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Cello Suite No. 6, BWV 1012          Johann Sebastian Bach 

*originally in D Major, transcribed for viola in G Major              (1685–1750) 
 

- interspersed with - 
 
Sonate für Bratsche allein (Sonata for Viola Solo) Op. 31 No. 4 (1923) Paul Hindemith 
           (1895–1963) 
 Prélude (Bach) 

I. Äußerst lebhaft (Extremely lively) (Hindemith) 
Allemande (Bach) 

II. Lied. (Song.) (Hindemith) 
Courante (Bach) 
Sarabande (Bach) 
Gavotte I – II (Bach) 

III. Thema mit Variationen. (Theme with variations.) (Hindemith) 
Gigue (Bach) 

 
 

INTERMISSION 
 

 
Silent Spaces (for solo viola) (2020)                 Kevin Day 

      (b. 1996) 
 
 
Three Weddings and a Fight (2013)       Garth Knox 

      (b. 1956) 
 
 



 
 

Notes on the Program 
 

This concert celebrates the viola and many of its facets, from baroque music to contemporary 
works. It particularly showcases the viola sound by performing pieces that were written by violist 
composers who know their instruments in depth. Both Paul Hindemith and Garth Knox are 
renowned for their own performance skills and performance careers. Their compositions reflect their 
personal approach to viola playing and learning their pieces opens a door into experiencing their ways 
of playing.  
 
The seed for this program emerged during the early lockdown months, when two pieces kept coming 
up for me: the sixth Bach Suite and Hindemith Op. 31, no 4. I soon started to feel a connection 
between the two works. Both first movements play heavily with bariolage (a fast changing between 
strings, most often switching between open strings and stopped notes) and portray a strong feeling of 
perpetual motion. Both second movements are much calmer, songlike and play with ornamental 
gestures. The rest of the Bach Suite features a number of dance movements portraying different 
tempos and characters, with a slow movement at the center of it. Hindemith’s third movement is 
proportionally much longer than the other two and encompasses variations with an array of characters 
and tempos, passing through a slow moment at the center of it.  
 
I decided to intersperse the movements of both pieces, to showcase their relations and similarities, 
and to provide a chance to hear these perhaps well-known pieces with new and curious ears.   
 
With the ideas for this program growing over the past years, I found it tracing in some ways my own 
experiences throughout the pandemic, from its silent lockdown period all the way to the three 
weddings (luckily without the fight!): my own marriage in a legal signing ceremony, with post-Covid 
celebrations in the United States and Germany still pending. 
 

Paul Hindemith wrote his Viola Sonata Op. 31 No. 4 in 1923 and premiered it himself in 
1924 in Donaueschingen. Originally, it was meant to replace his other famous sonata Op. 25 No. 1 in 
Hindemith’s own concert repertoire. However, it turned out too difficult and physically taxing, and 
wasn’t published until 1993. The energy and variety of Op. 31 No.4 spark the imagination. The fast 
first movement with its perpetual motion is often related to the sounds of a train. A common myth 
states that Hindemith wrote this piece while traveling and possibly even during a train ride. Containing 
an underlying sonata form, the movement lives from the use of bariolage (the interplay of different 
strings) and the varying of slurs to change the pulse. The second movement is titled “song, with little 
expression”. Its delicacy and introverted sentiment bring a stark contrast to the fast and furious first 
movement and the strong last movement. The third movement is the longest. It starts off with a 
strong and majestic theme played in octaves, followed by a variety of variations. Overall, the 
movement is divided into 2 parts. The first part lets the theme fade away and become blurry, until it 
re-emerges after an energetic buildup. The second part starts off with material that seems to be barely 
connected to the theme, yet it evokes memories of the second movement. Over time, the theme 
appears clearer and clearer within the material and the music grows in virtuosity and energy towards 
the yet most glorious iteration of the theme and a grandiose ending.  
 
Playing Hindemith’s viola music provides a glimpse into his own playing technique. The harmonies 
and melodies require a very strong and wide hand structure with a lot of stability within the left hand. 
The fast and loud passages require an equally strong and stable right hand, which is able to transfer 
the weight into the string as effortlessly as possible. Hindemith must have had an extraordinary bow 



 
 
control since he frequently asks the performer to play very slow and delicate passages right after an 
exceedingly intense section that is very tiring to the right arm. In this sonata, a good example for this 
is the delicate second movement following the fast and furious first.  
 

Johann Sebastian Bach’s Sixth Suite is the last of a collection of suites for cello solo, most 
likely composed between 1717 and 1723 during the time Bach served as Hofkapellmeister at the court 
of Köthen. They are often played as an arrangement for viola. The sixth suite may have originally been 
written for the five-stringed violoncello piccolo, a smaller than normal cello, which makes the big range of 
the suite more easy to play than on a modern cello. Originally written in D major, the viola version is 
most often played in G major, fitting it better to the natural range of the viola. The transposition does 
not take away from the joyful character of the suite. The Prélude is an exciting fest of bariolage with the 
feeling of perpetual motion. The Allemande acts as a contrasting and introverted dance featuring many 
ornamental figures around the melodic voice. The Courante follows as a fast dance with a lot of energy. 
The center piece of the suite is the Sarabande, a slow dance creating a warm and pensive moment while 
showcasing many chords. The two Gavottes spread overall joy and positivity. Even the second Gavotte, 
most commonly written in the parallel minor key, stands here in major as well. The Gigue, as the last 
movement, brings the suite to a virtuosic and grandiose ending.  
 

In his piece “Silent Spaces,” Kevin Day beautifully expresses different feelings and meanings 
of silence and silent spaces. Silence can be very expressive. This is true especially within music, but 
also in daily situations and interactions where silence can at times say more than many words. On the 
other hand, silence can also create a space for something like the opposite of expression: for example 
a deeper introspective listening, reflection, or the introverted processing of events. Silence can be 
difficult to bear but it also can be soothing and rejuvenating. In a world of constant movement and 
noise — particularly living in New York City — silent spaces are hard to come by and often, their 
importance is overlooked. 
 
The lockdown period of the pandemic turned out to be a silent space for me. With much time at hand 
and no external reason to practice it made me think about why I play. Do I play for myself? Do I play 
for others? What is the difference — if there even is one? I came to the realization that I always play 
with others. Even if I play solo, I play with my listeners, or the sound of my viola. I live for the 
connection and co-creation of the experience, whether it be with my performing colleagues, my 
audience, or the composer of the piece I am performing. I am never isolated if I play music.  
 
Kevin Day wrote about his piece “Silent Spaces”: 

 
“The quieter you become, the more you are able to hear.” – Rumi  
 
Silent Spaces is a solo viola composition that incorporates the human voice and explores the feeling 
of being isolated and in solitude, the idea that both of these can have positive and negative effects on 
the person inhabiting the space. Positive in that there is so much space to be creative, sing freely, and 
to have more clarity, and negative in that feelings of loneliness, longing, and sadness can also dwell 
in this space.  
 
This work was composed for international soloist Dr. Wendy Richman, as a part of the Gabriela 
Lena Frank Creative Academy of Music (GLFCAM) COVID Collaboration Project, a relief project 
started by GLFCAM for musicians who lost work due to the COVID-19 global pandemic.  

 
- Kevin Day, composer  



 
 
 

Garth Knox is an Irish/British violist composer, living in France, who writes wonderfully 
idiomatic viola music. His material fits well into the left hand, without much extending, and his music 
explores a wide range of the instrument’s colors. While his style is quite different from Hindemith’s, 
there are similarities such as the frequent use of open strings and the interval fifth, as well as the use 
of bariolage. Knox is known for his extended techniques, and he even wrote a set of etudes that focus 
on the use of extended techniques in expression. He also plays and composes for viola d’amore and 
he loves folk music. “Three Weddings and a Fight” features a little bit of all. The different 
personalities showcase special colors created by extended techniques, the playing with and around 
several (open) strings, and virtuosic pizzicato playing, — all packed within variations of Danish folk 
tunes. Playing this piece requires big enough fingers to comfortably stop two strings at the same time 
to play fifths even in higher positions (the distance between strings widens towards the bridge). At the 
same time, very nimble fingers are necessary in both hands to perform the pizzicato sections.  
 
Garth Knox wrote about his piece “Three Weddings and a Fight”: 
 

Tunes can tell stories, and music is a wonderfully imprecise and ambiguous narrator. A 
Danish friend of mine, (an excellent folk fiddler!) taught me three beautiful old Danish wedding 
tunes, and I had the idea that each of these tunes could tell the story of a marriage. A relationship 
seen by the man is very different from the same relationship seen by the woman, and this could be 
expressed by two versions of the same tune. And this is how I came up with Three Weddings and a 
Fight.  

 
In the first wedding, “he” is a straightforward, good looking young man, at ease with himself and the 
world, and “his” version of the tune is very close to the original folk music. “She” is young and 
beautiful, but much dreamier than he is, and she sees everything through a vague romantic haze. 
They love each other, and their marriage is likely to work out well.  
 
The groom of the second wedding is a very rough and ready peasant farmer type, strong and direct 
but humourless and a little slow. The bride on the other hand is a much brighter character, quick-
spirited, joyous, she loves laughing and dancing. She pokes fun at her future husband, and the omens 
for the future of their relationship are not good.  
 
The third wedding is the most confrontational. Here, instead of the man and woman having their 
own versions of the tune, the two viewpoints are juxtaposed – or rather, every time “he” starts to 
speak, “she” interrupts him – and vice versa. The verbal violence mounts, the respective families join 
in on each side, and soon the wedding feast degenerates into an open fight, chairs are broken, plates 
are smashed amid general chaos. This marriage is unlikely to last more than a day – but what a party!  
 
A short interlude comes between wedding one and wedding two and another between weddings two 
and three. These are playful explorations of how the relationships may have developed after the 
ceremonies.  

 
-Garth Knox, composer 

  



 
 
 

About the Artist 
 

Violist Maren Rothfritz is a passionate artist and educator who is equally at home on the 
concert stage and in the teaching studio. As violist in the Argus Quartet since 2019, Maren enjoys 
seeking colorful musical expressions across a wide range of repertoire old and new. From 2016-2018 
she was a Fellow with Carnegie Hall’s Ensemble Connect, performing and teaching throughout New 
York City. Previously, she completed her master’s degree with Kim Kashkashian at New England 
Conservatory, where her concentration was Music-in-Education. Her festival credits include Yellow 
Barn, Ravinia’s Steans Music Institute, the Lucerne Festival Academy, and Keshet Eilon. Born in 
Paderborn, Germany, Maren began violin studies at age of four. At sixteen, she entered into the 
Hochschule für Musik Detmold and joined the viola class of Diemut Poppen a year later. She 
subsequently attended the Escuela Superior de Música Reina Sofía in Madrid (2011-13) and the 
Conservatorium van Amsterdam (2013-14), where she studied with Nobuko Imai. She moved to the 
United States in 2014 and is now working towards a Doctor of Musical Arts at the Graduate Center 
of the City University of New York, where she was awarded the prestigious CUNY Graduate Center 
Fellowship and is mentored by Ettore Causa. Currently, she teaches at Brooklyn College and is on 
faculty at the annual festival “Point Counterpoint” in Vermont.  

 


