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7 Variations on ‘Bei Männern, welche Liebe fühlen,’ WoO 46 (1801)  Ludwig van Beethoven 

Theme. Andante (E♭ major)                            (1770–1827) 
Variation 1 (E♭ major) 
Variation 2 (E♭ major) 
Variation 3 (E♭ major) 
Variation 4 (E♭ minor) 
Variation 5. Si prenda il tempo un poco più vivace (E♭ major) 
Variation 6. Adagio (E♭ major) 
Variation 7. Allegro, ma non troppo (E♭ major) 
Coda (C minor) 

 
 
Seven Tunes Heard in China (1995)               Bright Sheng  

III. The Little Cabbage              (b. 1955) 
 

 
Glissées für violoncelle seul (1970)           Isang Yun  

I.                     (1917–95)  
 
 
Sonata for Cello and Piano in D Minor (1915)                   Claude Debussy  

Prologue (Lent)                   (1862–1918) 
Sérénade (Modérément animé) 
Finale (animé) {Léger et nerveux}  

 
 

INTERMISSION 
 



 
 
 
Sonata for Violoncello and Piano, Op. 6 (1932)           Samuel Barber  

Allegro ma non troppo                      (1910–81) 
Adagio  
Allegro appassionato  

 
 
Pezzo capriccioso, Op. 62 (1887)                Pyotr Ilyich Tchaikovsky  

               (1840–93) 
 

 
 
 

Notes on the Program 
 

Written five years after his first set of cello and piano variations based on another tune from 
Mozart’s Magic Flute, namely, Twelve Variations on Ein Mädchen oder Weibchen, the second set, 7 
Variations on ‘Bei Männern, welche Liebe fühlen’, WoO 46, borrows its simple tune from the 
duet “In men who know the feeling of love,” between Pamino, who has just learned that Tamino 
loves her, and Papageno, whose amorous luck is not as fruitful. Balancing wit and elegance while 
fulfilling the formal duties of the genre, Ludwig van Beethoven transforms the simple folk-like tune, 
unabashedly chopping it up, passing it to and fro between the two instruments. Although lacking the 
five added variations from his first cello and piano variation set, this particular work, shows off 
Beethoven’s compositional efficiency, while always keeping the tune first in the piano before the cello 
echoes. Variations 2 and 3 indulge in figural ornamentation, while Variation 4, explores the 
introspective side of the tune in E-flat minor, indulging the cello’s bass register. Variation 6, the Adagio, 
the emotional heart of the set, features a lyrical and heartfelt aria-like setting between the two voices 
before the finale, which evokes an image of a couple skipping off into the sunset.  
 

Composed by Bright Sheng in 1995, for cellist, Yo Yo Ma, each of the Seven Tunes Heard 
in China is based on a folk tune heard in different Chinese provinces. The Little Cabbage is a folk song 
from Hebei, a North-Central province and originally belongs to the Xiao Diao genre, which is 
connected to peoples of urban centers. The idea of mutual cooperation in these densely populated 
centers provided a greater ease of living and is reflected in the lyric and delicate style of this province’s 
musical style. Comprised of three short phrases, the song begins in a monophonic texture without any 
harmonic underpinnings. The next two phrases are combined with a counterpoint underneath and 
ends with fourths and fifths to strengthen the final cadence.   

 
(Hebei) 
The little cabbage is turning yellow on the ground, 
She lost her parents when she was two or three. 
Mom, my Mom! 

 
“I use [folk melodies] as a point of departure for my inspiration, and I take a lot of freedom. 
I’m searching for a new idiom that doesn’t belong to preconceived categories.” 

 



 
 

Written a year after Isang Yun’s kidnap (1967-1969) and death sentence by the South Korean 
government for an unjustly accusation of espionage, Glissées für violoncelle seul inhabits a 
hybridized space, combining East Asian and Austro-Germanic aesthetics, a direct reflection of the 
composer’s musical education in his homeland of South Korea and Germany.  
 
Although written in a four-movement form, Yun specifies isolated movements can be performed 
rather than the entire cycle, endowing artistic choice to the performer. One could imagine these 
movements played “out of order” because of the unified voice within each.  
 
The name Glissées refers to the musical technique known as a glissando where one pitch slides into 
another; colloquially, this technique is often called a “smear. The “smear” becomes the main technique 
in Glissées, ornamenting the Einzelton (single tone), which Yun strived to establish as the main tone, a 
type of tonic. A former cellist, Yun incorporates extended techniques into the established Western 
performance practice in this solo cello work, asking the performer to perform pizzicati holding the 
string down with the left fingernail, or to hold the string halfway.  
 
Similar to Bright Sheng’s Seven Tunes Heard in China, Glissées challenges the limits of the cello by 
evoking many tone colors, varying articulations and ornamentation that mimic traditional East Asian 
and Korean folk instruments (wild vibrato, gliss, pizz, grace notes, heterophony). The cello is never 
really supposed to sound like a concert instrument; instead, pulls from sounds of the many traditional 
instruments like the gaygageum (a stringed wooden instrument with twelve movable bridges that support 
twisted silk strings) or ajaeng (similar to the gayageum but played with a bow made of horsehair) or taegum 
(bamboo flute known for its buzzing timbre).  
 
The work was dedicated to cellist, Siegfried Palm.  
 

Depressed from France’s involvement in World War I and the atrocities executed by the 
German army, Claude Debussy sought to produce a ‘pure’ chamber music project paying homage 
to the old French style heard in the works of Couperin and Rameau. The Sonata for Cello and Piano 
in D minor heads the six sonatas Debussy wrote in his efforts to distill his mark on French music, 
only of which three were completed before his death in 1918.  
 

“We have, however, in Rameau's work a pure French tradition full of charming and 
tender delicacy, well-balanced, strictly declamatory in recitative and without any 
affectation of German profundity or over-emphasis or impatient explanation... We 
may, however, regret that French music should so long have followed a course of 
treacherously leading it away from that clarity of expression, that terse and con-densed 
form, which is the peculiar and significant quality of the French genius.” 

 
Surprisingly, the first performance of the cello sonata took place not in Paris, but London, by cellist 
C. Warwick Evans and pianist Madame Alfred Hobday in 1916. The Parisian performance often noted 
as the premiere did not occur until 1917, played by Joseph Salmon and Debussy himself at the piano. 
Swirling around in the minds of composers and artists of the time, was Pierrot, the buffa character 
embodied as the sad clown, a figurine of freakish nature. An early performer of the work, Louis 
Rosoor, had printed program notes claiming that he had received the composer’s words describing 
the work: “Pierrot wakes up with a start and shakes off his stupor. He rushes off to sing a serenade to 
his beloved (the moon) who, despite his supplications, remains unmoved.” Debussy, frustrated with 
this description of his work, complained of how his works were so misunderstood. Ultimately, 
Debussy’s protests had an affirming effect on Rosoor’s notes, but with many of the programmatic 



 
 
superscripts, which he gave many to his works, he felt that they were secondary to the music. In a 
letter to his publisher in August 1915, Debussy writes of the cello sonata with admiration:  

 
‘It’s not for me to judge its excellence but I like its proportions and its almost classical form, 
in the good sense of the word.’ 

 
In October he wrote to Igor Stravinsky:  

 
‘I’ve actually written nothing except “pure” music . . . two sonatas for various instruments, 
in the old French style.’ 

 
The Sonata for Violoncello and Piano, Op. 6 was written in 1932 while Samuel Barber 

was still a student at the Curtis Institute in Philadelphia. Barber’s defining lyrical style can be largely 
attributed to a Brahmsian influence, which is heard in cross-rhythms, remote harmonies, and low-
range writing in both instruments. Among its more modern features are the frequent changes in meter 
and splashes of articulation and angularity.  
 
The first movement opens with a series of melodic leaps, beginning in the lowest range of the cello 
and reaching a launching point, traveling many octaves up in register. This melody, reminisecent of 
Brahms’ surging theme in Cello Sonata No. 2 in F Major, Op. 99, is overtaken by a soulful, swell-
shaped melody with rocking rhythmical intensity.  
 
The paired-down inner movement functions as a scherzo, enclosed by two slower outer sections. The 
Adagio, opens with a descending melody in the cello, sparsely accompanied by the piano. Together 
their range encapsulates a warm, glowing space, which hold the passing appoggiatura and harmonic 
dissonances that tinge the harmonies with a jazz-like quality. The Presto begins with a lightning-fast 
switch; it is written in the traditional scherzo style: fleetingly quick and lightly textured passing of the 
theme.  
 
The finale, a pianistic overture, features rolling waves of broken chords in the piano’s left hand upon 
which the melody rides atop with fanfare style. The most emotionally turbulent out of the whole 
sonata, the last movement displays Barber’s Neo-Romantic affinity in full passion.  
 

Pezzo Capriccioso, Op. 62 was Pyotr Ilyich Tchaikovsky’s last work for solo instrument 
and orchestra and was premiered by the composer’s personal friend and virtuoso cellist, Anatoly 
Brandukov (1856-1930) in Paris during the year 1888. The two met at the Moscow Conservatory 
where Brandukov’s other principal teacher, Wilhelm Fitzenhagen, a close friend of Tchaikovsky and 
dedicatee of the Rococo Variations also taught. The work was quickly written while the composer was 
tending to an ill friend in Aachen. Composed in two large, contrasting sections that repeat in shortened 
form – one in rhapsodic, salon style and the other in a light, scherzo.  

 
 
 
 
 
 
 
 
 



 
 
 

About the Artists 
 

Award-winning cellist Sarah Song is a graduate of The Eastman School of Music under the 
tutelage of David Ying (Ying Quartet). Prior to her Masters studies at Eastman, Sarah received her 
Bachelor’s Degree from Indiana University, Jacobs School of Music with Brandon Vamos (Pacifica 
Quartet) and a Professional Studies Certificate from Queens College (Marcy Rosen).   
  
Winner of the Classical Tahoe International String Quartet Apprenticeship, Sarah has shared the stage 
with members of the Metropolitan Opera under the leadership of Joel Rezven and Laurie Hamilton 
and concertized with soloists like Itamar Zorman, Emannual Ceysson, and Noah Bendix-Balgely. 
During her time as a fellow at the Madeline Island Music Festival (La Pointe, WI), Sarah worked with 
members from the Arianna String Quartet, American String Quartet, Shanghai String Quartet, St. 
Lawrence String Quartet and Brooklyn Rider. She is the recipient of the Chamber Music Live Award.  
  
Most recently, she has competed as a semi-finalist in the 2020 Coltman Chamber Competition (Austin, 
TX) and won the 2021 Queens College Concerto Competition.  
  
Alongside her performing career, Sarah is passionate about music accessibility and education for 
students of all ages and abilities. She has spent the last three years leading the cellists of El-Sistema-
based program, ROCmusic Collective — a tuition-free, all access after school music program and 
working with conservatory students from Oaxaca, MX in a tuition-free festival. She is a student of 
Marcy Rosen.  
 

Joseph Vaz was born in Faro, Portugal, and has been studying piano since he was eight 
years old. He recently was a semifinalist in the 2020 West Virginia International Piano Competition, 
and has placed in several national and international competitions. 
 
Joseph has performed at Weill Recital Hall in Carnegie Hall and numerous other venues in the United 
States, Italy, and Austria. His orchestral debut came with the Cincinnati Pops Orchestra in February 
2015, and he has also performed as soloist with the Seven Hills Sinfonietta and other orchestral 
ensembles. He regularly presents solo and chamber recitals for his degrees and for his community. 
Joseph’s recent appearances at summer festivals include the Bowdoin Music Festival and Chautauqua 
Piano Institute on scholarship. 
 
Having completed his B.M. at Indiana University’s Jacobs School of Music with Emile Naoumoff and 
his M.M. at the Cincinnati College-Conservatory of Music with Ran Dank, he now is pursuing his 
D.M.A. at the CUNY Graduate Center with Julian Martin. 
 
An active collaborative pianist, he has worked with all types of musicians in chamber music and with 
multiple orchestras for operas and concert programs. 
Interested in many genres of music-making, Joseph enjoys working in musical theatre, and recently 
appeared in the role of Oscar the rehearsal pianist in CCM’s production of 42nd Street. 
 
Outside of music, Joseph has a Bachelor’s degree in mathematics and a minor in French from Indiana 
University. 
 


