French composers with a taste for styles
and subjects from abroad: his works range in their associations from Spain and
Greece to Egypt, Cuba, and beyond. But the Caprice-Valse, Op. 76, Wedding Cake,
has stylistic roots derived from no farther afield than Vienna, and even with that
said, it should be remembered that the city of the Strauss dynasty has no exclusive
claim to the tradition of a dance that was also a fixture in the salons of Paris. The
subtitle alludes to the fact that Saint-Saëns wrote the piece, in 1885, to honor the
marriage of a friend, the pianist Caroline Montigny-Rémaury, who was a pupil of
Liszt and sister-in-law of the composer Ambroise Thomas.
       With an orchestral part scored only for strings, Saint-Saëhs’s Caprice-Valse
stands as the lightest-textured and most delicate piece on the disc. “Clarity and
order” it indeed possesses in abundance. Attractive also, aside from the light-fingered
touch called for by the solo part, is the teasing wit of the occasional syncopated
hold-ups that lend variety to the pulse.



The freewheeling approach to structure outlined
at the beginning of these notes is particularly well
suited to the talents of Carl Maria von Weber
(1786-1826). Though he had his share of triumphs,
Weber’s life was shadowed by ill health, exacerbated
by financial worries that caused him to undertake
too much work in order to secure his family’s future
after the early death that he clearly foresaw.

       Best known for his romantic operas, including the ever-popular Der Freischütz,
Weber trod less surely when he tackled the big orchestral forms. Charming
though they are, his concertos hold only an uncertain place in the repertoire.
Far more successful are his solo and orchestra non-concertos, and the same 
distinction can be made about his solo piano works: those in relatively free form
tend to be more successful than his large-scale sonatas. It was natural, then, that
Franz Liszt should have hit on the Polonaise (or Polacca) brillante, Op. 72,
as a suitable candidate for transformation from solo piano to piano and orchestra.
If the result sounds at times less like Weber than like Liszt, that indefatigably
generous champion of other men’s music may surely be forgiven. What he
helped to create is a piece that blends coruscating bravura with an abundance
of unassuming charm. It deserves to be better known, for, like the relatively
popular Konzertstück, it is a delightfully fresh exploration of the piano-and-
orchestra medium, uncluttered by any excessively intellectual ideas about form.
       



Just six years Saint-Saëns’s senior, but the embodiment of a
very different cultural background, Louis Moreau Gottschalk
(1829-1869) was born in New Orleans to a Jewish businessman
from London and a Creole mother. He had six brothers and sisters,
five of whom were half-siblings by his father’s mixed-race mistress.
His maternal grandmother Bruslé and his nurse Sally had both
been born in Saint-Domingue (known later as Haiti).
Gottschalk was exposed to a variety of musical traditions, and

played the piano from an early age. He was soon recognized as a prodigy by the New
Orleans bourgeois establishment, making his informal public debut in 1840 at the
new St. Charles Hotel. As his career progressed, fueled by extensive international
touring, he came to be regarded in Europe as the first authentic American composer.
        Gottschalk’s music has been plausibly credited with influencing the later devel-
opment of ragtime: The New Grove Dictionary of Music and Musicians notes that it
is generally regarded as “a direct precursor of ragtime.” His Grande Tarantelle, however,
composed between 1858 and 1864 and later reconstructed by Hershy Kay, belongs
in an older and more traditional rhythmic mold. The tarantella is a dance that
draws its name from the Italian city of Taranto, in Puglia. (The picturesque legend
associating it in some way with shaking off the effects of a tarantula bite has now,
sadly, been discredited.) Playing the unwavering sequences of triplet figures in
Gottschalk’s piano part must be almost as severe a test for the pianist’s wrists and
fingers as the accompaniment in Schubert’s Erlkönig, for throughout the roughly
seven-minute course of the piece its hurtling 6/8 rhythm never lets up.
       



Unlike the universe, which is widely believed to have begun
with a Big Bang, this CD program ends with one. Charles
Wakefield Cadman (1881-1946) was a composer with a career
and output of remarkably colorful character. His birthplace,
Johnstown, Pennsylvania, and his choice of Pittsburgh as the
scene of his studies in theory and conducting with Luigi von
Kunitz and Emil Pauer, hardly seem prophetic of the variety
and exoticism that were to inform his work and his life, in

which the activity of composition was leavened by two years (1908-1910) spent
as music editor and critic of the Pittsburgh Dispatch.
        From 1907 to 1910 Cadman served as organist at the East Liberty Presbyterian
Church in Pittsburgh, but it was a less conventional interest that dominated much
of his further development. In January 1909, lured by a fascination with American
Indian music, he arranged and published Four Indian Songs, and later that year
he traveled with Francis La Flesche, son of a chief of the Omaha tribe, to the
Omaha and Winnebago reservations, where he lived with the tribes, learned to
play their instruments, and made recordings of tribal songs. The opera Shanewis,
one of many works he composed on Indian themes, was produced at the 
Metropolitan Opera in 1918, and was so successful that it was retained in the 
following season’s repertoire.
       Cadman’s later years were spent in Los Angeles, where he helped to found
the Hollywood Bowl Orchestra and wrote scores for a number of films, including
The Sky Hawk, Captain of the Guard, Women Everywhere, and Harmony at Home.
Regarded at the time, along with Dmitri Tiomkin, as one of Hollywood’s top film



composers, he was awarded an honorary doctorate by the University of Southern
California in 1926.
        One of Cadman’s Indianist songs, At Dawning, gained international popularity
championed by the great Irish tenor John McCormack, and the composer was
obviously profoundly affected by his American Indian studies. In subsequent, more
authenticity-minded times he has been criticized, along with his near-contemporaries
Henry F. Gilbert and the better-known Arthur Farwell, for idealizing Native
American music and in the process replacing its ethnic vitality with a smoother,
sentimental manner, rather as the well-intentioned Rimsky-Korsakov did in his
completions and orchestrations of works by Mussorgsky.
        Dark Dancers of the Mardi Gras, however, composed in 1933 and at one time
wildly popular,  lends little credence to the notion that Cadman was a mere prettifier.
The New Grove Dictionary finds it “one of his most stylistically advanced pieces
...marked by ragtime syncopations in its livelier sections, supple Gershwinesque
melodies in its slower portions and vivid orchestral colouring throughout.”
Scored for large forces that include, in addition to the usual instrumental suspects,
a pair of saxophones, this “Fantasy for piano with orchestra” is an uproarious, un-
restrainedly ebullient celebration of the fleshly indulgences associated with the
carnival season. At times, the listener is likely to think that, alongside the technically
demanding piano part, everything but the kitchen sink has been thrown into the
orchestral mix, and the final chord supplies a disc rich in virtuosity and dynamic
extremes with an entirely suitable fffz conclusion.

       —Bernard Jacobson © 2014



JOEL FAN
       Pianist Joel Fan has been acclaimed as “soaring” (Los Angeles Times), “fantastic”
(Washington Post), and possessing a “probing intellect and vivid imagination”
(New York Times). According to the Boston Music-Intelligencer: “We’ve heard
many of the great pianists...Fan belongs in the company of the best.”
       Celebrated for a bold repertoire that embraces traditional piano classics as 
well as inspired discoveries, Fan has performed over 40 different concertos with
orchestras worldwide, including the New York Philharmonic, Royal Stockholm
Philharmonic, Odessa Philharmonic, Singapore Symphony, and London Sinfonietta,
with conductors such as David Zinman, Zubin Mehta, Alan Gilbert, and 
David Robertson. 
       Dances for Piano and Orchestra presents another evolution in Fan’s original 
approach to programming. His previous releases on Reference Recordings are the
solo recital discs World Keys (2006) and West of the Sun (2009), of which the
Toronto Star wrote, “[Fan] offers nine stunningly brilliant renditions drawn from
a wide range of styles and sources...Capping it all off is an arresting interpretation
of Barber’s fearsome Piano Sonata. Wow.” Of Leon Kirchner: Revelations (2013),
Anthony Tommasini of The New York Times called Fan an “impressive pianist.” 
       Joel Fan is recognized for his work with cellist Yo-Yo Ma as a member of the
Silk Road Ensemble, with performances at Carnegie Hall and the Kennedy Center,
and on the television programs Good Morning America and Late Night with
David Letterman. Fan has also collaborated with numerous other ensembles, 
including the Shanghai Quartet, Imani Winds, and A Far Cry. 
       Born in New York City, Fan attended the Juilliard School, as a student of
Kathrine Parker and Martin Canin. He received his undergraduate degree at
Harvard University, where his teachers included the composer Leon Kirchner,
and studied at Peabody Conservatory with Leon Fleisher. Mr. Fan is a 
Steinway Artist. 



CHRISTOPHE CHAGNARD
“ere are human beings who direct and channel the power of music in such a way as
to release the sounds and conduct them to the hearts of the listeners. Such a man is
Christophe Chagnard.”  —Richard Stoltzman

One of the most sought-after musicians in the Pacific Northwest, French conductor,
composer and guitarist Christophe Chagnard is an all-around artist acclaimed for his
finely etched performances and charismatic approach to music. Equally versed in a
vast repertoire of chamber, symphonic, operatic and ballet works of all styles and periods,
Chagnard has gained a reputation as an insatiable conductor who can do it all. 
        Chagnard performs regularly with some of the biggest names in music, including
Lynn Harrell, Nadja Salerno-Sonnenberg, Cecile Licad, Richard Stoltzman, Awadagin
Pratt and Lara St. John. Chagnard is also Music Director of the Lake Union Civic
Orchestra whose recent projects included a collaboration with legendary actor
Michael York on the Hovhaness Centennial Celebration at Benaroya Hall and a
highly acclaimed performance of Mahler’s 5th Symphony at Meany Hall. 
        Chagnard’s international guest appearances include performances in Russia,
Japan and Cuba. His awards include the 2006 ArtsFund Outstanding Achievement in
the Arts Award, the Richard Levy Award for outstanding musicianship for three 
consecutive years, and the Sigma Alpha Iota National Arts Associate Award. 
        His recording credits include Mozart’s Symphonies No. 40 and 41, Musical
Gems I and II and Passionate Puccini, live with the Northwest Sinfonietta, Piano 
Concertos No.23 and 25 with Mark Salman on the Immortal Classics label, and 
Debussy’s Danses Sacrée et profane with Isabelle Perrin on the First Impression Music
Label. Chagnard is also a prolific composer whose works have been heard widely
across North America and in Europe. When he is not on the podium or composing,
Chagnard can be found playing jazz guitar with the highly experimental and popular
TOUCHÉ sextet which he founded. 



NORTHWEST SINFONIETTA
Northwest Sinfonietta, under the leadership of Founding
Music Director Christophe Chagnard, is a vital part of the 
Pacific Northwest cultural scene and is recognized for its 
extraordinary performances, innovative programming, and 
collaborations. With residencies in Seattle, Tacoma, and
Puyallup, Northwest Sinfonietta is the only Washington 
orchestra to regularly perform in multiple cities.

Since its first performance in December 1991 honoring the
bicentennial of Mozart’s death, Northwest Sinfonietta has held
a unique place as the region’s only professional chamber 
orchestra. In 2012 and 2013, Chagnard led the orchestra 
on tours to Cuba as only the third professional American 
orchestra to visit Cuba since the 1959 revolution.  Northwest

Sinfonietta also had the distinction of bringing Orquesta de Cámara Concierto Sur
to the United States in October 2012. This was the first Cuban orchestra to perform
Christine Gregoire to proclaim Northwest Sinfonietta “Washington State’s international
cultural ambassador.”
        In 2015, Northwest Sinfonietta will become the fifth professional chamber
orchestra in the world to adopt an innovative Artistic Partner leadership model and
transition from the traditional music director model. Northwest Sinfonietta is excited
for this time of evolution and growth, and will celebrate its 25th season—and the
Mozart’s 250th birthday—with an electrifying mix of special guest artists and 
new leadership.

is CD release is Northwest Sinfonietta’s debut project with Reference Recordings.



CHRISTOPHE CHAGNARD,
MUSIC DIRECTOR

Violin
Brittany Boulding,
Concertmaster
Karin Choo,
Associate Concertmaster
Mary Manning,
Principal Second
Cecilia Archuleta
Evelyn Gottlieb
Kimberly Houglum
Adam La Motte
Svend Ronning
Karen Sorensen
Gwendolyn Taylor
Janis Upshall
Brandon Shane Vance 
Viola
ane Lewis, Principal
Stephen Creswell
Ilya Shpigelman
Colin Todd

Cello
Mara Finkelstein, Principal
Valerie Doerrfeld
Holly Reeves
Gretchen Yanover
Bass
Todd Larsen, Principal
Anna Doak
Flute
Darrin aves, Principal
Jeannie Hill
Wendy Wilhelmi
Oboe
Shannon Spicciati, Principal
Brent Hages
Clarinet
Kevin Morton, Principal
Terri Garrett
Bassoon
Mona Butler, Principal
John Ruze
Saxophone
Fred Winkler
Eric Stegner

French horn
Rodger Burnett, Principal
Erin Porter
Gina Gillie
Richard Reed
Trumpet
Judson Scott, Principal
Robert Gale
Brian Chin
Trombone
Keith Winkle, Principal
Patrick Urion
Doug Nierman
Tuba
Paul Evans, Principal
Timpani
Gunnar Fulsom, Principal
Percussion
Amy Putnam, Principal
Karen Sunmark
Tim Helming
Rachel Dobrow Stone
Frank Ronneburg
Principal Librarian
Catherine Case
Personnel Manager
Judson Scott



Recorded: August 20 – 23, 2013
Lagerquist Concert Hall, Pacific Lutheran University, Tacoma, Washington

Producers: Marina A Ledin, Victor Ledin and Marcia Gordon Martin

Recording Engineer: Keith O. Johnson

Recorded by: Sean Royce Martin

Editing: Marina A. Ledin, Victor Ledin and Sean Royce Martin

Mastering Engineer: Keith O. Johnson

Executive Producer: Marcia Gordon Martin 

Design: Bill Roarty

Photos: Joel Fan: Henry Leutwyler; NW Sinfonietta: Regan MacStravic

Piano: Steinway & Sons, New York; Tuning: Phil Glenn, Sound Piano Crafts

NWS Special anks: 
Pacific Lutheran University; Fairfield Inn and Suites, Puyallup, WA

Joel Fan: Special thanks & love 
to the entire RR team; the entire NWS, Neil, Christophe, Brittany. 

anks to love and support of Mary Cooper Harkin and Clara, Joseph Lisa, 
Tatiana Lieberman, and my family; and to gracious donors Christine and Karl Anderson;

Tanya and Gerald Seligman; Cheryl Trivison, Richard Haag and Steve Karan 



MORE RR PIANO FAVORITES

ORDER ONLINE SECURELY: REFERENCERECORDINGS.COM

JOEL FAN
WORLD KEYS

JOEL FAN
WEST OF THE SUN

MINORU NOJIMA
PLAYS LISZT

MINORU NOJIMA
PLAYS RAVEL

R
R

-2
5

R
R

-1
06

R
R

-3
5

R
R

-1
19




